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Foreword

Jalal Bin Thaneya, a documentary photographer who works in solitude, transports the view-
er to locations inaccessible to the general public.

Jalal started photographing on oil and gas tank fields, capturing visuals from a sector that
affects the day-to-day life of almost everyone, yet the majority of whom have not witnessed.
He then moved on to photographing other locations such as fields of dismantled car parts.
To some, these places may seem like graveyards where pieces are laid to rest as they await
their fate. Stacked on top of one another, line by line and piece by piece in an orderly man-
ner, Jalal captures the heaviness, the greyness and the magnitude of scale that is present. Yet
the visual description is not of an end of a life cycle but the prologue to a new one that is
beyond the graveyard. He captures separate stills of dismantled cars yet each image connects
to the next as it documents pieces as they wait to be recycled. Tyres are used to fuel furnaces
in order to melt the metal that is then reformed for a new industrial use.

In some of his work, Jalal documents the presence of human interaction. Although the
humans are in the picture, they become cogs in the machines churning out the recycling
process. In this exhibition, Jalal Bin Thaneya invites the viewer to go beyond the fence, to
witness his documentation of unseen industries that affect almost every minute of our lives.

Lateefa bint Maktoum
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About Tashkeel

Established in Dubai in 2008 by Lateefa bint Maktoum, Tashkeel seeks to provide a
nurturing environment for the growth of contemporary art and design practice rooted

in the UAE. Through multi-disciplinary studios, work spaces and galleries located in both
Nad Al Sheba and Al Fahidi, it enables creative practice, experimentation and dialogue
among practitioners and the wider community. Operating on an open membership model,
Tashkeel's annual programme of training, residencies, workshops, talks, exhibitions,
international collaborations and publications aims to further practitioner development,
public engagement, lifelong learning and the creative and cultural industries.

Tashkeel's range of initiatives include: Tanween, which takes a selected cohort of emerging
UAE-based designers through a nine-month development programme to take a product
inspired by the surroundings of the UAE from concept to completion; Critical Practice, which
invites visual artists to embark on a one-year development programme of studio practice,
mentorship and training that culminates in a major solo presentation; MakeWorks UAE, an
online platform connecting creatives and fabricators to enable designers and artists accurate
and efficient access to the UAE manufacturing sector; Exhibitions & Workshops to challenge
artistic practice, enable capacity building and grow audience for the arts in the UAE; and
the heart of Tashkeel, its Membership, a community of creatives with access to facilities and
studio spaces to refine their skills, undertake collaborations and pursue professional careers.

Visit tashkeel.org | make.works/uae
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The Critical Practice
Programme

The Tashkeel Critical Practice Programme offers sustained studio support, critique and
production of up to one year for practicing contemporary artists living and working in the
UAE. The programme generally culminates in an exhibition, publication or other digital/
physical outcome. Each artist’s programme is carefully constructed and built around the
individual’s practices and/or areas of research. Tashkeel works with each artist to identify a
key mentor to both build, challenge and guide them. This mentor can be an artist, curator,
critic or arts professional with whom the artist feels both comfortable working but also,
whose own area of research and/or practice ties in with the proposed programme and areas
of focus. Ongoing participant updates are posted via a blog on the Tashkeel website at key
points during the programme. The Critical Practice Programme alumni are:

Afra Bin Dhaher undertook research and experimentation through design and digital
photography under the mentorship of Andrew Starner (NYU Abu Dhabi), resulting in a
solo exhibition and catalogue ‘Hymns to a Sleeper’ at Tashkeel in February 2016.

Vikram Divecha explored the concept of time and money with mentor, Debra Levine
(NYU Abu Dhabi), devising a formula for the value of time as it relates to the creation of
art. His exhibition ‘Portrait Sessions’ at Tashkeel in October 2016 encouraged viewers to
question their economic status.

Hadeyeh Badri chose to explore an intimate account of personal loss with mentors Roder-
ick Grant and Dr. Alexandra MacGilp, resulting in the exhibition and panel discussion ‘The
Body Keeps the Score’ at Tashkeel in April 2017.

Raja’a Khalid explored contemporary narratives around class, luxury and consumer Gulf
culture through experimentation and research with mentors Jaret Vadera and Iftikhar
Dadi, resulting in ‘FASTEST WITH THE MOSTEST' at Tashkeel in September 2017.

Lantian Xie convened reading groups throughout 2017 that examined water, gas, elec-
tricity and rent and explored issues such as hospitality, occupancy, homeliness, precarity,
exception and temporariness.

