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Message from the D rector
LuckanaKunavichayanont
Director, Bangkok Art and Culture Centre

"Imply Reply: Huang Yong ping and Sakarin Krue-on" is an exhibition proudly pre-

sented by the Bangkok Art and Culture Centre and Tang Contemporary Art. As the

first ma{?r art showcase featuring works from Paris-based Chinese avant-garde artist
Huang Yong Ping and leading Thai contemporary artist Sakarin krue-on, the exhibit-

tion aims to stimulate critical thinking in local, regional and global contexts through
Works of art that; present diverse perspectives through critical-ronic reflection of social

issues by the two artists, who themselves represent differing times and cultures.

The Bangkok Art and Culture Centre would like to thank the two artists, Huang Yong

Ping and Sakarin Krue-on, for accepting our invitation to present their works on this
occasion; Tang Contemporary Art for their role as co-organizer; the Embassy of

France in Thailand and the Faculty of Painting Sculpture and Graphic Arts, silpakorn
University for their kind support; and museums, galleries, and art enthusiasts in

Thailand and around the world for kindly granting us the permission to exhibit these
precious works of art.

As an organization dedicated to the promotion and exchange of contemporary art
and culture, the Bangkok Art arid Culture Centre recognizes the importance of the
ongoing expansionin Asia's art community and remains committed to drive the
exchange of art across Asian countries and Thailand as a means to explore critical

issues in the reg on and their impact in the global context.
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Mr.zheng Lin
Director diang Contemporary Art

The exhibition Ilmply Reply: Huang Yang Pin
and Sakarin Krue-on" will be on view at Bangko

Art and Culture Centre (BACC) since 11th Febru-
ary 2015. This exhibition will be a joint debut for
Huang Yong Ping, the most significant artist in
Chinese contemporary art, together with Sakarin
Krue-on apomising Thai Contemporary artist.

Tang Contemporary Art, as the co-organizer, is
very honored to hold this exhibition together

with Bangkok Art and Culture Centre.

As the most well known Chinese contemporary
artist, Huang Ying Ping started discussions in
regards tothe Sino-western cultural relations

through his space installation works since the
"Amoy Dada" Arts Movement period in 1980s.

Since Huang YongPing migrated to Paris, France

in 1989, he nas never stopped seeking for a way
of expression that would go beyond national

borders and ideologies, using the means of artistic
creation. He concentrates Sino-western symbols
of cultural concepts, and also challenges tradi-
tional artistic concepts, beliefs and logics, dis-
playing great artistic charm.

Similar to the art practice of Huang Yong Ping,
SakarinKrue-on also attempts to impact Thai

treditional artistic practice and symbolic artistic
representation, explores a way for traditional
termsto develop in contemporarydiscourse and
aesthetics. As one of core figures in Thai_con-
temporary art world, healso representing Thai-
lang," participated in two editions of the Venice
Biennale and the 12th Kassel Documenta.

Whether for artist's individual art practice or

within the global artistic discourse, communica-
tions regarding contemporary art between China

andThailand,or among any different countries,
are highly important. Since founded, Tang Con-
temporary Art has dedicated to encouraging

artists from China and Southeast Asia to have
more profound communications with world art

stages. For over a decade, we have constantly
introduced Thai artists in Chinese museums,

biennales, art fairs and gallery projects. During
this process, wehve been honored todevelop
close collaborative relationships with the two
outstanding artists, Huang Yon P|n and SaKarin
Krue-on For all these reasons, Tan ontemporary
Art sponsors and fully supports this exhibition
to be held at Bangkok Art and Culture Centre.
We alsowish thatthrough thedisplay of thetwo
artists' significant works, a communication plat-
form at international level would be established
between artistsand art institutes between Thai-
land and China, between Asia and the world.
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HUANG YONG PING

Taoism.

#A1

PASSAGE
1993/2005

Cage (Steels and Woods): 200 X 400 X110 cm. X 2,
Steel roller shutter X 2, Light boxes (Alloy and Acrylic
boards) X 2, Lion's urine and Feces. Collection of
Huang Yong Ping

N3 ﬁmﬁmm:bﬁ) 200 X 400 X 110 TH. X 2, Uszawim X 2,
nans W (Tavzuaziiuazadaa) X 2, wadala, nszandad, Tmuazth
andifvesdadu

The installation first exhibited at the contemporary art
centre, Glasglow in 1993, the project came from the
experience of the artist as a non-Westerner reaching
Glasglow airport which is the largest airport in Scotland
and came across the two signs at passport control, “EU
Nationals" and "Others”. It is a regulation that travellers
will be sorted into one or another category. In the concept
of distinguishing and dividing to the idea of boundary
and nations, the work symbolizes in a certain way a net-
work of powers invisibly to the eye. It shares comparable
meanings to a lion cage with smell—its feces and the
carcasses it left behind.

