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Foreword

by Dr. Nina Heydemann
Director of Maraya Art Centre and 1971 - Design Space

| first met Zara Mahmood in 2018 when preparing for a group exhibition
called “Tashweesh. Material Noise”, a joint collaboration between UAE
Unlimited and Maraya Art Centre in which she was participating with

a photographic triptych. In this work entitled “Momentary L1117, the
artist was looking at the subtle movements of light throughout various
times of the day. She had captured these with prints on acrylic sheets
that stood leaned on a shelf against a wall. It was the last piece in the
exhibition and sent the viewer away with a thoughtful and contemplative
message — what do we learn when we take the time to slow down, listen
and observe our surroundings again?

When viewing Zara Mahmood’s works for this exhibition, | felt reminded
of the early Impressionists, in their plea to capture movement and time
in their works, mostly through quick brushstrokes on the picture plane;
only that now, in Mahmood’s works, the technological advancements
of image composition, aided by video footage, were implemented to
further explore the path of visual observations of everyday phenomena.

It’s interesting to note that Zara Mahmood comes from an entirely
opposite training background as well. Having studied at the National
College of Arts in Lahore, Pakistan, and at the University of Creative
Arts in the UK, she initially started out as a printmaker and subsequently
painter, with a strong interest in figurative, botanical, even miniature
painting. Moving forward, however, her work has decisively shifted from
these detailed studies to entirely abstract works that nonetheless bear a
relation to their figurative origin. Some of the artworks on display show
this stark contrast, which reveals the radical shift that the artist has
underwent in recent years.

Indeed, Mahmood’s works stem from a place of solitary contemplation
— looking at the silent dramas of everyday occurences and recomposing
them again for viewers to look at and reflect upon. Dancing rays of sun
on ceramic tiles, the sunlight passing through ordinary window blinds,
the movement of a plant that is sensitive to touch. All these things are
so ephemeral, we catch ourselves realizing that we barely give them a
second thought. Yet in this exhibition, they take up center stage, raising
wider questions of ephemerality, and, ultimately, mortality.

It may be no coincidence that the sun appears and disappears again
and again in this exhibition as a motive to capture ephemerality. Its
absoluteness, vastness and inconceivability to the human mind acts
as a gateway for these existential questions on the essence of life and
the origins of human existence. Its effect is omnipresent — we wake up

in the morning by the rays of light, witness it dramatically intensifying
throughout the day until, at last, the sun dies down and gives way to a
pitch black night, only to start its trajectory again the next day.

“Impression, soleil levant” (Impression, Sunrise) painted in 1872 was
the title of Claude Monet’s artwork that gave the entire movement

of Impressionism its name. With her title “Another Sunrise”, (again,
the last piece of the exhibition), Zara Mahmood leaves the viewer of
this exhibition with a similar mindset of hopeful contemplation on our
meaning in life.

In conclusion, | would like to thank the artist for her commitment,
patience and collaboration when preparing for this exhibition as well
as her engagement to perform publicly during the exhibition’s public
programme with her alternative rock/electronic band “Sail Into Night”.
The exhibition marks the inauguration of our newly renovated second
floor at Maraya Art Centre that offers visitors a community space, a
shop and a reading area. With this new addition, we hope to contribute
to a stimulating environment for the arts and its audience.

In this context, | would also like to thank Saira Ansari for her
comprehensive essay that eloquently describes Zara Mahmood’s
practice and is a valuable contribution to this publication. My gratitude
also goes to Cima Azzam, curator at Maraya Art Centre, for her tireless
engagement and manifold efforts to put this exhibition together in a
space that, like Mahmood’s works, has seen significant change in the
past few months.

This exhibition would not have been possible without the support by
the Acting CEO of the Sharjah Investment and Development Authority
(Shurooq), Ahmed Obaid Al Qaseer. With a strong commitment towards
the local and international art scene, Shurooq continues to empower
artists develop their work and have a platform to showcase their
practice. | would also like to thank LG Business Solutions / Al Futtaim
Electronics for their generous support to act as our Technology Partner
in this exhibition.

