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—In summer of 2019, a new work Porte vers I'infini was
completed at Lee Ufan Museum. What inspired you to
create this work?

Lee: It was for an exhibition at the Palace of
Versailles*'in 2014 that | created a large arch-shaped
work like Porte vers I'infini for the first time. The
origin of my inspiration dates back even more to
over three decades ago. | had just finished some
meeting at a folkcraft studio in Matsumoto, Nagano
Prefecture, and after passing through a small historic
street lined with white plastered storehouses, |
found myself walking along a country road. It had
just stopped raining and a small rainbow appeared
far ahead of the straight road in front of me. How
beautiful, | thought. Ever since that day, however, |
never recalled the memory of that rainbow. As | was
walking around the garden of the palace in France,
the idea of building a rainbow there occurred to
me. The memory of the rainbow inspired the idea of
creating an arch-shaped sculpture. The reasons for
using stainless steel were based on my memories of

* 1 Lee’s solo exhibition, “Lee Ufan Versailles” took place in the chateau of Versailles, France,
June 17 - November 2, 2014.
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the frosty air and because this high-tech material
seemed contemporary. In fact, when | installed
the work on the top of the hill in the garden of the
Versailles, | felt that it looked sharp and fit into the
landscape.

Unlike the vast hill in the Versailles garden, Lee
Ufan Museum in Naoshima is located in a narrow
valley between hills. The beautiful Seto Inland Sea
lies at the end of the valley. We created the museum
in a quiet place in the other end of the valley, and |
often think about what | should do in order to attract
people to the museum in such a secluded place and
provide a long-lasting impression. Despite living in
a time when everything changes so quickly, it is my
hope that the museum exists as a place that remains
unchanged along with my works and survives for a
long time. | also hope for the place to be a space for
stimulus. Yet, | had been afraid that any sculpture
would not be strong enough to install in the space.
This is when | came up with the work, Porte vers
linfini.

—In Lee Ufan Museum, you have given the symbolic
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words such as “dialogue,” “meditation,” “silence” in the
names of works and spaces. What do you mean by Porte
vers l'infini?

Lee: The most important of my fundamental

inclinations is the concept of infinity. It equally
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underlies my painting and sculptural work. By walking
underneath Porte vers I'infini, one feels some kind
of infinity. Infinity does not exist somewhere as
an entity. It is felt for instance, when seeing a vast
expanse of the sky or feeling refreshed by the sea
or when subconsciously absorbed by the museum
facing the mountains——A feeling of infinity or
rather infinity itself, expands. An arch draws an
outline within space. Not only by looking at it, but
also by walking through the space underneath, oneis
reminded of bodily feelings. Either heading toward
the sea from the arch or walking from the seaside to
the hillside, | hope visitors fully experience the space
coming back and forth. One can connect oneself
with earth and encounter the infinity of the universe
—| wish for this work to be something that evokes
such feelings.

—We can encounter the infinity in ourselves and the
world by going under the arch; a simple but special
experience of a work of art.

Lee: As torii, gates of Shinto shrines in Japan,
symbolize, the act of going under an arch or a gate
has had special meaning since ancient times. As the
proverb goes, “All roads lead to Rome,” there are
many la portas (gates) on the roads in Rome. There
are probably many other places similar to this. | think
human beings live day after day going under invisible
gates. When you pass under a gate, it is as if you find

KB DR  Silence Room
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new roads, gain new energy, and encounter a new
world. This is the immeasurable power of human
imagination.

— Your new work Porte vers l'infini is a dynamic work.*2
When you made a preliminary sketch, you arbitrarily
decided the oval shape of the arch and the positioning
on the site of the Kuraura shore without calculating
based on a plan. The sculpture rose from a blank space
as points and lines are drawn on a blank white canvas.
How is the sense of scale and space of Porte vers I'infini
connected with your thoughts?

