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i Sidney. W. Mintz, “Sweetness and Power; The Place of Sugar in Modern History™. Penguin Books, London, 1985,
p- 88.

it Ibid.: Mintz; 1985; 88.

iii Ibid.: Mintz;1985; 28.

iv Franz Fanon, “Black Skin, White Masks” Pluto Press, 1986, p. 109.



Love Story: Part I, 2000, assemblage, 160 % 40 cim,
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Presence of Absence, 2000, plastic, various heights
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Jawad Al Malhi

Palestinian
Born in Jerusalem in 1969
Lives and works in Jerusalem

Solo Art Exhibitions
2000 From Here to There, Cite Internationale des Arts, Paris, France
1997 Solo Exhibition at the Turin Biennial, Italy
1996 Residency at the Cite International des Arts, Paris France
1994 For Life Solo Exhibition, Palestinian National Theatre, Jerusalem
1994 Solo Exhibirion, El Kasbaa Theatre, Jerusalem
1993 Artists Residency, Harnosands, Art School, Sweden
1993 Solo Exhibition, Harnosands, afterwards toured in Sweden
1989 Solo Exhibition, Palestinian National Theatre, Jerusalem
1989 Solo Exhibition Shufhat Refugee Camp
=t
Selected Group Exhibitions : A

1999  Jericho Winter Festival, International Mlmﬂ yc;:ml

1998  Exhibition to Commemorate 50 Years Of ttha]&timm Nakba, Nazereth Municipal Cultural Centre

1998  Exhibition in Tribute for Ma.hmmﬁ Dar\mslk Al Matral, Ramallah

1997  Selected Group Show Biennial of Young Artists of Europe and the Mediterranean, Cable
Factory, Helsinki, Finland

1996  Portrait/Self Portrait, French Cultural Cengre Jerusalem

1996 Memorial Exhibition in Defense of the Pai':x_: ians, United Nations Gallery New York, USA

1996 Muakhedi, Birzeit Internarional Festival =

1995  Group Exhibition of Palestinian {\rtmi 3 Annadicl, East Jerusalem

1995  Jawad al Malhi and Ahmad Kanaan, Jericho dﬂmral Center

1995 Whoin? Germany Z

1994 "Who Do You Do Your At For?" Gallery Annadiel, East Jerusalem

1994  Building Bridges (Israeli and Palestinian Artists) Meriden International Center, Washington
D.C. USA (Toured the USA)

1993 A Vision of Unity 45 International artists participated from around the world, Sale Lake Art
Center Utah University, USA

1992 Seven Artists From the Occupied Territories, Abdel Hamid Shoman Foundation, Amman, Jordan

1992 Palestinian Art, ARC Museum, Tokoyo, Japan

1991  Towards The Future (Ahmad Kanaan, Yacob al Kurd and Jawad Al Malhi) touring exhibition
in the West Bank and Palestinian villages inside the Green Line.

Commissions
1999  The Union of Disabled People and Hanicap International

Commission for Public Sculpture to commemorate International Day for Disabled People



smooth running of the machine but rather the repetition associated by psychoanalysis
with breakdown and malfunction.

In Love Story; Part 1 it is our gaze, which is fragmented and distorted in the
surface of the machine as we confront ourselves in the mirror. Thus, we are not
presented with an ideal image but a necessarily fragmented self, within which
there is a foreign element. Fragments as traces of a presence and unfinished
narratives abound in this piece, as one catches the whispers of the love story
being retold to us by the mirror in Arabic, which seduces us towards our own
reflection. While the two braids of hair, like love trophies placed between two
candles, suggest that we have stumbled upon the site of a severance. All the while
time is being kept by the movement of the machine which repeatedly drops and
raises two stones- now relics of the
intifada, into a mound of sugar.

Perhaps the relationship between
the ‘East’ and the “West’ is most
subtly explored in the series of figures
entitled Presence of Absence. Each
figure is split and divided, fragilely
held together by its reflected profile,
in which part of the other becomes
part of the self, splitting and
fragmenting into numerous
silhouettes. Barely visible, it is the
shadows of these figures that become
the traces of their presence as they

silently occupy the space of the

gallery.

The distinctiveness of the work in this exhibition is that Jawad al Malhi
calls for a more intimate bodily relationship between the viewer and the art work,
alerting our various senses, and implicating us as historical subjects with one
another. His work calls on the viewer to engage with him, joining his gaze to look

tor the self in the other.

