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Introduction

Two Clouds in the Night Sky

is a solo exhibition
showcasing the work

of Emirati pioneer artist
Mohamed Ahmed Ibrahim
(b. 1962, Khor Fakkan,
UAE), a seminal figure

in the development of
contemporary art in

the UAE. Known for his
meditative, process-driven
practice rooted in the
landscape of his hometown,
Ibrahim has forged a
language of abstraction
that is both elemental

and deeply personal.

Born in Khor Fakkan, his earliest
artistic impulses emerged in his
school notebooks, his study of
psychology and the mountainous
and coastal terrain around him.
As a student in the 1980s, he
experimented with intuitive marks
that evolved into his distinctive
‘cipher’ forms—abstract shapes
he linked to ancient rock carvings
on nearby mountains. During this
period, he joined a close circle of
peers including Hassan Sharif,
Abdullah Al Saadi, Mohamed
Kazem, and Hussein Sharif. With
few exhibition opportunities,
they created their own spaces of
experimentation, convinced that

art in the UAE could be conceptual,
process-driven, and radically new.

By the mid-1980s, Ibrahim had
embraced abstraction and turned
to the outdoors, becoming one of
the UAE’s pioneering land artists.
In Khor Fakkan’s mountains and
coastlines, he made ephemeral
interventions with stones, earth,
and organic matter, establishing
lifelong themes of repetition,
transformation, and attunement to
the unseen patterns of nature.

Over the past decade, the artist
has been more prolific than ever,
working with renewed vigor.
Alongside key series of paintings,
black-and-white works, and
assemblages, the exhibition
presents his evolving dialogue with
our ecological and topographic
worlds and the invisible realms
within them. The exhibition title
comes from his recent series of
clouds drifting across landscapes

from both his hometown and travels.

In titling these works, often with
playful references to clouds at night,
Ibrahim reveals a poetic sensibility
that opened new ways of engaging
with his environment, philosophy,
and practice.

At the center of the atrium is a
constellation of Ibrahim’s papier-
maché sculptures, evoking a
landscape shaped by memory—
part forest, part ruin, part dream.

Mohamed Ahmed Ibrahim.
Courtesy of the artist and Lawrie Shabibi

The arrangement unfolds across
platforms echoing one of his ‘cipher’
drawings, legible both at ground
level and from above where we may
also encounter Ibrahim’s world as a
floating cloud suspended in space.

The exhibition also presents Time
| Place | Void (2025), a Cultural
Foundation commission, that
invites visitors into the temporal,
environmental, and existential
dimensions of Ibrahim’s

practice, through an architectural
embodiment of his line drawings.

Anchoring the exhibition is a

tribute to his first solo exhibition

in 1991, which was first presented

at Qasr Al Thaqafa in Sharjah before
traveling to the Cultural Foundation,

where it marked his earliest major
institutional recognition. Included
is a rarely seen painting, Untitled
(1989) originally featured in that
exhibition.

The exhibition is organized into
four sections that trace Ibrahim’s
sustained engagement with the
natural world and the subconscious:
In Transit; Traces Made Visible;
Shapeshifiers; and Where the Land Turns
to Play. Also featured outdoors at the
Al Hosn site is Al Ain Oasis (2023),

his homage to the vitality of the
oasis landscape.



In Transit

After retiring from his last office job in 2017, Mohamed Ahmed Ibrahim
gradually entered a new era of freedom, traveling across geographies

and opening his work to new skies and terrain. This period deepened his
articulation of nature in unfamiliar environments, particularly through
his insects and clouds series. These works evoke forms of nature that exist
on multiple planes, dwell in ambiguity, and invite us to sense rather than
simply see.

For Ibrahim, the invisible, the absent, and the silent are realms where
perception sharpens and the senses heighten. In his recent works, he
reflects on the act of looking in the dark as a way of perceiving the unseen.
His cloud works reveal the paradox of presence: ephemeral forms that
suddenly take shape in the night. Much like clouds, Ibrahim’s forms are
migratory beings, endlessly morphing yet as vessels of memory and place.

Nature, in his words, “is a source, not a backdrop. My practice does

not imitate nature; it is a reflective, descriptive mirror and an organic
equivalent. The mountain stands not as a visual form but a symbolic
geological memory.” Whether clouds, insects, trees, or ‘cipher’ forms, his
works arise from this land, shaped by the cycles of nature, and attuned to
the ecologies they move within and converse with.

Ibrahim’s insect series inhabit the threshold of visibility, their camouflage
and migrations rendering them elusive yet essential to the ecosystems they
shape. In his paintings, he ‘captures’ them, but as their own autonomous
beings both in their collective and singular nature, much like his ‘cipher’
forms. For him, these entities are not merely forms to be observed but to be
heard and sensed, reminding us that much of the world moves quietly in
shadow: unseen yet never absent.




