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Liang Shaoji: As If

Renowned for his practice with sitlkworms, Liang Shaoji skillfully utilises light, sound, texture and smell,
crafting environments monumental and diminutive over which they spin their thread. Living in the remote
mountainous city of Tiantai (four-hour driving from Shanghai), Liang bridges disciplines of science, spirituality
and metaphysics, probing our origins in nature, and eventual return to it in death, through the symbolically
potent vehicle of silk.

As in many of Liang’s previous exhibitions and artworks, the concept of the show is embodied by a singular
character. Here, " % " (huang), alternately translated as “indistinct,” "dim,” “all of a sudden,” “seemingly” and
“as if,” refers to the pivotal moment that inspired the artist to use live silkworms in his practice. In 1988 while
working on Yi (Change), Liang observed the light of dawn breaking across dried silkworm cocoons, which
appeared reanimated. While watching the play of light and shadow, he recalled a passage from the Tao Te
Ching: "As if invisible while visible; as if formless while given form.” This exhibition represents the culmination
of 30 years of deep meditation on this character. Comprised of the constituent parts “/0» " [heart] and " 3¢~
[light], Liang reads " % " as a message of self-atonement, a means for transformation and rebirth through
art.

The first floor introduces a suite of new works based around the pyramidal form. Occupying the central hall,
The Temple (2013-2018] is Liang's most ambitious installation to date and tropes the layout of a cathedral
nave. This architectural quotation is further elaborated in the “Dialogue” series (2009-2012) of black and white
photographs in which he juxtaposes iconic structures from around the world, including the Temple of Heaven
in Beijing, the Sagrada Familia in Barcelona, and IM Pei’'s glass pyramid entry to the Louvre, with his own
silk pyramids. Of equal interest is a pyramidal installation produced with bioengineered silkworms that spin
bioluminescent silk, accomplished with the aid of a genetics researcher.

Contrasting with the grandeur and weight of sculptural works on the first floor, the second accentuates the
lightness of silk and its potential for metaphorical association. Liang imagines the space as encompassing all
the elements typical to shan shui painting and reflect his concept of yi jian yi yuzhou ("The world in a cocoon.”)
Indeed, the works incorporate a variety of materials both natural and manmade—stone, wood, copper,
mulberry leaves—from which Liang attempts to find a balance. Four Tang Dynasty wood pieces are disguised
behind a layer of soft silk in Heavy Clouds (2014-2018). Silk Glaze (2017-2018), a never before seen series of
plates resembling porcelain, Planar Tunnel (2011-2012), a group of hanging works resembling bi disks, and
Whirl (2011-2012), a set of stones also covered in natural silk, carry the viewer through visually rhyming forms.

Elsewhere are several iterations of Liang's “Nature” series, one of his longest running works and of which he
states, "When | made the leap from the decorative textile arts, refuting the enticing superficial variety of its
surfaces, and returned to the very origins of the [silk] fabric, | discovered the cross sections embodied therein,
of science and art, biology and bio-sociology, of weaving and sculpture and installation and performance.”
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The Temple is a monumental installation that bridges notions of eternity, ritual
and redemption across religions and cultures. Amidst a darkened interior, a
glowing nine meter tall tower is flanked by two rows of silk-covered pyramids
beaming light above. The shadows cast by their metal vertebrae onto the ceiling
evoke moving clouds and constellations, while the pyramids below are like
monuments linking heaven and earth.

Liang created these pyramids by placing his silkworms on their iron
understructures, allowing them to shroud the metal in their silk, symbolically
embodying life and the sediments of time. The cold metal brings to mind artifice,
industry and modernity, and its contrast with the natural softness of the silk
brings to mind the Taoist stratagem of conquering the mighty through the weak.
The sharp knots interlaced throughout resemble Christ's crown of thorns from
the Crucifixion. This religious connotation is echoed in the iconology of silk itself,
which in China contains references to self-sacrifice, generosity, transubstantiation
and resurrection. It is further underscored in the layout of the installation, which
resembles that of a church interior. Having studied the philosophies of East and
West for many years, The Temple and Liang’'s other works touch upon themes
present across civilizations, reflective of humanity's shared fate.






