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Artist Statement— When the thoughts of nature 
come into perspectives, we always think about 
leaves, flowers, animals, water and land, clouds 
and rain. Environment and weather. Everything 
moves in a rhythm that matches well with each 
other to create harmony. The whole idea derives 
from nature. Nature is the fundamental of the 
universe. The physical life and the phenomenon. 
The way that particular types of things exist and 
change of their own accord. 

With this imaginary and my experiences, I express 
it into my art. I translate it into my artworks.  
I use nature hues as my muse. Ideas come from 
memories and surrounding. I expand it on canvas 
and to give meaning on each creation by using 
colours to create tones. 
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A bit of introduction on nature and ecology. One of modern 
inquiry now is the interrogation towards man’s relation 
to other non-humans in which the turn is to question such 
affair within the anthropocentric boarders. Here the question 
asks if man is still the measure of all things. As such this 
sort of examination is also deeply present in the issues of 
environmental (crisis), to such degree that the highlight is an 
insistence of moving past the reference and understanding of 
reality in the anthropocentric itself.  

Yet ecologically, it is also very difficult for us to imagine about 
actions that have a hundred, even thousand-year scale to them 
if man is removed from the equation. Here nothing about us 
as human will be otherwise meaningful at that condition, and 
for who? Paradoxically, as an individual self, although one 
scale existence as an insignificant being in the larger cosmos, 
everything one does and act upon really matter, insofar as one 
has effect on other entities (humans or non-humans) although 
how small the act might be. As a paradox the gap is in every 
one of us, in relating between a world with human and 
without, it is a mind-boggling thought to think of within the 
interrogation of the anthropocentric vs. anti- anthropocentric. 
Yet it is here, within this boundary lies the grey area that does 
not have a clear answer and we are all stuck in this endless 
counter segregation, like a dog chasing its own tail.

The subject of ecology in which the concept of nature is a form 
of anthropocentrically model, devised by human for humans 
understanding as an outcome is not rigorously significant to 
think about when it boils to the day to day life of a person in 
the street, although we might in a way become very critical 
of our own actions towards the world. Strangely enough it 
might even be, for an innumerable various reason, a bit of a 
calamity. At first analysis such mishap is due to the idea that 
the separation between human being from the non-human 
domain is a sort of impulsive ‘appealing display’ by a kind of 
far-right ideology which sees human as the master of all beings. 
Although ironically such separation could also become the 
foundation for an ideological push from the far-left where the 
obliteration of human is idealised. 

When non-human sits on the screen of man’s vision they 
become as an appealing display where everything otherwise 
is alleged as nature . Here nature is detached supposedly 
to be somewhere else, raw and sacred, separated from the 
human realm that is totally human . However, this sort of 
understanding is unconsciously inapplicable to the real-world 
experience, especially if we were to take for an example of 
how all life forms that are in its all surrounding beingness,  
is always being with others, other than themselves. 

H I S  M E A N I N G F U L 
N A T U R E

Fuad Arif

Fauzul’s studio. Orderly and chaos, 2020



As a general idea Fauzul’s artistic work is a perfect example 
of how an artist as himself is dealing with the subject of 
nature as a reflection that gives meaning to his own artistic 
practice. In my limited conversation and studio visit, 
observing and looking at his works and working process,  
I regard him as an artist who is very much immerse in his 
own existential struggle of building an ecological artistic 
world, connected to his relationship with nature and also to 
language. In experiencing these subjects as pass memories 
and a continuous lived experience, it has given him a sense 
of meaning and purpose as to why he has chosen them as a 
painterly manifestation. Although he sits like an authoritative 
figure, ‘a master’, on his ‘artist’s chair’, pondering and 
looking at his paintings, he is not an anthropocentric actor 
that centralise his worldview as an authoritarian ruler of all 
thing. He navigates himself as an ecological poet that knits 
and creates his imaginative microcosmos in togetherness with 
his medium, tools, subjects, through his crude and somewhat 
naïve artistic bravura. Lutfi describe,

“Fauzul is not an architect who outlines a plan, 
or a scientist who does research and adhere 
to his scientific regulation. Fauzul is a painter 
who lets everything flows naturally. The 
moment emotions appear, the actions begin, 
like a child that laughs when he feels amused, 
or cries when his heart breaks.” (2015, p. 53)

Even though in his entire commitment working in his studio 
environment surrounded by strong odours of oil paints, 
turpentine and cigarettes smoke, making any health inspector 
cringe at such sight, in his pre-reflective beingness, as he is 
engulf in such hazardous space, dwells the alluring potentials 
of an imaginative mind that brings forth into the world that 
of a clear blue lake, that of the magical wings of the butterfly, 
that of the enigmatic life of the quiet seed and that of the 
pride manly sunflower. 

