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Foreword by Ahmed Al Qaseer

Chief Executive Officer
Sharjah Investment and Development Authority (Shurooq)

Itis a pleasure to present “Your Sun That Kept
Setting”, a solo exhibition by Chafa Ghaddar at
Maraya Art Centre in Sharjah. As an initiative under
the Sharjah Investment and Development Authority
(Shurooq), Maraya Art Centre continues to play an
important role in supporting contemporary artistic
practice, fostering cultural dialogue,-and offering a
platform for thoughtful engagement with material,
space, and lived experience,

This exhibition reflects a sustained and rigorous
artistic inquiry into painting as both process and
presence. Through layered surfaces and a careful
negotiation between material, time, and gesture,
Ghaddar’s work invites audiences to consider how
surfaces carry memory, pressure, and endurance.
Drawing on architectural sensibilities and the
logic of fresco, the works presented here move
beyond representation to engage with the physical
and temporal conditions of making. In doing so,
they speak to broader questions of persistence,
transformation, and the traces left behind by lived
experience.

At Shuroog, we remain committed to supporting
exhibitions that offer depth, clarity, and intellectual
generosity, while contributing meaningfully to
Sharjah’s cultural landscape. “Your Sun That Kept
Setting” aligns with this vision by foregrounding
process, patience, and attentiveness. The exhibition
encourages slower modes of looking and reflection,
allowing visitors to engage with contemporary
painting not as an immediate statement, but as an
evolving conversation between artist, material, and
space.
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We are pleased to see this exhibition take shape
through close collaboration between the artist and
Maraya Art Centre, under the curatorial guidance
of Cima Azzam. This approach reflects the centre’s
commitment to research driven and dialogue based
exhibition-making, ensuring that each project is

grounded in both artistic integrity and curatorial care.

[ would like to extend my sincere thanks to Her
Highness Sheikha Bodour Al Qasimi, Chairperson
of Shurooq, for her continued support of cultural
initiatives that advance artistic practice and creative
exchange in the emirate. My appreciation also goes
to Dr Nina Heydemann, Director of Maraya Art
Centre and 1971 - Design Space, for her leadership
and dedication in shaping a strong and considered
programme, and to the Maraya Art Centre team for
their professionalism and commitment throughout
the realisation of this exhibition.

It is through exhibitions such as “Your Sun That
Kept Setting” that we reaffirm Sharjah’s ongoing
investment in contemporary art as a vital space

for inquiry, reflection, and public engagement. We
look forward to welcoming audiences to Maraya Art
Centre to experience this exhibition and engage with
the questions it raises.

Ahmed Obaid Al Qaseer
Chief Executive Officer
Sharjah Investment and Development Authority (Shurooq)
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Landscapes in Haze -
The Ambiguity of Perception

Introduction by Dr Nina Heydemann
Director of Maraya Art Centre and 1971 — Design Space

“It is necessary to mark the greater from the

lesser truth: namely the larger and more liberal
idea of nature from the comparatively narrow and
confined; namely that which addresses itself to the
imagination from that which is solely addressed to
the eye. Light is therefore colour”.

- J.M\W. Turner, Lecture, 1818

This quote by British painter James Mallord
William: Turner speaks on multiple levels to
matters of nature and art, his atmospheric
paintings holding true the very principle that a
landsecape, in its very essence, does not necessarily
need to resemble plants and trees, but can also
beunderstood as a larger concept, maybe even as
light itself.

Many of the matters addressed in Turner’s

above statement from a lecture held in 1818,

are intricately present in the works by Lebanese
painter;Chafa Ghaddar. The artist’s painterly
work had been observed for some time by the
curator Cima Azzam. The artist’s interest in time,
memory and traces of materiality struck a chord
with her plan to create an exhibition reflecting on
the slower moments of life, the ones that require
a.second glance and deeper comprehension

over time. Such an exhibition resembled a good
counterpart for taking place in parallel on our third
floot, dedicated to Emirati photographer Lamya
Gargash, who, likewise, captures places created for
public use, usually full of traces of human activity,
but devoid of any individuals. The focus in Chafa



Ghaddar’s exhibition was on the landscape as a
narrator.

