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Wood, copper, mechanical motor
Courtesy of the artist
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In 2001, at the Barbara Gladstone Gallery in New York, Huang Yong Ping presented Om Man/
Padme Hum, a huge metal prayer wheel with a giant wooden handle, 3.4 meters long. Later,
he conceived £/ £hi Sina Sina, shown for the first time at the Centre international dart et
du paysage de Lle de Vassiviere in 2006 and at the Centre Georges Pompidou in 2007. It is
in the form of an enormous Tibetan prayer wheel (mani-chos- khor), a steadily rotating metal
cylinder that rests on a wooden pole. Traditionally, the wheel contains mantras written on
sheets of rolled silk. When it spins, it suggests the idea of prayers rising up to heaven: each
turn of the cylinder is like a repetition of the mantras. On the one hand, the object embodies
the principle of non-violence intrinsic to Buddhist spirituality, but it also evokes impending
danger: the wooden pole supporting the wheel resembles a /mao, a Chinese weapon, the lid
is similar to a shield, and the forceful movement of the wheel conjures up the idea of an
ominous dialogue between religion and politics. At a time when religious issues are involved
in many of the conflicts currently raging around the world, Huang Yong Ping reflects on the
relationship between violence and the realm of the sacred, and on the destiny of the human
race, with its eternal clashes and contradictions.
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2007

CONSTRUCTION SITE

Aluminum, fabric, metal parts
Courtesy of the artist
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Presented for the first time in 2007 at the Istanbul Biennial, this cast-aluminum work is
shaped like a large minaret: the tower normally placed on mosques, from which the muezzin
(mu addhin) calls the faithful of Allah to prayer five times a day. A fabric partition - made up
of twenty pieces of cloth printed with decorative motifs - blocks our view of the minaret, which
is tilted on a steel structure about 12 meters in length, and gives the sense of a transitional
state, something between installation and dismantlement. The choice of the fabric and the
metal scaffolding refers to the restoration work recently carried out on the dome of Hagia
Sophia (1997-2002); at the same time, it evokes the transformation of the Christian cathedral
into a mosque in 1453, which altered its architecture over the years through the construction of
four minarets at the comers of the former basilica. The work reflects on the theme of religion
as a means of transforming the spirit of a place and investing it with a new meaning. The
title, Construction Site. refers to the many religions that coexist in society. to their message of
universality and eternity, and to the different forms they have taken over the course of history.
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Wooden chair

Courtesy of the artist and Kamel Mennour Gallery, Paris
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This work consists of a wooden chair with short legs, a kneeler, turned upside-down on the
floor. On its back is inscribed: “Nor sitteth in the seat of the scornful.” These words are a
passage from the Psalms of the Bible (1:1), aiming to show the way as to become blessed
in the eye of God. Both the kneeler (a chair for people to kneel on to pray) and the quotation
are obvious references to Christianity and its form of worship. By having the chair put upside-
down on the floor, Huang Yong Ping is not only interpreting this matto of the Bible literally,
but also alluding to the contradictory and violent nature of religion, and the dilemma that
man is caught in in real Life: isn't not sitting in the seat of the scornful in itself full of scorn?
Is it @ punishment to the scornful? Yet, aren't the scornful and the sinned the ones who have
more need to go to pray in the church, to seek redemption through religion?
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1996

PERIL DE MOUTON

Cowhides, sheepskins, bamboo, wood, iron
Courtesy of the artist
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Initially created for his solo exhibition at the Fondation Cartier in Paris, Péril de mouton dealt
with the “mad cow disease” that raged across Europe at that time. Huang Yong Ping has ad-
dressed this ordinary issue as if it were a mythology. Inspired by the images of man-eating
monsters recorded in the (lassic of Mountains and Seas, he created a flock of sheep with
the aid of 150 sheepskins, mounted on top of bamboo rods taller than a human being, and
installed a four-horned monster with a cow's head, pig's ears and cowhide, amidst the flock,
looking down upon the sheep. Walking into the work to observe it, the spectator is over-
whelmed by the flock. A weird food chain is created among man, cow and sheep: man eats
cow, cow eats sheep, sheep eats man, and the cycle repeats on and on. Man is the origin (the
cause) of this mythology, but also its end (victim). In the form of a prophecy or an allegory,
this projects aims to ask what exactly the “peril of cow™ is: A “mad cow disease™? A “peril of
sheep™? Or a “peril of men™? Presented in Beijing almost twenty years later, Peri de mouton
and anather work, B4ton Serpent, cutting across the gallery space in opposite directions, form
what the artist calls the “Identification Zone of Sheep, Cow and Snake”, as an allegory to
reflect on the main cause of the restructuring of the power relationship in both domestic and
global societies today: territorial disputes.
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BATON-SERPENT

