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For this exhibition we look to the creative processes that Tashkeel
supports on a fundamental level, the turning points that occur on
a cyclical basis in the lifetime of a project or work for the artists and
designers practicinginthe regionand often from our studios.

Whilst the works exhibited are not in themselves finished pieces,
perhaps even archived or discarded references or negatives, they
represent for the artists’ a point of understanding or realization that
later may or may not have been instrumental to a new direction or final
piece. The exhibition sheds light on the practices and processes that
may otherwise be confined to the studio, through works that are at once
experimental, perhaps unplanned and accidental, but which reveal
a conceptual rigor. As such, this exhibition represents the core of our
mission to support artists not only towards the realization of ambitious,
elaborate or prolonged projects but also in the instrumental, daily and
continuous progress. Drawing on a diverse range of media, from artists
who are both more established as well as emergentin their practices, the
exhibition space becomes in itself an arena for dialogue, cross-cultural
references and constructive criticisms. We hope that through this access
to the making process, viewers can engage with Tashkeel as not only a
place where makers find space and time to develop their practice but as
anopportunityfordiscerning discourse.

We are delighted to be partnering with Van Cleef & Arpels and
collaborating with Design Days Dubai on this exhibition, which aligns
itself to the theme for the Middle East Emergent Artist Prize 2014.

Jill Hoyle
Tashkeel Manager
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Sinceits foundation in 1906, Van Cleef & Arpels has been an ardent
defenderoftheworld ofartand culture. Renowned forits continuous
dedication to creativity and magnificence, the French Maison
reinforces these cherished values in the Middle East where it has
been present since 2004. The High Jeweler has played key roles on
the cultural scene ofthe United Arab Emirates by supporting leading
regional fairs, specifically Design Days Dubai and partnering with
reputed artorganizations notably Tashkeel.

In 2013, Van Cleef & Arpels joined hands with Tashkeel and Design
Days Dubai to launch The Middle East Emergent Artist Prize, an
initiative aiming to support and nurture talent in the region. This
year, the prize sheds light on the importance of the creative process
with the theme being: Turning Point. Inspired from “In Praise of
Hands”, Van Cleef & Arpel’s exhibition at Design Days Dubai, the
theme focuses on the crafts done with hands to bring art to life; it
is about the making of a masterpiece including the evolution of the
projectuntilitreaches the finalwork.

AtVanCleef&Arpels, the craftsmen are called: Mains d’0r™ (golden
hands). These virtuoso hands are the interpreter for the inspiration
that moves every artisan as they master specialized crafts and
perfect ingenious techniques that make each of the Maison’s
creationsamasterpiece.

Van Cleef & Arpels
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Nowinitsthird edition, Design Days Dubaiis thefirst designfairofitskind
inthe Middle East, bringing the most exclusive selection of purchasable,
limited-edition design to the region. A showcase of desirable, rare and
unique design creations, Design Days Dubai will be held from March 17-
21, 2014, to coincide with Art Week, the city’s premier art event. Design
Days Dubai will again be located at its dedicated premises; The Venue,
Mohammed bin Rashid Boulevard, Downtown Dubai.

www.designdaysdubai.ae
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In the late 1960s, French artist Daniel Buren visited the studios of many other
artists. He was impressed by the ‘quality and richness’ and the ‘sense of reality” in
the artworks he saw. Encountering the same works later in museums and galleries,
he found ‘they had lost their meaning and died, to be reborn as forgeries.” What
happened between their birth in the studio and their death in the gallery? In his
seminal1971 essay, ‘The Function of the Studio,” Buren posited that an essential link
was brokenwhen theart leftthe site of its creation.

The idea of the studio as a retreat from the world can be traced back to the early
Renaissance, with artists such as Piero della Francesca painting his fresco cycle in
the San Francesco basilica while on scaffolding. There, the artist—by necessity—
was creating work in isolation, literally above the masses. In late twentieth-century
Europe, the studio was a gathering place for artists in conversation, in apartments
as ornately furnished and cluttered as any Victorian drawing room. Transplanted to
America, theimage ofthe great man alonein his large, emptywarehouse dominated;
Jackson Pollock in his barn is an example. Women in the studio mainly served as
modelsand were, as Professor Mary Bergstein writes, ‘objectified as belongingtothe
artist's orbit of personal creations and possessions.” More recently, Andy Warhol's
Factory, postmodern critiques, and artist collectives have eroded the myth of the
male genius working alone. In the 1970s, John Baldessari, who taught the legendary
‘Post-Studio Art’ course at California Institute of the Arts, decided to quit traditional
painting. ‘God forbid that it leaked out that [I] had a studio,” he said, demonstrating
how outmoded the place had become. “For today's transnational artist,” writes art
theoristLaneRelyea, the studiois little more than “amailingaddressand a doorstep,
thus providingthe means forone to show up within the [global art] network.” 1]

