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This exhibition brings together a body of work

by Salmah Al Mansoori, an Abu Dhabi-based
multidisciplinary artist and researcher born in
Ghayathi, Al Dhafra. The works unfold as an
ongoing exploration of memory, material, and
place. The presentation reflects a practice in
motion, moving between gathering, making, and
reimagining rather than tracing a fixed trajectory.

Rooted in a deep engagement with her
surroundings, Al Mansoori’s work begins with
acts of noticing: fragments, residues, and
overlooked materials drawn from everyday life.
These elements are not preserved as static
records, but are reworked into new forms that
carry both personal and collective memory.
Through this process, documentation gives way
to transformation.

Material becomes a site of continuity. Handmade
paper, infused with desert grasses, palm fibres,
and natural pigments, holds traces of landscape
and labour, while extending the life of what
might otherwise disappear. These gestures
remain tactile, grounded, and intimate, yet they
open onto wider questions of belonging and
inheritance.

Elsewhere, the work expands into space.
Sculptural forms and installations bring together
fibre, surface, and environment, allowing memory
to be encountered not only as an idea, but as a
physical and spatial experience. What emerges is
not a reconstruction of the past; itis an ongoing
negotiation with it, where meaning is shaped
through repetition, transformation, and return.

Across the exhibition, nothing is held in a
fixed state. What begins as an act of collecting
becomes a process of reconfiguration, where
materials shift, forms evolve, and associations
remain open.

Al Mansoori’s practice does not seek to preserve
memory as something complete, but to keep itin
circulation, material, responsive, and continually
becoming.
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The Transitional Nature of
Change: Salmah Al Mansoori
and her Exploration of
Material Transformation

Introduction by
Dr.Nina Heydemann

Director of Maraya Art Centre
& 1971 - Design Space

In the work of Salmah Al Mansoori, a young
Emirati artist from Ghayathi in the Al Dhafra
region of Abu Dhabi, material operates as a
site of inquiry. Her practice unfolds through a
methodical engagement with process, where
the act of making becomes inseparable

from the formation of meaning. Working
across paper, painting, and mixed media,

Al Mansoori approaches each material as a
surface that carries traces of place, memory,
and transformation.

Central to her practice is an interest in how
environments are experienced, recorded,
and reconstituted. Rather than representing
specific locations, her work emerges from a
process of gathering and translating material
evidence. Objects, fibres, and surfaces are
collected, reworked, and recontextualised,
allowing the work to operate as a layered
record of both physical and emotional
geographies.

This approach becomes particularly visible in
her paper-based works. Through processes
of papermaking, Al Mansoori constructs

her own surfaces, embedding within them
organic materials that carry both physical
weight and symbolic resonance. The
inclusion of a papermaking apparatus within
the exhibition space offers insight into this
aspect of her practice, foregrounding the
labour, repetition, and material sensitivity
that underpin the work.

Alongside these works, her use of
photographic transfer introduces another
layer of translation. Images are displaced
from their original context and re—inscribed
onto new surfaces, often fragmented or
partially obscured. This process resists

the clarity typically associated with
photographic representation, instead
emphasising the instability of memory and
the ways in which images shift over time.

In contrast, her paintings introduce a
different register within the exhibition.
These works extend her investigation of
place into a more atmospheric dimension,
where gesture and chromatic variation
suggest environments that are dynamic
and ever changing. Together, the works
across different media form a cohesive yet
varied body of work, unified by a sustained
attention to process and transformation.
Curated by Cima Azzam, “Who | Become”
brings these elements into a considered
spatial arrangement, allowing the
relationships between material, image, and
process to unfold gradually.

This exhibition also takes place at a
significant moment for Maraya Art Centre,
as the institution approaches its transition
to its future home at Base 39. As one of
the final institutional solo exhibitions
within our current premises at Al Qasba,
“Who | Become” contributes to an ongoing
reflection on the role of the institution as a
space for experimentation, dialogue, and
the development of contemporary artistic
practices.

I would like to extend my sincere thanks to
the artist Salmah Al Mansoori for sharing
this body of work, her gallerist Mara Firetti,
Founder of Firetti Contemporary for her
continued support and contribution to this
publication as well as to curator Cima Azzam
for her thoughtful approach in shaping the
exhibition. My appreciation also goes to the
Maraya Art Centre team, whose continued
dedication makes such projects possible.

WHO | BECOMI
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In the Act of Becoming

By Mara Firetti,
Founder of Firetti Contemporary

Her work unfolds across mediums and
processes, drawing, papermaking,
assemblage, and installation, each
becoming a tool through which she
observes, questions, and transforms.

Over the past years, | have had the privilege
of closely following the practice of Salmah
Al Mansoori, and from the very beginning,
there was a striking clarity in her approach,
an unusual sense of direction, focus, and
commitment for an artist at such an early
stage.

Salmah operates as what | would describe
as a truly “360-degree” artist. Her work
unfolds across mediums and processes,
drawing, papermaking, assemblage, and
installation, each becoming a tool through
which she observes, questions, and
transforms. There is an immediacy to the
way she works, an energy that drives her
forward, yet this momentum is grounded in
a deep sensitivity to material and meaning.

At the core of her practice lies a sustained
engagement with memory, place, and the
passage of time. Her works do not attempt
to fix memory into a single narrative; instead,
they embrace its fluidity, its fragmentation,
its layering, and its ability to exist across
multiple temporal and spatial dimensions.
Materials play a central role in this language.
Handmade papers derived from palm and
alfalfa fibres, organic elements such as
spices, and found objects gathered from
lived environments become carriers of both
personal and collective histories.

This approach is powerfully presentin
works such as "Tracing What Remains"
(2025), where the very surface of the work,
handmade from locally sourced fibres,
functions as an archive of place, embedding
within it the ecological and cultural memory
of Ghayathi.

Similarly, in "Witnessing the Fragments"
(2026), the use of spices such as turmeric,
za’atar, and chilli introduces both texture
and trace, transforming the act of painting
into one of accumulation and quiet
reconstruction. These materials do not
merely support the work; they actively shape
its rhythm, its form, and its conceptual
weight.