Likewise, | am deeply grateful for the Maraya Art Centre team who
contributed to this solo exhibition in numerous ways — Noor Suhail,
Adnan Ghulamally, Jose Tinao, Yasmin Alameeri, Eiman Al Ameri,
Catherine Joy Lima, Mohammed Okasha, Jocelyn Innocencio and
Melanie Maliwat. Every exhibition is a group effort and brings to the
forefront what deserves to be seen.
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Cima Azzam in conversation
with Zara Mahmood

Towards Time encapsulates works made in the past decade with a focus
on the most recent Drawings by Light series that involves capturing
natural light and its ephemeral manifestations on various surfaces. The
results are a series that documents time with visuals evoking parallels

to an individual’s everyday rituals and routines that leave no physical
residue, impressions or marks, allowing the viewer to sync to the unseen
and accentuating notions of what was, is and becomes.

Cima Azzam

The exhibition Towards Time encompasses a selection of new work
created over the past three years, including a time of self-isolation and
solitude. Could you walk me through the process and how this series
came to life?

Zara Mahmood

| was always concerned with looking at the overlooked; it’s the
title of a book by art historian Norman Bryson (London 1990)
where he analyses the origins, history and logic of still life
painting as a genre on its own. He discusses how painters in the
past made a conscious effort to shift the viewer’s gaze upon the
ordinary through this form of image making. It was during the
course of my MA program in Fine Art at the University for the
Creative Arts in the UK, that one of my tutors pointed me in this
direction. At the time | was drawing still-life forms in my work

to tell a narrative by taking them out of their usual context. As

a student at the National College of Arts in Lahore where | was
pursuing my undergraduate degree, a majority of works focused
on the human form as the main subject matter which propelled
me to shift my attention to forms often overlooked, particularly
botanical forms, which was followed by still-life objects. That’s
how the journey started, as early as 2002.

CA

In this new body of work, the medium of choice is video and image stills
in photo-transfers onto various surfaces. Was this always part of your
practice and process?

ZM

My medium ranged from prints of etchings on heavy weight
paper and large-scale oil paintings on canvas to combining
acrylic washes with colour pencils and pastels on paper. | started

to notice the ‘weight’ of my work, in terms of its density, reduce
with time, and | can say this now looking back from being at this
particular juncture. In 2016, | joined Campus Art Dubai, and at
that time, | found myself revisiting botanical forms. However, |
was more concerned with plants that demonstrated movement
and created a flipbook that illustrated the shy plant opening

and closing - my first hand drawn animation. | probably did not
realise it at the time but in retrospect, | was searching for ways to
combine movement with the still.

| spent the following year producing a lot of work, attempting

to showcase motion using still forms. Stillness can often be
mistaken for being static. Finding myself in moments of stillness
made me pay attention to my quiet breathing and the passage of
time. | began exploring different ways to capture that essence of
being that is encapsulated in stillness.

CA

There was a clear turning point in your practice, from the density of
your earlier works and structured compositions of still life objects and
botanical forms floating in a void to documenting the movement of light
using surfaces with a sense of impermanence. Those movements are
transient; they appear for a quick, short moment, often unnoticed and
then disappear. How was that manifested in physical form?

ZM

| started with making drawings which involved breaking the
length of a line to shorter strokes of select colours - applying
paint as a line and then interrupting it by continuing the line with
another tone or colour. It made the subject matter appear more
animated. Having said that, there was still a slight ambiguity

in the message. One day, while sitting in my studio | noticed
reflections of light moving across the terrace floor. | started
filming this, observing light and its subtle movements and
changes. After watching the video several times, | started to
explore different ways to capture those fleeting moments beyond
painting and drawing, which are my usual mediums of choice.

| particularly liked the translucency of the light, vanishing after

a few moments; leaving no trace and rendering the surface
clean after the reflections had disappeared. | experimented

with printing techniques on acrylic sheets to capture the ever-
changing colours and forms, which to me were reminiscent of
live gesture drawings taking place.