Debjani Bhardwaj examined the human condition inherent in the folktales of the Arabi-
an Gulf through drawing, papercut and installation, supported by mentors Les Bicknell
and Hassan Meer. It led to the ‘Telling Tales’ exhibition, illustrated booklet and activities
programme in September 2018.
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Beyond the Fence - Jalal Bin Thaneya
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Artist’s Bio

Jalal Jamal Bin Thaneya is a photographer based in Dubai. His large format compositions
capture industrial facilities and ghostly landscapes in the United Arab Emirates, exposing
society’s all-encompassing reliance on oil and nature’s manipulation by human hands. His
work has been included in group exhibitions at Sharjah Art Foundation, The Empty Quarter
Gallery, Tashkeel, Dubai Photo and elsewhere. He is a participant of the 2018/19 Critical
Practice Programme at Tashkeel in Dubai, which offers studio space, critique and support
for production, culminating in a lecture and exhibition. Bin Thaneya'’s practice is heavily
influenced by a career in the Logistics sector. He is entirely self-taught.
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Artist’s Statement

The body of work focuses on my journey through various industrial areas and estates,
bringing together the practice and rituals of capturing the inner workings of these places.
As an artist, | believe that an image should be true to how it is captured, in the most
detailed way, whenever possible, without making alterations to the subject matter. All of
the images produced in this body of work are hidden away from the general public and
this adds to the process of researching, finding relevant subjects, setting up and capturing
the idea that | wish to express. Using 4 x 5 large format and digital medium format cameras
was a must in order to achieve the highest image quality possible. The ideas expressed in
this body of work would simply not work with smaller formats even though they are often
cheaper and easier to manoeuvre within congested industrial spaces, they do not render my
vision of the subject matter as precisely as larger format cameras and sensors do.

Another challenge posed to this sort of photographic form is the bureaucracy when
attempting to enter facilities, the obscurity of some scrap yards and plants who do not wish
to allow for images to be made of their spaces. A majority of the time spent working on
this series was spent gaining access to these places before the images started to take shape.
The world has become even more paranoid and this has added to the difficulty in creating
images related to infrastructure and industry.

The series is intended to introduce the viewer to an idea where | aspire to continue this
project, taking it deeper and beyond our perception of reality.

The exhibit is intended to introduce an ongoing practice of going beyond the fence, the
byproduct of our modernity.

Jalal Jamal Majid Bin Thaneya
@binthaneya

Cibulosll pudei ang sdalite dicliun Ghlio pic lgt Crod (il nilga ke 03l Jlocill degaro )i
dhiball dranly olias Gobly .olodl osm lginaini (uill Jlesiidll pgunil lgiosiiuml ill pugahllg
ot 0093 (nle Juasi sl elial 0939 1040 Juadi sl 8)guall auital (s3ll (risdall sgubiall e
calintiulg whadl b 8T dloc calhiy low sgulill dolel dalis jué loxabive ol degorall 0im jgun

slagl s Salppold Cuonaiwl sdg Lgic yueill 3oi (il 8)8all apuuaig yuanig .dball Kils gnalgall
ol LS 4didas das el jgun (ile Jouaall dhangis sleai il drody Cilpol8g 10 x & Guliay 6yl
lod Jai WL Lgil o) loaa ol Ciljrgaig Cilpold lgruliy U degonall 03m Lgile (sohii (ull jlall
Jiad) 8yal grhiwi ol Lgil 1l . Jualaill gei (il dclball Silabuell Goua lg2o Joleill Jgung
Sl sley il Al Silwbuallg Gilpoléll Loyagi (il dasll ggsirgall

Aliviall g Joasll dojulll dyhlyagul Gilehadll ua Jiad jaT haai Cigalg wells (] dabayly

jlail adjsil 3l Cidgll @bz i las sgibaallg 8351l ilhbw Gaz) pgsais alosull pacg sdicliall
<Ll sphyp gog yguall giua (ke Jasll sy Jud odlodl 03 (| Jguogll (o dipasd degonall 0ia
dageun dyclvall Ghliollg dinill gudl joun jlail Dilsjl el pllell (ale duyllg

ad Gosillg sggpinall 13a dlalgol <3.o.b| S sdiseo §)8401 sabivall cagyei (] dlududl oda Casgig
@il (s jlul Gl payell 13 <ljg go o)l Las sgalgll dysbicll Wilyguaai oo sl psi Jduin
Lijghig liilaal yuleil gag W ildeall il

dyid g 2alo Jloa Juba

olidl]

Ly



' | S =
LR | =5 .

W g -.
.|| —— -"ﬂ:ﬂ-!:'ﬂmum

L
b

.
v 11 w: TR,
LA TR i Egmmm 4w

| m’

Ay
B ™ — . ® q--

ao-¥=011

- S s |
h S 74 o -
P o5 TR S e

T.IA, A jlég hai
Oil and Gas 08, 2018



Access/No Access
By Flounder Lee

The UAE is to a large extent shaped by forces that most of us never more than glimpse. Oil
brought wealth, this led to infrastructure, cars, industry; we see hints of this rapid growth
in the construction that is omnipresent. Jalal Bin Thaneya pulls back the curtain a bit,
giving us a look at what most of us do not have the ability to access. While his photographs
are of large industrial processes, they somehow are still human scale, not taken from the
point of view of a distant onlooker. They are intimate enough to access without feeling
overwhelmed, beautiful without being awe-inspiring.