WHO | BECOMI

In her sculptural and installation based
pieces, such as "The Weight of Absence"
(2025), Salmah extends this exploration
further, pushing the boundaries of paper
beyond surface into space. Here, absence
itself becomes material, something that

can be held, shaped, and contemplated.
Meanwhile, in earlier works like "Who |
Became" (2023) and "Preserving Memories"
(2022), we see the foundations of her
inquiry into identity and memory, where
found objects and personal archives are
transformed into intimate, layered narratives.

"Who | Become", the exhibition, brings

these threads together into a cohesive yet
open ended dialogue. It reflects a practice
that is continuously evolving, one that
resists fixity and instead embraces becoming
as an ongoing condition.

There is a quiet insistence in her work, a
commitment to preserving what risks being
overlooked, and to reactivating it through
acts of making.

As a gallerist, one of the most meaningful
aspects of my work is supporting artists at
pivotal moments in their development and
witnessing their growth over time. Salmah
embodies this journey with remarkable
strength and clarity. Her practice is not
statics itis alive, unfolding, and deeply
attuned to both material and meaning.

It is with great pride that | have accompanied
her development and supported her work.
This exhibition marks an important moment
in her trajectory, one that reflects both
where she comes from and the direction in
which she is moving.




LY "—-'.-

—

ol s
= st e

e 4

- -
»

v o | -
- e AT
Wi

i |.1.... Bl T ]
. S *..fl..m_. L W o
{ . Vg7 N2
§ . = —

S e

e

Tl

g

i T T
T s .

; ..to._.r - . S Wi Pt H“-_ S Y

i, o g e SR ———
: s e M

< — o 3
s N SRR




9¢

abudl go §s9)l 21913 djglaio wabiikiwyl
a1lo | aild wbell J§ai iy .clball )
oud Jolllg Lnlydiisig Loy Suuoyl j4ou
(2023) "éuyni go" Jio ddslw Jlaci (uog
d)410 aoilo b «(2022) "wly4il Baag
cbubl Joais G (ap4lillg &igmll Wnoloimy
W] &pdidl Slaillg Woylc jgieall
-8u4ljiog g0 WL

g bgiill 0ds "ggsl go" oo 20
duyloo yusosg .ol \ib agidog elwloio slga
Wiiaig wLil yay yoimo jibs AL b
.a0jly A0S JEday

Blaaly pljilg Jplloci ynd épaly jlyo] Gol
pe ajla] dalejg «aluiil gga joy 16 o wnle
.2inll Jloal

wiliall pea JRiy wpplle dalo aogy
do)liog poaipuio go dlndo wlbal s
2o ydac wilgd pi 23 gojll 20 pojibi
.4idy 2gr>gg dgdy Alagl 01 wnalw i
J2is &I (s &1 Lps] AL cuuy Wodw)loo
.wnieallg dalol) goe) &ipiog poiuwo

Jiog 434 J4 Wnlac ciacag Wnipuuo wxialy
yuiey ilopjluuo o dotno dbao oyeoll iy
.3 (B0i (el alaill W] pdiyg Wojgia

WHO | BECOMI

apdy cuba @b lodl algiuldl as e
Siog b ge yygmioll (nolw duwjlos dolio
W20 (i Cad) 2959 bl ikl &yl
plililg ji&pillg ol Wello pé yulualg
.ay410)l &lagoll 0im (b dilis al

"alobl” &lias «ppadi (b «nolw Jooi
bilwg pe Wniwyloo gjgii .doldll wnieo J4
w] §y9)l aclipg puwyl o 11230 wllacg

dlaf W] Wio £ Jdai e wussilly 240201
pay -Js92illg J§ludllg dBloll go nided
W a2435 &slbyg «apbiloll go jads Lpsgluw

auulwa qle j$5p cloaidl 13 gi pé plodl
nieollg dalall ol ddsroc

84130 Jolgio jgoa Waiwjleo proo o
] Wpllocl newss U . gojll jgpog yKollg
Nai o «alg apw go G411 cuds

we Wojjadyg (ouslpg Wodiaig Lolguus
algoll ¢pa§i .8119%0 &idolg diojl pe 1g2g)l
acginoll gljgila taell aiy (b Wwlwi 1jga
soliellg puupllg Juaill Wi go oy
Wyl jgiooll clubilg «Jilgill Jio &igtroll
S£IY Jolga wJ] Jeais ddueoll wliwl go
-aalg gi g &uclaag &

21" Jio Jloci yé dgdy 2ol 130 wdai
Jooll abuw Joey &ua «(2025) "0y b
aui)4 1o Wi go Uga gginoll waili
Al SLE G)413 il (b WBaiao «glkoll
.&olailig

+(2026) "L apy" Joc b WJialug
scillg pyal Jlo Jilgil plaitwl iy
Joais ¢uy Wilg Gumolo 150f Ll Jalallg
Jadids Balclg p4ly duloc W] panl Joib
souas lacla Ijga algall aid (pagi ¥ &l
Jool glay] Ji&is b Jelb iy paas
«ouolaoll aldlg aixyg

JAI" Jio Gty &iail Wollocl i
120 2uugi tolw Jolgi ((2025) "Ll

wllocg bilug pc Wiwjloo £jgii
uV] §)g)l dclipg pawyl o E11230
Lnio J£ J§aiy Cuud woudyilig 21021
J6Lwuillg @baall o WniXas élaf )
-J292iig

J8Al g0

27






(01

Who | Become: In the
Quiet Work of Return

By Nada Askander

-
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what is shared is not an image of
place, but a way of approaching
it, where understanding is
produced through encounter,

duration, and return.

At the centre of "Who | Become" is a question
of how place is held, not as a fixed site,

but as something that continues to shift,
fragment, and reassemble through time. The
exhibition begins from this position, where
material is not stable, and where memory
does not resolve into a single form.

Salmah Al Mansoori’s practice operates
through acts of gathering. Objects are
collected, surfaces are constructed, and
images are transferred, each carrying
traces of environments that are both lived
and altered. These gestures do not aim to
reconstruct place in its entirety. Instead,
they allow it to remain partial, layered, and
in motion.

This approach becomes most visible in

the way materials are treated. Paper is not
used as a neutral support, but as something
produced, handled, and embedded with local
fibres. Spices introduce another register,
one that extends beyond the visual into
memory that is sensed rather than seen.
Found objects are neither fully preserved nor
fully transformed. Each material exists within
a spectrum of intervention, where decisions
of keeping, altering, or fragmenting remain
visible.