X E The Temple, 2013-2018
2 WO, AR, SR, 2R, &= AT
Silk, acrylic sheet, wooden panel, barbed wire, metal frame, cocoon, light
8.3%11.8*11.36m | Silk covered acrylic 830*260*95cm
Pyramid 236*125*125cm (x 2 pieces] | Pyramid 143*81*81cm (x 2 pieces)
LSJ_0520






B8 57 1E Time and Permanence, 1993-2018

BB 55K1E XJi&E No.2 A-F
Time and Permanence No.2 Dialogue A-F, 2009-2014
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Liang Shaoji's artworks are process based, incorporating movement and life.
These silk wrapped pyramids illustrates Liang’s 25-year practice. Layers and
layers of silk features the passage of time. For Liang, the enduring and powerful
pyramidal form is closely tied with eternity, while the layers of silk and traces
of the worms embedded within suggest transience and fleeting life. This duality
between transience and eternity is embodied in the silkworm itself. While an
individual worm lives for only fifty to sixty days, its lifecycle exhibits an endless
circle of birth and rebirth.

The following two galleries contain works which present Liang’s exploration of the
pyramidal form and their expressive capacity. Eternity and Time comprises two
pyramids, one on its base and one inverted, which converge at a central point to
create an hourglass. Hanging across from this sculpture are works from Liang’s
Dialogue series of photographs, in which the artist places his silk pyramids in
front of cultural and architectural landmarks such as the Louvre in Paris, the
Sagrada Familia in Barcelona, and the Temple of Heaven in Beijing. Through this
simple gesture, Liang creates a dialogue between East and West.






AY[85 7K 18 Time and Permanence, 1993-2018
2 BRI, &\
Silk, barbed wire, cocoon
400*77*65cm (in 2 pieces) | 104*77*65cm | 136*43*45¢m
LSJ 8528






8 52K 18 XJ3& No.2 A-F Time and Permanence Dialogue No.2 A-F, 2012
ESEEZAMEE, ERHEEmERE
Epson Ultra Giclée Prints on Enhanced Matte
Editions of 3
ESEEZARME, ERHEEmERE
58*38.5cm | 38.5*58.5cm
LSJ_8084, LSJ_0653, LSJ_2636, LSJ_9262, LSJ_1481, LSJ_5163
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Liang extends his interest in the pyramid form with Fluorescence. To create
this work, Liang collaborated with scientific researchers to genetically engineer
silkworms capable of spinning biofluorescent silk—the result of a natural
protein that glows under specific lighting. Fluorescence is composed of a clear
pyramid filled with these special cocoons. Radiating a mysterious green light and
reminiscent of something from science fiction, the work is at once technologically
advanced while retaining a sense of the archaic, seamlessly merging ancient and
contemporary through an integration of art, nature and science.



3256 Fluorescence, 2017-2018
HARERSCER  BUAGR , BIIKE
Biofluorescent cocoons, high-energy light, plexiglass
33*28*25cm LSJ_7820



i = Heavy Clouds, 2014-2018
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Clouds are a recurring motif in Liang Shaoji's practice. Floating beyond the
physical realm of human existence, clouds embody our wildest daydreams, and
their lazy progress across the sky reminds us of the gradual passage of time. In
Heavy Clouds, Liang's silkworms have spun a sheath around pieces of fossilized
wood dating back to the Tang Dynasty. The artist relates these pieces to yungen,
a concept integral to the understanding of landscape and space within Chinese
poetry and painting. Yungen often refers to materials of great density, like stone
or wood. Heavy Clouds accomplishes two feats: making wood appear as light as a
cloud and a cloud appear as heavy as wood.