Chafa Ghaddar’s work with blue and white tiles at
the “Al Safa Art and Design Library” as well as her
previous exhibitions at “Tashkeel” and “Tabari Art
Space” in Dubai led to an invitation to Maraya Art
Centre, with the intention to create a temporary,
site-specific piece within our exhibition space on the
second floor. This specific work would be centred on
an extended wall of our gallery space on which the
artist would spend her ‘giornatas’, her ‘day’s work’:
trained in the ancient Italian Renaissance technique
of “Al Fresco” (in English, the ‘fresh’ application of
paint on wet plaster), the artist started applying and
re-applying layers of paint and letting the pigments
react with it. Thus, for the exhibition, Chafa Ghaddar
created a mountain-like wall that took up the form
of a hilltop, covered in grass, ferns, soil and rubble,
bringing forth an uncanny mixture of nature and

art. On its rear though, the wall bore very different
streaks of intervention: scratches, marks and scars
marked the surface areas, sometimes resembling
faded lines of tattoos, almost suggesting that the
wall itself, upon deeper inspection, had been subject
to physical harm, like a human’s skin tissue.

The back of this wall brought the visitor to the
essence of the show and the artist’s practice

itself; the comparative notion of landscapes being
body-scapes, suggesting that surfaces - no matter
whether natural or human - are always exposed to
outside intervention. In the case of Chafa Ghaddar’s
practice, the landscape becomes a metaphor for the
body, harmed, but in the process of healing, resistant
and resilient to its fate. Like a fresco that fades

over time, the information of what happened gets
captured and absorbed, but never forgotten.

I remember deep conversations with the artist prior
about her childhood in Lebanon and her experiences

12
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of growing up between the country’s endless
mountains, in untamed nature, away from urban
pressures, experiencing the serenity of nature, with
the backdrop of a fierce war in her home country. She
also mentioned strong memories about the walls of
her house, having been struck by bombshells and
carrying traces of mould, causing great harm to her
health and that of her family, but becoming a teller
of time and circumstances.

Upon hanging the artworks of the exhibition,
together with the artist and Maliha Tabari, a
collaborative process took place with our efforts to
establish a cohesive direction in the curatorial flow
of the exhibition. The exhibition returned back to a
significant canvas in its centre entitled “Haze” from
2024 - one that acted like an open question: on its
surface, only layers of lace, overpainted and blended
with each other, are shown — like a sunrise, filled
with hues of peach, orange and pink, it resembled a
contemporary, Turner’esque take on the power of the
rising sun and the beauty of the sublime. Its vivid
yet subtle appearance spoke to us so much, that it
became the first artwork a visitor would lay eyes
upon — a breathing space among the adjacent, often
dramatic scenes of landscapes with contrasting
colour combinations, that tell other stories all
together.

Every exhibition has its grounding moments and
this one was it in this very exhibition. We hope

that with this solo exhibition, many more chapters
in the artist’s artistic development will be written
and moments of reflection unite them. In this wake,
Chafa Ghaddar’s solo exhibition “Your Sun That Kept
Setting” continues Maraya Art Centre’s exploration
of painting as an expanded field. It is one that
intersects with architecture, material history, and
bodily experience. Ghaddar’s work does not seek
resolution or spectacle. Instead, it asks for presence,
to dwell within layers, to navigate between



concealment and revelation, and to consider
endurance as an active, ongoing condition. In doing
so, the exhibition offers a space where surfaces are
not fixed endpoints, but sites of becoming.

I would like to extend my sincere thanks to Chafa
Ghaddar as well as her gallerist and long-time
supporter Maliha Tabari, Founder of Tabari Art
Space, for her trust and generosity throughout this
process, and to Cima Azzam for her thoughtful
curatorial stewardship and sustained dedication to
the project. My appreciation also goes to the team at
Maraya Art Centre, whose care and professionalism
supported every stage of the exhibition’s realisation.
Together, this exhibition stands as a testament to
the power of sustained dialogue, material sensitivity,
and the quiet complexity of painting as a lived
practice.