Nature thus is not a taxonomical knowledge that is 
understood only to be a part of the human exterior world. 
It is ‘entrenched’ into man, its cities, villages, bodies, even 
memories and language in the way human engage consciously 
and unconsciously between themselves and non-humans. 
Let us take an example of the humble gut microbiota that 
is always intact with the human stomach and other acids in 
the human body. The relationship between human and these 
microbiotas is of symbiotic although having the potentiality 
to do damaging effect to human. How about the water that 
flows inside of our modern house toilet system? It is an 
organized ordering of treated water, that becomes waste in 
its usage but find its way back to the treatment facility to be 
treated again, while some end up becoming water vapour, 
some as nutrients. Although toilet water is seen as trivial,  
it is significantly already embedded into our social space 
while also having the capacity to escape the system.

On a different perspective that touches ecological disaster, 
such phenomena can no longer be reduced as fragment of 
natural series, defined and formularised as solutions only 
by the scientific experts. Most will forget that scientific 
deductions cannot provide all the answers. While science can 
provide pragmatic solutions and empirical guide, it cannot  
do the entire work, especially when the fundamental  
question enters the realm of ‘meaning’ and ‘purpose’ of life.  
Thus, instead of just looking towards science for answers, 
each and everyone one of us, within our own capacity has  
the capability to engage issues on nature profoundly, even  
if it is something that does not provide solutions.

On that note, I would like to start my discussing on 
Fauzulyusri new works. However, I will only focus three 
works that I have selected, which are ‘Tunas’, ‘Tasik biru’ 
and ‘Sama-Rama’. My reason for choosing only these three 
is more of a straightforward categorisation that I see would 
be enough to encapsulate some of his basic tenant and ideas 

‘through’ interpretation from me as an observer. Consequently, 
my writing will be based on an observer interpretation, that 
might not be of his. In doing so I am hoping that this text can 
be in anyway helpful for Fauzul towards his artistic insights.



In ‘Tunas’ (shoots) the seed sleep motionless in a vacuum  
of black space. In its slumber it is drizzle by the rain from 
above. The seed is the modest rice, flung by a tired and batted 
farmer. It sleeps there, although motionless, it is changing, 
morphing thousand bits slower than the pace of the sluggish 
snail, slower than the setting of the evening sun. We all,  
for most of the time, have forgotten the lone silent rice.  
As we are ferociously gorging, we see only the shimmering 
clump of a white lumpy meal. The meagre sole rice seeps  
into the background of our consciousness. 

Yet here Fauzul’s seed appear to us, retelling us about how 
essential the solitary seed is to our own life, our own survival. 
Imagine a harsh, war-torn place where food is scarce. Kids 
picking up small breadcrumbs of the ground to eat. Ravaging 
their brittle little figures on whatever there is that seems 
like bits and pieces of bread. In such calamity breadcrumbs 
become conspicuous again. It becomes there, present to them 
meaningfully. It is said, that in the traditional teaching of 
Islam one should clean the rest of the food when one is eating, 
as one would not know which part of the food contains the 
‘blessing of God’. It is not surprising that in an overarching 
secular world, such idea can be seen by most as ludicrous, 
because the motivation is towards God. Yet if nihilism 
becomes the driving force of modern society, what is stopping 
anyone from just wasting, stealing, gluttonizing food every 
day, every minute, every second, as ‘ethics’ could not even 
become something meaningful in a humanity that does not 
adhere to an existence that has a underlaying meaning and 
a purpose. And can we, as a society that is relatively decent 
in our standard of living could imagine our own daughters 
and sons having such deep appreciation with their own 
breadcrumbs? Fauzul’s seed is a powerful embryotic symbol 
that taps into the architype of life’s immense mystery where 
the seed is brought forthright as a significant being. The seeds 
bring into mind a kind of reflection of our own ‘fast paced 
society’ that has in large sense, forgotten the precious gift of 
life that began small.