Jz~ Heavy Clouds, 2014-2018
2 N2
Silk, wood, cocoon
(in 4 pieces] | 85*180*45cm | 59*240*%46cm | 90*445%85¢cm | 138%134*250cm
LSJ 2473



SEEB%E Planar Tunnel, 2011-2012
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The words “bamboo” and “candle” are homophones in Chinese, and Liang
employs this association in Fallen Altar - Candles. The installation’s arrangement
of bamboo stems resembles the candles placed on graves or in front of altars
to commemorate the dead. Liang filled some of these bamboo pieces with wax
and covered others with silk thread. The piece alludes to a metaphor found in the
poetry of Li Shangyin about the spirit of total giving and generosity represented
by candles and silkworms: just as the candle provides light and warmth until it is
totally consumed, so does the silkworm spin its silk until its last breath.



EEBXE Planar Tunnel, 2011- 2012
% # Silk, cocoons
Diameter:145.0 cm (x 3 pieces)
LSJ 2809 1



& Whirl, 2011-2012
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Liang’s practice often involves using silkworms to wrap or cover distinct objects.
The power of this simple action is focused and magnified in Whirl. Liang refers
to these round stones wrapped in silk as “Origin” stones. Differing from the work
The Origin of Cloud - Wenchuan Stones, which used stones with very specific
histories, Whirl uses anonymous, round river stones, sculpted into the forms
we see today by what Taoists refer to as the “regular” and “irregular” forces of
nature. Silkworms, with their lifespan of only a few weeks, have used their small
but seemingly eternal actions to bind the stones, in a gesture that seems to
warms them against the desolate cold of eternity. In this work, Liang applies the
least amount of manual intervention to illustrate the power of the principle wuwei
[letting things run their course.] Dozens of “Origin” stones are arranged into a
spiral, a static form hinting at principles of movement in life and the universe. The
attitude of warmth and respect towards life found in Whirl are also evident in his
work Babies/Nature Series No. 15.



Big Whirl, 2011-2012
2 Py
Silk, stones, cocoons
17*320%275cm (in 75 pieces)
LSJ 8408 1



22%h Silk Glaze, 2017-2018
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Silk Glazes continue the minimalist aesthetic of Planar Tunnels, extending
Liang’'s exploration of the circular form and introducing new materials never
before used in his practice. On ceramic plates that have not been glazed, Liang
has continuously added a “bio glaze,” a natural peptide solution produced from
the degradation of fibroin from silkworms. For Liang, this bio glaze embodies life
itself, and in becoming the glaze of a ceramic work it completes a transformative
act. The ceramic clay, belonging to the element of earth, and the bio glaze,
belonging to the element of water, are brought together through fire, becoming
one.



22 Silk Glaze, 2017- 2018
SiEE&KRR (TH ), 25K
Unglazed Jingdezhen porcelain, silk peptide
4*L6*46em (x 3 pieces) LSJ_8906



E£XE / BAZRS No.15
Babies/Nature Series No.15, 1995
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Since moving his studio nearly two decades ago to the Tiantai Mountains, Liang
has found the solitude not only to focus on raising his silkworms, but also to
deeply meditate upon the rich history and philosophy embodied in these sacred
grounds. He became especially taken by the Buddhist belief in the equality of
all living things and similarly in the Taoist notion of Qi Wu (equality of things.)
For Liang, caring about silkworms is equal to caring about life and people: as
he has said, “When | see a silkworm, | treat it like a baby.” Accordingly, Babies/
Nature Series No. 15 features silkworm cocoons delicately swaddled in sewn red
blankets. Since the first iteration of this installation was completed in 1994, Liang
has created several versions whose acquired meanings differ in accordance to
how, when, and why they are shown. For instance, in commemoration of the tragic
Sichuan earthquake in 2008, Liang created a version in which visitors could either
adopt a "baby”, or place it within the growing circle of cocoons on the floor. In all
their iterations, Babies is a tender yet powerful meditation on what it means to
cherish something, and what it means to be human.