A studio should facilitate focus and an uninterrupted workflow. Academically, it
may be a confining space, if within that private arena an artist struggles with open
criticismand conversation. However, if discourse is welcome, then the studiois freed
ofits psychic constraints.

Whilst researching for this exhibition, | visited a number of studios belonging to
local artists. The spaces ranged from artists” homes to communal art spaces such
as Tashkeel, and even public spaces like coffee shops or offices. The concept of the
studioin Dubaiisafluid one, giventhatthereareveryfew spacesintendedtobe used
by artists. On top of this challenge, many artists are balancing full-time jobs and are
forced to improvise where, when, and how often they are able to work. Tashkeel’s
main mission is to legitimize art as a profession in the UAE through providing a
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physical space built for artists’ needs. On observing the existing studio scene in
the Emirates, an important question arose: Does one need a studio in orderto be an
artist?

Post-studio practice now hasits own codes and mythologies, while traditional studio
practice continues. As Buren points out - ‘to not have a studio, as well as to have a
studio, automatically implies the production of a certain type of work’. Perhaps
artists in Dubai produce a certain kind of work drawn from the strictures of the city's
studio culture, inadvertently manifesting a ‘Dubai’ aesthetic. Another condition is
that what happens in the ‘studio’ seems to stay in the studio, with limited access to
the constructive criticisms and discourses of other artists, writers and academics. It
isonlythe editofabodyofworkthat makesittoa public forum.

Turning Pointis not an attempt to bridge the studio and the gallery space, but to
bring attention to works made in the region that might otherwise remain unseen; to
shake off the preciousness of the final work by encouraging the artists to let go of
the notion of a “finished’ piece. The works in Turning Point do not seek to expose all
the machinations of making. Instead, subtly plucked from the artist's oeuvre are key
images or works that triggered a change of direction, a point of understanding oran
educationaland surprisingaccident.

Some artists go through very few turning points in their careers. Others work in a way
that provokes many epiphanies and direction changes. Some of the works in this
exhibition stand aloneasartifacts, potentwith the nostalgia ofa discovery ormistake
thatwas instrumental totheartist's practice. Others are quite simply unfinished and
unresolved, ripe with the promise of more questioning to come.

Whattheyall havein commonis atransiency. Whetherin subject matter, as with Hind
Mezaina’s record of changing and almost extinct sites in Dubai, Vikram Divecha’s
disarranged city paving stones and Maitha Demithan’s studies on oraltraditionsorin
theirvisualimmediacy, aswithAlia Lootah’s dying strip lightand Mobius’s dissolving
letterforms. Eachworkrelies onmemoryand nostalgia, pinpointingamomentintime
when their practice or understanding metamorphosed into something new. What
binds the pieces is that they embody the playfulness and willingness to experiment
thataresocrucialtoa studio practice - no matterwhereittakes place.

Anabelle de Gersigny
Strategyand Partnership Development Manager
Tashkeel

[1]Quotestaken from The Studio Reader: On the Space ofArtists; MaryJaneJacob (Editor), Michelle
Grabner (Editor). Extracts from Sheila Heti, review of The Studio Reader: On the Space of Artists;
bookforum.com Apr/May2010.
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Afra Bin Dhaher’s photographs tackle the realm of portraiture through
a process that responds to intuition as much as to research and
exploration. Her practice revolves around the meticulous collection and
recording of objects, observations, anecdotes and recollections building
to an archive of her subject’s personal belongings and culminating
in a subtractive placement of these key pieces to make up her surreal
landscapes.