CA

The first ‘edition’ of this concept, capturing light and its ephemeral
manifestations, was primarily printed on acrylic sheets. However, the
surfaces holding the image expanded to tiles, mylar and fabric. Is there
a reason behind this?

ZM

| was questioning familiar ways, to break away from the
traditional methods of seeing and representing still forms as
well as the definition of gesture drawings. After doing multiple
series of prints on acrylic sheets, | was curious to try fabric as

a surface. One day | decided to make a trip to the fabric bazaar
in Satwa and took a chance by experimenting with different
types of material until | found the one that had the most traction,
considering the process of phototransfer was to be used. Once
those images were printed on fabric and placed on the window,
they reacted so unexpectedly to the light coming from behind.

| was drawn to how the picture changed with changes in the
environment. | was no longer gravitating towards creating a
static and opaque image on a conventional surface. | started
experimenting with various surfaces available to me in the studio
and the house, which extended to mylar and ceramic tiles. The
surface was no longer secondary and | began to embrace the
versatility of each one.

CA

We touched briefly on how this series started with recordings of light
reflections on the studio wall and floor. How did this manifest into a
larger body of work?

ZM

After experimenting with mylar, fabric and newsprint, which
involved a constant battle with the desktop printer given how
fine the paper is, | started working on The Weather series. At

this stage, there was a need to expand my investigation using a
different process. | took the video stills and attempted to create a
language through them. | extracted portions from the videos and
created lines consisting of various tones, shapes and textures- a
language of images that was anti-static and born out of transient
moments.

The Weather series is a continuous line that travels; it transforms

every day and will continue to change over the years and age
with me. Almost like a daily log entry, it is a body of work that |
foresee to extend beyond the parameters of a two-dimensional
plane.

CA

The focal point of your current practice alludes to studying an
ephemeral phenomenon, focusing on the impermanent nature of an
artwork and an image. Some of the works in the exhibition introduce
the notion of sound indirectly, an ever-changing medium interlaced with
transient images. How does one interplay with the other, and how did
one develop into the other?

ZM

| was looking at the stills and images | produced and began to
think about the frequencies of quietness as the heaviness of
solitude surrounded me while working. The sound of isolation
at times felt so loud and unnerving, making me want to portray
the quiet visually, on both ends of the spectrum - how dark and
encompassing it could be and, how meditative and peaceful it
could be.

| had read excerpts of Tina Campt’s book Listening to Images
(Durham and London 2017).She talks about how an individual
should try to look beyond the image and ‘listen’ to all the
elements that came together that led to producing each image.
She also talks about sound, sound range, and the distinction
between silence and the quiet. | was interested in how ‘quiet’
can be translated as a low ‘hum’ as she articulately states in her
book, and | wanted to show that dimension of solitude, visually.

CA
The process involves observing natural light and recording it. Was this a
calculated approach? Would you film those moments once noticed?

ZM

| would begin recording when | noticed light flickering on a
surface, place a camera and leave it for a long time to capture
the transformations. | try to hold an imaginary viewfinder to frame
an area that does not disclose too much detail, to take what | am
documenting out of context.



CA

Artists are often concerned with the mediums used and preserving
them, which applied to your earlier works. At first, you were using tools
such as paint, where you were in control of the outcome; however, there
is a significant shift in how you create; you are now using a different
medium that is more fluid and experimental. How has this affected you
as an artist?

ZM

| often thought of going back to graphite drawings, a medium
that | am very comfortable with and have had total control over.
With all the trials and errors taking place in the studio after
embarking on this body of work three years ago, | am working
on discovering new ways of mark making. The shift from having
a preservationist approach when creating work, to making
ephemeral images on surfaces that are equally as vulnerable,
has been fairly liberating and has allowed me to not be too
apprehensive about treading into unfamiliar territory.

CA

The exhibition Towards Time at Maraya Art Centre focuses on drawing
the viewer closer to often-missed moments occurring daily. One of the
works extracts colour from video recordings of natural light, and instead
of showcasing the images, those images are described through text on

paper.