Uszmnnsmdadauaadnausniiauifalsmadio Wissnaalnd
a.0.1993 Aadulduusiiuaale mnuszaumanidonFudums
infsmuwdunmalnd daduwihamamudluafisevesanan-
uaud wikslwaamsnasesesansenaning uin ldwuthe
EC National 132 Other Uiunoumsasontisdaidums lu
4. 1993 ~uglstfisnfounludunsumannanidaidums
Adumnanau szdesinsanawasmszdon umlutes-
miladesmanils Tuarwdaiiafiumautiaen madanses
TadenlUguuneadsswnaioudn  nasdslafdusuas
dhaulidiudnng
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#B1

Folklore

Memory

SAKARIN KRUE-ON REMAIN

2008

Time Wooden Table, Vases and Flowers, 61X152 X117 cm.
(+Vase H. 33.5 cm.) Collection of Sakarin Krue-on

16150, warfunazaonlsl 61 X 152 X 117 9. ( Uafu 74, 33.5 Ta)
antfvesdaiu

A wooden table, vases, and flowers are a combination
of simplicity that supports the continuous flow of the
art piece, the connection between two blue and white
porcelain vases, and the flowers that are changed daily,
with old petals kept inside the console wooden table's
drawer, and taken care of by two volunteers throughout
the exhibition. A story of two volunteers diligently caring
for the flowers, two vases placed next to each other, the
console wooden table normally placed inside the house
and used as a shelf for small objects in daily life. The
gentleness amidst the normalcy reflects the true value of
maintenance in both the aspect of the continuation of
relationships and individualism.

Emotion
161 uafunazaen lif fomadsenaududvananoioidugu
Trifuawuaiou letvdaiiios vaswanuil anudonTiwas
uafuafaumpanavisreslunazaen lifinniauunniu ndvi
inazaniio Wlududnlfelinaulon Tevdomasiasaesaurimini
auanen inapnszuzMeIMauaningsams 15esnifadu
nnmnfiuaeuquanen lfvasauaedau Mndewafuedly
it wiannlee lineulen findsingiserluusamthu didu
idinuiansvauantianludindsiniu anwazdisas: liluanu-
Und mulildaisdsamaniiniadmasmansiuguainm vislu
udmasuiiu Tivesamdiug uazmasssetlugustaen



SAKARIN KRUE-ON

TO STAND LONELY ON
THE TURTLE HEAD
2014

Ancient Wood Engraving, Steel Scaffolding,
Tortoiseshell and Platform, Size Variable.
Collection of Sakarin Krue-on

Yazmnngan lunsadnlumn, fa¥umin nazaedsh
wazuin b, wdsiuannindt andiGuosdaiu

The statue of Kui Xing, according to Taoist tra-
dition, is the god of human knowledge depicted
as a disfigured man standing on one leg on a turtle's
back, holding a measuring cup known as Dou in
his left hand and a brush in his right hand. Kui
Xing is worshipped for the foundation of knowledge
due to the legends tied to the belief in his status
as the patron god of knowledge and education.
But what will knowledge mean when the god is
placed at the top of a roof high structure, and the
turtle on the floor. What will knowledge mean if
there is no faith? This art piece raises a question
to the path of wisdom comprised of knowledge
and faith. (Or ignorance).

ufuveanwapds (Kui Xing) fadumwiiiimmua
gz Pianuptiuanng muinuanudavasdiniien
figUsnwihenfidUinual nssdurueguunaae
fedhufioindesiadidond Ta dovndewfiu dmsos
mifiifindewniduanudeluguanmioUfindonus
WazMIAnE WYL EBIRNLINUUTINUVBIN NN
uaeanuFzdammneis  fomwnwuuvealass-
FNamanguRIAINaI tazdnazasaendaduguatun
fiu enmfazdammnuating lsaiduamsiUnann
asms wanuil lddsinudadunsiinddyan e
Usznausdnnanudiazaing (viaanmlig)

Atmosphere
Atmosphere
Atmosphere
Atmosphere
Atmosphere
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Alchemy

Ambiguity

Meaning

#A2

HUANG YONG PING

L’OMBRE BLANCHE
2009

The Skins of Buffaloes mounted on iron and
Fiberglass 250 X 450 X 210 cm. Collection of Yuz
Foundation

wiiameummanuaz IWluasnang 250 X 450 X 210 .
sniidvas us Wtliadu

The sculpture of a white elephant 'Ombre Blanche'
meaning 'The White Shadow' was on displayed for the
first time in France in 2009. White Elephant signifies
an empowerment of belief associated with purity and
goodness. Normally elephant is not an animal that
sheds skin, but casting off a buffalo skin at his trunks
questioning true senses of the two animals. Using an-
imals as symbols suggests connotations according to
its usual narrative or context, however in this case with
a simplistic in conflict; the original meaning was per-
suaded. 'The White Shadow' is the alchemy between
signifies and language creating an ambiguity to ease
preconception with freedom to interpret.

wanulaiinnT3ndiding ‘oOmbre Blanche' Wiadua
TRMTinNBie Wfn Jausasduaiuaniilsmadfaes
Tuid a0 2009 1M FwWENeFERTIITiDAUA NN
Weiipndesfiuanuuianiuacdnn TaouUnddnbilida i
A0NATIU eNIRRnANUBRNNLTURTHIA BT NINAIU
Tuenumnoiinsioiivesinimes milddailugmedyinuaink
e amiFeemiiiieddes wisuiumnaden uamaiiamie
anudaudamulughvesnu ildanumnsduanthiningmn
T ndam’ um s sudsnmsniems gy 854
anumfazaaiae Uaatassanudaddaszlumsdianu



SAKARIN KRUE-ON

#B4

Colour
Colour
Colour

Tradition
Belief

Shifting Space

YELLOW SIMPLE
2001

Fiberglass, Pulp and Curry Powder, 173 X 255 X168 cm.
Collection of Peggy Scott and David Teplitzky

Trwasnans, (e liuaskanzms, 173 X 255 X 168 .
anfifvey Wi sfioa uazalia tlinai

The sculpture resembling the head of Buddha is an art
piece created to reflect the sense of tranquility and the
foundation of truth built from nothingness, signifying
the simplistic beauty of Thai arts through the use of ab-
straction and self-reflection. This art piece was created
during the Economic Depression (1997), that effected the
mental wellbeing of people in Thai society, as implied by
the hollow head which conveys the desolate nature of
the modern lifestyle. It was first displayed at Silom Gal-
lery, in which the exhibition area was also a place where
people could buy images of the head of Buddha for home
decoration. In its current display it raises the issue again
of its connection and implication to what is happening
at present.