ge



24



514



26



el (o d>gll 03 Ky AT dibaze] yhy00 KJ
030 i3 ul d.o[_sg [3033 (oy2oll 139 (08 dibxlll
Dlal) sl Hluoll (g 835> Agund dysall dy yoeill
oty (3ol Toob (585 . Joll 5ox) [gid (5805 o
gghx&wi“uu_oﬂgs,w ” w8ll Hlse qads Hoy=o
&0 gblil (Bwgo > dang pull ¢y g9iall bl <50
Jlocl (q2uwid X . dysuucl dy y2xillg slgoll &y 5bg d)lasl
doBI 2 gl Lllas Sy « o h=iwNl gl J=IT (JIHlae
aillg (S LiiXlg slad- Xl -y Jaidlg cslaudall 315
0383 d3g19 .dlolging dlels I lgeogy dy )l roiwAl (o8
28lg0 izl ©llgs abwdl did oS5 X Elas a0l
NSLS T

Lgiaid (g lsé oy (ST Galbey 03851 3] 9
I duwdo s yull dxdo (Jagh (y0) o [giaclsg
Sl oS dylasll 030 Jlgh Lgoy<o Lgiad (sl s pub
oiuoll Lgpilasg (sslioll 018l lgdly il cale ol Lo
Lo 30 81,9 I Loyl (55085 2ioyg & 9 piroll (g
J>Do geo> pes (46 didigog dizlic Crogul (AT giel]
398 (e [3a0li (yoy2all 130 ady (S0 . yoy2oll (Grix3
oalall sus=illy «dys Lol duwlucly «Juolgiall HlgxJl
Ao dw)loo dangy ouwyll

L2



28

Cosaly 13y o] o Jelats fluo¥1 86,0 dgaubs
il guSo Jiy dubl eyl dud (08 [lax Hlae (il
2 5¢ Gt 30 By o083 ¥lg doyillo (yussLually
u_o.mSJlszd:_o.lﬁld.eﬁ[ubm Oy deydall
w939 ‘u[o)[.c_g :U.u_gx>- Lslod d_o.l.n_‘zo (_J_‘>-.>.\_)[_\I O<
s>9 dily ro_g.w_g Jogh_‘ﬂ G [J[A_‘>-[_9 ‘aJo.uJ.” u&.do
33 033 28 (Grosl Jolill sic RPN | ol
il s> s oK of Lo s>

0220l 39> (I DI sl Tag) (aolzeIl Calel 58
dupdall s linoll 3,80 8,58 (I ¢ lguds d3liall duyloog
oK elguw aJo.wX[UIUJ[).um Lo iy sl

8 . B> > dipye g (a ody yuilny p[d.n.v.u]o
oJLv_uu[(_;\.v_:.daJl_x@.umJléuo_\ lag (qads duwyloo
[30log dagléo ladll job b di<) (59 3220 tsauzel]
go(_;uu)[uuu.ﬂg&m)_oﬂoyu\s lo<o o)uo.oro[o[

3 (g« yoiodly 55> e Colagleoll il «cy030] g 50
[.)._\[Lgum_\

L@.Jg.ob Jo> Bslw d.\[LQJ[J(_SUJ&Dd.Q.LO.CL_,\_\.)[D-[_)SA_\[
:OMOJ[))UIJ[DL)J_\LQJ[LU.\ xSy ol (8
uo‘du_xoﬂb_gmou.clm‘m_g).o)mm);d_v_ub
Lgibg (98 déyic > dpal> (ale doyhnll dipkw Cuble
@[L@J)MUJA}ULQEQQUUJXJUMI[AS

23S (63l (08 duwio «ye=ll HBI ilos-g (51381 lgislol
(_SJ[ctw_o_\uQ_gﬂuxqu_ngg_nﬁ Lgilile d=wg lgieun)
.S Al yoyll (ade sl

doeglog dliall &S, livasg « yy=all Jlac glss Jols
(5018 Hluo 89l (T 2 dgles dlac Ol (gl
35550 o) call yall sy oyl 5831 clulaio
Jlsus cloc 2024 ole (3o “Clud” ¢lginy 8 (08
Il 0 Ol (s 5ghss ¥ gy (sle 72 gk
0p0%) (ol §9 iy .pa gy d>g ja0g ddbho
ol 553 78010 ol 3l Sy (30 Cia
Jlo>g daclall yuoddl 898) 4155 293 8poleo dxlleo
3> 15350 i) of) (W D) 90> K .gaull
Dy (yudls & LusoS 3501 yic e 285 Jos Jol Lgle>
sCiig daolysdly i Lo [545S (sill ey leall A liall
Llos sy SUK> (oxig colg) 3]



oslosalad Lig §,gi< sl
«,o,Lo.o.J/cb-[uw 1971»9 (y9iol/ U] _)S_),o JERV.