Lee: Since | was studying at university, | have desired
to transcend the material in front of myself, such
as a stone or other objet. East Asian philosophy lies
behind my ideas as such. Moreover, | am heavily
influenced by the philosopher Martin Heidegger.
What he addressed is that Modernist ideas tend to
see everything as an objet but it is problematic to
become attached to such a notion. | agreed with
him and my desire to transcend objet grew stronger.
In contrast, it seems difficult for Westerners to
understand the idea of “transcending objet.” They
have a notion that everyone has a strong ego in
the center and that it is crucial for art to produce
objet. As for myself, it is impossible to ignore objet
but | should not stick to it. Of course, | need some
kind of objet to present a work of art. It may inspire

*2 The dimensions of Porte vers I'infini: 9.5m high, 13 m wide; the length, width, and the
thickness of the stainless-steel plates of the arch and the corridor both are respectively
25 m, 3 m, and 3 cm. The natural stones on both sides are approximately 2 m high.
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or provide clues to viewers in one way or another.
However, | still want to transcend the objet before
me. As | often traveled abroad for work, studied
further, and grew older, | became aware that my
desire would not be necessarily extravagant.

Including Porte vers l'infini, it is never my intent
to show my work at Lee Ufan Museum as an objet.
While paintings are exhibited in the first room called
the Encounter Room to survey the development
of my career *3, each of the stone and iron plate
works exhibited in the Silence Room is not meant to
be a work of art by itself. Rather, the room’s entire
space is a work. In the Meditation Room as well,
there are wall paintings but you will sense some kind
of vibration by sitting in the room rather than by
looking at the paintings. Outside the building, there
are sculptures but each of them lies there to balance
with space. The space that had long been there feels
fresh by going under Porte vers I'infini. Due to an
experience, the concept of “encounter” becomes
clear. It is special experience that you can never have
anywhere else.

Al and the Internet have enormous abilities of
analysis and integration, but | think they are the
product of human intellect after all, and so they can
never surpass human beings. As for the matter of
whatever | lay importance on figures or not, a living
human is not a “human being” as a concept but part
of nature or part of the universe. A living man is not
compatible with Al. It is a problem connected with
the unfathomable outer world and infinity | discussed
before. Thus, the world created by the spatial
encounter of a work of art and nature goes beyond
the boundary of myself and an individual objet—
My sense of scale is derived from the idea as such.

—As Benesse Art Site Naoshima’s concept,
“Coexistence of Nature, Architecture, Art” goes, Porte
vers I’'infini, a work of art, the architecture of the
museum, and the nature of Kuraura come together as
one place constructing Naoshima’s landscape* together.
Lee: While the interior space of the architecture
has been a crucial part in Lee Ufan Museum, the
garden has not been more than an introduction to
the museum. Now since Porte vers l'infini arrived in
the garden, the interior and exterior of the museum
became ambiguous. While it certainly demonstrates

%3 Exhibited in the Encounter Room are paintings from the 1970s through 2017 so that
viewers can chronologically survey the development of Lee’s painting.

*4 As for Naoshima’s landscape, Benesse Art Site Naoshima is currently conducting the
“Naoshima Landscape Project” around the Gotanji district, where Benesse’s facilities are
located, to develop the area as a truly relevant “ground” for Naoshima, discussing how
the “ground” balances with the works of art as “figures.” This project is supervised by
Unittane Landscape Design Office.

(b)) eV o &y, 1974 &, TREHIC, 1983 F, MRS, 1992 &, TBfRIE, 1968/2010 £ (Top) Encounter Room, From Line, 1974, With Winds, 1983, Correspondence, 1992,
Relatum,1968/2010 (TF) "xti&, 2017 4% (Bottom) Dialogue, 2017
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that the world itself has a dual nature, | suppose this
museum will function as a place whose interior and
exterior both have meanings.

By going back and forth between inside
and outside, and especially by having Porte vers
I'infini outdoors, the landscape seems to be always
changing. Although the work itself does not change,
the nature around it changes. Rain falls and winds
blow. As the seasons change, azalea and cherries
bloom. You can expect various experiences in
relation to nature.