Usfmnnsmeiodsswewnsin Wuwanuiiniedwiald
nia lafsanmidoy naulwLwummwm‘sawumummﬂ’uum

NI tauenfsanunudusouhsnniugudals
n laufefawmsimuazmanaadn lumeludies wanu
Fufishefulutenizasgionne (W.a.2540) F98aWa
nsznuisan liffuasmsinlavesdouludsen Tasfsvenans
venidutipfsssmmadinalswesm e iudtioadiolus
wanuiidausasndaanifanuname dwauidousaadu
amufinoidvawsswssiieanuesinu aidsswsswnsg
nivwnedlufiuiliisd Jufamsdsannuisnnudenliuag

ansmnosea st lluthatiu



HUANG YONG PING

#A3

Flux

INTESTINS DE BOUDDHA
2006

Wood, Silk and Condor Specimans X 5, 168 X400 X 780 cm.
Collection of Centre Pompidou, Paris
Musée national d'art moderne

18, é Ivuazunusa x 5,168 X 400 X 780 T,
autifunswoind Uanide, 1hia wa widessna mda luasu

In Chinese culture, Laughing Buddha or Bodhisattva re-
presents the wisdom of solitude, sustain life modestly, consume
food according to the Mahayana Buddhism, without meat
or creatures. The Bodhisattva once attained to become
Buddha vow for an aspiration to relieve all animals from
their sufferings. In Asia, itis believed that belly is a spiritual
center contained all sources of energy, therefor touching
or rubbing belly of statue of Bodhisattva to reach good path
bringing one closer to Buddhahood. Meanwhile, the vul-
tures that normally eat only dead animals pull out intestines
made of a silk spinning spiral line of the statue of Bodhisattva.
A law of nature governs the flow of life. The artwork suggests
a condition of the links of things exemplify relationship
human and animals that hold dependency and mutuality on
the same equilibrium.

Iuamssaiunszdsianuiionswnidad feidudumivesdyan
nnawiulaufiswelaluawiinten v3lnneinmiindifves
wasmauuusnuinoou leslbivslaafedn insefliiindd
awmsudizanudin muanmdens:lnsdniivssaiunsznaiiwin
e lddudisunazhuimieauanswiaidell luadiodoide wi-
iasfaquinansininanasdaazaudal NaINE U Hatiu
madndariedegumiios vessimaswarsianous Sawniy
mahdsdn uazhviadalussmuszingsssnduviannss luvo
@nfunaunssiiUndfwamzanndaiiduans fsfuildidwnin
pnN UMV INERITINLE UONIUTENNNYVBIFFININGAN
Fhumavinuisuresdia wanuiadoniannzssanaudonTog
TWINRTINES Tusastinnuniuvesnuazing NNt

winafamfu uagmadufinuaziv



SAKARIN KRUE-ON

UPSIDE DOWN
2014

Double sided Handmade Embroidery, 800 X 420 cm.
Collection of Sakarin Krue-on

rhinifudesesdiu, 800 X 420 o, antiivesdaidu

Alarge square tapestry narrates the story of the tiger hunter,
an urban legend in Southern Thailand. The front side tells
the tale in aesthetic finesse, but it is unable to precisely
capture the story. However, when hung upside down from
the gallery's ceiling, the audience is able to see both sides
ofthe tapestry, signifying the dimensions of perception, nar-
ration, and the stories behind various things. The overturn,
reversal, and inversion are the essence of the art piece that
creates an awareness of different sequences and directions
after witnessing the tale and its beauty for the first time.

WINKTH (Tapestry) fAmdonnalygumuaniesmvesaum
deinnnmunufiniumsnaldved g funtheswanniidio
mavenindsaunieluanuiing ud limsnsntsweniadesm
awsnnulderisntioni udfowsuniinnumundurmhonweu
Yosunmaed vhlvidummansnsewiuwe lévimasdm fihdeia
YBIMINBI MM UAIFIIMITIR6e) atae winndy nduih
nduwng fefsinfiduanudeddnlunanu afulamadlild
asentindsanmdnladidy dnsfiamadeninuisosuay
anununnd ldindnlua%ansn
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Collapse

#A4

TOWERS
2014

Resin, Silicon, Concrete, steel and Fiberglass, 50 X 50
X 1,100 cm. Collection of Zheng Lin

1w, Talau, aounda wanuaz IWluadnam, 50 X 50 X 1,100 o,
antives 139 vau

A series of four tall sculptures created from condition
of the building remains unfinished from the financial
crisis in Thailand. A consequence from the collapse
due to limitations in the economic growth, crisis in
various sectors, a reminder of what is not a sustain-
ability. The shapes of the pagoda are similar to Ser-Li

H UANG YONG PING which is a small pagoda. However, this stupa was built
from the perspective of the artist to see the shape
of the abandoned buildings is already an artwork. By
installing this artwork, it reflects various view levels,
the audience can look down the bottom or look up to
the top. The key viewpoint however is in the middle
suggesting a philosophy of looking at a visible stage
and a close range.