ZM

The title of the work is Another Sunrise, and it documents the
ever-changing colour gradient of the sky as the sun rises. It was
captured between 4:58 - 5:10 am on the 28th June 2021.

Most people have seen sunrises; a spectacle that occurs on a
day-to-day basis. | wonder how many have paid attention to the
seamless gradient of colours that appear and dissolve as the sun
rises. After recording the sun rise, | was prompted to research the
names of the colours and hues | saw that day and came upon a
system of HEX codes, a digital format used to identify specific
colours. Changing the medium from image to text draws the
viewer’s attention towards that moment of solitude through the
negative spaces that emerge when the colours are replaced with
the names of the corresponding hues. It changes the momentum
and focuses on the distance between each hue that appears
effortlessly every morning.
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The Nebulous Murmur of Time

by Saira Ansari

It would be erroneous to think that Zara Mahmood simply documents
moments. At first glance, the works in Towards Time appear still,
minimal, silently beautiful. They imbue varying tonalities and the near-
monochromatism of the sky and the sea, populated in between by the
clouds, waves, and sun-warmed villa walls and windows. The effect is
almost nostalgic, like photos from a beach vacation taken years ago.
However, the more you look, the less stationary they begin to become.

We live in a world that constructs narrative out of built history:
monuments erected to love, death, war and power. It is easier to assess
the passage of time when mapped through the ageing of something
tangible. But what of the stories of those who don’t build lasting
architecture? What of us nomads, living in concrete structures we didn’t
make, walking in spaces we don’t own, looking out of our windows at
views that may change when the next shift comes — do we not keep
time?

Keeping time. It’s a strange term that implies clutching that which
cannot be possessed. It also means to keep the tempo, a more
pleasurable and musical skill that allows people to sync to an invisible
pulse. Regardless of the medium and visuals Mahmood has chosen
over the years, it is clear that her preoccupation with rhythm and
cadence has remained a constant. Though not always obvious, it
reveals itself in elegant modulations when tracing the progression of her
earlier works to her more recent experiments. It may be more accurate,
then, to say that Zara Mahmood documents time.

// Mahmood has formal training in printmaking and painting, receiving
her degrees from Pakistan and UK in 2003 and 2006, respectively. In
the past two decades, she has honed a certain precision and exactness
in her practice that has framed much of the content. The artist’s

earlier work, specifically her engagement with paint and graphite,

was occupied with objects of intimate value, often drawing them with
meticulous attention to detail that was akin to scientific draftsmanship.
In more recent years, she has found herself breaking away from more
structured content to an increasingly amorphous way of expression — a
process that has unhurriedly bubbled away underneath a dedicated
studio practice.

In all its quiet austerity, Towards Time harks to the inquisitive
relationship with surface, a mediation that embodies Mahmood’s
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earliest experiments as a printmaker. Unlike other traditional formats,
printmaking insists on retaining a level of autonomy from the artist.
While one may prepare and print with meticulous planning, the end
result is often dependent on the process of printing itself, influencing

the surface and ink in a way that is often beyond the artist’s control.
Variations in pressure, viscosity, and absorption, all leave room for
opportune accidents, creating an addictive alchemy that printmakers are
pulled towards.

For this new body of work, produced largely in isolation, Mahmood took
to printing on the desktop printer in her studio. The informality of the
process and the immediacy of the result allowed the artist to take her
practice to a level that she may not have arrived at had it not been for
the enforced seclusion that the coronavirus pandemic brought about.
With nowhere to go, not even outside, Mahmood turned to her studio
to ground herself. Printing without restraint, she produced prolifically
and worked her way through reams of newsprint. In a formal setting,
the same newsprint would have otherwise served as a cheap and
disposable paper for test prints, marking plate registration or as packing
material. Now, suddenly, it had become significant as a

surface itself.

This investigation of printing on fragile surfaces prone to erasure and
disintegration is something Mahmood has been building upon for a
while. The last few years have seen her put aside painting and drawing
on archival paper — a skillset and medium that she is most comfortable
and accomplished with — in favour of photo-transfers and printing on
mylar, fabric, ceramic tiles and acrylic sheets, allowing manifestations of
temporality to translate into the possibilities of the visual.