Through this, the work resists the idea of
the archive as something complete. What
is collected is not stabilised. It is held,
reworked, and returned in a different state.
The exhibition does not verify the past. It
allows it to remain open.

The exhibition is structured as a field of
relationships. Works are positioned to face,
echo, and respond to one another, allowing
a dialogue to emerge across materials and
forms. This dialogue extends beyond the
works themselves, unfolding as an ongoing
exchange between the artist’s process and
the curatorial framework. Meaning does

not sit within a single piece, but develops
through proximity, repetition, and contrast.
Within this structure, the role of colour
becomes more than atmospheric. It operates
as a condition that holds the space together.

WHO | BECOMI

The deep green does not function as a
backdrop, but as a threshold, absorbing

and recalibrating the works it contains. It
intensifies certain surfaces, softens others,
and creates a continuity between objects
that might otherwise remain discrete. In this
sense, colour is not applied to the exhibition.
It is understood as part of its internal logic,
shaping how material is encountered and
how relationships unfold.

Within this environment, Salmah’s practice
can be situated alongside a lineage of artists
whose work emerges through sustained
engagement with landscape and lived
environment. In the work of Abdallah Al
Saadi, the act of moving through terrain,
recording, collecting, and marking becomes
a way of thinking. His notebooks, drawings,
and objects do not document the land as an
external subject. They register a continuous
encounter with it, where knowledge is
produced through presence, duration, and
repetition.

A related condition can be found in the
practice of Mohammed Ahmed Ibrahim,
where materials gathered from the landscape
are reconfigured into forms that retain their
relation to site while entering a sculptural
language. His works do not separate from the
environment they emerge from. They extend
it, translating its rhythms and textures into
another scale.

Salmah’s work enters this lineage while
shifting its terms. Her engagement with
place is not grounded solely in the external
landscape, but in environments shaped by
memory, habitation, and disappearance. The
field is not only the desert or the mountain.
Itis also the domestic, the abandoned, the
soon to be erased. Her materials carry this
condition. They are not found in isolation,
but as part of lived contexts that continue to
change.

What becomes particularly resonant within
this context is the way a number of Emirati
practices negotiate their position in relation
to dominant exhibition frameworks. The
white cube remains present, but it is not
taken as a neutral ground. Itis entered,
adjusted, and at times quietly displaced.
Rather than working toward external
expectations or inherited models of
display, there is a recurring return to land,
to movement, and to forms of knowledge
produced through direct encounter. The
work does not simply occupy space, it
carries another spatial logic into it.

The exhibition begins to operate less as a
contained interior and more as a passage,

3l
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where the viewer is not fixed in front of the
work, but moves through it. This condition
approaches something closer to a journey
than a viewing, where meaning is not
delivered at once, but unfolds through
duration, attention, and proximity. What
emerges is not a rejection of the white cube,
but a reorientation of it, where the space
opens onto other ways of seeing that remain
grounded in the specificity of place and
experience.

There is a longer memory at work here.
One that understands movement not as
departure, but as a way of knowing. In the
navigational writings of Ahmad ibn Majid,
emerging from Julfar, present—day Ras Al
Khaimah, the sea is not fixed. It is read,
returned to, and learned through. Direction
is not given. It is felt, adjusted, and carried
forward. What remains is not the route, but
the act of moving through it.

This condition persists, not as continuity

in form, but in method. In the practice of
Abdallah Al Saadi, movement through
landscape becomes a way of recording and
thinking, where knowledge is accumulated
through walking, collecting, and marking.

In the work of Mohammed Ahmed Ibrahim,
materials are gathered from the environment
and reconfigured without losing their relation
to it, carrying the rhythms of place into
another structure. Salmah’s work enters
this field not by returning to landscape as

a site alone, but by extending it into lived
environments shaped by memory and
disappearance.

Across these practices, what is shared is not
an image of place, but a way of approaching
it, where understanding is produced through
encounter, duration, and return. It asks
them to move, to trace, to remain within

a condition that does not resolve, but
continues. Within this structure, a narrative
begins to take shape, not as a fixed storyline,
but as something that is encountered
gradually. The viewer moves through
sequences of fragments, where connections
are suggested rather than resolved. The
space holds these moments together,
allowing them to accumulate into a reading
that remains open.

The spatial composition reflects this
condition. The deep green creates a
contained environment, drawing attention
to shifts in surface, density, and opacity,
this is not incidental. In her approach, Cima
Azzam does not treat colour as atmosphere

alone, but as a structuring element that
holds the exhibition together. The green
does not sit behind the works. It enters into
relation with them, absorbing, intensifying,
and at times quieting their presence. What
emerges is not a neutral container, but a
space that is in continuous dialogue with the
work it holds. Her curatorial gesture does not
impose meaning, but attends to it, allowing
each work to shift in proximity to another.

In this way, the exhibition becomes less a
fixed arrangement and more a condition that
is tuned, adjusted, and sustained through
attention.

Works do not operate in isolation. They sit

in relation, where each element adjusts the
reading of the next. Movement through the
space becomes part of the work itself.
Within this environment, the question

of identity emerges indirectly. It is not
presented as a defined narrative, but as
something constructed through repetition,
return, and material engagement. Ghayathi
remains present, not as a singular reference
point, but as a field of memory that continues
to inform the work without fully anchoring it.
"Who | Become" does not offer resolution. It
holds a practice in process, where making
becomes a way of staying with what is
incomplete. The exhibition unfolds through

a series of encounters, where presence and
absence, preservation and change, remain in
constant negotiation.

Becoming does not resolve into another
state. It remains, continuing.