d616~=]lg G)JQIWIL}UM[GJSJ@“QA
dylall 15,55 <31y @uoNT8,Sall (T fes ysall

X log Jliall by b oy B3l i< g Guo 3l ellig
J 09 99 (93] wqnJ6 . lDa>g u&” wow ol

3)9llo 8y 59> (il T plupl ulidAT T30 &axiy
g deyhll §lsis ¢ 8sa=io Olgiuns (ale 33,3 oldyg
9 (_;au.b.”.\.@moﬂu[clpl(b deuiuall dil>of <55 3]
oSay s ) bed Ny OB Kby ol byidy X 0,89>
Ail3 cqnll danv gy oy g ‘gw_g[[o_gg_o.o dangs dogd

ole cuyo[xo s 35 [glolis g\.J[[JLo.oJ[uo.u.xsz”
Llsé (qadds dolulll dolwyJl Jlacl s dBay (>33 1818
Ao dly il 43Ul duyylowo olic logw dagsll cudly 268
CU.\[A.”_)[J[_Q o_)SbJ[_g UA)J[J lgolaia| L;\Q G>99 )9
ohzllubeJdohJuo)&odo[QXL@ngopm[o
.L)oﬂ[)m@m[b@s_gdubo_)lmgdhuwd[glb «dighaJI
Lm){o[)JbJ‘a_g_)ﬂuo-u.o‘uo)&d”.\QLKw.\Q_g
weunzolly SJWT @Il (08 5loll plsall (oy2oll
USLo[[mJ_g.\Jb.o.xb(_;qu ohl8,8 C[LAIQU[)[OX[O_)_QJO.AJJ
blidl )Gl deuive 655 bo W (ol plseiwdl bligo
wde 3Ol oK L )I)QXIL)OQLI[}-L@LQ o lus Xl
Lgly dangs (_;au.b.”.\.g,u;dl

(_9.9 9[‘0.1.1.”_9 9[9_)).”(.)[.[0)[1][.!_)[.\: il Joc ro.g.wl
gyl cuils (I “prounilly ¢y gicl) lanll diiss”™
>3 (08 ¢ 8 Vb ey “ a8 dsylull
3485 82y 09l Llyo 3<,0 8 45 Lol lau] dgeall
¥ par2oll d>lwo J>I1s &8g0ll JouoZog Cd50 Jog
@9 2o Hlax> Jo> Jo=ll 139 )9>03 389 .3 U Gslal
[@_) cho[.x” [.s[.s_).t_zﬂ cle.s[x_o.ﬂ Cnoun ‘uo_)stIcLas
Ml &5 U]l (yx.bdl ,_;[) “_9Suu)_o.l[” c'im.x.oJl d.d[.bJXl
83lclg oMl ladds Gubais cisag (bl ‘_)o.zﬂ(_;d.c

(4



30



18



32

Cima Azzam:

Your work is often described through its dense surfaces
and layered textures. If we step away from the concept

of giornata for a moment, or consider the dotting that
appears across your paintings, how do you understand
layering and texture within your practice? What draws you

toit?

Chafa Ghaddar:

I don’t think of texture as something we simply
look at, nor as complexity for its own sake.

Of course, it:can be complex, but texture also
exists in very small interventions. If you think
about taking a bite of an apple, that is texture
too. Something is disrupted, something is
revealed, and then something happens in the
aftermath.

Beyond texture, layering is essential to my
work. Many of the works I make, including
those developed in dialogue with you, carry
a’bodily and tactile quality. They bring the
surface close to touch. I often say that I want
the viewer to touch the work with their eyes.
While texture is important, what feels

more central is my long-standing obsession
with layering and the compulsion to build a
surface before intervening with colour and
composition. This impulse has followed me for
years. The more I reflect on it, the more I return
to what first drew me to walls and murals.