Tina Sherwell
March 2000

i Sidney. W. Mintz, “Sweetness and Power; The Place of Sugar in Modern History”. Penguin Books, London, 1985,

p. 88.

ii Ibid.: Mintz; 1985: 88,
i Ibid.: Mintz:1985: 28.
iv Franz Fanon, “Black Skin, White Masks™ Pluto Press, 1986, p- 109,
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Was Present, 2000, mixed media, 80 X 202 cm.
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apparent in the installation After the Revolution. In this
piece Malhi develops Franz Fanon thesis of the gaze of the
other.
“The movement, the attitudes, the glance of the other fixed
me there, in a sense in which a chemical solution is fixed by
a dye...I was indignant, I demanded an explanation.
Nothing happened. I burst apart. Now the fragments have
been put together by another self”,v

For Malhi this explosion can be understood to take place in
both locations- in the gaze eastwards and westwards, causing the
fragmentation and re-articulation of the subject in both locales.
The chairs in After the Revolution are positioned in such a way
that the occupants are caught in a constant dialectic of the gaze-
back and forth. The two positions are practically dysfunctional.
One seat of authority is deconstructed and hangs in pieces which
are held together by the strings of a puppeteer, while the other seat
of authority is bandaged together, underneath which the guilt of
its occupant is apparent in the evidence of his/her fear.

The preoccupation with the gaze of self and other is developed in
the piece Was Present. This gaze is both that which precedes the
SUbjCC[, SCWi[lg [0 placc him or herina pre-determined frame and
the reciprocal gaze of the other. In Was Present our gaze, or the mere
shadow of our presence activates the electronic eye. Our movements
are continually registered, and the uncanny clicki ng sounds, which
are heard as we move around the gallery, serve as a constant reminder
of the gaze which is upon us, and the presence of the other. The
remains of the figure are dusted with sugar, while the internal organs
have been replaced with an clectronic eye and a neon light. The
figure in fact only functions in our presence repeating the same

gestures with every encounter. This repetition is ironically not the

The Workers

1999
wood & sugar
20% 30/8 cm.

Jlae
1999
Pyl



From Here to There

The art works in this show probe the relationship
between the ‘East’ and the “West’ as inspired by
Jawad al Malhi’s contemplations upon the
commodity of sugar. “From Here to There”, the

title of the exhibition makes reference to the position

of Jerusalem and Paris. Both Jerusalem and Paris have been important centres in history;
Jerusalem is the centre of the Holy Land and is an important crossroads for civilisations
and Paris is famed as a cultural capital. Through the use of sugar Malhi pursues his inquiry
of how that which was part of the ‘East’ is transformed in the “West'. For with the passage
of time, and the workings of commodity culture the subject can no longer recognise his or
her history as being part of the object. Curiously we find that in the places we inhabit the
traces of people and the pasts that are unknown to us, return to us, in our creativity and
imagination.

In choosing to express his ideas in sugar, Malhi in fact uses an ancient art form from the
Arab World. For it is recorded that “the eleventh century Caliph Zahir celebrated the
Islamic feast days with art works from the ‘sugar bakers’ which included one hundred and
fifty seven figures and seven large table size palaces all made of sugar”.i The art of sculpting
with sugar was soon being imitated at the royal dining tables of Europe, so that at the
wedding banquet of Henry VI and Joan of Navarre in 1403 there were animals, objects
and buildings from sugar for the guests to dine uponii.

The cultivation of sugar cane and the technology of its refinement into white sugar was
introduced to Europe, in particular Spain, with the spread of Islam. It was the Egyptians
who had developed the art of refining sugar cane into the white sugar we know today.
Indeed, when the Crusaders conquered Jerusalem and its environs they also took over
sugar production in Palestine at the Tazwahin a S ukkar (the sugar mills) on the outskirts of
Jericho. ! In Kings of Sugar Malhi immortalises the European inheritors of the trade, who
built their empires from sugar preserving them in a modern day symbol of capitalism-
the briefcase. While several anonymous faces of those who might have been slaves or
workers in the sugar industry, are correspondingly buried beneath sugar- incased, numbered
and tagged, like relics in a museum in the piece The Workers. Preserved
as they are, they can be seen as examples of Europe’s fetishism for
collecting the ‘other’ which is epitomised in the ethnographic museum.

However, Malhi does not propose in his work a pure binary
opposition between ‘East’ and “West’ but suggests that the

subjects of both are mutually fragmented, incomplete and

precariously positioned. These fragmented identities are most



Jawad Al-Malhi

From Here to There
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