When | started as a mentor with Bin Thaneya for the Critical Practice Programme, we
discussed a lot of topics around his work but one thing that kept reappearing was that
this is a difficult process. He was often waiting for a phonecall to get access to a particular
industrial location. Often that call would not come, or worse, would be a rejection — no
access allowed. We thought a lot about how to reference this in the exhibition more
cogently than pure photos allow (I feel it is an important part of the work). To me, the
human aspect, this desire for and denial of access that sets the work apart from other
industrial photographs being made. They stay personal. This frustration and loneliness
emerge only slightly in the work. There are very few people; the spaces seem empty and
quiet. It seems fitting that the most alive photos are of the foundry, where the old metal is
melted down, reformed to start over again. In ‘Storming the Gates of Paradise: Landscapes
for Politics’, writer Rebecca Solnit states, “We are constantly drawing the world together
in terms of resemblances and recastings, and the job of artists is to draw the lines anew to
startle us, wake us up...” (Solnit)’

This series covers the manufacturing cycle, but there are no cars being driven, no gas being
pumped, no roads. It is the beginning and the end; you already know the middle; you
already live the middle. Bin Thaneya shows you the other parts — the refineries making gas,
the graveyards of driveshafts waiting to be melted and the tires about to be shredded. He
wants us to see the hidden parts but is careful, for multiple reasons, of taking too strong

a political stance. If he were to examine the whole industrial infrastructure and eviscerate
it for the camera, we might have some satisfaction but it would be an easy answer.
Instead, we are informed and even implicated in the whole process, albeit in a relatively
orderly fashion. If a photographer gives us all the answers, shows us everything, then as
Gerry Badger points out, “The result might then fulfil sociological, political, and historical
objectives, but would it be apposite to term it ‘photography’? Some indeed with primarily
political agendas have ‘written off’ pure photography as a viable means of expression for
precisely these reasons.” (Badger)?

In our meetings, we discussed Burtynsky, Misrach and Gursky. These references are easy
to make, they are industrial and epic. For Burtynsky, the similarities in how Bin Thaneya’s
works run deeper: “The relation Burtynsky has with the sites he photographs leads to an
interesting ambiguity in his work...he does not show the way in which these sites affect
human quality of life instead it focuses exclusively on the physicality of landscape and
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how we have changed it" (Taylor)?

Technically and formally there are important influences on Bin Thaneya such as Bernice Abbot,
New Objectivity and other modernist, straight photographers.

| first met Bin Thaneya a few years ago when we were on a panel called ‘Will Analogue
Photo Go Extinct’. He seems to be on a solo mission to make sure it does not, at least here
in the UAE. Quality and technique are of utmost importance to him, he works with a range
of photographic media but mainly with 4 x 5 and 8 x 10 colour film. This large format is
arduous to obtain, work with and develop, more so here than some places. This fits into his
overall drive in making this work; despite the rejection, the denial, the frustration, he keeps
going, he keeps making.

The drive to keep going in his artistic practice carries over into other aspects of his life, or
maybe it is vice versa. Bin Thaneya has raised awareness and funds for people with special
needs. He's done this through ultra-long walks such as walking across the UAE and walking
to Mecca. This resolve to continue despite limits is important in work where you are often
limited by time, by location, by access. It would be easy to change the goal when facing a
barrier, but Bin Thaneya keeps working towards it. One of the most important photographers
of the 20t century, Margaret Bourke-White, had a long running obsession in getting access
to steel mills to photograph them. She was “possessed of this strange desire to photograph

a steel furnace” (Bourke-White, p49)*. She was denied time and again yet she persisted.
Another commonality between Bin Thaneya and Bourke-White is the desire to make the
photographs technically perfect. As she states, selling some photos allowed her to get “A lens
worthy of any steel mill.” (Bourke-White, p46)*

In the first book on photography, ‘The Pencil of Nature’, Henry Fox Talbot states that
these images “have been formed or depicted by optical and chemical means alone, and
without the aid of any one acquainted with the art of drawing.” (Talbot)® This reminds me
of how Bin Thaneya is insistent that the photos of these places look like they do in reality,
free of as much photoshopping as possible, retouched only slightly. This doesn’t seem to

be just a technical or formal choice. Scratches and dust are removed from the scanned 4 x 5
inch negatives but oil and grime are not removed from the metal parts left exposed to the
elements, awaiting their fate in a smelter. Bin Thaneya is interested in showing us behind the
curtain without embellishment.
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Bin Thaneya mentioned several times how he sometimes goes back to places to
photograph them again. More than once, the place he's gone back to reshoot, an axle
yard or tyre pile, is no longer there. There is a sense in this of urgency to document
something that is changing. It is reminiscent of the work of William Christenberry,
documenting a changing world from the viewpoint of someone who grew up nearby. In
Christenberry’s world, rural Alabama (incidentally, where | am from), things change slowly.
He documents the same building for decades. Bin Thaneya, on the other hand, has a world
which changes at a breakneck pace. That axle yard, someone wanted it removed, so it was
gone quickly. While he's not shooting the buildings that grow like bamboo, he can’t help
but be affected by the speed of change here. This must be one of the drivers of his desire
to document, to preserve.

Overall, this body of work shows us a world that many of us do not see but benefit from and
contribute to in various ways. We can easily ignore the oil refineries and the car graveyards
as they are out of sight and out of mind. They are still important, and this importance is one
of the main impetuses for Jalal Bin Thaneya to create this work. This work gives us access

to a world which is hard, if not impossible, to obtain otherwise. We see, in minute technical
detail, the beginning and the end of the manufacturing cycle.