Cima.Azzam:

Your:family home seems to return persistently in your
practice. What does this space hold for you, and how has it
shaped your approach to making?

Chafa Ghaddar:

The house was hit during one of the conflicts
in the 1980s. Rockets and bullets struck it, but
it was not destroyed. My parents repaired it
shortly afterwards, quickly, because that was
the reality of the time and because they were
expecting me.



The repairs were necessarily fragmented. You cannot
fully restore a building under such circumstances.
Over time, the walls became marked by humidity. I
was an asthmatic child, highly sensitive to damp, and I
experienced this space both visually and physically.

This is common in Lebanese homes built rapidly in
concrete during wartime. I am not criticising Lebanese
architecture as a whole, but when construction happens
under pressure, mistakes are inevitable. The building
was wounded rather than destroyed. It remained
standing, but weakened.

I grew up witnessing how moisture altered the surfaces
of the walls, and how this physical condition also
affected the emotional life of the family. The house
became another presence, almost another phantom.

At the same time, it was and still is a place of strength
and gathering. It holds family lunches, visitors, shared
lives. It embodies a contradiction. Something grounded
and anchored, yet structurally compromised.

That early encounter with scale, and with the idea that
water, events, emotions, and time can attack a surface,
shaped my first understanding of layering. Something
already complex is disrupted, altered, and then enters a
long process of attempted repair. There are many strata
already contained in that experience.

Cima Azzam:

When we speak about layering in your work, are you referring
primarily to the act of building up surfaces, or also to revealing and
excavating what lies beneath?

Chafa Ghaddar:

It is both. The dynamic emerges through the act of
adding and removing. Every addition may cover what lies
beneath, but in doing so it reveals something else. I rarely
settle for a single gesture or a single layer. The repetition
of adding and removing becomes rhythmic, almost like a
dance.

Sometimes details are concealed, compelling the viewer
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to look more closely. When something is fully revealed,
it often remains on the surface. My interest lies in that
tension between concealment and exposure.

Working with thickness introduces material reactions.
These are wall materials. Even when working in
millimetres, multiple layers eventually behave like a
wall. They crack, they resist, they fissure. Those cracks
become active elements in the work, even if earlier
traces disappear. Each layer gains agency.

This is not only about decay. I am interested in the
possibilities that emerge through decay. At what point
do we consider a surface alive, and when do we decide it
is deteriorating?

In Lebanon, this question is unavoidable. There is so
much happening to walls and land that focusing solely
on destruction misses other realities. There is also a
continuous process of re-emergence. My work does not
aim to stage a theatre of ruin. Some works are luminous,
even inviting. They allow space for breath. Yet the act of

layering itself carries an inherent violence.
Cima Azzam:

Your recent works engage strongly with fresco and the pace of
giornata. How has working with fresco influenced your practice, and
why has it become such a foundational reference?

Chafa Ghaddar:

Fresco, both chemically and physically, requires the
construction of at least three layers of hydrated lime and
sand, applied while still wet. Pigment is introduced into
this wet surface, allowing it to become embedded through
carbonation, a reaction between carbon dioxide, moisture,
and lime.

This process produces a particular intensity of colour.
The pigment is absorbed into the surface rather than
resting on it. In oil or acrylic, colour sits on top. In fresco,
it becomes part of the wall.

Not all pigments behave equally. Some react
unpredictably with lime. Through experience, I have
learned which pigments endure and which fade or
transform. This painterly conversation is entirely



different from other techniques because of its chemical
demands.

Fresco is also an architectural medium. It belongs to walls
and ceilings. Even when I work on a smaller scale, the
work carries the energy of a wall. Over time, fresco has
become more than a technique for me. It has become a
way of thinking.

The concept of giornata, the portion of work completed in
a single day, emerged from necessity. You paint what you
can before the surface dries. I am interested in giornata
not only formally, but conceptually. Days are unequal.
Time fragments. The body moves differently through
each day.

I think about giornata in relation to lived experience.
As awoman, as a mother, as someone navigating
contemporary time. It becomes bodily, personal, and
elastic. Its edges may be sharp or cloud-like. It defies
classical composition and perspective.