Aluminum
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Courtesy of the artist and the Red Brick Art Museum, Beijing

Huang Yong Ping has shown the aluminum snake in various sizes and places, including the
Mihlenbriicke bridge in Hann Mindenin, Germany (2000); the Watermall at Queensland Art
Gallery (2012); the estuary of the Loire in Nantes Saint-Nazaire (2012); and in Paderborn,
Germany (2013). With its long vertebrae and silvery ribs, this Jurassic animal stretches out
for about forty meters, undulating from ceiling to floor and metaphorically linking the sky
to the earth. The coiled snake or dragon has been a key figure in Chinese mythology since
ancient times. Traditionally associated with water, knowledge and wisdom, it is sometimes
also a symbol of fear, creation, desire, deception or good luck. A key symbol in many cul-
tures, the serpent appears in the Garden of Eden, as Naga in Southeast Asia, as the enemy
of Beowulf and Saint George in Anglo-Saxon mythology. and also as the Rainbow Serpent
in Aboriginal Australian culture. Bdton, the French word for “staff”, is a double allusion: it
refers both to the snake's tail and to a passage in the Old Testament book of Exodus, in
which God performs a miracle by turning a rod into a serpent and then, when Moses puts
out his hand and takes it, turning it back into a rod.
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Fiberglass, concrete, stuffed animals, model helicopter, siren
Courtesy of the artist and Galerie Kamel Mennour, Paris
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The Bugarach, one of the peaks in the French Pyrenees, has long been a subject of interest,
as it was considered to be the only place on earth where people could escape the destruction
of the world predicted for December 12, 2012 by the Mayan calendar. Huang Yong Ping has
transformed the museum space by installing a concrete mountain that rises up from the
floor, covering an area of about nine meters. Apocalyptic scenes appear around this miniature
mountain, with a variety of species of headless animals that run freely around the gallery.
The heads of the animals, their eyes turned to the skies, are arranged on a huge white plate
set into the rock. The work incorporates various metaphorical elements: the animal heads
symbolize the sacrifices offered to nature by religious groups; the mountain conveys the
idea of its disruptive power; the helicopter evokes the systems of control that permeate
our society on all levels; and the siren at the top calls to mind the tests that have been
carried out in Paris on every first Wednesday of the month since World War II, to provide an
alarm system that will warn the population in the event of imminent danger. In this work,
Huang Yong Ping sums up the complex coexistence of religion, folklore, age-old beliefs,
political power and the invincibility of nature. The work was about the future when it was first
exhibited, yet its numerous exhibitions later on were and will be about the past. The danger
of the apocalypse resides in the upcoming past.
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Wood, bamboo, taxidermy animals, resin, steel, cord and cloth
Courtesy of the artist and Red Brick museum
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The Circus presents a carefully planned scene full of dramatic tensions: two giant
wooden hands, one hanging from the ceiling, the other broken, scattered on the floor.
Fifteen headless animals standing in uncanny calm around the bamboo cage; the hoes
gaping from their necks are neatly draped with red-colored fabric, as if the blood had
congealed the instant their heads were cut off. For a long time, Huang Yong Ping has
repeatedly taken on the images of animals, either stuffed or living ones, as symbols
or metaphors for political, social and cultural issues today, to explore and reveal the
power relationship behind them. In the symbolic structure of the Circus, the different
constituents are in a kind of multi-directional relationship, thus opening the work to
a myriad of meanings: “a circus of headless animals, or headless animals visiting a
marionette theater, or headless animals taking the place of human beings, or headless
animals are the embodiment of human beings.” (Huang Yong Ping) Here men are both
the audience and the subject. This work and Bugarach were realized almost at the
same time, for two solo exhibitions in different places. They are shown here together
for the first time.
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1995-2014