Through the process of collating the visual signifiers, a myriad
possibilities for explorations and prolonged experimentation with the
composition emerge. The artist reduces this to one clear combination
for a portrait, ultimately drawing on the theatrical qualities of the props
and their implicit symbolism as indicators of the relationship between
the artist and her subjects. Unconscious and concealed messages
often reveal themselves during the process, bringing out her own
interpretations of what resonates within her and her subjects. The
pieces become at once studies of an individual as well as lyrical and
subjective interpretations ofatimeand place.
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Typically a fluorescent lamp will last between 10 to 20 times longer than
anincandescentlampwhen operated several hours atatime. Ifthe lamp
isinstalled where it is frequently switched on and off, it will age rapidly.
Underextreme conditions, its lifespan maybe much shorterthanacheap
incandescent lamp. This collection of elements recorded on the artist’s
phone collectively represent a new direction in her practice, turning
her work away from figurative explorations towards more abstract and
symbolic interpretations of key themes that preoccupy her practice.
Alia Lootah tackles life and death, loss and nostalgia. The illuminative
incidents that define a lifetime in its final moments are embodied in the
flickeringstriplight; the aftermath ofrainfalland its effectandinteraction
withthe object left behind; ortheintimacy between two ends of one piece
of simple foil. Each become symbols of the constant and static versus
the changeable, of something leaving and of the unpredictable and
inevitable changes forthose left behind.
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“Structures are set and designed to perform functions, we come to
a point where accepting these structures in their initial and later
developed forms becomes a religion, it’s like they are icons of our
modern world.” Alina Amer

Does form follow function or function follow form? Alina Amer, like many
designers, architects and thinkers before her, refers to this question
in her practice. Questions such as the human being’s purpose as a
functioning biological system that is being programmed by the context
of our wider modern societies, preoccupy her work.

In her initial drawings Amer uses the bathtub as an object that
symbolizes the unity and balanced natural state of the human figure,
the pipes and tubing and their brutal industrial intrusions on the tub
reflect the perversions of societal rules. It is this contradiction that
Amer explores further through her experimental works on canvas.

The pipes carrying dirty water are not released into the sewers but
are pumped back through the bathtub, creating an infected cycle,
questioning how the preconditions of our societies affect the way we
function both practically and psychologically.

Water forms a sacred part of many religious rituals: for example, in
Islam before praying, in Christianity at baptism. Nothing reclaims order
from disorder more than the waters of the Ganges. Moving water, as in
a river, is considered purifying in Hindu culture because it is thought
to both absorb impurities and take them away. The swiftly moving
Ganges, especially in its upper reaches, where a bather has to grasp an
anchored chain in order to not be carried away, is considered especially
purifying. What the Ganges removes, however, is not necessarily
physical dirt, but symbolic dirt; it wipes away the sins of the bather, not
just of the present, but of a lifetime. In Amer’s work, she uses the fact
that biologically humans are made up of 67% water and metaphorically
this water represents a bitter cycle of our preconditions of attitude,
prejudice, habits of thought that are caused by outside influences.
In Amer’s world, the bath is an incubator of the trap of duality; our
mismatch with nature represented by the man in a bathing suit, in the
bath, protecting himself from his own dirty waters. The Victorian diving
suit becomes a symbol of man’s detachment and conflict with nature,
the very thing that we were born of in the first instance. The works
selected for Turning Point are instrumental studies for an installation
built on these same assumptions.
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Studies 3-4, 2014

Mixed media on paper
21x29.7cm
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AmmarAlAttar’'sabandoned large format negatives showglimpsesofthe
promise of a series of images that later became his Prayer Room series.
The negatives represent for the artist a learning point, an understanding
of the intricacies of analogue photography. They also symbolize the
accidentalin his process as these failed shoots pushed him to revisit the
sitesto re-photograph them —a process he still follows today.