Flounder Lee is an artist/curator/educator living in the UAE where he is an Associate
Professor of Studio Art at American University in Dubai. He received his BFA from the
University of Florida and his MFA from California State University Long Beach, both in
studio art and photography. He has curated many exhibitions such as Double Vision
and Mapable. Flounder’s work has been shown extensively including Barcelona Art
Contemporani 11, Transvideo-Borderless Image in Finland; and Sikka Art Fair in Dubai.
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In Conversation

TV espall dabu Jloc
Scrapyard Workers, 2017

Before the exhibition marking the culmination of the
Critical Practice Programme, mentors Jassim Al Awadhi
and Flounder Lee sat down with Jalal Bin Thaneya to look
back on his journey

This transcript is accompanied by an assortment of scrapyard workers images taken when
Jalal Bin Thaneya began his journey in 2017.

Flounder: Let’s talk about the photos and your process of selecting them.

Jalal: There is a message | am trying to send. The photographic scene here in the UAE is a little
bit different than what I'm doing, what I'm trying to create, or what | feel compelled to make
images of. | feel this is one of the challenges, coupled with selecting images for the show.
Flounder: What do you mean by ‘the scene is different’?

Jalal: I think photography is not really seen as art. But that is just my opinion.

Flounder: Well, that is the way it has always been in the art world. Photography has always
fought to take its place. | thought it had been established by now, but it is interesting to
hear that people still have that feeling.

However, | know what you mean. | don’t call myself a photographer because of the
connotations that come along with it. You know, when | say “I'm a photographer,”
someone says, “Hey, could you photograph my wedding?”

So, people do have these expectations, but | feel that photography has been firmly
established. Maybe it is just some people who when they think “art”, they think of it as
painting, sculpture, or something.

Jalal: Yeah. What do you think, Jassim? Since you have been doing this for quite some time.
Jassim: Photography was introduced as an art here in the late 1970s. We did have it before
as an art practice. It was more of a documentary tool when it came here in the 1930s — as a
need to move around and go across borders.

Jalal: Who did that?

Jassim: My uncle.

Jalal: Your uncle was a photographer?

Jassim: Yeah, he introduced photography, brought it from India. It was semi-established,
because the government needed portraits for passports to allow people through the
borders safely. Without it, you could not go anywhere. Therefore, the majority of art was
introduced as a need. Having said that, it does not mean that we did not have art. We

had art. Art was a daily need; the colour and materials we used to use, we used to cut our
things, we used to change the environment.

Jalal: You used to manipulate the subject?

Jassim: Not manipulate, just work with it according to taste and need. It was nothing about
manipulation. In the 1980s when | graduated and returned to enrich photography here, two
people before me came for the same purpose. But what you are doing is more personal.
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It is you, it is about your thought and your approach. | have known you for a while. You
want to see things differently and you see it as you wanting to do things differently. It is
not just because you want to be different. It is just the way you like to see things. | think it's
good what you have achieved. | know you have lots of images, you have passed through
different zones.

Jalal: Where do you see this going? Either of you can answer this. For my work, | see
something happening, but | don’t know what it is yet.

Flounder: One of the questions | wanted to follow up on earlier to which you answered
that it is very personal. | think that | want to see that more. | want it to get more personal,
because | think it is a documentary approach to an extent. You aren’t manipulating or
changing anything. | understand that there can be personal documentaries as well.
However, | think that part of the process is to try to bring out the aspects pertaining to
why this is personal and how you are getting this across in a different way. | think the
work is beautiful and amazing, and it is showing stuff that, as expats, we do not see here
in the UAE.

| showed my work to my students the other day, and | was telling them that this is a side

of the UAE to which most of us do not have access. | think that is the way you see it, but
maybe | am wrong about the ‘personal thing’ for you — how you get access to the places. |
know you struggle and you work hard. That is maybe something you can answer that could
help me as well. How do you feel like it is a very personal thing?

Jalal: I have always felt that. Since | was child, I've been trying to get into places. | know it
sounds silly, but | have always been trying to get into something. It was always a struggle
going through school, always a struggle getting into university, always a struggle learning
or seeking knowledge on how to qualify as an artist and how to express myself.

That rather became a routine ritual of making the images - the difficulty associated

with getting into these places, returning to find that these places have changed, and the
disappointment associated with all of this because, sometimes, you don't get in. There’s this
disappointment, “lI am not going to get in. What am | going to do now?” “l am going to
stop taking photographs.”

Jassim: How you express those experiences visually is very important.

Jalal: | think with this, it comes out in what | write... the essays, because when it comes
down to it, | cannot really talk about my disappointment of not getting into an oil and gas
refinery yet. | think later on | would be able to talk about it openly, but you know, we are
living in a very paranoid part of the world. Sometimes | do tell people, my friends, that I am
bummed out about not getting into the refinery or this or that place. They say, “Jalal, why
would you want to go into an oil and gas refinery?” Even when | go to these companies,
they look at me strangely. “Why do you keep coming here?” “What do you want?”

Jassim: See, they do not see these sorts of ideas as an art movement. | think part of being
an artist is the challenge. What you face will purify you when you move to the next stage.
There many great artists who push through a great deal of unusual circumstances. You
need to take that as an experience and demonstrate it.

Jalal: | would like to talk more about the paranoid environment, about the places that |
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visit, because they aren’t very welcoming. | am an interloper when | am in such places. | am
not wanted there and | was not invited. All eyes are on me.

Jassim: You can write about those things.