Mohamed Ahmed Ibrahim
Mountain's Peak + Four Blue Clouds, 2024

Acrylic on canvas
160 x185cm

Courtesy of the artist and Lawrie Shabibi
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Mohamed Ahmed Ibrahim
Untitled, 1989

Diptych, Oil on canvas
120 x 180 cm (overall)

Courtesy of the artist and Lawrie Shabibi

Mohamed Ahmed Ibrahim
36 Turquoise Gyrinus substriatus on
the Surface of Lake, 2025
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Acrylic on canvas
150 X100 cm

Courtesy of the artist and Lawrie Shabibi
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Mohamed Ahmed Ibrahim
Untitled, 2021

Cardboard, twine, papier-maché
180x 86 x25cm

Courtesy of The Habbal Collection

Mohamed Ahmed Ibrahim
Orange Tree, 2013

Plastic bottles, papier-méiché
135X 60 X 60 cm

Courtesy of the artist and Lawrie Shabibi
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Traces Made Visible

In monochrome, Mohamed Ahmed Ibrahim strips his works of color to
reveal the root rhythm of his surroundings, a pursuit of the most basic

form he can reach. The void of the abstract turns the focus to essence

and movement, transforming shapes into primordial vessels of feeling
reminiscent of ancient markings on stone. Ibrahim recalls his “memory
closet,” when as a child he first noticed lines drawn on the wall of his family
home by the water deliveryman. From this, a philosophy emerged in which
a “dot on a walk turns into a line,” becoming the very point from which
form unfolds.

There is a constant migration from dot to line in his works, from intentional
to subconscious. As in Khorfakkan 2 (2018) or the Untitled (2015) pieces,

lines shift, layer and interact to build temporal stories and roads before
disintegrating, much like nature erodes its own forms over time. For
Ibrahim, temporary gestures, like a line in sand, carry a social relationship
with their environment. Each black-and-white work functions as a visual
mantra. Using materials such as cardboard, papier-maché, and other
tactile substances, he metamorphoses marks into living traces. Here the
medium participates in the formation of the artwork as a companion:
cardboard as body, color as voice, each layer an attempt to sound out an
inner thought rather than an external aesthetic. In his words: “The visual
rhythm is the serious organizing player—the repetition of forms. It is not
ornamental, but an internal structure that imposes rhythm. To enter the
work is like stepping into a dense forest: one does not know where they will
end up, yet they feel the total rhythm that surrounds them.”
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Paper assemblage
31x30cm

Courtesy of the artist and Lawrie Shabibi

Mixed media
70X 68 cm

Courtesy of the artist and Lawrie Shabibi
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Cardboard, papier-méché
130X 56 X27 Ccm

Courtesy of the artist and Lawrie Shabibi
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Shapeshifters

The Sitting Man series (2010-2015) marks a decisive moment in Mohamed
Ahmed Ibrahim’s practice, when he turned toward figuration through
repetition. Originating from an accidently shot, cropped photograph of his
longtime friend and mentor Hassan Sharif, Ibrahim almost obsessively
painted the image again and again, eventually producing hundreds of
variations. The absent head thus becomes a gap that carries the pulse
of'the series —the one constant that anchors the series, while the rest

of the body is continually rephrased: limbs extend into a self-portrait,
bodies levitate, chairs disintegrate, and color is tested and retested across
different settings. What might seem fixed becomes a meditation on the
body as vessel: fragile, persistent, and continually unsettled. This selection
of works from his Sitting Man series includes a never-before-exhibited
painting, Sitting Woman Only One (2010), the only painting of a ‘sitting
woman, whose painterly brushstrokes and illustrative setting invite us to
wonder what his very first Sitting Man might have looked like, before it
transformed.

During the same period, Ibrahim was also experimenting with sculpture
through everyday materials. Having accumulated plastic bottles, he began
using them with papier-mache in works such as Chair (2010) and Mineral
Water (2013), and in the larger Fruit Treeseries (on view in the exhibition’s
atrium). Though he ultimately felt little attachment to the material itself,
the process opened up a dynamic phase in his practice. Forms that began
as bottles, chairs, or baskets swell and distort, taking on the appearance of
organisms that sprout, spread, or decay. Even when apparently dormant,
they carry the sense of something living within, quietly shapeshifting.

22



Mohamed Ahmed Ibrahim
Sitting Man, 2015

Acrylic on canvas
145X 200 cm

Courtesy of the artist and Lawrie Shabibi

Mohamed Ahmed Ibrahim
Sitting Man, 2013

Papier méché, glue and cardboard
50X 62 cm

Courtesy of the artist and Lawrie Shabibi
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Mohamed Ahmed Ibrahim
Sitting Man, 2013

Oil on canvas
150 X 200 cm

Courtesy of the artist
and Lawrie Shabibi




Mohamed Ahmed Ibrahim
Chair, 2010

Plastic bottles, papier-méché
120X 67 X 67 cm

Courtesy of the artist and Lawrie Shabibi
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Mohamed Ahmed Ibrahim
Untitled, 2023

Papier-miché, tea and leaves
44 %37 x 4 cm (each)

Courtesy of the artist and Lawrie Shabibi
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Mohamed Ahmed Ibrahim
Khorfakkan Circles (detail), 2004,
Alwasat Valley, Khor Fakkan, Sharjah

.

Courtesy of the artist and National Pavilion
UAE - La Biennale di Venezia

Mohamed Ahmed Ibrahim
Draped Trees (Ashjar Mugammasha), 1996

Textiles, dimensions variable

Courtesy of the artist and National Pavilion
UAE - La Biennale di Venezia
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Mohamed Ahmed Ibrahim
Lady Going to a Party in a Hurry, 2020

Cardboard, twine, papier-maché
46x40x26cm

Courtesy of Noura Al Kaabi Collection,
United Arab Emirates

Mohamed Ahmed Ibrahim
Palm Leaf, 2024

Papier-maché, glue and cardboard
Left:179 x 27 x 6.5 cm
Right:180x32.5x 7 cm

Courtesy of Zuhoor AlSayegh

On page 38
Mohamed Ahmed Ibrahim
Flying Carpet 1, 2023

Acrylic on canvas
150 X200 cm

Courtesy of the artist and Lawrie Shabibi
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