It was in 2019, at the opening of the group show Tashweesh at Maraya
Art Centre, when | came across new works produced by Mahmood in
this direction. Grouped under the title Drawings by Light', three clusters

' When | Had the Sea All to Myself I, 2019, digital prints on acrylic sheets, 25.2 x 14.2 cm



of several small rectangular digital prints on acrylic sheets were propped
up against the wall on a plain white ledge. The gallery light pierced
through the panes, illuminating them and creating shadows in the back,
which in turn showed through the transparent surface, making them part
of the image. This was vastly different from the practice | was familiar
with, but somehow it felt distinctly and intuitively closer to her work as a
musician. It marked a small but defining fracture in Mahmood’s creative
timeline.

// The lives of artists

are not isolated
trajectories that develop
independently of those
around them. In a private
conversation with another
artist and a curator, the
idea of chaos as the
quotidian was put forth

to me. | was told: artists’
lives are messy; like
everyone else, they have
family, bills, and illness

to deal with; as much as
it is a sacred space, the
studio is no longer closed
off to human interaction
and the mundane act of
living; and, the title of the
singular genius is incorrect
and unnecessarily weighty.

In a studio visit with Mahmood in 20192, much before the pandemic, |
sensed a disquiet about the unknown underlining many of the things
she spoke about. For an artist who located meaning in the meditative
practice of painting minutiae, as her everyday got entangled in the
responsibility of family and motherhood, she found her focus shifting
towards incorporeal notions of living, birthing, ageing and dying,
becoming hyper-aware of how her life was structured within this realm. It
wasn’t a complaint; it was a sensitive acknowledgement of passing time
and what it meant to be a singular form in a larger collective.

2 Studio visit for magazine feature; Lightness of Being, Canvas Magazine, Fall 2019.
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It seems that in pursuit of the sublime, Mahmood gravitated away from
tangible objects and toward sound and light — both ephemeral stimuli,
impossible to hold, not easy to document. Her first response was to
try and capture the reflection of light in the ways that she knew best: in
graphite drawings, colour pencils, and acrylic washes on thick paper.
Yet, as she says, it didn’t feel right; it felt heavy. She realised she had
to pause and unlearn what she knew and look towards other forms

of image-making that may serve the content more faithfully. Though
Mahmood admits she was hesitant at first, her arrival at using light itself
as a medium, through photo, allowed her to generate multiple visuals
that were far more representative of what she was experiencing. The
process was constructive and it was a time rich with experimentation.

There were works taped across the walls, test prints spread on the floor,
drawings pushing out of filing cabinets. One work, a photo-transfer on
mylar, was solidly taped on the window. It was a ‘“failed’ print, but it was
coming alive with the sunshine pouring through it, the hue changing as
the day progressed.

Mahmood also began working with video, utilising clips recorded on
her phone. In an almost lyrical manner, the artist started capturing
fleeting imprints of light and wind at different moments of solitude. In
Momentary, she shares a shadow dance of swaying branches cast on
the warm stucco wall of her home, set to the sound of birds chirping.
In Frequencies, sunlight filters through gossamer curtains in folds

of hazy peach, dappling gently on the wall. Noises of the street and
children playing in the background seep in sometimes. The content
and the use of a personal device to record these moments signal to a
specific domesticity that no longer was kept alienated from her artistic
expression. As one learns, Mahmood isn’t asking for us to imagine a
highly conceptual, abstract space; she is pointing towards the splendour
of the ordinary.

// Just as Mahmood’s experiments were picking up momentum, the
pandemic raged in grinding everything to a halt and bringing with it
relentless waves of fear and confusion. Like many others, the lockdown
weighed down oppressively on the artist. Cabin fever instilled an almost
compulsive desire to mine images of the outside: sometimes recorded
on her phone from inside her home; other times, quarrying through older
photographs of family time spent in the outdoors.