Usfnnasmandiis 4 fsnanamwussndniiaiuluasunne

Economics Fnnamamstiuninaululszmale Sefidudnvazaimile

. yosisiifinanAMaasEgRidanae Wesnndenfalu
Economics madule Angamniassgio Tuddee udadouaimsn
Economics il | lddodui Inagluituvieanuigu unseesanui
. auaRpafe fueddideivedu dudueddunabn ued
ECOHOHIICS apUifldasrsnnummeswesdaiu ilddunduioudaiaedn
E . 519 dfiensndunulughoiudy Tasmsfaddoidufmsmed
conomics Temmnuazin Toodunauniisdaminsniuamesniiang ved
Economics uauduil wisnenesduguenvesanUluowu udunidy
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THE NIGHTMARE OF GEORGE V
2002

Reinforcing Steel Bar, Animal Skins, Paints, Fabric Cushion,
Plastic, Woods and Rattan Chair, 243.8 X 355.6 X 167.6 cm.
Collection of Guan Yi

widndESL, wikdad §, we, wanadin, Buasiitiaine
243.8 X 355.6 X 167.6 U, ANTAUDI A §

In 1911 Britain's King George V traveled to Nepal for a
hunting expedition, at the time it took place in the daytime,
which was the resting time for tigers as they were camou-
flaged in the bushes. The King stood in the howdah on the
back of an elephant with mahout who controlled the ride.
In 2000 the artist traveled to a museum in Bristol, England
and found the taxidermy of Nepal tiger from the period of
King George V. And later, when the artist traveled to Grande
Galerie de I'Evolution at the Museum National d'Histoire
Naturelle in Paris, he came across a tiger attacking an elephant
on its back. The position of the tiger on the elephant's back
reminisces as that of King George V. Such events bring the
artists to reproduce a by-gone scene ata new place in a dif-
ferent time extracting meanings from the colonial era to link
with issues at present. Itis to reconsider history and the reversal
of orders suggesting power latenting in different formats.
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Conceptualization
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LA PECHE
2006 #A6
Syncretism

Fiberglass, Animal Hair, Woods, Bambooand
and Iron 475 X 250 X 230 cm. Collection of
Galerie Anne de Villepoix, Paris

Twadnana, audad, 1, TilHuazinin 475 x 250 x
230 . aNdAUeY unamed auid e Jathd, this

The sculpture La Peche refers to a medieval il-
lustration in the Hortus Delicarium (The Garden
of Delights), a manuscript compiled by Herrad of
Landsberg contained theosophical, philosophical
texts and methodology for education. The illus-
tration depicts an angel with a fishing rod trying
to catch the Leviathan—the terrifying deep-sea
monster. La Peche or Fishing in this respect sig-
nifies with crucifix-cum-anchor with Jesus on
the cross, which is connected to the seven small
laughing Buddhas with Mahayana Buddha hold-
ing the fishing rod trying to catch Leviathan. Jesus
Christ on crucifix-cum-anchor as a method to
catch reflects power of faith that did not exist
only in Buddhism. The symbols in Buddhism and
the Old Testament in the Christianity are syncretized
to catch the Leviathan suggesting complex order
of meanings, the stage oftransience, and properties
of faith that is continuously fused and assimilated.
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SAKARIN KRUE-ON

#B6

Instinct

Instinct

Instinct

RAT HOUSE
2014

Wooden Structure decorated with Tempera
Painting and VDO, 235 X 235 X 315 cm.
Collection of Sakarin Krue-on

Tasswia liimnuesdninansmdnunazidle, 235 x
235 X 315 UN. anUAvosdaiu

The Rat House sculpture is inspired by a gambling
game popular among Chinese-Thai people in the
days of old. The sculpture comprises a group of
small wooden houses joined together on the in-
side, a beautifully decorated balcony, and a silent
film projected inside the art piece itself, watchable
by the audience from the open basement. The
gambling game does not only reflect the rat's
instinct to escape from the light, but is also con-
nected to the human's gambling and risk-taking
instinct; even the location from which the piece is
observed is like that of a rat who is trying to hide.
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Avant - Garde

SAKARIN KRUE-ON

Chaos

Politic

#B7

MONKEYS IN THE HOUSE
2014

3-4 Imitate Monkeys, Desk, Cabinet, Book, etc.
Size Variable. Collection of Sakarin Krue-on

Aaaen 3-4 ), 16, & wiidouasdun, uusiunmiud
antifivasdaiu

Monkeys are the animal which most closely resemble
humans, in both social behaviour and physical ap-
pearance. Their behaviour is also compared to humans
in both positive and negative ways. In Monkeys in the
house, the house can represent the larger issue of so-
ciety, both turbulent and chaotic, or the smaller issue of
state of mind. The security of the house is linked to the
possibility of coexisting with monkeys themselves and
the culture of coexistence.
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SAKARIN KRUE-ON