—It has been a decade since the museum capped with
your name was created. Since you knew Naoshima, has
the relationship between Naoshima and your work
changed?

Lee: At the end of 2007, | visited Naoshima for the
first time having no idea about the island (laugh)
because Mr. Tadao Ando took me. | had never
imagined that | would have a museum dedicated to
myself. When he asked me, “You have found a place
to install something haven’t you?,” the plan of this
museum has started from scratch. As | had been
interested in a space like a cave, | imagined some
place like the Cave of Altamira only vaguely then.
When we reached Kuraura area of Naoshima, Mr.
Ando said, “This is it, Mr. Lee, it has to be this place!”
At once we agreed (laugh). This was not begun in the

(&), NETHRE-AZEDOTEHACT. BEIZXT. &
BICRTHH T, BEDEDARMOMELZR 2T,
DEMEBEOEBRBAATIEL

TN L 10 FEHE) . SBEDHE TEIRF CE2ET.

COBFFNERABRTADIC. AENALE>TIEEE
C<HVDEMAD D> TVBEE>TLBRETRH F
Tho BIHEWVWOIZERID. OLATKRKLEDD R, &T
BOFEADBERICELKZIEFNTVET, 2EZIIH
ZEROAMTEAL. FFhEdALEEECAMOERY
Mbh )AL, BRIOBIALZVAREDZS|EHT, Z0
EHIZESTHhEOOIBLAZEAKITTOET,
EDLB CHIEREAEFBORERTAEFITES
FODARV, REBEOFEHIEICED DRV 3WDEE
DHBENLIF. HEO—ABRIC L > TN, 5. TE
BRFY) ATEAZET. ZRIOAARLT. APlBEDAQGTZ
£ TG, BTV EDTT . REOZERL2MEI L
EVEELTCABRFNILICHBICAZ LA > EBVE
To EBEDDOKNHULAETATT7EREAVDTEA
T, FOERHCL>TRABOZEMPERNENV L -
TLBEORBEABARACEATV. ZRHARDERDE
NEREHVADTLE DD,

MEF - R EREETF (ARMEEA BRUE)

office, but on site. The plan was not initiated until we
visited Naoshima and Kuraura, and saw the form of
the valley by the sea in Kuraura.

More than a decade has passed since then. Come
to think of it, it took me almost the same length
of time to understand the meaning of this place.
Kuraura is inscribed within myself so deeply that |
feel as if the space of Kuraura might have inflated
within me. However, it is not the natural valley of
Kuraura that | keep in mind. | hope something like
the strength of the space is brought out there as
people visit and breathe new life into the museum. |
am always thinking about this.

As for the Pole Place, simply installing a high
concrete pole does not make sense. Thanks to the
horizontal lines of the three powerful walls Ando
designed, the single vertical line can move the
space. Now that Porte vers l'infini arrived, not only
the space but also the “air” moves as if wind blows
through. We can see more precisely the entire space
of the valley become vibrant. My aim is not to show
the ideas | created but to give intensity to places so
that the surrounding space and nature emerge. That
is what my works are all about.

Interviewed and edited by Tomoko Tajima, Fukutake

Foundation

TBAfRIA - 53&, Relatum-Dialogue, 2010
T4®BRPY, Porte vers I'infini, 2019
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The temples of Kyoto— much like the churches
of Florence—are often museums in disguise, rich
with exalted paintings, precious objects, the work of
artists committed to transformation and light. But
when I visit the islands of the Seto Inland Sea, I
find, more and more, museums that are effectively
temples, chapels of contemplation. I step into the
Lee Ufan Museum, on the island of Naoshima, I slip
off my shoes, I enter a bare space whose silence is
thrumming and I find myself in the same suspended
stillness that usually only meditation-halls create.