“Bad negatives are always part of photographer's process toward a
successful work. | did these negatives when | first started using large
format photography. The mistakes made me slow down and think before
exposeanyimage, itmade me check all mysettings twice before I release
the shutter. | always keep these abandoned negatives because in the
back of my mind, I think that I'll use them one day. Even ifit's just a way
to remind me of the importance of proof checking before clicking the
shutter.” AmmarAlAttar
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Untitled, 2013

Large format negatives
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Towards the end of 2013 Anood Obaidly put down her paintbrushes and
restricted herself to the use of a palette knife. Through the limitations
of this tool a new approach was found, the experiments taking her from
figurative to abstract use of imagery, colours, shapes to explore thought
and interpretation. Through a continued process, often repetitive, the
artist has reached new creative boundaries that are delineated through
her subconscious playing itself out through the physical act of mark
making. The palette knife represents morethan atool, for Obaidlyitis the
key to new expressions, to allowing her hand to explore new territories
with materials and techniques whilst her mind ruminates on the act of
creationitself.
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Untitled, 2014
Palette knife
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Untfifled, 2013

Ink on paper
29.7x21 cm
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From the series A/
Khazzan Park, 2013

Shot on Fuji Velvia film and

Cross processed
Size variable



“My photography is predominately about documenting Dubai because
being from here and living here all my life, | have seen it go through a lot
of changes. Any long-timer in Dubai will agree that the city has changed
drastically in a short span and with that, a lot of what made Dubai quirky
and charminghas disappeared oris hidden behind the gloss and glamour
that Dubailikes to positionitself.

Thiswatertankinwhat used to be known as Al Khazzan Park on Safa Road
is one of my favourite landmarks in Dubai. Who designed it, when was
it built, what it looks like on the inside are still unanswered questions
for me. The park disappeared early 2000s (I don’t know the exact date)
and the areawas blocked off forthe longest time. But the water tower was
always visible from the road and it has grown more beautiful overtime, in
my eyes anyway. The saying “out with the old in with the new” has never
beenmore pertinentin Dubai. Butwhen doesold getold in Dubai?

The water tank images recently made me rethink my relationship to
the city. I've always had a hard time dealing with the constant changes
happeninginDubai-where placesthathold personalmemoriesnolonger
exist, where the downtown of Dubai is being redefined, names of streets
and places are being renamed. | am coming to terms with the changes
happening in Dubai and want to move away from nostalgia and look at
the present, which itselfwill soon become the past. And again, looking at
when does old get old in Dubai. | still want to continue documenting the
old parts and landmarks of Dubai before they disappear. But to also link
my photographs to information that will make the viewer look at the work
inahistorical context.

| want to look at the city with fresh eyes, to appreciate the old along
with the new. A look at Dubai-isms of the past, the present and even the
future.” Hind Mezaina
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From the series A/
Khazzan Park, 2013
Shot on Fuji Velvia film and

Cross processed
Size variable
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obra vinte e dois, 2013

Acrylic medium on hemp
82x55.8cm



The reference image from Jessica Mein in Turning Pointalludes to a
cross dialogue between recentworks and forthcoming projects. The
billboard, the focus of the artist’s animation by the same name, is
made fromre-drawn and collaged stills ofaworkerfromthe outskirts
of Sao Paulo gluing together a billboard during a time when visual
advertising (considered pollution) was outlawed in the city. In the
Billboardand Obrasworks from 2012-13, paperis used asa physical
object as well as a malleable record of the real. Mein derives many
of the collages from obsolete billboard material, methodically
choosing areas containing mechanical printing errors, and at
times folding or further cropping to reveal minute detail, before
transferring the dismantled image onto canvas orhemp. Inaddition
to employing physical processes of scanning, cutting, ripping and
masking, Mein delicately and painstakingly unthreads the fabric
structure of the surface to reveal the wooden architectural support,
reducing the final work to a composition of abstract, geometric
forms. The physical structure of wooden support is a vital element
in the construction of the work’s visuality, structures which share
a commonality to the city in which she now lives and works, Dubai.
The titles in her previous series Obras, preempt a reflection on the
word’s dual meaning: artwork and construction site, a duality that
can also be applied to Dubai’s city landscape. Its multiple layers
of constructed and deconstructed spaces provide the artist with a
renewed source of reference. Here however, instead of billboards
stripped bare of theirimages, they are empty and poised in a sleek
anticipation of the proposed visual broadcast.
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Still from Billboard, 2010

Video animation, silent
04:15 min loop
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"This work is composed of randomly dispersed dots, although they may
seem organized. | connect these dots with lines to form a certain shape.
When | put these dots on paper, | do not plan a location for each dot or
otherdots that follow. Every time new dots appearand new lines connect
them together, surprising shapes materialize without prior planning. |
can draw infinite number of shapes that are connected to one another
in some way, making use of the empty space to create such shapes that
are made basically of dots and lines. These drawings reflect the links
between people, events and situations which we sometimes are unable
to understand or recognize how they were formed. We do not know how
such points of contact are made between people and the things around
them." LaylaJuma