Jalal: | do believe in writing and in the ritual of visiting these areas. It is not a very normal
thing to do. “Oh, what are you doing?” “l am going to scrap yard or a metal plant.”
Flounder: Earlier, you asked, “where do you see this going?” One thing, from the time
that | have known your work and you is that | would really enjoy these two areas of your
life that feel separate. | would really enjoy a future series that explores this, as you are
doing these walks, the photos and the stuff that goes along with that, because when | tell
someone some of the things you have done, their mind is just blown.

Jalal: You have to be mechanical when you go on those journeys. | feel that translated a
bit into what | am trying to do now. | wanted to have a variety and to talk about modern
travel without having a car and exhibit components of the vehicle are there, but it is
something else entirely.

Flounder: | want to know where you got the idea from. Did it just click in your head?
Jalal: | did have influences obviously. There's Edward Weston, Burtynsky, Paul Strand,
Margaret Bourke-White.

Flounder: Definitely, the modernist photographers. That is just an interesting thing | hadn’t
really thought about since | have been thinking about more contemporary photographers.
Jalal: Yeah, it came from a turn-of-the-century American straight photography movement.
Then there was also Jassim, Sheikha Latifa, some of Flounder’s industrial work as well. He
has been very active. Where was it you travelled to that was presented in the video work at
Tashkeel’s ‘House of Failure’ exhibition?

Flounder: You mean Alaska.

Jalal: See, | relate to that, because | have experienced many similar moments. Maybe not on
that scale yet but | can relate to it.

Flounder: It was definitely like what you are dealing with here — the inability to do things
and the frustration. | felt that the work that came out of the frustration ended up being
stronger than what | had set out to do.

Jalal: For me that is very powerful. For Jassim, it has been... how many years were you a
photographer for the police?

Jassim: 27 years.

Jalal: ... and what were you doing?

Jassim: Crime scene.

Jalal: So, it is a very difficult task. You have to take images of very difficult things. | relate to
my mentors in that way. Obviously, that subject is a bit different from what | am doing but
they are both difficult. It's the obscurity, | like experiencing that.

You know | did not feel compelled to take a photo of Burj Khalifa, a desert, or landscapes.
It came from a variety of inspirations around me, both the past masters and current
practitioners. When | make these images, there is a primitive aspect and a modern aspect
that goes into them.

Jassim: In terms of the way you display these works, you find it is interesting. If you study
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that aspect, you understand how they fit together to maintain the bulk.

Jalal: When | return to these sites, they are not there at times. Like the axle yard - it is not
there anymore (the municipality cleared it).

Jassim: The thing you can do is do your best the first time around, because when you visit
the next time, the chance might not be there any longer. There were over 10 places | visited
- farms, big and small houses — and the next time | visited they were locked. However, if
one door closes, two others become open.

Jalal: We get back to the point about paranoia. There is much of that going around
among people.

Jassim: There are many brilliant things going on that you can document.

Jalal: That is what | am trying to do whether it is beautiful or not.

Jassim: Personalities differ, in terms of movement, the display approach and the materials.
Here you are just documenting, observing things.

Jalal: Yeah, | am trying to be straight with these images.

Jassim: The professionals of whom you spoke, | believe we must respect their time. Others
should also respect your perspective. | think you should also play on how you introduce
yourself.

Jalal: Yeah, it is a bit strange, when | go to these places. “Hi, how are you? | would like to
take pictures of your..."”

Jassim: Take images with you and show them.

Jalal: | do that, | take an iPad with me to show them.

Jassim: Then take paper, because an iPad makes them not trust you.

Jalal: And there is value in that?

Jassim: Yes, people who work in such places would value prints. This | what | used to do. In
New York, | was working on some street photography and people would question me, as a
foreigner taking pictures. So, | used to show them, “I'm doing this. I'm a student here.”
Flounder: Can you tell us a bit about journey on the Critical Practice Programme? And your
relationship with your mentors.

Jalal: It was easier for me to accept their advice and critique regarding my work. If there
had not been the Critical Practice Programme, if they had talked to me like that | could
have been offended! | have a newfound respect for my mentors. The programme taught
me plenty, bringing me together with practising artists.

Flounder: | feel like if we had started mentoring before beginning production, it might
have changed what you are doing a bit. You were stressed and busy. | believe it was
difficult nailing that down.

Jalal: There was much of that between Flounder and me, as well as Jassim and me. We
would want to meet, but then | wouldn’t know if | am going tomorrow, because you know,
there is work and other commitments, or “1 don't feel like picking up a camera today, |
want to go to the gym.” This programme really paced me and kept me on track. It has been
very valuable to me. | have learnt a lot.

Flounder: | feel like if there had been more time between the programme and the
exhibition, that would have helped - a longer period between the thinking part, the doing
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Beyond the Fence - Jalal Bin Thaneya

TV . alighlé 0 den il olio y1jlgd
Five-Gallon Water Bottles, 2017

It is the beginning of a
journey... | believe being
behind the camera does not
fulfill your inner needs. You
need more... to see these
things and touch them.

part and the showing part. It would also have allowed you to focus more on the thinking
and creating.

Jalal: Yeah, to produce something and go beyond the fence. There was little bit of a juggle
when we did this. | would not say it was a bad thing but yes, it would have been better

if we had started talking then started producing. | wouldn't criticise that aspect — it was
the interesting part about the programme - and obviously, there are always different
approaches to things.