£x / BAZ5 No.15 Babies/Nature Series No.15, 1995
212243 | T Red silk, cocoons
4*L6*h6em (x 3 pieces) LSJ_8906



Ik / B#AZ% No.10
Beds/Nature Series No.10, 1993-1999
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Every time when silkworms spin (the process usually lasts 3 to 6 days), Liang
Shaoji has to be at their side and can only sleep for 3 hours everyday. Once again,
he was lying on the ground to observe and conduct his practice as if he was a
silkworm. But he was too tired and fell asleep. A silkworm fell between his neck
and shirt collar. He did not find out that this little thing had already left a circular
trace on him until he woke up an hour later. He then started to make his Beds.

It was once full of anxiety and worries in China in the 1990s. Portraying what he
saw and felt in those years, Liang modeled these beds with the copper wire taken
from burned engines and let silkworms live and spin on them. Those silkworms
spent all their life on the beds, which is just like human beings, most of whom
come to and leave this world on the beds, and spend at least 1/3 of their time on
the bed for sleeping.

In 1992 Liang started to experiment how to let silkworms spin on cold and hard
metal that they didn't like. He then worked on this series every year from 1993 to 1999.



K/ BAZ%! No.10 Beds/Nature Series No.10, 1993-1999
JREEIEZ2 | 22, i Charred copper wire, silk, cocoons
17 pieces LSJU018_1
8 pieces LSJ_7197






ZZEE Can Chanchan (Silkworm Spinning), 2011
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When Liang captured the process of silk spinning, he accidentally found out the
seasonal changes of silkworm’'s world. At the beginning, thousands of silkworms
cluster together. When the silk gets thicker, certain patterns gradually emerge.
The shape, density and patterns of silk vary under different temperature and
humidity, while the wave of water evolves in different seasons. Eventually, when
the spinning is done, cocoons are thus buried under the silk. And the hovering
butterflies resemble the blossoms in winter.



Z=iBE Can Chanchan (Silkworm Spinning), 2011
Single-channel video | 5 minutes 9 seconds
Edition of 3+ 2AP LSJ_6433
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Silkworm [ & tsan]: the medium through which Liang comprehends the world
Broken / incomplete [ %% tsanl]: a state or sense of deficiency contributed by the
loss of Chinese traditional culture

Zen [ # chan]: a school of Mahayana Buddhism that originated in China during
the Tang Dynasty; also refers to Liang's “quietly meditate”

A fine and delicate piece of silk tumbled in a cascade from the ceiling like a
waterfall. What stands aside is a piece of old wood covered with silk. With
philosophy and a tinge of nature, Liang builds a poetic landscape painting into
physical where for audience to meditate.

While spinning, silkworms left everywhere on the silk with their faeces and
urine which however were kept in their natural form by Liang. Those little
black dots, yellow and pale brown marks, together with silk, paint a scroll of
abstract painting. Applying the laws of nature, Liang inventively creates a unique
landscape depicting sitlkworms’ adventures and life circle, as well as reminding
the destruction of Chinese landscape caused by human activities and natural
disasters.



B 17K Broken Landscape, 2013
22, & Silk, cocoons
750*150cm LSJ_2251
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E5@ %% Snow Cover series, 2014
3% Trace 315, W Net, Z1 Snow City, /R Snowfield
EEEZARME, ZieEEmERNE
Epson Ultra Giclée Prints on Enhanced Matte
Editions of 3
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The words “bamboo” and “candle” are homophones in Chinese, and Liang
employs this association in Fallen Altar - Candles. The installation’s arrangement
of bamboo stems resembles the candles placed on graves or in front of altars
to commemorate the dead. Liang filled some of these bamboo pieces with wax
and covered others with silk thread. The piece alludes to a metaphor found in the
poetry of Li Shangyin about the spirit of total giving and generosity represented
by candles and silkworms: just as the candle provides light and warmth until it is
totally consumed, so does the silkworm spin its silk until its last breath.