The work no longer acted as a silhouette of what the artist observed in
her environment. Instead, it repurposed itself as a sensorial exercise in
recreating what was within arm’s length but still not within reach. The
imagery aches with a longing for warm sunlight, cool water and fresh air
on bare skin, casting itself as a mirage for the thirsty. In a work from the
series A Place, Mahmood imagines that the reflection of the setting sun,
cast from behind her cabinet, creates shadows on the floor reminiscent
of skylines of cities visited before. In another, sunlight filters through

her bedroom doorway, illuminating a shape on the ground that she
conceives as a secret portal, visible only to her.

These images resonate like clandestine moments in times of stillness
and quiet. Blink and the illusion is lost. The photos and videos on this
mobile phone format become much more intimate in their urgency,
allowing the artist to share her logbook of visions. However, it is evident
that these recordings are not random and that each frame and duration
is a deliberate form of printmaking.

// The Weather series is an ongoing work in which the artist has
manipulated portions of photographs and video stills of the ephemeral
world around her and then transferred them on newsprint from her
desktop printer. She speaks about the digital part of the process

in physical terms, describing how she carved out forms from older
photographs, the latter perishing to make room for something new.
Part-habit, part-metaphor, Mahmood often uses physical terminology to
explain the digital process employed in what can be characterised as an
ambidextrous use of platforms.

In image after image, forms oscillate across the surface in unhurried,
soft silhouettes, metamorphosing into sharp lines and endless edges,
buzzing in lo-fi dissonance. As one moves along this flattened timeline,
there is a perceptible pick-up in the ‘velocity’ of the work, but its lack
of a discernible beginning and end hints towards an endless looping. |
imagine, the artist says, that the series would live as long as | do.

// Music shapes a significant part of Mahmood’s creative discourse.
She plays the keyboard and the harmonium in Sail into Night, a musical
ensemble with her husband Nabil Qizilbash. Together they produce

an alternative sound that mixes verbal and sonic poetry, channelled
through obscure vocals and distorted instrumental and digital sounds
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in hypnotic, trance-like compositions. The arrangements allow them to
mould music like a physical, pliable form. At the same time, it enables
the listener to experience sound in a unique manner, compelling them to
reconsider ways of consuming audio. Much of that has permeated into
how Mahmood looks at the production and consumption of the visual.

Sound is a significant factor in the new works, though its presence is
less about audibility and more about perception: a crispy rustling in the
shadows of swaying trees; the gentle burble of the shimmering wave
lapping across the beach; the whooshing of the windswept, cloud-
speckled sky; lilting birdsong and slumberous, late-afternoon chatter of
children. Again, and again, Mahmood returns to the building blocks of
everyday moments to create a symphony of her own.

The nearly 22 feet long digital print Cellular (which the artist refers

to as the ‘music piece’) stretches into a horizon line that is both a
deconstructed time-lapse and a soundwave, pieced together with
multiple video stills of different sunrises and sunsets. Mahmood
imagines the collective impact of it to read like a musical score, resonant
with sound, static, and peaceful and discordant notes, all overlapping
each other as a map of time. Often, its darkness presents an unnerving
mixture of cacophony and harmony which, the artist indicates,

speaks to the tumult of visualising the past, the present and the future
simultaneously. Thus, Cellular feels like a natural progression of what
she has been creating seamlessly for her musical ensemble for over ten
years.

Mahmood repeats this overlapping of elements through the opacity of
the image and the transparency of material across multiple instances.
Each time, she invites the viewer to form their own reading. As one
moves between works, the choice of titles becomes increasingly
telling. Listen, Frequencies, Dimensions: the artist wants you to hear
the works and to be transported. If it’s not sound, it is the suggestion
of it through poetry, which | have found in the measure and meter of
most of Mahmood’s creations. It comes into exciting life in the shape
of Hex Codes, a visual poem constructed out of the titles of hues. What
started as a means of identifying and labelling the various tones of blue
and grey in skyscapes for purpose of colour- matching, led to the artist
stumbling across the poetic names of web colours.