WHO | BECOMI

33






9¢€

Jr WJlachl clyg g4l j5abl Wiy ¥ .Wnisug
s g8ag Ly by «adle b oo Jiy
Oy Widsg wndl Wbalyg Juoladll oy ju
.8aclio gy 15 yolic

& wppeoll (e dalbls golll yuls U dimy
#5829 lgoll &9 ddyb adgy «aiygsi yo <28
iy Uiis (31 asuell (b

W5 Wil Wl walws Gwjloo Gclid gLos i
&g g Kaly joiuo bl wle pgdi &uid
Jgais wpaoudl alll uc Jlock (b .asdueoll

2599 «202lg WJaaudlg (Pyil o JAiHI
Joleii ¥ .puLaill (b &dgb (] «wwlodell
£95904 il 20 a§lublg ailoguyg aplaa
G JWeo Glolgio ddle Aoy Jr
J)431g JI‘Ji.oUIg Jgall U3 go paall §§Lils
203 1020 dwjloo o duyps AL pp B
ao 83gala)l Jlgall &éLp alef &y putiy]
20« Wpisle) Baiyy Jil go glkoll
g€ dlocl Joais ¥ .85 88 (b g
Jiidg «lio ataj Ju «emio Winis (il &l
Al yuliio V] Lowoilog Lensletiy)

8Lup dalc] 2o alaioVl 13 ol Jloci J35
wle glioll 20 Wlolei ynidy ¥ .abgyd

HE JLiG oy wJ] ko Jr «anyQl ool
wce JLoll poidy U .claiivlg gludlg 84131
g Kallg «Jjioll Wul Jasdy Ji «Js)l gl clpanll
Joi .Jigyl elibg wnlc 9o log ygrmall

Js WJieoy baili ¥ qund «259)l 130 Walgo
LI (b joini Blueo wlibu go cjad
Jolol il adybll g by Jiy Lo ju o
lpedgo 20 duljloyl wlwjloall yo dac Wy
§92inJI" (ndy a5l gopell ybl Jala

pil .80 &ud)i4 3385 ¥ aidl sfBl "Bl
Ulalg «abys dalclg a2o Joleilg ay] Jodal
.29y aialj]

A3loj of &yl wilesgi §ag Jooll o Ty
w]g «2)8l W] £gayl 4% WEigygo gose
adyleall yuc y345 Aapeo wlg a4l

Jeuiy Jlachl (naisi ¥ anicoll 13ty .Gpblall
Blido Wilkko WBbio Wneo Jodi Jy «&aluoll
¥ a4l g lin Jooi Jgbi @413 dof

WLls (o .adpeall ddgbs Ji aleils

uul) ylala (o 23l ¢ 2031 ) axulall

alelg 1jaf Jy WiG 2l goss ¥ ipgyll Eogdl
Jiy ol pubes U .alilh o pleiig ad]

Lo .plodl w] Joajg Jieig yaj Js ol
.l josell Jod Ji ylumoll yuy wnéy

.atpioll b i oJLdl nd U A1 0 poiud

WHO | BECOMI

dagell cg1m >4 :ggal go

J3dA8uw] 523 ooy

Joa JIgws apby "gg4i 3o Preo wld b
cgulis Jy wyl 26904 ¥ ogKall clginl a4
pe Jbiil dalelg wiaillg el (b joiuy

¥ G G844l ady go opeall Glbis .gojll
J4ils (o 84131 ppais Y9 J8)diune Galall jg4i
.a1lg

Jod wlc yygniall ol &uwyloo pgds
Jiisg «abulll wiky bl bali .20
iy cuble wliy JUT Joay oo J4g g0l
cliy dale] wJ] wlwjlooll 03 wews ¥ gl b
Uslyiog Wija )i )y .4loido 9oy glkoll
.44 & ag

Joledl diyb b agoHgs amill 13 wlai
Js wpale abuus §)oll paiiud ¥ .algoll 20
8o B gitdg yusiig il i
w] ol joaiy y31 wgiuuo Julgill aiaig
yoieoll bl i 4ol ¥ gually Wjaf 8413
dalo 4 .Lls J§ai vg JoWl Banj i Lnsle
oljld iy & WJHadl go Wb gob 247
.aaolg elkail gi pusil g clagyl

0Lss byl 846 g Jooll 2%y Jam,
alejg @ Bak) J «adif ¥ 2035 Lo . Joilo
Y .8aliAo &l (i 1gey pf ale Jooll
gyl Jy wpslall O] W] goyeoll ey
.Bigiao

A olaiell go Jaas ypeall wig
g Wdlaol 12559 Bl ¢y Jlochl
JWisllig algoll gw jlga cgiini iy Lo JLnBroy
loawdi Jlachl agan aic jlgall 13 waigiy ¥
Juuo gy joiue Jab Joub 33l atos S
wueoll jainy ¥ . pyell dsoldll duidlg ailiall
il pe Jigiag gé<i Jr valg Joc Jala
-Uilg Jl)silg

ol d1ald 320 goll Wby ¥ . Jlul 13 (b
dabwoll 207 yoic W] Jgais Jr «ple yubua]

a6yb i oyyloll dyg0 yuy lnis 20 Lo
JUA go ppdll 64 Sua saio wlpoyl (o
.82g.2JIg 2laioylg asiyleoll

e

J9al g0

37



8¢

WHO I BECOMI

aiiy gi g9 Jooll aiagi b posuy 8411
.JoWy

awjloo pid, .LBma "ggsl go” yoy0 pia,
el Joill amy & WJLuds Al b
2ol bilidly . Joids pl b 2o clEyll g
1903l Jby &y wwleldll go dluudw pc
Pgliy A b il Brallg wilisllg

.6 poiuwo

W pdiuy U9 wni A0 | JEGW! (upiiy 9
apc ale] djoiwo Hesd iy Ji wiles Jiib
19y @30 oy Kol ddUell alila go pialg Bl

i

e

Jail Jgak wproudl alll uc dwjloo (b
udaily Juwill 8lawg W] deubll (nd
299 20lg yuiro)l uc poall J§Liy Eua
2037 spuolp] 2090 1070 Jloch ynag .ilodeoll
1847 gi gga Witlo alefg akuwl go algall
iy ] gWlall wlcldy] dlolb oy Wilo
.l

wJ] dagell ¥ «JLoll 130 wolw Jlocl Jias
a2uugly Ji wouwad 246god yeubll amdiall
88131 pe JLii adueo wliy Josduy
.clativig

890 yuy Wiy 20 o «lwjlooll adm puc
Usiy & caio wlpEall (nd adgyb Jp oy Kal
.G1gelig alaioylg &suleal]l JUi go panall
cladlg 2uidlg 84l U] A1 ey geaj
Joluy Ji ol ¥ 209 go