Tunas



If in ‘Tunas’ the tiny seeds become bigger than life, in ‘Tasik 
biru’ (blue lake) ‘the lake’ becomes a miniature object. And 
if in Tunas the seed is shower with the trickling rain, in Tasik 
biru it is the ray of the sun. What is amazing about Fauzul’s 
lake was my discovery of a ‘vivid object like rock’ (dark blue) 
at the bottom left side of the painting, which brought me 
to one of my beloved poet, Edgar Allen Poe, namely to his 
1827 poem – ‘The Lake’. What was more astounding was the 
present of a ‘(black) rock’ bounding the lake. The poem reads,

In spring of youth it was my lot
To haunt of the wide world a spot
The which I could not love the less-
So lovely was the loneliness
Of a wild lake, with black rock bound,
And the tall pines that towered around. 

But when the Night had thrown her pall
Upon that spot, as upon all,
And the mystic wind went by
Murmuring in melody—
Then—ah then I would awake
To the terror of the lone lake.

While the ‘rock’ is not truly developed throughout the poem, 
one of the thing that looms mystically is how Poe compare 
the ‘loneliness’ of the lake as ‘lovely,’ but then portrays his 

‘awakening terror’ at experiencing the ‘lone lake’ at night.  
If I could be so bold as to say that although Fauzul’s lake 
seem to be the opposite to that of Allen Poe’s, the presence  
of a ‘whirlwind’ formation next to the blue rock had capture 
my attention which might become the vital element that 
disrupt what we normally associate with his ‘naïve-style’ 
work. I postulate that the formation might be that of a 
‘whirlwind’, or specific that of the notorious ‘Dust Devil’.  
I say this because while the lake is painted in ‘sky blue’, the 
surrounding does not suggest a ‘green meadow’ (field), but 
more of a desert-like scenery as how the ‘ivory white’ is 
used extensively. Thus, Fauzul’s lake can be read as having 
a similar, yet very inconspicuous theme of ‘life and death’ to 
that of Allen Poe’s. While the lake seems to be expressing a 
warm sunny day, the ‘Dust Devil’ is suggesting the existence 
of ‘chaos’ and ‘destructive force’. The whirlwind becomes 
a form of symbolism that also appears to be a repetitive 
manifestation of archetypal experiences, a form of chaotic 
propensity that is unknown by his own consciousness yet 
continuously reappearing in most of his work. Hence the 
lake (like any other lakes) although beautiful and picturesque, 
rests in it also the potentiality of chaos, and death.

In his writing Slavoy Zizek explain,

“If nature is no longer a stable order on which 
we can rely, then our society should also 
change if we want to survive in a nature  
that is no longer the good caring mother,  
but a pale and indifferent one”.

Tasik biru



In ‘Sama-Rama’, the subject is suggesting to that of the 
butterfly. Yet ‘Sama-Rama’ itself is not a word that is 
translated as ‘butterfly’ or even a Malay word in its own 
right. However, if referring to the individual phrase, ‘sama’ 
is translated as ‘alike, same’ and ‘rama’ as a repetitive noun 
word that can be implied to the word ‘rama-rama’, it is 
translated as ‘butterfly’. ‘Sama-rama’ is a word game created 
by the artist that distort the connection between word and 
image, both ambiguous. Though equivocal, the way these 
images is experience is totally different. In our experiencing 
them as an art object, we are consciously referring to the 
same object – the butterfly. Yet, the work also creates tension, 
giving us a kind of anxious feeling of uncertainty to what we 
experience as something known and clear. 

In going back to Zizek’s statement towards the question  
of ecology and his seemingly scepticism towards nature that 
‘is no longer a stable order’, in relation to that of Fauzul 
butterfly, there seem to be some similarity to Zizek usage 
of the metaphor ‘pale’ and Fauzul butterfly wings that are 
painted in a ‘pale’ khakis/tan monochromatic colour.  
Here ‘paleness’ not only brings suggestion of dullness and 
antique, but also ‘the uncaring nature’ metaphorically hinted 
by Zizek. As an extension with the way the butterfly was 
painted, the alignment of the wings is somewhat disjointed, 
separated without a body. Fauzul is suggesting unconsciously 
a strong element of death and decay, where the butterfly is in 
fact a carcass. Even though what I am suggesting might not 
entails to Fauzul’s own intention and motivation, I am merely 
attempting to disclose underlaying structure that might not 
be familiar to how we normally perceived his paintings.  
To reveal this is of cause where the magic of interpretation 
lies significant, confronting the inexhaustible character of  
any artwork or of any object. 