Simply speaking, a hex code is a way to represent a colour in RGB
format by combining the values of the amounts of red, green and blue



present in that particular shade. This is a technical term for ensuring the
accurate representation of an image reproduced digitally, similar to how
colours are coded for printing. Language, meaning, memory, perception,
poetry and rhythm — all come into play as the artist places hex code
titles on top of corresponding colour blocks of a photo. She then

strips the image only leaving the words behind, alluding to the power

of conjuring visuals through association. The text no longer remains a
functional aspect of the visual; it becomes the visual itself.

// In Mahmood'’s earlier work, there stand out a simple set of contour

drawings of the Mimosa Pudica plant, more commonly known as the
shy plant®. The suite of 95 drawings looks like simple botanical studies
until one notices the leaves at the end of the stem tightly folded in. It is
a reminder of the plant’s sensitivity to touch which forces it to suddenly
curl its leaves inward to shield itself upon exposure. The drawing feels
charged with the tension of an act caught mid- way and the anticipation
of the movement completing its sequence across the length of the stem.
It is the first indication that nothing is truly stationary in Mahmood’s
works and there is always the implication of more.

Over time, in search of the elusive, familiar and domestic objects have
slipped from Mahmood’s vocabulary. Now, her works are populated

by abstract corners of domestic spaces, none of which are easily
identifiable or disclose anything personal. This removal of the familiar
and the material is a clear move toward a more spiritual idea of ageing
— to not look at what the body carries, but observe instead what carries
the body. Mahmood identifies the shedding of these layers in her work

3 Restless (still 1), 2016, ink on paper, 29.7 x 21 cm
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as a part of growing older and an archiving of the process of becoming
lighter.

In the three years since my last studio visit with Mahmood, things have
changed. There is a recognition of mortality that is less troubled and
a musicality that feels more alive. It seems only right that we gather
together now to appreciate how this artist has journeyed Towards Time.
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The Weather, 2021

Photomontage drawings

and digital prints on newsprint
29.7x20cm

(On-going)

The Weather is a series of drawings
bound together by a continuous line
composed of life cycles of impressions
and marks that have been extracted
from video stills. The ever-evolving
forms allude to changeability,
particularly the relationship between a
part and an ever growing whole.
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A Place, 2021

Digital print on mylar mounted
on matte board/newsprint
10.1 x 14.2 cm (A Place )
19.8 x 11.2 cm (A Place 1)

A Place is a visual exploration of
manifestations of natural light on various
surfaces in the domestic sphere. Those
surfaces act as gateways - an invitation
to see beyond the interior fagade to
witness the formation of ephemeral
silhouettes whilst gradually asserting the
inaccessible.
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Align, 2020

Photomontage,
digital print on newsprint
29.7 x 21 cm each

Align is a series of photomontages

from video stills created in a circular
periphery, reminiscent of the train-
cinema interface associated with the
early moving image. Zara Mahmood
invites the viewer to look into the hollow
structures that embody a growing
precarity as vision is en-route into the
unknown.
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Frequencies, 2020

Photomontage, digital print on
newsprint
21 x29.7 cm each

Frequencies explores the audibility

of the ordinary through a series

of investigations involving the
photomontage process. By capturing
often-overlooked reflections of natural
light on different surfaces, Zara
Mahmood presents the viewer with
images that can be read at different
sonic frequencies.
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Listen, 2019

Multiple layered digital prints on mylar
encased in glass frames
12.7x17.8 cm

In this series, the works are printed on
mylar and displayed in a manner that
allows natural light to filter through from
behind. The viewing experience of the
works is connected to the passage

of time, as the colours and tones are
tied to the changing conditions of light
throughout the course of a day.
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Momentary, 2018-2019

Digital prints on acrylic
25.2 x 14.2 cm each

Momentary focuses on drawings that
touch upon notions of what was, is

and will become. The images evoke
parallels to the rituals and routines

that constitute an individual’s life on a
daily basis. The impressions or marks
leave no physical trace. However, the
multi-layered installation captures those
fleeting moments of natural light and its
ephemeral manifestations.
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Cellular, 2022