81494 U wpapw Lo JRiddy bl 130 gosd
abl ey lbddl go wieylis uc giliall
aio dalusoll giias .pundi gi Juy bylgyl
wle 81gia0 way el b palil) wlball
61120 wilgial

1030 13y 250l 1as ailkoll agiyl yuiel
abull (b gl juf Edwlaio &ly g4l
Waodi gy 1309 (Gsaladdl 3yag dalilig
Jdple

324 ggll 20 plic logw Joleii ¥ a2t i
Y .okdiyg yyeall by pnied Ji Jbds ple
adie (ué Jhay Js oJlochl w@ld g3l (nay

.fimy Ulalg Jojgsa widyg Wnbiay oo

Jlga 4né &alwo i J3yla0 11 guyl Jiiddy Lo

ai53 Lo 20 o

ey i djiml wieo il Jedll gy I
.apdy aiblle o Jik of Joc J2I dyivg vyl
V0L Y vl wwips Pyl poby U dissg
ol pe poiluig Jiely buss

paii Js sney g Jiway Jlachl Jooi v
AU Belyd (b pmic J4 P8 Cua wolbile go
Jooll go 1£j2 aabuall Jala 841 aumig

Jiiy 8g0)l JIgw pmby (Juudl 1o (b

pe J2bil B 2230 apus plas ¥ . phlo pé
WOUé iy .8ala)l 20 Jelaillg dagellg Jhy<ill
a0 JWok Js «823lg &xe3p0 A4 ¥ dpsla

J9al g0

39






(44

In Conversation:
Cima Azzam and

Salmah Al Mansoori

Salmah Al Mansoori’s practice is a process of walking, observing, and
collecting. Consistently engaging with overlooked environments, cultural
traces, and the fragile relationship between place and identity. Her work
often starts in the landscape itself; the act of moving becomes both

a research method and a conceptual framework, allowing her to walk
through places that are in the process of disappearance, a practice that is
accumulative and fragmentary, unfolding through movement and material
experimentation.

In Al Mansoori’s first institutional exhibition, Who | Become, we did not
attempt to recreate places as fixed or complete images: instead, through
partial impressions, what she has seen and carried across locations. Layered
compositions of material in which memory, perception, and materiality
converge into a continuous dialogue allow for fluidity in the space. Here, the
process of making the surface becomes inseparable from the conceptual
intent, and the archive embeds cultural and ecological histories of her
hometown, Ghayathi. This reflects a broader methodology in her practice:

a dialogue between control and surrender, in which the artwork evolves
through interaction with its own material conditions and with how it holds and
transmits memory.

This reflects a curatorial position that does not impose coherence from
above, but works from within the conditions of the practice itself. The space
is not arranged to illustrate meaning. It is composed to allow meaning to
emerge. What is at stake here is not simply placement, but attentiveness, a
sustained reading of how each work carries weight, how it occupies space,
and how it shifts in relation to others. The exhibition becomes a site of
negotiation, where curatorial decisions do not fix interpretation, but hold it in
suspension.

WHO I BECOMI

Cima Azzam

When did you first begin to understand yourself as an artist,
not simply someone who enjoys making images?

C.A.

Your work is described as methodical and research based,
involving weekly visits, oral histories and collecting objects:
what does a research day in the field actually look like for
you?

Salmah Al Mansoori

| think | always knew | wanted to be an artist, but not in the
sense of simply making images. It felt more like a way of
navigating myself, my emotions, how I think, and how I relate
to the world.

The shift happened during my time at Zayed University,

when I realised | kept returning to something very specific:
my childhood home. At that point, the work became less
about technical skill and more about conceptual and personal
connection.

The weekly journeys between Ghayathi and Abu Dhabi
gradually became integral to my process. This movement
created a necessary distance, one that allowed me to
approach my hometown as a personal case study, observed
through an outsider’s lens. Through it, | began to understand
how I think through research, how | engage with materiality,
and how | construct meaning.

It was within this rhythm of repetition, returning, questioning,
and reflecting, that a deeper awareness emerged. The act

of moving back and forth was not only physical but also
introspective, shaping my understanding of myself both as a
human being and as an artist.

S.M.

A research day usually begins without a fixed plan.

When I return to Ghayathi, | walk, observe, and allow the
environment to guide me. | work with simple tools, my body
and my phone, recording videos, taking photographs, and
sometimes collecting materials by hand and questioning
things around me.

| revisit sites like abandoned homes, old farms, desert
landscapes, and water systems. Other times, | follow
conversations with family members or elders, asking
questions about memory, history, and what these spaces
once held. From there, | gather fragments: stories, images,
fibres, and discarded objects.

It’s a slow process of listening rather than imposing meaning.
| take these materials back to the studio and sit with them,
allowing the work to emerge through translation, whether
into painting, sculpture, or research-based forms. The

day often ends with documentation, an evolving archive of
materials, thoughts, and visual traces.
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C.A.

Handmade papers from palm, alfalfa and other local fibres
recur in your practice: at what point did papermaking
become not just a support but a conceptual language in your
practice?

C.A.

You frequently work with found objects: tiles, doors,
abandoned items in the desert; what guides your decision to
keep an object “as is” versus transforming it through paint,
print or photo transfer?

S. M.

It began with my interest in surface-making. Around 2022-
2023, | was working with discarded tiles from my childhood
home, thinking about what surfaces hold and how they carry
memory. Through processes like photo transfer, | became
interested in how images imprint onto material and how
material resists or absorbs that imprint.

This began as an experimental process of collecting, which
gradually shifted from working with objects to working with
actual fibres. Early experiments did not necessarily result
in successful papers, but they opened up an important line
of inquiry. It became an ongoing research into the fibres
growing in the city and how they could be transformed into
material.

As | began working more with watercolour, alongside spices
and handmade cotton papers, | started questioning the origin
of the surface itself. That’s when papermaking became
central. | realised the material could come directly from

the land, from palm fibres, agricultural waste, and textile
remnants, and become a surface that already carries place
within it.

The discovery of groundwater, which is historically
significant to Ghayatbhi, also began to resonate with the
process of papermaking. The conceptual and thematic
threads became tied to the material process in an unplanned
way. At that point, paper was no longer a background; it
became an archival body, holding texture, memory, and
history before | even intervene.

S.M.