#B3

Alchemy

Dada

Dada
Dada

LOTUS POD
1998

Fiberglass and Plumbum, 100 X 100 X 100 cm X 3
Collection of Ching Ping Shing

TWwasnmauazazi 100 X 100 X 100 4. X 3
ARV fawad 14

A site-specific work is created for Rajdamnoen Avenue
in 1998, the three moveable sculptures resembled lotus
pod carrying a seed with embryo inside, its shape re-
semble that of a lethal bullet. The artwork was movable
thus changed its location as the context was changed.
An installation aimed to portray the political movements
on the road to democracy. As the work changes its time
and location, the meaning refers to issues at present
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Time

Inter - relational
Time
Autonomy
Meaning
Epistemology
Conceptualization
Globalization
Modernization
Internationalism
Language
Power
Panopticon
Flux
Mutation
Metaphorical
Polymorphous
Colonialism
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HUANG YONG PING biography
biography

Born in 1954 and raised amidst the cultural diversity of Fujian, Xiamen, an essen-
tial seaport in Southwest China, Huang Yong Ping has grown accustomed to and become
familiar with the country’s three principal religions: Buddhism, Confucianism, and Taoism.
He is also interested in the religious and cultural varieties of foreigners who do business
overseas, and also the migration of people between cities.

Huang Yong Ping has participated in important political events in China, starting
from the time of the Closed Door Policy, where he was sent to live in the countryside during
the Cultural Revolution. Not until the end of 1970 did China begin to reform and adopt the
Open Door Policy, aiming for its country to become more well-known to the world, that the
censorship policy became more relaxed and the Chinese art circle gained access to know-
ledge and information about contemporary Western arts.

In 1977, Huang Yong Ping enrolled in the Faculty of Fine and Applied Arts at the
Zhejiang Academy of Fine Arts, the first arts academy to be established after the end of the
Cultural Revolution. At the time of his studies, China began its era of reading. Ping was one
among a group of intellectuals who shared mutual interest in the contemporary ideas and
visions of the world through reading of both translated western texts and traditional Chinese
texts — the age of self-education and incubation of the desire to broaden one’s knowledge in
other fields.

In 1981, when Xiamen became a special economic zone, Ping graduated with
his thesis: the picture of industrial workers presented by substituting conventional painting
techniques with the use of industrial spray paint.

From 1980 onwards, his concept of art began to take a clearer shape from the
studies of Chinese arts, Western arts, the Dada movement, Chinese numerology, modern
Western philosophy, Western artists, the Mahayana Buddhist philosophy, Zen, and Taoism,
represented in the forms of art pieces and articles on the comparison between arts and
beliefs, such as ‘Zen is Dada, Dada is Zen’, ‘Xiamen Dada — Postmodern?’, and ‘The Art of
Nothingness: Dada and Zen’.

In 1986, Ping graduated and returned to his hometown in Xiamen, where he be-
came a high school arts teacher and created art pieces together with fellow artists. He
didn’t see his job as a work by an artist, but a work to express his true self. With that sense,
he started to shape his own unique art style and identity, and founded Xiamen Dada with a
small group of leading avant-garde artists in China. The Xiamen Dada Group is considered an
essential group in China’s history of arts; the group joined together to encourage a cognitive
revolution and the creative methodology which opposes Socialism and Realism. By distorting
traditional Chinese art, they created a new form of art work and set fire to all of their dis-
played art pieces in the gallery or art organizations not opened to the public to present their
artistic ideas. In the same year, Huang Yong Ping began to seek an approach to combine
traditional and contemporary cultures together, including the way to connect and disrupt
certain elements in Chinese and Western cultures. At this time, Ping and the group garnered
a lot attention from the Chinese people and started being admired in the Western world.

In 1987, his artwork, ‘A Concise History of Modern Art after Two Minutes in the
Washing Machine’, a conceptual art sculpture signifying the opposition against important arts
and history, was created. Both Chinese and American history of arts texts, belonging to Ping,
were blended together for two minutes in a washing machine. The blended paper pulp was

biography



then put on a wooden box, implying the removal of conflict, contradiction, or the differences
between the traditional Eastern world which were represented by the Chinese history of arts
text, and the modern Western world which was represented by the American text. The once
opposite elements and meanings became indistinguishable. At the same time, the artwork
also implied devaluation and encouraged people to recognize the true value of both ideas.

In 1989, Huang Yong Ping was invited to an exhibition in Paris, France, which was
his first trip abroad, and eventually led to his migration to France and French citizenship.
Afterwards, he became the French representative, in many international arts exhibitions.
After leaving China, Ping used the Western concepts of arts and its methodology to oppose
Chinese arts and influential institutions. At the same time, he employed the cultural roots,
philosophies, and traditional ideas of the Eastern world to oppose the stereotypes the West
had towards its counterpart. For instance, when expressing the elements and the issue con-
cerning probability and eastern change, Ping presented an art work that resembled an I-Ching
turning wheel which gave out predictions based on the interpretation of I-Ching texts. With his
intellectual approach, methodology, and independence of creation, his works are unique in
that they do not require direct input from the artist on the ideas behind the piece as in more
traditional artworks. Ping’s arts are not based on logical thinking and principles, instead they
reject arts and equally embrace all possibilities and signify the process of concrete change
in an abstract object.