Photomontage, digital print on acrylic
39 x 680.25 cm

Cellular is an embodiment of overlooked
reflections of natural light that leave no
trace or residue. The work draws on an
individual’s relation to time in light of the
recent collective memory of solitude;

it consists of rhythmic repetitions of
photomontage compositions in tints
and shades of brown. The background
image depicts frequencies of quietness
that appear to expand and contract
throughout the work, enacting the role
of chords that are consistently played
throughout a piece of music. Subtle
images of light reflections overlaid in the
backdrop act as excerpts of memories
surfacing from the past appearing as
notes from a melody, captured in a
different place and time, disintegrating
into smaller fragments of images that
finally dissipate into the repetitive hum
of a quiet present.
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Dimension, 2020

Photo-transfer/digital print
on ceramic tiles

60 x 60 cm (photo-transfer)
90 x 120 cm (digital print)

Dimension is a series of photo transfers
and digital prints on ceramic tiles
exploring non-descript audibility. Zara
Mahmood records those moments on
tiles, a surface found in most domestic
spheres, inciting different degrees of

a haptic form of engagement with the
images.
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When | had the Sea to Myself Il, 2019

Video installations
33 min 9 sec

This video installation embodies light
and shadow that are subservient to the
passage of time, acting as a gateway to
unfolding Zara Mahmood’s works that
evoke the transient nature of being and
becoming.

Each video captures natural light and its
ephemeral manifestations, reminiscent
of live gestural gesture drawings taking
place, without a trace.
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Reside, 2019

Photo-transfers on fabric/metal
29.7 x 21 cm each (fabric)
11.5cm x 6.4cm (metal)

In this body of work, Mahmood captures
images of the flowing sea and a moving
sky. The process takes form in photo
transfers, during which the image

is situated between two thin films.

The technique of bringing the image

to the fore involves an acceptance

of the blisters and blemishes that
surface during its recreation, making it
unattainable like a memory.
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Another Sunrise, 2021

Captured between 4:58 - 5:10 am,
28.6.2021
21 x29.7 cm

Another Sunrise documents the ever-
changing colour gradients in the sky
before sunrise in text. Here, Mahmood
uses an online digital platform that
identifies names of colours through a
process of determining their respective
HEX codes, a digital format used to
identify a specific colour, allowing two
people in different places to determine
the exact hue. The specific names of
colour are placed in close approximation
to how they appear in the actual images
of a sunrise. This draws attention to
solitude and the distance between the
written hues that otherwise denote a
seamless harmony of colour.

baltic sea
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Biography

of Zara Mahmood

Zara Mahmood is a Pakistani artist based in Dubai. She holds a
Bachelor’s degree in Fine Art from the National College of Arts (NCA)

in Lahore, where she specialized in Printmaking. After acquiring her
undergraduate degree, she pursued a Master’s program in Fine Art at
the University for the Creative Arts (UCA), UK, with a focus on Painting.

Her works have been shown in Beirut, Dubai, Karachi, Lahore, Madrid,
Sharjah and Philadelphia including solo shows at Sabrina Amrani
(Madrid) and Cuadro Fine Art Gallery (Dubai). She was commissioned
by UAE Unlimited (under the patronage of Sheikh Zayed Bin Khalifa Bin
Sultan Al Nahyan) to create work for the exhibition Tashweesh, held at
Maraya Art Centre (Sharjah) in 2019. Zara was a member of Campus
Art Dubai in its fifth iteration in 2016 (CAD 5.0). She has designed and
led drawing workshops at Jameel Arts Centre, Sharjah Art Museum,
Dubai Ladies Club and The Pavilion in conjunction with START. She was
recently a speaker on a panel for the global RewirED Summit at Expo
2020 Dubai, alongside football icon Clarence Seedorf and renowned
opera singer Juan Diego Flores, which focused on the role art, music
and sport can play in education to foster strategic thinking and build
leadership and collaborative skills. Zara is currently teaching at the
American University in Dubai and at Zayed University, and is a member
of Dubai-based alternative rock/electronica band Sail Into Night.
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