LaylaJumatrained as an architect, and herart practice is often informed
bythe codesand rules ofurbanand building plans. Each lineand circular
form takes on more philosophical meaning when used in the context
of her art practice. In her art, she is free to transmute the social and
structural rules of architecture, experimenting with altered realities of
spaceandourrelationshiptoit.
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Points and connection lines,
2012 - present

Pencil on paper
21 x27.8cm

-
.
=7l .
.
.
—_— i
- ¥ -
P - - —
. e . e
- ] ~ s
.



@S @ Jasy s
Livesandworks in Dubai

Buslgll dalSIl Bgyo e By S ad 055y oyl ARl § psade dlin
@3l zogll oo Loy (I3 o SST ISy AelSUl S92 § paunts Jadio ine
el OVl e sl 45 5T s I Bgyadly delSUI Jls Byml)
lgs8La55 13 OBLESulS $oll pralbly Do) poatl dlosl (e slaxbs
& Ol Cusn e Bygas du el gl Olyid dld § clie Sl byl

Aelanl) pbg debaubl polislly JSEY e Condl

dgasdl Wladl ] Jsois «OLihloYl Olagull debas s =il elie 5o
deisyg spaibl el Supad JSUS gblds § 4 hall Colsily g gl slaaS
Slogedly OlsaV Ao btV gy a5 1 day hall o sl didas g1 501
Al Bawad US (e dzz Lo so9 ()l LSy Iy selid) lgeuseis I
Josll e s Gl hgall & sl ad als s3I g gl udng dlolSae
Bles planl oF els Mo (Y VY ayye o3) Tay o 58T Olyadd ] didyos
o A5 LIS elgw Al SV ) § &l Al Sy Hzall oda
s o d] Jszadll M UM (a9 02,81y bl e Byl gl ly ddye
il U515 8392-sb) dSiadl cwlsill AohlaY) Bl (o slis 4 dyze
03g) eebl Ol G Ul 1gy leedls e TS Tap)bo 3l Lo 929
A4 @y OLasl Vs dez il A2l 058 s sl aazes Y . dakal
Lol 55T 86133 500 dadl lytaslog doets il Uyt padlisly Jgadll of

Aa)ysd9 do3,89

42



11

[RAN

IRNAI

daaney

11

1

11

IREE)

111

JRUREE!

IHNANANANAY

I
11

[

11

|ENANENAEAN

LT

1

I

LL

L
T

|HANAE

RN

T
INESEERRRRREN]

FoOF bl Gl
dad) Oled

Rain Grids, 2012

Digital prints

Size variable



There exists a concept in the Arabic language where the letters of a single
word each have aseparate meaningand contributeto the essence ofaword.
Further, a letter’s physical position in a word, and the letters preceding or
following it, give rise to multiple possibilities of meaning. Moving away
from figurative scanography works as explorations of her Emirati heritage
and culture, Demithan has started to decode Arabic script in a visual form,
looking for patterns and regularorirregularelements.

Choosing poetry written by Emirati women, Demithan turns to oral
traditions as keys to the variance and constants innate to her culture. Each
poem hasits unique rhythm and the code Demithan appliesis based on the
waythings are read and spoken, the sounds and intonationsimplied by the
poet and perceived by the reader, ultimately reducing each to a patterned
grid. Asvariable as the rain in the photographs that triggered this move to
more abstract interpretations (Raingrid, 2012), their uniformity reflects the
human desire to create art forms, whether written or visual, that attempt
to capture meaning and purpose. Demithan, through this shift to the
abstract, draws from Emirati culture the commonalitiesimplicitinmankind,
creating a broad platform foraccess, insightand appreciation of an art form
indigenous to the region. She does not rely on the limitations of language
and translation, visual indicators and props, curiosity and voyeurism, but
instead opens her practice up to a more neutral, instinctive and immediate
reading.
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Visual Maps, 2013

Drawings on paper
Size variable
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Dance, 1981