It often begins with questioning the object, what it was part
of, what it held, why it was discarded, and how it existed
within a specific environment. Sometimes, documenting itis
enough.

Other times, the composition itself, the way it sits in the
landscape, how colours fade into their surroundings, feels
like it calls for translation. That’s when | work through
painting, printmaking, photo transfer, or even sculpture to
extend its narrative.

There are also objects | choose to keep “as is,” because
they carry a presence that feels complete. So it’s not about
collecting everythings it’s about how much | take from the
object. It becomes a balance between preservation and
intervention.

These objects are central to my practice, as they document
both the past and the present. They reveal how people
inhabit and interact with places and spaces, and the

traces they leave behind. The work becomes a form of
anthropological visual research on Bedouin communities,
examining how people choose specific places to settle and
the rituals that take place within and around those spaces.

WHO I BECOMI

C.A.

Your work often speak about holding space for the past

rather than verifying it; what does “holding space” mean to

you in visual terms?

C.A.

When you document soon to be demolished areas or
abandoned objects, do you see yourself more as an artist,
archivist, witness, or something in between?

S.M.

Holding space, for me, is about acknowledging histories that
are not fully recorded and allowing their absence to remain
visible.

In one of my works, I reflect on the founding of Ghayathi, how
it emerged around a discovered groundwater source, and
how that story continues mostly through oral histories. The
physical site of that well is no longer clearly located today,
and the narratives around it shift depending on who you

ask. Even something as simple as the reasoning behind the
name of the city appears as inaccurate or misleading history
when searched online. If | had not questioned it, and looked
through the practices of Bedouin communities, | would not
have come to understand its deeper context.

So the work becomes a way of holding space for that story,
not verifying it, but acknowledging it. It is also about holding
space for absence, and highlighting how important archiving,
in whatever form we choose, is for future generations to
return to these works years later and find a form of evidence.
Visually, this comes through fragmentation, layering, and
incompleteness. Even partial histories matter. Preserving
these fragments allows future generations to encounter,
question, and reflect on what might otherwise disappear.

S.M.

| see myself somewhere in between. I’m not a traditional
archivist, because I’m not trying to formally document or
fix history. But I’m also not detached, I’m emotionally and
materially involved.

What | do is shaped by witnessing, observing what is
happening in real time, especially in a small town that

has undergone rapid transformation in a relatively short
period. Many of the spaces | encounter are on the verge of
disappearing, along with the ways of living they once held.
So the work becomes a form of speculative archiving, an
attempt to translate what | see, feel, and question, rather
than to fully preserve it.
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C.A.

You use spices such as turmeric, za’atar and red chilli
powder alongside watercolour and gouache; what does it
mean for you to literally embed taste and smell into a painted
memory?

C.A.

You often describe Ghayathi as a resilient Bedouin town
that carries layers of history and memory: when you return
there now, what details in the landscape tell you “this is still
home,” and what feels unfamiliar or lost?

S.M.

Before working directly with materials from the land, | used
spices as a way to translate the idea of place. This began
during a watercolor series while | was traveling between
cities in Saudi Arabia, searching for familiarity within
unfamiliar landscapes.

The materials | gravitated toward, spices, felt instinctively
familiar. They carry sensory memory beyond the visual.
Smell, especially, is deeply tied to experience and place,
often more than an image itself. At the same time, these
materials trigger personal and cultural memories rooted in
daily life and domestic rituals.

Embedding them into the work becomes a way of layering
memory, activating something both collective and personal.
It’s also about transformation: how these materials alter
the texture of the paper and become part of its surface, its
history, and its becoming.

S.M.

There’s a growing sense of living in between spaces,
between the city | live in now and the place where my family
still lives. What still feels like home is tied to my childhood:
my memories, my family, and the emotional imprint of the
place.

But beyond that, much has changed. Spaces | remember
are disappearing or being replaced at a pace that feels
unfamiliar. What feels lost is not only physicalsi it is also

the ways of living, gathering, and relating to the land. The
rhythms that once defined everyday life feel quieter now, or
harder to trace.

Returning to Ghayathi no longer feels like stepping back into
something fixed. Instead, it becomes an act of negotiating
what remains and what has shifted. | find myself searching
for continuity in fragments, in small details, in gestures, in
materials, in stories that still circulate.

So my connection to Ghayathi exists in that in—between
state, both present and distant, familiar and estranged at
the same time. It is within this tension that my work begins
to form, as a way of holding onto what | recognise while also
acknowledging what is no longer there.

WHO | BECOMI

C.A.

Your practice suggests that place is a “vortex” for
constructing identity; can you speak about a specific moment
when you realised your sense of self was inseparable from
Ghayathi?

C.A.

Some of your works draw directly on family history, your
grandmother’s habits, and your childhood home: how do
you navigate the intimacy and vulnerability of bringing these
personal narratives into public exhibition spaces?

S.M.

I lived the first eighteen years of my life in Ghayathi, and it
wasn’t until | left that | began to understand what | carried
with me. Distance made me more aware of who | am.

The weekly road trips became a way of returning, not just
physically, but to myself. That movement allowed me to
reflect on where | stand and how my identity is shaped. It
began with small questions, about the name of the place, its
origins, but that curiosity kept pulling me back.

Over time, those questions expanded. They moved beyond
facts and into experience, how memory is formed, how
place is felt, and how certain details stay with us even
when everything else shifts. | started to notice how my
understanding of Ghayathi was no longer fixed, but
constantly evolving with each return.

| realised that my sense of self is deeply tied to that place,
but also to the experience of moving between places and
constantly questioning belonging. Living between Ghayathi
and Abu Dhabi created a dual awareness, one that is rooted
in familiarity, and another that is shaped by distance and
observation.

It is within this movement that | began to understand identity
not as something stable, but as something continuously
formed, shaped through memory, displacement, and return.

S.M.

For me, the work doesn’t expose; it holds fragments. It allows
me to share something intimate while still protecting it. The
vulnerability is present, but it is carried through material
rather than direct narration.

Much of what | draw from childhood, family, lived
experience feels personal, but | also see it as collective.
The environments we grew up in, the rhythms of daily life,
the ways of being, these are shared across a wider cultural
memory.