Fallen Altar-Candles PAYRIRIE - J |, 2003
(I = T2 AW
Bamboo, wax, silk, cocoon, carbon
42*185*452cm (in 35 pieces]) LSJU090_2



I¥0% Breathe, 2018



0% Breathe, 2016-2018
XFH . 22, LED ¥T#§ X-ray, silk, LED light box

45*38*10cm LSJ_6604
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Liang Shaoji

b. 1945, works and lives in Tiantai, Zhejiang Province

Liang Shaoji studied soft sculpture from Maryn Varbanov at China Academy of Art who was one of the world's
leading tapestriest. For nearly 27 years, Liang has been indulged in the interdisciplinary creation in terms of
art and biology, installation and sculpture, new media and textile. His Nature Series sees the life process of
silkworms as creation medium, the interaction in natural world as his artistic language, time and life as the
essential idea. His works are fulfilled with a sense of meditation, philosophy and poetry while illustrating the
inherent beauty of silk.

“Some say that the ultimate goal of art is for the artist to express their life experiences and emotions. Then
what we see here is the life of a silkworm, first as an egg like a black dot, then as a tiny creature, feeble and
writhing, and then as a white larva greedily nibbling away at mulberry leaves. What follows is a mysterious
transformation: the silkworm gradually turns transparent and produces a pure silver thread. To the rhythm of
its rocking head, it wraps itself into a cocoon or glosses the surface of any object it rests on. In the end, after “the
silk is all spun,” it leaves behind a black pupa. We can imagine the struggle, pain, and sublimation of a life in
transformation that makes up the emotional and philosophical underpinnings of Liang's work.” (Wu Hung)

“Truly believing in the spiritual and material power of an intimate merging and exchange between the work of
nature and the human imagination-in Liang’s case, an imagination profoundly rooted in Chinese culture and
view of the cosmos-and turning this into contemporary forms of creation, he has endowed such a world with
harmony, often considered as registered in the realm of the eternal, and rendered it freshly alive and firmly
contemporary. His work is an enlightening remind of something crucially significant in our lives, our relation
with nature, something that has been too often overlooked and excluded in the dominant system’s cult of
a one-dimensional modernity.” “Unlike conventional scientific experiments, Liang’s work, through various
artistic processes driven by imagination and poetry, has been turned into the embodiment of the ontological
significance of life. It is about true meaning of living in the world: constant negotiations and struggles between
life and death, endurance and fate, pleasure and pain...” (Hou Hanru]

“But even while referring to Chinese tradition and associative philosophy, Liang targets the here and now,
transforming those well-known references into thoroughly contemporary installations and performances.”
“Demanding unusual expertise and extraordinary techniques, his works are slow in the making and difficult
to interpret. His installations don’t easily submit to commodification—they should be treated as the residue
of actions and thought processes, indeed, as markers of a chosen path of life, rather than mere objects.”
(Marianne Brouwer])

Selected exhibitions: The Curitiba International Biennale 2017, Oscar Niemeyer Museum, Curitiba, Brazil
(2017); Cloud Above Cloud, Museum of China Academy of Art, Hangzhou (2016); What About the Art?
Contemporary Art from China, Al Riwaq, Doha (2016); Liang Shaoji: Back to Origin, ShanghART Gallery,
Shanghai (2015); Art of Change, Hayward Gallery, London (2012]); The 3rd Shanghai Biennale, Shanghai Art
Museum, Shanghai (2000); The 5th Biennale d'Art Contemporain de Lyon, Lyon (2000); The 48th International
Art Exhibition Venice Biennale, Venice (1999): The 6th International Istanbul Biennial, Istanbul (1999): China/
Avant-Garde Art Exhibition, National Art Museum of China, Beijing (1989] etc. Liang was awarded the Chinese
Contemporary Art Awards [CCAA] in 2002 and the Prince Claus Awards in 2009.
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