This spirit has shone behind Benesse Art
Site Naoshima ever since it began to transform a
forgotten fisherman’s island into a chorus of artistic
visions a quarter of a century ago. Yet as I keep
returning to Naoshima, and its neighbors Teshima
and Inujima, drawn by much the same impulse
that takes me back to Shoren-in in Kyoto, or the
garden in Chishaku-in, I slowly awaken to all the
implications of this fact. These are not places just
to look at and leave behind; they’re spaces in which
to look within, collect yourself and return to what is
known, but much too often forgotten.

Part of the excitement of Naoshima and the

islands nearby is, of course, that they’re constantly

changing. They follow the rhythms of Nature as
much as of Art. Each time I return, there’s a new
installation, coming up amidst the fields like a fresh
flower. Always there’s a sense of things in motion, in
passage, shifting with the seasons. And the essential
premise of the entire project is that every work of
art, however fixed, becomes new every moment as
the light catches the Walter De Maria spheres on
the beach, transforms the ceiling of James Turrell’s
Open Sky, darkens some Monet water-lilies, glints
off the Hiroshi Sugimoto photograph hung on a cliff.

Yet for all this fluidity— the sea itself and
the sky may be the main contemporary artists
on display around Benesse House—it’s the call
to changelessness, an eternity within, that most
pierces me on the islands. I returned in the bright,
noiseless days of early December in 2018, eight
years to the minute after my first trip to Naoshima.
I walked down the noiseless road above the
sea to the Chichu Art Museum and sat down in
Turrell’s chamber of silence. There were many
more visitors than before, the weather could not be
exactly identical to the way it had been 96 months

previously—and yet I felt as if I were gathering

myself before an altar of sorts more than shuffling

(k) HhEfE. 70—F- - EXE (B) Yx—LX - 2L T+—T >« H 4 Left: Chichu Art Museum, Claude Monet Space Right: James Turrell, Open Sky, 2004



around a museum.

Put differently, it wasn’t everything new that
stimulated me, even though I sought out installations
and projects I hadn’t seen before. It was everything
out of time, which rhymed with and spoke to and
drew out whatever is out of time in me. A church
is about unity as surely as a museum is about
multiplicity. In the Benesse House Museum I was
taken into twenty-seven directions at once, pulled
this way and that by different visions; but across the
islands, I felt as if I was in a single mind, as when
one walks from cloister to prayer-hall to cell, and
senses all of them as part of a single body.

Not a single dogma, however: the power of
Naoshima is that it speaks to the spirit, but not in
doctrines or texts. I wasn’t being asked to attend
to a specific way of looking at the universe; I was
simply being invited to reflect on the universe,
within, without, to slow down long enough to go
deep. A chapel is a doorway to an inner domain
that gets lost amidst the clatter, the clutter of the
external; the museums of the Inland Sea are, often,
like almost empty rooms that give one space to be
filled up.

A chapel doesn’t require analysis, though

that may be how some of us respond to it; and by
taking us out of our heads and into our spirits, or a
slant of light, it binds us all together. What moves
me in the Teshima Art Museum, year after year, is
that all of us who go there are brought together into
a circle. I don’t register the presence of the others in
the space, because all of us are in the same silence,
all of us are sharing the act of observation. The
other guests, the silent guards themselves become
objects of contemplation.

“Observance” is the word that comes to
mind. Observation in its highest moments is refined
into observance. In Japan people observe the
seasons in two senses at least; they go out from
their homes to look at them, and they treat the
inflections of the year as ceremonies that remind
them of what is larger than themselves. Naoshima
takes this deepest and oldest of Japanese traditions
and makes room for it to play and flower. It reminds
us of the gods within the sea that stretches all
around, the heavens that encircle one from the hill
behind the Oval rooms. It invites us to be quiet
enough to hear what’s happening when nothing
is said. Even from the café at the Chichu, we can

catch the sound of water lapping against the shore

LEXME. AL "BE, Teshima Art Museum, Rei Naito, Matrix, 2010

and watch the long horizontal canvas that the sea is
constantly revising.