Jassim: | do agree that when you mentor, you need to sit with the artist and discuss lengths
and ideas. It may be somewhat challenging to do both things but it is good that you know
where you are going. We tried to find you your compass, but you already knew where you
were headed.

It is the beginning of a journey. Once you hang them, you will see more of yourself. |
believe being behind the camera does not fulfill your inner needs. You need more... to see
these things and touch them.

You do have talent because you are not slow.

Jalal: I try to be fast, but sometimes it gets to me...

Jassim: No, you try to think to please everyone, when it is just you. You have much energy
and this is an energetic place. It drains your energy.

Jalal: Yeah, when | go to these places, | do get tired. | believe that, if you are an image-
maker, photographer or artist, you need to go beyond the fence. Most of these things are
sealed off. So, when you look at an image, it has to be something that is interesting to look
at... something that invokes curiosity.

I want these images to evoke a sense of emotion for the viewer. Whatever that is, it is up
to the viewer because | don't like to dictate what | am trying to convey. | think the images
speak for themselves.

Jassim Al Awadhi is an Emirati photographer with a MA in Photography from Nottingham-
Trent University (UK). He served as Head of Forensics Photography — Dubai Police and as
Deputy Lecturer at the College of Fine Arts and Design, University of Sharjah. A former
secretary general of the Mansour bin Mohammed bin Rashid Al Maktoum Photography
Award and president of Abu Dhabi International Association of Photography, he has
judged and chaired several competitions. Exhibited in the UAE and abroad, he has attained
widespread recognition, notably the 2010 Emirates Appreciation Award in Fine Arts. He is
a requlator contributor to the photographic communities of the UAE and the Arab world
through workshops and newspaper articles.

Flounder Lee is an artist/curator/educator living in the UAE where he is an Associate
Professor of Studio Art at American University in Dubai. He has curated many exhibitions
and his work has been shown extensively in the UAE and beyond.
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The CPP Diaries: Extracts

From: Jalal Bin Thaneya

To: Tashkeel

Date: July 23, 2018 at 2.36 PM

Subject: Notes from CPP Induction / Skeleton Schedule

Here is the skeleton schedule based on the documents you issued to us
yesterday:

Phase 1: Start visits to oil and gas refineries, consolidate with previous
work and present to you. This will happen between September, October
and November (research + site visits, image making).

Phase 2: | will update you on the progress and ideas for images to be
displayed, | will also attempt to merge metal + the wrecking yards into
this project to give it more variety, production will start here and sample
prints (December + January).

Phase 3: Based on your feedback and comments | will go back to the
images, supplement them with the advice given to me via mentor add
remove aspects in order to make the subject presentable for the CPP.
February March and April

In between phases, | could do two public events at Tashkeel, one on my
fine art photographic journey and another where | invite someone who is
well known in the photographic field to talk about their work.

From: Jalal Bin Thaneya

To: Tashkeel

Date: August 10, 2018 at 1.18 PM
Subject: Notes for CPP 2

My plan is below but it stops in January. I'm trying to structure what
initially happens but this is proving to be a bit of a challenge. If you sit
down with me and we take out a blank piece of paper and just structure
what | could do (I will tell you my intention) and we will have a full 8-9
months development process + delivery). I'm not slacking off in any way so
I hope you don't feel this from my end.

My intention of this project is to go beyond barriers and bring to the
general public the world of industry. | intend on starting and completing
the second part of my oil and gas series exclusively for Tashkeel
incorporating landscape aspects that merge with industrial architecture. |
then intend on visiting various wrecking yards to examine and study the
way vehicles are broken down and further processed.

A new and challenging aspect to the overall project would be “modified

landscapes” an entirely new project that | started but scrapped one
year ago. This would cover some monolith structures + quarries that are
modifying the UAE arid mountainous regions.

My main challenges would be:

1. Creating a knowledge board with essays on oil and gas within the
emirate of Dubai + Abu Dhabi, abandoned gas stations in the northern
emirates these would be archival images of the oil industry and the
founders of the UAE, this would act as an introduction into the way |
capture images and what motivated me in the first place.

2. Changing the position in which | capture images. Cranes and manlifts
may be utilized to capture images

3. Stitching images to create mega landscapes + abstract industrial images
(I have never done this)

Accessibility into these areas, we could give workshops on this aspect and
how it impacts the morale and creativity of the artist as well as production
aspects. My transition into digital using high res medium format cameras
alongside my large format analogue camera. (Can two workflows co-exist
or do they cancel each other out?) discussion.

The use of 8 x 10 cameras (I have not used these) — | have a custom built
item that was supposed to be used but fell into disuse.

In the beginning of my photographic journey, | took images of mechanical
workshops and micro industrial settings we could include this, revisit in
higher quality.

Access to metal smelting plants would be something that would be great
to showcase and start as a project leading from the program.

My rough timeline:

September: 2 weeks to finalize project with you, start visiting plants (3
weeks)

October: Update you with sample images (first two weeks) we need

to decide the direction we will go in will we use one medium or a mix,
currently | use large format cameras both digital and analogue discuss
the overall feel of the images and where we want to go with the body of
work. (mid to end October) 2 weeks structure and presentation
November: Combine unpublished works with current works produced for
Tashkeel discuss overall feel.