Photograph
40.6 x 50.8 cm



“I made this photograph now called ‘dance’ in 1981 on my first trip to
America from my home country of England. | was staying in a downtown
New York loft and in an opposite studio an artist was making a life-sized
drawing. I never met the artistand only much later discovered his name,
Robert Longo, who used people like Cindy Sherman in his photographic
studies for such charcoal drawings. The day | left | made the photograph
ofthe scene. This photograph that remains one of my favorites, has many
features and qualities that | still appreciate and work with today. There
is stillness amongst the movement, a play between the human figure
and context, romanticism, a depiction of alienation that | recognize and
still work with. | was then using analogue photography processes that
for me has a particular attitude to the time between seeing and making
an image. You make photographs based on recognizing, seeing and
making a latentimage and it's some time later afteryou process the film
and print the negative that you actually see and review what you have
made in the first place. This time lapse fundamentally and importantly
introduces memory, if not dislocation, into the picture making process. |
did not process myfilmsinAmerica preferringtoreturnand process them
on more familiarterritory. What | sawin Americal processedin England.

My current work that refers to explorations and depictions of longing
and belonging overlaps with ‘dance’. | now work with digital formats and
am interested to note that while on location | rarely look at the camera's
screenimage, lkeepitlatent. | prefertoreviewtheworkwhenIreturntomy
studio/computer. This time lapse is much less than with the emergence
of the ‘dance’ photograph, however there is a similar distance between
seeing and making and the remaking of the scene photographically.
While photographs often make reference to a particulartime and place, |
am also interested in when the photographs transcend an actuality and
they become something more poetic. Distance and memory play a part
as well as craft issues that inform and form the final piece as a thing in
itself.” MarkPilkington
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Recover Bridge, 2014
Photographic print on archival paper
Size variable
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Kinetic Typeface explores the expansion of communication through the
most basic element of typography; the letterform. It looks into the formal
qualities of the Latin and Arabicletters and questions how their possible
change over time may bear or expand meaning, and how the interaction
between a written word and the motion of its letterforms influences the
viewers’ reading and interpretation. The investigation is both a formal
and a conceptual experimentation of and with letterforms through
different manual processes over time. These experiments have resulted
in photo-based kinetic typefaces that can be used in digital mediums
or online platforms. The application of action on both sets of alphabets
(English and Arabic) represents a new direction in Mgbius’ continued
practice and research into bridging the two languages, formally and
conceptually.
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Mohamed Hussein’s art-architectural installations work with and
about the environmental performance of a site. Made out of leftover
plywood, timber and modelling clay; each cut has its own individual
character that when combined, play a role of self-composition. The
collected pieces — individually and collectively — prompt us to shift
and rearrange our mental setting, and pose questions about the
physical, intellectual and psychological relationships between
objects, the spaces in which they are encountered, and ourselves. The
sculptures and installations take improvisation as a point of departure
- by reworking the appearance and quality of leftovers, Hussein goes
through a process of continuous exploration. The works in progress
question the accepted etiquette of art installation and the idealised
image of social behaviour that it conveys. They seek vital techniques for
mediatingthe public’s reactionstoartand its contexts.
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Waiting for the Elephant to Alight in a
Tree (WEAT), 2014

Plywood, prints and modelling clay
180 x 240 x 60 cm
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The concept of beauty and aesthetics is a continued obsession in
MohammedHindash’swork. For Turning Point, he takes studies ofbeauty
advertisements, where the portraits have been manipulated to such an
extent that their distorted proportions take them to an almost surreal
position when placed in an opposing context. For Hindash, they became
aform of digital art, as staticimages of ethereal beauty that were flawed
through their strive towards a notion of perfection. Using these images
as a starting point, Hindash reinterprets the digital process. Through a
seriesofexperiments he crumples up printed images that stereotypically
representtimeless beautyand plays with techniques such as photogram
photography, running crumpled images through a printmaking press
and scanning them to archive the results of fragmented beauty. This
frantic process, ignited by his frustration with society’s misguided
notions of beauty and symmetry, led to asymmetrical pieces. The works
reveal a glimpse of the unique grace beneath and between the foldsand
tears, the formsand abstractions of theaccidentalin his process.
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Rejuvenation 3, 2014

Folded paper
21 x148cm
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Rejuvenation 2, 2014

Folded paper
29 x21 cm
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Rejuvenation 1, 2014

Folded paper
29 x21 cm
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Degenerative disarrangement, 2013

Interlock pavement bricks

4.06m x 5.58m

Courtyard, House 33, Al Fahidi Historical Neighbourhood



Degenerative disarrangement was triggered after a ‘conversation” with a
contractor. For Turning PointVikram Divecha presents the making of the work
through a photographic narrative punctuated with a text piece, in which he
speaks abouthis encounters that brought this workto life.