So the work becomes a space where personal memory
meets collective experience. It is less about telling a specific
story and more about creating a condition where others can
recognise something of their own within it.
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Witnessing the
Fragments

2026

Watercolour and
spices on handmade
cotton paper

Each 38 x 28 cm

This series examines the accumulation of
visual and material fragments encountered
across different environments. Rather than
documenting specific locations, the works
draw on impressions gathered through
movement between places.

Spices such as red chilli, zaatar, and turmeric
are used as pigment, introducing texture and
material specificity tied to geographic and
cultural contexts. These are layered with
watercolour, which softens transitions and
allows forms to dissolve into one another.

The compositions are constructed through
layering and mark—-making, resulting in
surfaces that remain fluid and unresolved.
Each work operates as a composite of
collected elements, where material, memory,
and perception intersect within a single
pictorial field.
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Tracing What
Remains

2025

Watercolour on
handmade palm paper

120X 230 Ccm

This series engages with the cultural and
ecological histories of Ghayathi through
material and process. The paper is handmade
using locally sourced alfalfa and pond fibres,
positioning the surface itself as part of the
work’s conceptual framework.

The fibres influence the structure of the
compositions, determining rhythm, texture,
and density of mark. Rather than functioning
as a neutral ground, the material actively
shapes the image.

The works do not depict the city directly.
Instead, they present an abstracted
translation of its environmental and
historical conditions. Through layering and
repetition, the series reflects processes of
transformation, continuity, and the partial
nature of documentation.
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The Weight
of Absence

2025

Handmade palm paper
casts

Variable dimensions

This body of work expands papermaking into
a sculptural practice, using handmade palm
paper to produce cast forms. The works draw
on historical survival systems associated
with desert environments, particularly those
that enabled settlement and continuity.

The process emphasises labour and material
transformation, extending paper beyond

a flat surface into three—dimensional
structures. These forms retain traces of

their making, foregrounding the relationship
between material, process, and preservation.

Rather than reconstructing specific histories,
the works operate as spatial markers that
reference absence, endurance, and the
transmission of knowledge through material
practices.
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Who I Became

2023

Photo transfer on
found tiles and
objects

Variable dimensions

This series explores identity through the
relationship between memory, place, and
object. Found materials sourced from a
domestic environment are combined with
photographic transfers, linking physical
objects to recorded images.

The use of photo transfer fragments the
original image, producing partial and layered
representations. These are assembled across
multiple objects, creating a distributed rather
than unified composition.

The works emphasise the selective nature of
memory, where certain details are retained
while others are lost. Each element functions
as part of a larger structure, where meaning
emerges through accumulation and spatial
arrangement.
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| Was a Forgotten
Moment

2024-2026
Acrylic on canvas

150 X 175 cm, triptych
150 X 300 cm

This series investigates the relationship
between abandoned objects, environment,
and visual narrative. The works are informed
by field observation, with materials and
references drawn from sites that appear
inactive or overlooked.

Compositionally, the paintings combine
muted grounds with isolated elements of
colour. These interruptions suggest the
presence of objects that once held function
but have since lost their context.

Through layering and reworking, the
paintings reposition these elements within
new visual frameworks. The works do not
reconstruct specific narratives, but instead
present fragments that point to absence,
transition, and temporal displacement.
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Preserving
Memories

2022

Vintage wooden box,

CcO I I cC t (&} d m ate ria I S, This assemblage work brings together
. collected objects within a contained
gl dSS Con t alners, structure. A vintage wooden box functions
f d b . t I . as the primary framework, holding materials
oun o J €C S) ac ry 1C sourced from both domestic and external
environments.
Va ri a b I e d | mens | ons Additional elements, including found objects

and hand-painted surfaces, are incorporated
to establish relationships between personal
and collective memory. The inclusion of
materials from sites undergoing demolition
introduces a temporal dimension linked to
disappearance and change.

The work operates as a container

for accumulation, where objects are
repositioned as carriers of memory rather
than functional items.
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Can | Still
Consider You Home?

2025

Laser engraving on

h an d ma d ca Ifa Ifa This series uses laser engraving to inscribe
architectural and spatial references onto
p a p er handmade alfalfa paper. The process

introduces a controlled intervention onto a
fragile, irregular surface.

Ap p rox.29.7x21cm The engraved marks function as both image

eac h and trace, embedding visual information
directly into the material. The works reflect
on changing landscapes and the loss of
familiar environments, without representing
specific sites in a literal manner.

Material and process are central, with the
contrast between digital precision and
handmade surface forming a key structural
element.
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Of the Palm

2025-2026

Laser engraving on
handmade palm paper

Approx.29.7x21cm
each

This series examines the palm as a material
and structural element through its various
forms and transformations. Handmade palm
paper retains the physical properties of the
original fibres, embedding material memory
within the surface.

Laser engraving is used to introduce linear
and textural marks, translating the palm
into a visual system based on repetition and
variation. The works focus on fragmentation
rather than representation, presenting the
palm through partial views and shifting
configurations.

Across the series, the palm is approached
as a changing material rather than a fixed
symbol. The works document transitions
in form, use, and condition, emphasising
continuity across different states.
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About the Artist

ygbdodl (ol
Salmah Almansoori

WHO | BECOMI

a112i0 &uiljlo] &ilio (nygoioll (ol

o G wrub gl (b pudi wuloe Al
J£104i5 2001 ple dpabJl dabioy (ibé
wlebléi wlikiwy diall Wiwloo

1ig «6)411Ig (ojllg gL all puc Gig ol

Jo &cgilo dcgoao i Jua Qoojgf){::
abuipoll axall byl Josid Jocl
wbjallg saouiiroll Jlocllg spuullg «@bgolly
uwde edba .guuallg wnalycgigall pgmillg
dyoull ggiall (b also ]l ygisll yugugls
.2023 ple ubgyi (w6 1lj d20la go