In this exhibition, I extended that logic beyond fresco.
The large new works were initiated with wall-based
materials, plaster and stucco, and completed in oil.
Returning to oil introduced a new chemical and material
language, one that allowed me to test how fresco logic
could persist without literal fresco.

Se

Cima Azzam:
The exhibition itself felt as though it existed mid-conversation,
without a clear beginning or end.

Chafa Ghaddar:

That was intentional. Each work could have continued
indefinitely. There was a conscious decision to stop,
dictated by time, framing, and installation. But the works
hold the potential of continuation.

Layering has no limits. You can continue to build, or
continue to remove. The exhibition marked a moment of
readiness for the works and for the audience, but it was
not an endpoint. It was an opening.



Cima Azzam:
Finally, you often speak about returning to painting itself.

36

Chafa Ghaddar:

Yes. There are moments when I think as an artist, and
others when I think as a painter. Painting requires a
particular kind of desire. To sit with colour. To commit to
it fully. To decide, for example, that you are investigating
blue or peach, and to stay there.

I admire that obsessive attention in painters who dedicate
themselves entirely to the behaviour of colour and light.
That intimacy between the painter and the painting is
something I continue to seek.

My work remains grounded in wall-based knowledge and
fresco thinking, but something in the studio now needs
to loosen. Painting allows that expansion. It is a medium
that permits imagining a beyond for the work and for the
viewer.
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Maraya Art Centre presents Your sun that kept setting, a solo
exhibition by Lebanese artist Chafa Ghaddar’s which portrays a
landscape in various acts.

Chafa Ghaddardraws inspiration from the historical fresco
technique originating from the pre-Renaissance, a method of
mural paintingin which freshly laid lime plaster is applied'in
segments, embedding paint in its moist surface until it dries.

Stermming from theidea of giornata (“a day’s work” in Italian),
Chafa Ghaddar’s masterful engagement with the fresco
technique presents the idea of the fragment as an autonomous
entity. The artist challenges the traditional notions of fragments
as remnants-of ruins or part of a process, encouraging viewers

to consider the fragment in its entirety. Each artwork is
constructed based on different fragments, aiming to convey the
idearof pars pro toto, meaning that a part of someéthing is taken
asrepresentative of the whole.

In this wake, the artist addresses the panoramic landscape as
something that never really starts and that remains incomplete.
Here, the landscapeis referred to as a body, a land, a poem, or

a suggestion, whilst the reference to the sun is a constant, an
anchorpoint, and an emotion.

Your sun that Kept setting reflects Ghaddar’s fascination with
sunrises and sunsets;.evoked through the recurring presence
of.peach colours and-light hues in her work. The artist uses the
sun as a metaphor for light, fleeting moments, and emotions
captured and encapsulated in tangible forms by employing
mediums such as limestone, acrylic and oil paint to preserve and
crystallise these emotions.

The sunset, in particular, evokes a complex emotional response -
a blend of grief for what is ending and anticipation for what is to
come. Through the phrase “it kept setting,” Chafa Ghaddar seeks
to extend this ephemeral moment, creating a sense of elasticity
that defies finality and invites contemplation within the liminal
space between beginnings and endings.
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What does time
do here?

It comes twice:

Once with me,
And once with
what remains of
my knowing...
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Time itself
bargains with the skin of the wall—
for endurance,
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And here,
my act
manifests
through
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temporal

melting,

resisting its
structure as
skin,
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What lies
before me:



and what
lingers as trace...
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the manifestations of time upon
surfaces,

with historical gestures

in silent communion with the present.
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A
revolution
of
remnants,

hoping

6L



80

to be
preserved,
to be
unearthed,
to be



examined,
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until times
collide
and

intertwine...
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I question the myth of historical
purity,

before I begin to draw new territories,
new borders,

and what my hand does—

is learn the language of surfaces.

I study the reactive terrains,
searching for contradiction,

for permanence...

for this wall has living skin,

with pores in constant reception of
time.

And then,

everything becomes mine.

In moments of hylozoism,

in the expressions of matter—

everything becomes mine.