Mid 1990 saw Ping incorporate the use of animals or animal-related objects in
the creation of his art, including the making of real, mythical, religious animal replicas, and
those born from Western and Eastern imagination, and the use of carcasses or real animals
in presenting the natural history of animals for the purpose of simultaneously introducing the
idealogical and social movement.

From 1990 to 2000 and onwards, the ideas, experiences, conscience, and the
life of Huang Yong Ping have been integrated into his works. The unique development of his
connected art works proves that Ping has broadened the issues, reviewed, and come to
understand complexities and points which are difficult to define. He is aware of the necessity
of coexistence in society and is captivated by situations that influence thinking patterns, and
actions that exert impact on global society. These include ideas, cultures, beliefs, doctrines,
religions, politics, power, Western democracy and other social management tools, modern
colonization, issues arising from the division of Geopolitics, the process of modernization,
Globalization, self-centralization in human civilization and institutional aspects, to the political
tension between the West and other parts of the world. Some of Huang Yong Ping’s art
pieces have been censored and attacked with political reasons from both sides.

After the year 2000, advancement and development in China have grown substan-
tially in every aspect, especially the economy. With many of the art exhibitions held in China,
Huang Yong Ping often travels back and forth between China and France. A great number of
art pieces have been created and displayed both in China and in other countries around the
globe, including Thailand in 2015.

Today, the path of the freelance artist, history of ideas and artistic development,
dynamic global citizenship, as well as Huang Yong Ping’s aggressive approach of cognitive
uprooting have garnered a great deal of attention from artistic, educational, and inter-
disciplinary institutions. His recent art pieces are like a new international prediction that
challenges contemporary interpretation from around the globe, and at the same time, these
art pieces, along with newly created ones, encourage the questioning of cultural confrontation
in a global context and also act as a medium of fundamental cultural exchange of contem-
porary society to create changes in the foundation of future society.
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SAKARIN KRUE-ON

Sakarin Krue-on was born in 1965 in Mae Hong Son, Thailand. He graduated from
the Thai Arts Department, Faculty of Painting, Sculpture and Graphic Arts, Silpakorn Univer-
sity in 1989 and was given the Silpathorn award by the Ministry of Culture in 2009. While
working as a contemporary artist, Krue-on took up a position as teacher in the same faculty
of Silpakorn University. Currently, he holds the position of Deputy Dean at Sanam Chandra
Palace Campus, and is the head of the Thai Arts Department, Faculty of Painting Sculpture
and Graphic Arts, Silpakorn University, Bangkok. Krue-on also appears as a judge in various
arts competitions, and guest speaker at several international arts academies. He is also the
first Thai artist to participate in Documenta XIl, and has been one of the seven representatives
of Thai artists at the Venice Biennale Arts Exhibition in 2003 and 2009. He currently resides
in the Chom Bueng District, Ratchaburi.

The period from 2005-2014 saw Thailand face an onslaught of political changes
(2005 - 2010/2548 - 2553) including Bangkok Flooding (2011/2554); Thailand’s Political
Crisis (2013 - 2014/2556 - 2557); the temporary change of governmental system (2014/
2557 — Present); to the transformation of Southeast Asian regional group into the
ASEAN Community. These changes affected not only the lives of those living in Thailand, but
also artists and commercial arts in general. As part of the arts circle, and as a Thai national
himself, Krue-on was able to use these experiences to develop his methods for artistic
expression.

During his studies in Thai arts, Krue-on was impressed with the ways in which Thai
artists represented historical value into their unconventional paintings as a way of reflecting
their personal viewpoints and lifestyles. These expressions manifest as Buddhist temple murals
of various depictions, such as the story of love, romanticism, sexuality, and leisure reflected
through the picture of a girl peeping at a boy through a small hole; two women holding each
other’s breasts; and two men smoking and talking on their sentry. The purpose of which is
to express one’s personal opinion and explain social phenomena through the incorporation
of folklore based on the straightforward interpretation of Thai Mural arts; and to express a
culture that is deeply entwined with Buddhism, an aspect which has originated from the per-
sonalities of Thai people from ancient times and is expressed in the form of prostration, a way
of paying respect to the things they worship by lowering themselves - as seen in the various
depictions of people in the images of the former incarnations of Lord Buddha.

From his impressions of this ‘blending’ in Thai traditional paintings, Krue-on studied,
contemplated, and further developed them into an expertise in Thai arts and creative Thai
traditional painting. He utilized both knowledge from his studies and teachings and combined
them with his interest in other branches of the arts, representing conceptual art pieces in
various forms and channels in the dimensions of community history, arts and the community.
He disengages the individualism of art and establishes a bond between art and local commu-
nity through recreational activities. His works depict the issues of culture, society, economy,
politics, daily life, environment, creative thinking phenomenon, and controversial topics in
order to preserve or redefine cultural heritage, and encourage viewers to be aware of reality
and what’s happening through these issues and art forms.

In 1998, Krue-on created the Lotus Pod on Ratchadamnoen Avenue,
a piece concerned with Thai political history, the struggle for Democracy, the disparity in
Buddhist society, peace, violence, and the dilemma between personal power and rights and



liberties. The work is a set of three metal installations shaped similar to a lotus pod with
a bullet rear; Lotus Pod represents a mobile version of Victory monument, and is placed on
the pedestal near the Monument itself on Ratchadamnoen Klang Road, Bangkok.