December: Test printing outline project theme and what has become of
this ongoing project, outline objectives to photograph new segments
(metal plants, quarries, tire grave yard) merge these elements with the
core topic (oil and gas)
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January: Reflection and also workshop on large format photography,
landscape photography gaining access to industrial sites, using natural
light, conceptual photography, what | think about when I think about
photography... Learning how to see.

From: Jalal Bin Thaneya

To: Tashkeel

Date: October 16, 2018 at 8:54 PM
Subject: Update 2 for our next meeting

Next week, I've kept myself free for photography and to meet you at
any time. I've gained access to a smelting plant, where metal is heated to
2500 degrees. The challenge for me at the plant is that | fear my camera
may melt.

I've captured aspects of this plant but not the pouring aspect. I'm now
tackling this so | will go to the engine, axel and rim graveyards next week
though these must be done on separate days. | believe the mass piling of
scrap is appealing to the eye once captured on digital medium dormant or
large format film. It is something to see and a world in which | choose to
express my feelings.

| believe the oil and gas segment will take place during November and
December. | am trying to combine large format film and digital images to
complement each other.

We can discuss more when we meet but these are my current feelings in
terms of progress. Things will, from my experience, come together all at
once and it will be up to me to take this chance.

From: Jalal Bin Thaneya

To: Tashkeel

Date: October 20, 2018 at 1.35 PM
Subject:

Some images please note that these are not final only proof of what I've
been doing. | will start going to the refineries soon to include this in my
project.

I will be including oil and gas, metal foundries, automobile graveyards.

| would say I'm 25% there with images.

From: Jalal Bin Thaneya
To: Tashkeel
Date: December 4, 2018 at 12.36 PM

Subject: Overview — my progress on these industrial incursions Update #3

Overview: After being selected for the Critical Practice Programme (CPP),
| took it upon myself to further my aspiration to bring together different
elements of industry within the Emirates. There were both a backlog

of unpublished work as well as new industrial incursions that | wished

to partake and this was a perfect way to motivate myself to focus on
what | feel compelled to do. Given the time frame, | felt it was time to
include digital capture to this journey as the nature of such photography
required a person be able to gain access and leave as quickly as possible.
The process of gaining access, capturing images and being able to
showcase these in a minimal sense is something that | would like to

talk about frequently so other conceptual artists who use photographic
mediums would be able to feel confident in pursuing their objectives and
expressing themselves.

The metal casting facility: When | entered the facility one of the main
difficulties that | faced was how | was going to capture the vast but
confined movements associated with melting and pouring steel. When

| started making incursions into industrial areas the main aspect all of
these places shared was the concept of metal was a reoccurrence. What
was different from this part of my ongoing project was that it was not a
fully automated process, it required manual human labour. With the help
of a fellow Tashkeel member, | was able to gain access to the site which
is otherwise restricted. One of the main challenges | face on this site is
the heat. | can't get too close to my subjects due to safety reasons and
the camera may melt. Currently, | am trying to get more aggressive and
focused images into place.

The engine, alloy rim & axle wrecking yards: Scrap yards are an
unavoidable part of our modern life. When | began exploring and creating
images of these places, | was faced with many obstacles. The first was
how one would actually gain access and secondly the trust required to
repeat visits. There has been since | visited right after the summer a sense
of paranoia amongst the workers. generally speaking, they don‘t find too
many Emiratis coming to the site in order to capture images. this comes
off somewhat strange and weird and they suspect | am a police officer
looking for stolen car parts studying markings. The good news in this is
that they get out of my way and I’'m able to capture the images | need to
bring things together. | have some technical aspects I'm trying to finish
with this segment.
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Oil and Gas: Access proves to be the major obstacle as | try to complete
this project. Before embarking on the CPP at Tashkeel | felt compelled to
continue the journey through the refineries. They're a known but distant
place that drives the nation. | have yet to finish the second half of this
project. The first half | feel came out more of an experiment but will little
access to the refinery i was not able to fully realize my ideas. | believe
this part of my industrial image making process to be very important

as it brings together the more sophisticated aspects of industry and the
processing that goes along with it.

My CPP mentors:

o To date I've met with Jassim and Flounder. We have formulated a sort of
mood and method on how all of these aspects will be delivered.

o Flounder has given me input on concepts, expressing more clearly as
well as important critical essays to motivate me to continue.

o With Jassim, we have focused on historical photographers and
technique.

o For both of my mentors, we have the emails that document their
invaluable contributions.

o To date, they've been accommodating; meeting me half way and | hope
that we can continue to exchange ideas and conceptualize on where |
wish to be.

From: Jalal Bin Thaneya

To: Flounder Lee

Date: December 21, 2018 at 10.04 AM

Subject: Items for art book/concepts on rejection and industrial incursions

Just FYI I've compiled the following:

1. Contact sheets of film that died

2. iPhone photos of facilities that welcomed me but then denied me access
3. Google map images of sites

4. Portraits of men who work and own some facilities and yards

5. Images of work in progress

See you soon.