TRHE VITRINE

Courtesy of the artist
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Project notes, sketches and models

Travel diaries, notebooks, preparatory sketches and models are the protagonists of this section
of the exhibition. The wide selection of documentary materials reveal the creative process of
Huang Yong Ping over the past twenty years, exploring the founding principles of his artistic
research. They show the backstage of many of his realizations, the sources of his inspirations,
the rich references, as well as his unique multi-directional dialectical thinking: how the dome
of Hagia Sophia inspired Construction Site; the notes that he took when travelling to the
mountain of Bugarach for Augarach, the complex symbolic significations and rich religious
references loaded in Bdton Serpent, etc. We see how Huang Yong Ping draws his inspirations
from multiple sources, and how he in turn, subverts, diverts and distorts these references so
as to confer a new meaning to history. When 7e Viérine was first shown in the MAXXI, it was
displayed in a 40-meter long vitrine. This time in the Red Brick Museum, the original “linear”
vitrine is divided into several sections by the “Identification Zone”. It becomes fragments
arranged without regard for time and content. The literal translation of the Chinese title of the
work is “residues”, which are nothing but fragments that have been gathered.
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MODEL OF SNAKE TOWER

Aluminum, bamboo
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Huang Yong Ping produced this model for his large installation Snake Tower at the Barbara
Gladstone Gallery in New York in 2009. He associates the structure of the snake skeleton and
that of the architecture. For him, a huge python’s spine resembles a dome in architecture,
and is supported by numerous ribs. This tower consists of a snake skeleton, and is built by
imitating the religious architectural style. Alluding to the biblical “Tower of Babel”, the work is
loaded with historical, religious and cultural references. Yet the figure of this giant skeleton of
a python evokes multiple and ambiguous things: Is it a python? A dragon? Or Satan? Compared
to buildings often realized with state-of-the-art techniques of today, Huang Yong Ping’s choice
of bamboo, a material from the East, makes the tower Lok transient, and extremely fragile.
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Taxidermy animals, metal, cloth

*

ShbsA . &Js. A

012 4, Bk kT2 2y Gladstone 1 R Ji H = 14 2 SR I A fe 4
fEd: (CH3RE) (2012) 0 (3638 ) 2012 Fn o) (2012), #&
MR RIHE] | RIS, IRSEE SRz RS R. (F
A50) ok R SR AR (S AR —— IR . DL e R
WFFIRAR A, KB INEES, B A B A i — AR A 1
BRI 53— Al i s —PRET AT A X IRELAT AR PR Y
AU TG E S (CEW) WURZ3hY £ ErhE R
P EXTARMEZ R TS AR AF R R T U8 i
AREIEMW EFH? ER 7 SRR 125 &
B A B S A R 2 R S R

o o s
CIRCUS BATON-SERPENT PERIL DE MOUTON
LS ¢l AL iR

J—

YR i/%/%/ VU v
| 9

Courtesy of the artist and Gladstone Gallery, New York, Brussels
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Huang Yong Ping showed three significant sculptural works at the Gladstone Gallery in New
York in 2012: Circus (2012), Camel (2012) and Chefs (2012), which explore the notions of time,
chaos and the relationship between religion and power. Chefs comprises a dozen stuffed
heads, including those of a boar, a horse, a stag, a mouse, a lion, a fox, and so on, arranged
from largest to smallest on a metal rod that sticks out from the corner of a wall. The tip of
the rod strikes a red curtain, which acts as a scenic backdrop to the violence that is implicit
in this work. Chefs illustrates the role of the leader of the pack in the animal kingdom: it
is a reflection on living together in accordance with rules based on a hierarchy and division
of labor, focusing on who and what dominance really is. It encourages us to reassess our
understanding of our relationships both with others and with the world around us.
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