Form and Meaning

Fu Tsohsin's intings S i i
sohsin's recent paintings do not seem to have much in common with his previous works, in which we generally see the
depiction of social realities, especially the dark ones. But these new works are completely unloaded with the tragic social
drama and its melancholic mood. Ins isti i
. Instead, a surrealistic euphoric atmos i
phere dominates. We wonder what has b
2 I
such a change. =
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me artists, such as Chagall and Dali, express the abstract by means of concrete realistic images. In these works Fu Tsohsin
hasc s chief i c irituality i i
hosen the human forms as chief imagery to express spirituality in various states. Going beyond social realities and their
burdens, the artist constructs in the indefinite spiritual nowhere a magnificent body aesthetics. However, are these new works

»

really so thoroughly uprooted from his previous creations?

First of all, these human forms, though out of their familiar social context and costumes, and with their faces unmasked
still exhibit the recognizable earthiness, which characterizes Fu Tsohsin's earlier humamshapes and which the critics oftcn,
account for a debt to Buffet or Gaugin. Here the bodies, suspended between mobility and immobility, illustrate various
spiritual states. The awe inspiring Black Kingkong and Red Kingkong, going through water and fire respectively, stretch out
their muscular limbs as dancers, bursting with controlled energy. They remind us of their trio brother in Greek m;thology the
powerful Hercules, who accomplishes impossible tasks. In ThreeGoddesses the fertile female shapes present themselves \;/ith
all their bountiful beauty as if they were the ripe fruit borne by the leafy trees.

With a few exceptions, most paintings in this series exhibit partial or total nakedness. Nakedness may refer to the
shedding off of social emotional burdens and returning to the state of pure nativity. Nevertheless, nude painting also provides
the artist with the opportunity to study the texture and structure of the human form. Nakedness in Fu Tsohsin's earlier works
for example, in 1997's Gold Loving Old Man, The Lost Child, and Desire, possesses emotional or symbolic meanings. It is t};c
same with Child of the Eagle (1999-2000), in which the nude boy, probably the painter's first complete nude, is a mixed figure
of hero and victim, drawn from an aboriginal Tayal (Z&#f) legend, which again reflects a social tragedy.

But here with religious meditative practice as the pervasive subject matter, the painter enjoys the similar privilege as
western artists who depict religious scenes. During the Middle Ages and the Renaissance, Christian art exhibited again and
again the scantily draped or completely naked Christ on or off the Cross, as well as the naked Holy Child. As to the female
nudes, the artists went to the Old Testament and caught Bathsheba in her bath. Different from the highly dramatic elements
the Christian religious paintings manifest, Fu Tsohsin's recent creations are wrapped more in the liberal marginality of
Taoism or Buddhism. In the space devoid of the passionate human or divine drama, the artist is able to transgress social
manners and set his artistic gaze innocently upon the human forms under no disguise. In Man and Woman he depicts the male
and female bodies loosely suspending like spiders; their studied correctness suggests something parallel to De Vinei's
scientific depictions of the human structure. The couple in Cultivation, with halos around their heads, are making apocalyptic
signs; their bodies, relaxed in a blessed nativity, are immersed in glorious golden yellow. Under the green leaves, there are no

Adam and Eve, nor the forbidden fruit. As a little yellow flower frugally reflects in Encounter the joy of winged love, so does

ute red flower in Origin of Life illustrate the sweet precariousness of the couple's raft journey. The mystery of life's
ombination of human and beast in Birth and Divine Beast, as well as by the androgynous human

amin

energy is suggested by the ¢

form in Human World.
Dramatic contrast in size is one of Fu Toshsin's favorite expressions also. In White Elephant a little leaf floats beneath a

fully grown white elephant, a symbol of fulfilled virtue and blessedness. Utterly out of proportion, this leaf nevertheless

creates a wonderful sense o
otherworldly redness. But with this single familiar

fulfillment depicted in this work is not unreachably remote. The two

£ visual and emotional balance. Without it, the painting will be too much saturated in its
green spot, the picture comes to life with a warm promise that the spiritual
twigs of flowers in Seeker of Tao achieve the same aim.

The picture is already complete without them--- the seeker has already acquired an oval ring of eyes, the symbol of wisdom,

is sheltered by green leaves, symbol of proliferation. What more has he to do with little flowers? However the painter

lors to life. Furthermore, there is the emotional

and
once referred them as a sort of unnecessary necessity---they bring the co
he track along which the painter has taken his creative journey so far.

reason, too. These little flowers actually mark t
rt of the artist's vocabulary. For instance, tiny daisies can

Flowers, especially little ones, have actually formed a significant pa
be found in Where's My Home (2000-2001), Mountain Wind(2000),2?? and Three Brave Men(2000), and a yellow flower in

Holding Hands(2000). These little flowers are significant emotional metaphors in Fu Tsohsin's paintings. They are

somewhat like Chagall's bougets. Sometimes they reflect life's tragedy; sometimes they transcend life to the noble, the

joyful, and the ecstatic. They are hope as well as despair.

The bodies are seldom expressed eloguently enough in our world of art. In these pictures we see a rare comfortableness in

their various poses or concentrated meditation. Their explicitness is often mixed with a touch of humor. As to the perfect

harmony between movement and tranquility, between body and mind, we go to works depicting rhythmic euphoria ---Listen,

Musicians Under the Trees, and Musicians in the Mountain.

After the series of works inspired by the aboriginal Tayal culture, Fu Tsohsin is further removed from the grasp of the

earth's gravity. This exhibition takes ustoa seemingly ethereal sphere, where body and mind meet in their full integrity
enriched by decorative vegetation. Who can say this is not reality; this is not the human world?

Nina Chang
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