During 2000 - 2003, his art pieces reflected a different perception of Buddhism
from that of traditional society and the creations of Thai arts. Instead they are connected
with the changing socio-economic phenomenon, and hopes and daily lives of ordinary people
living in the city. The most representative of these are the following: Temple, 2000; Yellow
Simple, 2001; and Booming, 2003, which is displayed in India.

From 2001 on, Krue-on, as a Chom Bueng local himself, has produced a number
of art exhibitions together with the local community. He participates in artistic activities in
cooperation with the government, private agencies, the community, and also serves as an
independent freelance artist. Most of his art aims to cultivate relationships in the community,
by encouraging the notion that ‘Everyone is an artist. Everywhere is a gallery, a museum’.
The 2nd and 3rd arts exhibition for the community, ‘From the c to the E (From Children to
Elders) in cooperation with Mu Ban Chom Bueng Rajaphat University, Rajburi — TRILEGS, We
are the City, and Metro Sapiens: Dialogue in the Cave is an example of the exhibition’s style
and content reflecting the context of nature, environment, way of life and the local people’s
personality.

In addition, Krue-on became a member and helped co-found the Baan Noorg: DAY
OFF LABoratory, Nong Po District, with Jiandyin, Lo Shih Tung, and Hsu Chia Wei; he also
organized the activity, Pop up Community History Museum, in 2014. Artistic experience with
the local community in this period was an important foundation which was applied in the
creation of arts with the foreign community in 2007.

During 2004 - 2006, art pieces reflecting the economic and political environment
of that period were created in comparison and contrast. For instance, ‘the set of truths’ and
‘the set of lies’, ‘the set of dreams, ideals, knowledge and thoughts, myths and the illusions of
Capitalistic politics’ and ‘the truth, real life and probability’, re-examine the old meanings and
define a new one for the term: ‘Equal Opportunity’. Most of the art pieces during this period
were in exhibitive and narrative styles, using every section of the exhibition area to present
the ideas in an individual manner. His works combined the symbolic beliefs of Thai society
and Western mythology to give a new definition that changes along with the work’s context,
such as Nang Kwak, angels, or the dog from Aesop's Fables, Lorn Lorn Lang Lang (Cloud
Nine), 2004; Nang Kwak: The 2005 Crisis; and Nang Kwak: Equal Opportunity?, 2006.

2007 was a period when historical concepts became popular. This enabled him
to work on a broader historical boundary and context and both installation and community
art pieces were created in the same year. The first piece being Since 1958 is a site-specific
installation art piece in Beijing, China, which connects the people in a historical dimension
and the location of the gallery to the art itself. The piece depicts the lives of Chinese during
several historical events through the display of Chinese human hair sold in Thailand. With the
tied locks of hair arranged into the letters of its namesake, the art piece brings back the
memory of Chinese people struggling to adapt to the change in political policy, and the ef-
fects they felt upon expressing their political viewpoints, to the age of economic reformation
in China.

The second art piece is the Terraced Rice Field Arts Project: Kassel in Documenta
XII' Arts Exhibition, Germany. Krue-on was invited to create an installation art piece from an
initial concept. After surveying the area, he had a vision to replace the grass and flower field
in front of the castle in which the exhibition area is in with rice. Krue-on wasn't sure whether
the concept would be possible due to several reasons: the aforementioned area is a World
Heritage Site; the area holds historical significance and is beloved by the local people; the
natural surrounding and weather is not suitable for growing rice; the work could not be



accomplished alone - it required funding and experts in relevant fields for the larger boundary
and work context, and that the concept would not be realized without the support from the
exhibition curator or relevant people. This concept, therefore, was a great challenge.

The main concept of this project was to highlight the choice for peaceful coexis-
tence in global society which is being dominated and oppressed by the extreme path of
Capitalism. Krue-on took the concept from an existing phenomenon in society, that is, the
simplistic principle of the “Social Rice Paddy System”, which, in fact, is also being threatened
by the industrial and the new economic systems that are destroying the spiritual foundation
of trust. The Social Rice Paddy System should be re-adopted as the model of negotiation
which is to try to understand the principle philosophically and apply it to daily life at present
without the scope of idealistic perceptions, and to encourage people to pose questions and
find out about the system of “Interdependence” instead of the system of readymade materials
tradable by money and the artificial happiness we are forced to slowly become addicted to
by the superpower nations.