Degenerative disarrangementis a process installation composed of pavement
bricks uprooted from a publicsite and relocated to the courtyard of House 33 in
the Al Fahidi district of Dubai. At the original site of the bricks, the paint ran in
parallelyellowlines.

This project originated after Divecha observed pavement bricks that are often
arbitrarilyrearranged after repairworks on city streetsin Dubai. The scrambled
patterns inadvertently occur, as it is complicated to reassemble the original
pattern considering the rapid pace of work and automated approach of the
workers. Onceabrickis shifted, itis most likelyto be misplaced forever.

Replicating this method, the project was entirely completed by masonry
workers within the demanding time constraints they routinely face. The artist
had no input or control over the arrangement. The process of this project
generated a loss ofthe original contextand thisinturn opened up a dialogue of
how culturalidentities disintegrate, ideologies pixelate and how the changing
times threaten preservation. In our predominantly fluctuating environments
thisworkspeaksofamindand collective that strugglestohold integrityand the
installationisan attempttorenderanirreparable condition.

Aturning pointin Divecha’s practice came about from the conversation he had
with the contractor. The contractor explained to Divecha how masons worked
within time constraints, which ensured this disarrangement, Divecha then
borrowed this process from the streets to create the work.
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Original site of pavement bricks
Al Ghubaiba Bus Station, Bur Dubai
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“I speak of tragedy not as an incident of great sorrow, but that of impact
and change duetoimposed interaction.” Walid Al Wawi

Modification and tragedy: Making art is a series of diptychs,
incorporating a slight difference between stills that affects the
narrative impact of each, when compared one to the other. Through this
comparison, Walid AlWawi makes the existence of oneimage dependent
on the other, without their unidentical twin image they do not survive as
art. As singular stills they are reduced to a documentation of an unused
corner office, that has been modified with little knowledge to those
occupying the space around it. Through this playful process of recording
and comparing slight modifications, Al Wawi explores the role of the
audience and the narratives we construct to bridge changes and gaps
inour understanding and memories. In this work and Man on Stool and
Stool on Man, AlWawi moves from a practice that was led by more literal
interpretations of reactive and responsive behavior to more objective,
playfuland collective observations.
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The dilemma is now called body language,
Man on Stool, Stool on Man, 2074
Digital print on A4
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Modlification and Tragedy — studies
1-2, 2014

Video and digital prints

29.7x21 cm

29.7 x 42 cm
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tashkeel@tashkeel.org
www.tashkeel.org

Established in 2008 by Lateefa bint Maktoum, Tashkeel is a
contemporary art organisation based in Dubai committed to facilitating
art and design practice, creative experimentation and cross-cultural
dialogue.

Placing the artist at the core, Tashkeel supports the UAE’s creative
community through studio facilities, artists’ residencies, international
fellowships,aprogramme ofexhibitions, events and professionalas well
asrecreationalworkshops.

Tashkeel currently runs up to three residencies a year, along with 6
residencies in conjunction with our partner entities - Delfina Foundation
London, Dubai Culture and Arts Authority and Art Dubai. Encouraging
the exchange ofideas between international and local practitioners, the
non-prescriptive and process-based nature of the residencies allows
visiting artists to develop projects in response to their new context, or
to conduct research benefiting from Tashkeel’s resources. Residencies
generally culminate in an exhibition, accompanied by activities such
as talks and seminars, aiming to introduce the general public to
internationalartists and their practice.

Tashkeel’s exhibition space accommodates up to six main projects a
year, as well as a series of small-scale events. The programme includes
solo and thematic exhibitions, screenings, workshops and seminars,
fulfilling Tashkeel’s commitment to bringing art and culture to a wider
audienceand engagingthe local community.

P0OBox 122255, Dubai, United Arab Emirates
Tel:+97143363313

Fax:+97143361606
tashkeel@tashkeel.org

www.tashkeel.org
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