(dizey ) WT 8, lglnll 0]
;c.xl.” djg.xS[

33353 [393>9 ,oJJ[Q[ o
(s gaily
w3l de)

dleaioll LAl sl
(5> 3> d laxJl T3g8
db (K (08

(da=yg

gl (K 09650
Tosahl Ol g6
53lall yled g8

L8



88



68



90

Born in Lebanon, Chafa Ghaddaris a
multidisciplinary artist currently based in Dubai.
She graduated from the Académie Libanaise des
Beaux-Arts (ALBA) with a Bachelor’s degree in Fine
Arts in 2007, followed by a Master’s degree in Visual
Arts in 2009. In 2012, she pursued an intensive
course in fresco and traditional painting techniques
in Florence, Italy.

Alongside a professional practice in wall painting
and surface finishing, Ghaddar’s work delves into
the contemporary application of fresco, as well as
other experimental processes. Her practice spans
murals, painting, drawing, photography, and mixed
media, with a particular interest in the intersection
of materiality and temporality. She frequently
produces site-specific and public artworks, and

has participated in numerous group exhibitions in
Beirut, Dubai, New York, Brussels, and Verona.

In 2014, Ghaddar was awarded the Boghossian Art
Prize for painting, and subsequently undertook

a residency at Villa Empain in Brussels in 2015.
She held her debut solo exhibition, The Visit, at
Galerie Tanit, Beirut in 2018, followed by Cactiin a
Daydream in 2021. In 2018-2019, she was selected
by Tashkeel Studio for their Critical Practice
Programme, culminating in her first solo exhibition
in the UAE, Recesses.

Most recently; Ghaddar was commissioned to
produce a site-specific work for the 16th Lyon
Biennale, Manifesto of Fragility, curated by Sam
Bardaouil and Till Fellrath.
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Solo Exhibitions

2024
2023
2021
2019-
2020
2018

Your Sun That Kept Setting, Maraya Art Centre, Sharjah
Beneath Latent Skies, Tabari Artspace, UAE
Cacti in a Daydream, Galerie Tanit hors-les-murs, Beirut

Recesses, Tashkeel Studios and Galleries, Dubai
The Visit, Galerie Tanit, Beirut

Group Exhibitions

2024 In Real TIme, NYU Abu Dhabi

2021 HOW WILL IT END? Fondation Boghossian, Brussels, curated by
Alicia Knock and Louma Salame

2021 I AM ONE ACQUAINTED WITH THE NIGHT, Studio La Citta, Verona,
Italy

2018 Made in Tashkeel, Dubai

2017 Feminites Plurielles, Galerie Tanit, Beirut

2016 City and City, the Arnold and Sheila Aronson Galleries, New York (curated
by Natasha Marie Llorens)

2015 L'espace de la feuille, Galerie Tanit, Beirut (curated by Clémence Cottard and
Marc Mouarkech)

2014 Nostalgic Imagery, Galerie Janine Rubeiz, Beirut (curated by Nadine
Majdalani Bekdache and BAKS/art concepts)
Journey through our Heritage, Beirut Exhibition Centre (curated by Janine
Maamari)

2011 Beirut Past and Present, Art Lounge and Kaslik University, Beirut (curated by
Yasmine Chemaly)

2010 Space of crime, village of Maaser el Chouf, Lebanon (curated by Ghada Hage)

2009 Tout un chacun, Vleme Jeux de la Francophonie, Unesco, Beirut (curated by
Ghada Hage)
Badger I, UN évenement autour de I'image, in a factory in Bourj Hammoud,
Beirut (curated by Ghada Hage)

2012 Exposure 2012, a juried group exhibition at Beirut Art Centre, Beirut, Jury:
Amanda Abi Khalil (curator), Gilbert Hage (artist), Jannane al-Ani (artist),
Khalil Rabah (artist) and the board of Beirut Art Center

Art Fairs

2024 Abu Dhabi Art, UAE
Art Dubai, UAE

2023 Abu Dhabi Art, UAE

2022 MENART FAIR Paris- Galerie Tanit Beirut/Munich

2021 MENART FAIR Paris- Une histoire de Bleu, Galerie Tanit Beirut/Munich

2018 Beirut Art Fair, Galerie Tanit Beirut/Munich

2018 Art Dubai, Galerie Tanit Beirut/Munich- Booth B5

Biennials

2022 Commissioned to be part of the 16th Lyon Biennale “Manifesto of fragility”

curated by Sam Bardaouil and Till Felrath
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