JUA pyleall 3o 2ac (b Wodlaci ciois
)l oo g Wpiani gl apdill wigiul
J2 U (o pusi el Mg bgll g wlyps
ity Lo Wbyl ddsoydisd (b (ijgo
whjloyl &ga Jah duclod pyleo (nd
yubgil dsiall §jj 8)3Uo :Lio dLoaylag
£(2024) yua yoleall yall (iupd 1(2024)
285 (pali £(2024) Jlipl i ol ag) yuslsga
wlbaoull &)lio £(2024) ¢jgigu ndjgigui
W14(2023) ubgyi ljso £(2023) ubgii
YU wn)iglo (ppdle £(2023) prooil) (2
] Jua Uigy «gpiial yulipgug £(2022)
.(2022) (plgcgygll

duiall dolayl aolp 3o 11¢ (o wudyLis L4
(2Ll 20Uy Wiy o wuljaliollg
20lpg «(2024) yub gl (nalail 2oa0ll
ugild 20Upg «(2023) 2wl ¢ "aai Y Gi*
(0 "6 pgulga” aolipg «(2023) Jjgugu (o
+(2022) (ua (é @lyadl ggiall cuous duwyao
Wil (b 8o dold] - g@ilo (] aal|
lgeg)gll b yUiall way - gpiiaai yulipgsg
.(2022)

e

Salmah Almansoori is an Abu Dhabi-based
multidisciplinary artist, born in Ghayathi,

Al Dhafra, in 2001. Her studio practice
investigates the intersections of identity
through place, time, and memory, where
she has developed a diverse body of work
that includes site—specific installation,
painting, sculpture, ceramics, photography,
and video. She received her Bachelor

of Fine Arts in Visual Art from Zayed
University, Abu Dhabi, UAE, in 2023.

She has exhibited her work extensively

in recent years, with her most recent solo
exhibition, Memories Are Home, presented
at Cala Del Forte in Ventimiglia, Italy. She
has also participated in numerous group
exhibitions locally and internationally,
including Rizq Art Initiative, Abu Dhabi
(2024); Firetti Contemporary, Dubai
(2024); Duplex AIR, Portugal (2024); NYC
CRIT CLUB, New York (2024); Manarat

Al Saadiyat, Abu Dhabi (2023); Miza,

Abu Dhabi (2023); Dubai Design District
(2023): Foundry Gallery, Dubai (2022); and
Puertas Adentro, Punta del Este, Uruguay
(2022).

In addition, she has taken partin several
residencies and programmes, including
the Mentorship Programme by the
Cultural Foundation, Abu Dhabi (2024);
I'm Nobody, Iceland (2023); The Canopy
Program, New York (2023); Volume 6,
Samt Alternative Art School Residency,
Dubai (2022); MANGO Residencia Para
Artistas, Argentina;s and Puertas Adentro,
Casade Artista, Uruguay (2022).
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Founded by Mara Firetti, Firetti
Contemporary is rooted in a long—standing
commitment to supporting artists and
fostering meaningful cultural dialogue from
Dubai to an international audience. Over
the past 20 years, Mara has established
herself as a respected art advisor, collector,
and advocate for both emerging and
established artists, organizing exhibitions,
public programs, and collaborations
across leading international platforms,
including the Uffizi Galleries, Casa Cavezzi
museum and the Venice Biennale, among
other renowned institutions and art fairs
worldwide.

Through her work, Mara has cultivated
strong relationships with collectors,
curators, and cultural figures while
developing extensive experience in

gallery strategy, communications, and
international cultural exchange. Her
approach is driven by a belief in the power
of art to create lasting connections between
people, places, and ideas.

Based in Dubai, Mara continues to shape
Firetti Contemporary as a dynamic
platform for multidisciplinary artistic
practices from the region and beyond.
With a focus on thoughtful curation and
distinctive presentation, she is committed
to supporting artists whose work engages
with contemporary culture, identity,
materiality, and social dialogue, while
contributing to the UAE’s evolving cultural
landscape.
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Bornin Ammanin 1986, Cima Azzam s

a curator based in Sharjah, where she
currently serves as Curator at Maraya

Art Centre. With over fifteen years of
experience in exhibition planning, gallery
design, and curatorial practice, she brings
a multidisciplinary background that bridges
design, research, and artistic production.

Before joining Maraya Art Centre, Azzam
held the position of Design Director at
Meem Gallery and worked as an Exhibition
Designer at Cuadro Gallery in Dubai, where
she built a strong foundation in spatial and
conceptual exhibition design. Throughout
her career, she has collaborated with
numerous regional and international

artists, including Hazem Harb, Cristiana de
Marchi, Faig Ahmed, Sama Al Shaibi, Lamya
Gargash, Sawsan Al Bahar, and Khalid Al
Banna, contributing to major solo and group
exhibitions that explore post—-memory,
archives, and the invisible dimensions of
personal experience.

As a curator, Azzam focuses on developing
artists’ practices beyond their established
frameworks, encouraging new readings of
their work and fostering conceptual growth.
Her curatorial projects include the third
edition of Arab Print (Meem Gallery, 2017),
Marwan: Editions (Meem Gallery, 2020),
and the co—curated group exhibition | Was
Here Tomorrow (Krinzinger Projekt, Vienna,
and Veinti 4/Siete Galeria, Costa Rica).

Since joining Maraya Art Centre, her
exhibitions include Temporary Museum.
For Palestine. Hazem Harb (202l), Finer...
A Thread in the Swell of Wandering Words
by Cristiana de Marchi (2022), Sama

Al Shaibi’s Tell it to the River (2023),
Consciousness in Flux by Faig Ahmed
(2024), Kun: To Be by Lamya Gargash
(2024), and most recently, Sila: All ThatIs
Left to You (2025).
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Nada Askander (b. 1989, Sharjah, UAE)

is a writer, editor, and musician based

in Sharjah. Working across literature,
translation, and visual culture, her practice
engages with memory, narrative, and
language, often drawing on postcolonial
thought and the poetics of the region.
Alongside her writing, she has maintained
a parallel practice in the arts, with a
background in performance, photography,
and classical piano.

Askander holds a Bachelor of Fine Arts
from the University of Sharjah and is
currently pursuing a Master of Arts in
Arabic Language and Literature, where her
research explores questions of language,
history, and literary form.

She worked for over a decade within
Sharjah’s cultural institutions, including

the Sharjah Art Foundation and the Sharjah
Department of Culture, where she served
as Senior Editor and Translator. In this role,
she contributed to publications, exhibitions,
and archival projects, shaping bilingual
content across a wide range of cultural
platforms.

Her current work moves between the
critical and the creative, developing texts
that are both intimate and reflective, often
positioned between personal memory

and collective history, where language
becomes a site of reconstruction and quiet
resistance.
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