I’'ve spent my life wandering the great
museums of the world; for more than fifty years
I've walked around the Louvre and the Tate, the
museums of North America, to see what’s new, to
follow the changing exhibitions. I do the same on
Naoshima and Inujima and Teshima. But deep down
I come to the islands, again and again, in search of
unchanging exhibitions, an anchor and a sanctuary
in a world too full of distraction and noise.

I step into the chambers as into some
neglected corner of myself where I don’t have
to rush or plan; I slow down to the point where
the plants along the road, the colors of the Seto
Inland Sea become urgent and reviving. I startle
my friends by saying that on these islands of the
new millennium I find what I look for in Horyuji,
near my apartment in Nara, and what I first sought
out when I left my 25th floor office in Midtown
Manhattan for a temple on the backstreets of Kyoto.

A museum often keeps up with the times
and shows us the latest thing. The Benesse Art Site
Naoshima does this, too. But a chapel takes us back

to what is ancient—in fact, ageless—and gives us

the shock of the old. I'm planning my next return to
the islands now, and I know that everything will be
different because the light, the clouds, the rain will
be remaking everything.

But underneath that, I'm counting on the
most restoring beauty of all, particular to the islands
of the Inland Sea: that everything will be the same,
as it is when I return to my regular monastery above
the ocean in California and close my eyes so that
everything that’s precious, within me and without,

rises to the top.

Pico lyer is the author of more than a dozen books including,
about his first year in Kyoto, in 1988, The Lady and the Monk, and,
coming out this year, two new books about his adopted home,
Autumn Light and A Beginner’s Guide to Japan.

LEXME. AL "8E, Teshima Art Museum, Rei Naito, Matrix, 2010
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From the Archives of Benesse Art Site Naoshima
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Benesse Art Site Naoshima has preserved documentation on its activities since the 1980s.
From these archives, this issue focuses on Cylinder Bisected by Plane by Dan Graham.

2« UL TREICE>T298 &N AMARE, Dan Graham, Cylinder Bisected by Plane, 1996
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Dan Graham was born in the United States in 1942.
He first began critiquing and making works of art in
the 1960s. By the late 1970s, he was creating works
with reflective glass called “pavilions,” taking on a
form somewhere between architecture and sculpture.
Each “pavilion” is site-specific, planned and exhibited
according to its location, with the glass material
reflecting the surrounding environment and viewers
looking at the work.
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() RSN ERABEORAREBEBENEEGKOBSAOAREHFELNVE>TRAS. () EREAFOREEAYHIARNM—EPICA S, Left: The reflected landscape and landscape in the
background seen through the work overlap with each other. Right: The viewer is also a part of the layered landscape.

Cylinder Bisected by Plane by Dan Graham is located in front of
Benesse House Park, in the center of the front lawn facing the sea.
It is a cylindrical sculpture composed of reflective glass, 450cm
in diameter and 210cm in height. Its interior space is bisected
by a reflective glass plate inserted vertically. Two sliding doors
can be found on opposite sides of the curved exterior wall, and
it is possible to enter through either of the two semi-cylindrical
spaces.

It is mesmerizing to see through the work the landscape on
the other side, and the overlapping reflection of the rear view in
the exterior glass. From inside, with reflective glass walls both
in front and back, the view becomes even more complex, and it
is difficult to distinguish the seen-through landscape from the
reflections. On the glass partition in the center, one can see not
only the view of the hills, the sea, the sky, and grass layering each
other, but also an overlapping of the reflection of oneself as if
gazing from the other room, together with the sight of viewers in
the other room. This experience confuses one’s visual perception
and sense of gaze direction, presenting new ways of seeing and
thinking. Transparency and reflectivity of the glass changes with
the strength and direction of the sun’s rays. As time goes by
throughout the day and the weather and seasons change, the sun
shines from different angles and with different levels, thereby

creating a different experience of the work each time.