Paradoxically again through subtle, almost naively, even 
though he encounters nature as a subject that brings into 
mind the idea of raw and healing beauties, nonetheless, like 
what I have tried put forward, in them rest a deeper meaning 
that touches the archetypal characters of what we know as 

‘darkness and chaos’. Death, destruction, decay has never 
been thought of with Fauzul’s works, I on the other hand sees 
it differently. And with a flamboyant parade of colours and 
rounder cushy shapes, many will differ with me. Yet this is 
where the boundless charm of experiencing and making art 
meaningful happens.   

Sama-Rama



Daun Merah / oil on canvas / 153 x 305 cm / 2020



Green Leaf / oil on canvas / 122 x 122 cm / 2019



Daun Kuning / oil on canvas / 214 x 122 cm / 2020



Tunas / oil on canvas 122 x 214 cm / 2020



Kelopak / oil on canvas / 122 x 122 cm / 2020



Habitat 1 / oil on canvas / 122 x 122 cm / 2020 Habitat 2 / oil on canvas / 122 x 122 cm / 2020



Kiambang / oil on canvas / 153 x 305 cm / 2020



Sama-Rama / oil on canvas / 200 x 400 cm (diptych) / 2020



Sekuntum / oil on canvas / 153 x 153 cm / 2020



Pegaga / oil on canvas / 183 x 183 cm / 2020



Sun flower / oil on canvas / 200 x 200 cm / 2020



Embun / oil on canvas / 200 x 200 cm / 2020



Pendang / oil on canvas / 122 x 122 cm / 2020



Tasik Biru / oil on canvas / 122 x 122 cm / 2020 Bukit / oil on canvas / 122 x 122 cm / 2020



Sun and Cloud / oil on canvas / 153 x 153 cm / 2020



Medan / oil on canvas / 122 x 122 cm / 2020



Tanah Biru / oil on canvas / 122 x 122 cm / 2020Ungu / oil on canvas / 122 x 122 cm / 2020



Haba / oil on canvas / 122 x 122 cm / 2020
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The work of Fauzulyusri has been consistently 
strong over his 2 decade-long careers, with 10 
solo exhibitions and countless group exhibitions 
to his name. His ability to pragmatically push his 
painting in new directions while maintaining a 
vocabulary of individual mark-making has arrived 
at a mature expression. Heavy-bodied pigments 
like oil paints, pumice & bitumen compliments the 
kind of signature surface scarring, loose irreverence 
and layering that have become fundamental to the 
structure of Fauzul’s images. The viewer can easily 
dissect the image into layers that build the picture, 
not only in terms of traditional spatial depth from 
thin paint on raw jute to a dense top application 
but also as a device in creating texture within the 
painting to enliven the surface. It animates the 
isolated figures and forms so that they appear 
to float, masked and cropped collage-style by 
the dense upper surface. While it is easy to read 
Fauzul’s paintings as the games and dreams of a 
child, Fauzul’s geometric abstractions also have the 
urbanity of graffiti, of scuffed and scarred walls and 
that sense of decay of contemporary life. 

Fauzulyusri graduated from UiTM Shah Alam, 
Selangor, Malaysia in 1999, and has been exhibiting 
in various venues in Malaysia, Brunei Darussalam, 
Indonesia, Singapore, and the UK. Fauzulyusri’s 
artworks are in the public collections of Balai Seni 
Lukis Negara (KL), Bank Negara Malaysia (KL), 
Kementerian Pembangunan Wanita dan Keluarga 
(KL), Maybank Finance Bhd (KL, Malaysia), among 
other institutions.
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TAKSU is a leading contemporary art gallery and 
specialist in Southeast Asia. Representing selections 
of fine art with distinctive urban edge, we are at the 
forefront of contemporary art in this region. TAKSU works 
to forge a platform for established and emerging artists 
to share their pool of creativity and knowledge through 
its residency programs and exhibitions. Encapsulating 
the true meaning of the word TAKSU; divine inspiration, 
energy, and spirit. 

Suherwan Abu
Director, TAKSU Galleries
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