After consideration, the concept was approved and supported by UNESCO and the
relevant agencies and organizations. The Thai team consisted of 8 members, one of them
a Thai farmer acting as a farming advisor, while the German team consisted of an agricultural
academician responsible for choosing the rice species to be grown; an engineer who took
care of levelling the ground into a terrace; a geologist who took care of the soil; an archaeologist
who documented all of the antiques found during the original soil layer piled up by the city
ruins from the bombing in World War II; and foreign and Thai volunteers from Germany. Every-
one contributed to the art piece using a Thai working style of “joint working” and changed the
slope land into a rice terrace by using more human labor and hand tools and less machines.
During the working process, some of the locals came to give their words of encouragement.
This impression from the locals was given every single day throughout the whole working
process. The church musician rode his bike to see the teams every day and said, “l sing in
the church for the happiness of people; you grow rice for the same purpose”, while some of
the local elders said, “I've seen this grassland for more than 300 years; now | want to see
a rice field too.” The last rice sprout was successfully planted a day before the beginning of
the exhibition, and the German agricultural academician and a group of Thai women from Germany
looked after the rice field. The rice started to grow during the exhibition from the middle of
June to the end of September. Around the end of September which was the last month be-
fore the exhibition ended, the Thai rice field was ready for cultivation. The whole activity was
aimed as a channel of symbolic expression that represents the possibility of concept and the
occurrence of the social phenomenon brought into reality by the mutual cooperation of the
people whose actions were once ideas hidden deep within their hearts.
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This is not the first time that Krue-on has used this style of working. His artistic
history is filled with the accumulation of small experiences from using the same working
style and it has become testament to his conviction of cooperation with others and all the
possibilities at the time, resulting in the completion of the Terraced Rice Field Arts Project:
Kassel. This art piece is considered an essential starting point for other styles of arts that
utilize farming and building relationships between science and people in other branches. This
can be seen in the other art pieces, such as Horizon, 2008; Ripe Project: Village and Harvest
Time, 2008; “h”, 2008; and including the community and environment arts in The Chronicle
of the Land, 2012; the art piece concerned with the environment and the city, The Monument
of Awakening Era, 2012, in Busan Biennale International Arts Festival. Furthermore, the Terrace
Rice Field art piece also affected the concept of the art gallery and the method of exhibition
by changing, broadening, and redefining the original concept into the ‘Back to Origin’ style,
that is, changing from farming the terraced rice field in the soil outside the gallery in Germany
from the Terraced Rice Field art piece to growing rice anywhere inside the gallery in Thailand,
In the Bangkok Art and Culture Centre (BACC), Bangkok, in the Ripe Project: Village and
Harvest Time Exhibition, 2008, and in the community in Zhongshan, Taipei, 2013.

In 2009, the art piece Gondola al Paradiso Co., Ltd in Venice Biennale Arts Exhibi-
tion, Italy, was created as a work for a group exhibition with other artists. The piece illustrates
the connection between Venice and Bangkok which is considered the Venice of the East.
Meanwhile, it imitates the ways of life, tourism, and the past relationships between Venice and
Bangkok. Serving as a tourism agent of the Thai government, Gondola al Paradiso Co., Ltd.
questions images, peculiar myths of Thai people, and the idea of ‘Thainess’ perceived by for-
eigners. Also, it highlights Thailand's attempt to promote the country through websites, televi-
sion channels, and printing media. The main pointis: “What do these media and contents tell US?”

In 2010, there was a short movie called Manorah and Best Friends of the Snake,
a metaphorical art piece comparing political reality and fantasy. The piece is narrated through
a video record with a background that roughly simulated a thai classical drama. The content
of the story is modified from a South East Asian folk tale and then reimagined by the appli-
cation of a silent movie, accompanied by improvised Piano play. The work is a metaphorical
phenomenon intending to stimulate romantic emotions and allowed Krue-on to create a satirical
interpretation of the social phenomenon at the time.

The aforementioned art pieces are a part of the artistic journey of Sakarin Krue-on.
They show his potential in adapting to other styles and techniques, the dynamic and nature of
his conceptual art that is independent from its traditional roots, and the accumulation of small
experiences in various dimensions which broaden the boundaries of his work. Krue-on is an
artist without limitations whose commitment is to deliver the concepts of artto the community.
These include the model of operative choices that helps the public understand the realities
and myths in Thailand, and in global society amidst the trend of globalization. Krue-on’s works
suggest homogeneity, but are actually the harmonization of a distinctive nature, requiring
deep contemplation and intense interaction - gazing amidst the gentle environment. His works
are familiar yet obscure in their meaning — a suitable kind of pleasure in the Thai way of life.
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IMPLY REPLY: Huang Yong Ping and Sakarin Krue-on

11 February - 26 April 2015
8th Floor, Bangkok Art and Culture Centre

Organized by

Exhibition Department, Bangkok Art and Culture Centre in
colaboration with TANG ContemporaryArt

Supported by

Embassy of France and Faculty of Paining Sculpture and
Graphic Arts, Silpakorn University

Artists
Huang Yong Ping
Sakarin Krue-on

Curator
Pichaya Suphavanij

Writer and Reseacher
Nutianunt Kitipondpisan

Project Manager__
Narongsak Nilkhet

Exhibition Administration
Patthira Korgraj

Spaceandlnstallation
Amornman Piamrungreung
Akkachet Sikkakun

Documentary Fim
Suporn Shoosongde;j

Content Editor
Pongkamon Wong-ubol

Translator
Dhiparadh Sae Tang
Inkdoflanslation House

Graphic Design
TNOP DESIGN
ManitaSongserm

Exhibition Installator
HAABIT Studio

Communication andPublic Relation
Thanakorn Yourghaiphol
Suwatcharee Ucomphat

Photographers.__
Wachara Kanha
Sittidech Nuhoung

Educational Program
Krissana Hatta-atcharakun

Lenders

Huang Yong Ping

Sakerin Krue-on

Galerie Anne de Villepoix, Paris
Centre Pompidou, Paris,

Musée national d'art moderne
Yuz Foundation

Guan Yi

Zheng L_§mr

Peggy Scott and David Teplitzky
Ching ping Shing

Charnchai Siriwattayacharoen—
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Metaphorical
Metaphorical
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Impression

Globalization
Politic

Retrospective

Time

Conceptualization
Meaning

Belief
Freedom
Inter-relational
History
Epistemology

Iconography