It was in February of 1995 when Benesse Art Site Naoshima first
approached the artist about a commissioned work. Graham always
makes careful consideration of the background and history of
each installation site in making his work. Before submitting his
plan with drawings and a model, Graham visited Naoshima in May
1995 to consider the material of the work and the location for
installation. A reflective glass with low reflectivity was selected.
As a result, the reflection of the landscape around the work is
not very clear, and so what is seen through the glass vaguely
mixes into the reflection. The site for the work was decided on
as the center of an open field gently sloping, facing hills to the
north and the sea to the south. From the grassy field where trees

grow sporadically, one can see as far as downtown Takamatsu




() 1996 FLUB OISR, RUSTTV M1 SUROF+> THOEFHF DS B, (L) EROBIROHETF. (FL) &2 FINALENERSMEFEROFO—(> 5, HHUHFREBRREDN
FTEhdE3ROONE, (AT) RECERFALOEF. WHRAIC 2006 FICBTIUANRYENADIR /=5 HILD, Left: The work in 1996. From the reflection of tents, it can be seen what the
camping ground was like at the time. Top right: The work under construction. Top far right: The plan drawing approved by Dan Graham designating the glass partition parallel to the beach.
Bottom right: A recent view of the work. To the side of the work facing the mountains is Benesse House Park, constructed in 2006.
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and the Seto Inland Sea spreading out in front, several structures
designed by Tadao Ando, colorful sculptures, and visitors coming
and going. The glass “plane” that “bisects” the interior space of
Cylinder Bisected by Plane is installed parallel to the coastline so
that one can have a frontal view of the sea from the interior space
of the work. When the work was completed in February 1996, the
area was still Naoshima International Camping Ground. As the
camping ground was closed in 2006, the tents and some of the
sculptures were moved to other places, but Cylinder Bisected by
Plane remained in the same location. While its surroundings have
changed slightly, the relationships between the work and the
hills and ocean, the work and the buildings and sculptures, and
the work and the place, including visitors to Naoshima, remain

unchanged.

Cylinder Bisected by Plane is one of the earliest works of art
that Benesse Art Site commissioned. It shares significant
characteristics with other commissioned works on Naoshima,
such as being based on a thorough understanding of the site,
incorporating the landscape around the work, and taking on
different appearances as time passes throughout the day and the
weather and seasons change. By continuing to commission works
of art with these ideas, the activities of Benesse Art Site Naoshima
have consistently provided inspiration and planted seeds for
thinking about nature, landscapes, the history of a place, and the

concept of time.

Text: Yuki Ariyoshi (Fukutake Foundation)

En00EUE

Islanders’ Stories
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Mothers of Teshima

For the period of the Setouchi Triennale 2019, a local mothers
group called "Kamedaya" set up a stall in the open field next to
Needle Factory to sell fruits produced on the island. Strawberries
and kumquats were available during the spring season, and
strawberry gelato and fresh blueberries were offered during the
summer, providing refreshment for visitors to the Triennale with
tasty fruits. Kamedaya members, Ms. lwanaga (right) and Ms.
Yamugi (left), commented, "The busier we are with customers,
the less we feel tired. We are happy when the fruits sell well
and when we can chat with our customers. We feel revitalized.
Communicating with people is the best part of it." Several
customers have had conversations with the two mothers about
their personal lives and some have even taken photographs
together. Such exchanges have surely been memorable
experiences for the mothers and visitors alike.
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About the Benesse Art Site Naoshima periodical magazine

“Benesse Art Site Naoshima” is the collective name for the art activities conducted in Naoshima, Teshima, and Inujima by Benesse
Holdings, Inc. and the Fukutake Foundation. Through our activities we aim to promote inquiry into what true wealth and true
happiness are——what Benesse (=Well-Being) is, and to create opportunities to do so. Through this publication, we hope to convey
how Benesse Art Site Naoshima is seeking for Benesse, by introducing and reflecting upon the art activities, developments unfolding
in the Setouchi region, and experiences resulting from the encounters with art.
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