From: Jalal Bin Thaneya

To: Tashkeel

Date: January 19, 2019 at 6.54 PM
Subject: Quick Update

| got into the cement factory and stayed there for 3 days, | made images
with various tools. | will bring all the images I've made to you.

| intend on meeting Jassim and Flounder this month. | will also explain how
I have translated their teachings into what we will conceive at Tashkeel.
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Axle Wall 02
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2018

T 6yladl aragi jolao jlaa

@ 11X IT.
T.IA

Axle Wall 01
127 x 160 cm
2018

1 8)ldl aagi jolao jlaa
e 1L X 1TV
T.IA



Metal Plant 01 1 osleadl guas Drive Shafts 6sball jolo
127 x 160 cm o X 1TV 120 x 160 cm o 1L X IT.
2018 T.IA 2018 T.IA



Tires 01
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Rims 02
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Beyond the Fence - Jalal Bin Thaneya

Hospital 01
85 x 55 cm
2015
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Hospital 04
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Beyond the Fence - Jalal Bin Thaneya

Broken Remorse
85 x 55 cm
2013
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Jalal Bin Thaneya: Resume

Industrial fine arts photographer known for large format compositions that probe the
tension between society and abandoned industrial landscapes of the UAE.

Education:
Middlesex University, Bachelor of Science in Human Resources & Business Studies, Human
Resources/Management Personnel, General Studies (2006-2010)

Selected Group Exhibitions:
2018
‘Made in Tashkeel 2018’, Tashkeel (Dubai, UAE)

2017

‘Vantage Point Sharjah’, Sharjah Art Foundation (Sharjah, UAE)
‘Sequence’, The Empty Quarter Gallery (Dubai, UAE)

‘Mind The Gap’, Tashkeel (Dubai, UAE)

2016

'Eye of the Beholder’, Citizen E Gallery (Dubai, UAE)

‘Connectivity’, Tashkeel (Dubai, UAE)

‘Dubai Photo’, Hamdan Bin Mohammed Bin Rashid Al Maktoum International Photogra-
phy Award, Dubai Design District (Dubai, UAE)

2015
‘Middle Eastern Talks’, The Empty Quarter Gallery (Dubai, UAE)
'SIKKA Art Fair’, Al Fahidi (Dubai, UAE)

Commissions:
2015-2017 Dubai Petrol (Dubai Supply Authority)

Collections:
National Cement Company corporate art collection
Various private collections in the UAE and Europe

Lectures/Presentations/Discussions:

2018

‘Tashkeel Talk: Tribe Photo Panel Discussion’, moderated by Sueraya Shaheen, Tashkeel
(Dubai, UAE)

2016
‘Will Analogue Photo Go Extinct’, Photography Live, Dubai World Trade Center, moderated
by Khalil Abdulwahid, curated by Flounder Lee (Dubai, UAE)

Bibliography/Press:

Tribe Photo, Jalal BinThaneya: Industry (Danna Lorch, Tribe Photo Issue 06)

Format Magazine, How 10 Artists See The Environment Around Them (June 6, 2018)
Islamic Arts Magazine, Middle Eastern Talks (Sept 7, 2015)

www.jalalbinthaneya.com
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Beyond the Fence:
Engagement Programme

Explore the realm of photographic
practice with Tashkeel. Drop in for tours
and talks or register for workshops

at tashkeel.org

Workshops and tours for schools and universities
also available. For more information or to book,
follow us online, call Tashkeel on 04 336 3313

or email tashkeel@tashkeel.org

1 May - 11 June

Daily Exhibition Tours

Drop in for a free 30-minute guided tour of the exhibition between 10am and 5pm,
Saturday to Thursday. Find out about Jalal Bin Thaneya and the narratives beyond the
subjects captured in his signature large-scale format images.

Thursday 2 May, 7pm-8.30pm

Tashkeel Talk: In Conversation

Join Jalal Bin Thaneya and his mentor, the renowned photographer Jassim Al Awadhi, as
they discuss their careers and share insights into their practice. Admission free.

Saturday 11 May, 11am-12pm

Artist-Led Exhibition Tour

Join Jalal Bin Thaneya on a profoundly personal journey through his first ever solo
exhibition. Suitable for young people and adults. Admission free.

Saturdays 11 & 18 May, 10am-4pm

Introduction to Darkroom

AED1,100 per person | Register at tashkeel.org

Darkroom maestro Michael Glenister leads a two—part introduction to the black and

white developing. Shoot a roll of liford ISO 400 B/W film before beginning and then get
acquainted with analogue film processing and photo printing. Develop a roll of film, make
a contact sheet, and print some photographs. All materials included.

Saturday 25 May, 10am-4pm

Studio Lighting for Beginners

AED500 per person | Register at tashkeel.org

Join professional photographer John Marsland for a one-day intro to shooting in a studio
environment. Connect your camera to the Tashkeel studio equipment and learn how to
operate studio lighting, meter for the exposure and selectively light a scene.

Coming Soon in May and June! Follow us online for more details and to book....

Tashkeel Darkroom Hang-Outs

Open to all levels of experience, join us for our regular monthly sessions to explore the
analogue process, share experiences and learn new tips. Free for Tashkeel & Analogue
Photography UAE Members (AED100 for non-members).

Cyanotype Workshop
Master this alternative photography process. Prepare the paper and chemistry, make
photogram and cyanotype photographs from a digital image on your camera or phone.
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