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Space Lee Ufan’ opened on 10 April, marking it as the second gallery that highlights
the artist’'s name following Lee Ufan Museum, Nashima [opened in 2010, SPACE
issue 516). It took five years for the gallery to be completed, starting with the
original plan of the building Lee Ufan’s personal art museum in Busan Park, to the
modified plan of the current annex building at the Busan Museum of Art. Daegu

also offered an art museum with the artist’'s name, but its efforts were discouraged
due to budget constraints. Busan seized the initiative, even though it was the last
bidder while the Gwangju Museum of Art, which possesses the Lee Ufan collection,
was sluggish in its efforts. People have high expectations of the first gallery

named after Lee Ufan in Korea, born amidst an invisible bidding competition. Lee

_ Ufan involved himself in the spatial design and even in the exhibition design, to
j; ' make the space itself a work of art. Hé created spaces that link each exhibition
hall and expressed his own architectural philosophy that ‘work of art is not the
a2 l X FEhe RESRELT) * Wewnty & 35 object itself but the margin formed by the relations with its surrounding space’,
A | SPACE has followed Lee Ufan's career in Japan, published articles on his work
since 1969, and presented his analysis and talks on Moho-ha in series of specials

(SPACE issue 100, 277). This time, SPACE organized a dialogue, an interview

-*;' - * = s, o
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o R and an architectural essay on the relation of the artist's work and space, the

roles of Busan Museum of Art and Space Lee Ufan, collaboration of the artist and
architect, and other relationship matters surrounding space. In addition, SPACE

will disclose its archive on Lee Ufan to rehash the theoretical side of Lee Ufan.

edited by Woo Hyunjung | designed by Lee Noeul | materials provided by KAGA architects & planners
lunless otherwise indicated] | photographed by Yoon Joonhwan
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Vibration of the Void,
Spaces of Resonance
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On 8 April, | had an appointment to meet with Lee Ufan at Space Lee Ufan while it was making its final preparations for the opening night. However,
upon my arrival at the Busan Museum of Art, | could feel an unusual vibe. The curators, architects, and editors from SPACE were keeping their distance
from the gallery. The details of the case: It all started when Lee Ufan’s Relatum (2015) was moved to the other end of the gallery for the workers to
complete the floor finishing. As everything was so urgent, nobody thought about drawing up a plan before moving the art piece. Lee Ufan, who saw
his work moved without careful thought was so furious that you could hear his enraged voice from outside the gallery. Some might think, what is

the big fuss about moving what is basically a pile of rocks. But, after reading this interview article, you will learn the gravity of this incident, and see
how having a short temper might be a prerequisite for artists. After the storm passed, | entered the Space Lee Ufan and saw the artist meticulously
inspecting all corners of the gallery, decked out with jeans [pants and jacket) and a purple scarf that fluttered as he moved around. The overall
design, smooth wooden chairs, and even the small ‘cafe’ sign on the wall in Space Lee Ufan did not miss the master hand of Lee Ufan. This article will
soon be faxed to the artist as well. In a world with ubiquitous e-mail and smartphone communication, Lee Ufan holds his own philosophy on time and
relations, as he only uses what seems like a relic of the 20th century as his sole means to communicate with the outer world. | listened to Lee Ufan’s

story at Space Lee Ufan.
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Lee Ufan, Dialogue, Acrylic on the wall, wall painting 70 X 81cm, , wall width 657 % 415cm, 2015
Lee Ufan, Dialogue-excavation, Acrylic and Sand on the bottom, painting 51X 78cm,
sand bottorn 265 X 265cm, 2015
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Lee Ufan dropped out of Seoul National University and moved to
Japanin 1965. He led Japanese avant-garde art movement Mono-
ha and participated in several solo and group exhibitions. Recently
he held his retrospective 'Lee Ufan: Marking Infinity'(2011] at
Guggenheim Museum and a huge scale of sculptural exhibition
‘Lee Ufan Versailles'[ 2014 at Chateau de Versailles.

Jung-AhWoo is Assistant Professor at the Division of Humanities
and Social Sciences in Postech, South Korea. Woo earned

her Ph.D. in art history from University of California at Los
Angeles(2006),and M.A.(1999) and B.A.(1996) from Seoul
National University. She regularly contributes to the exhibition
reviews of Artforum International and www.artforum.com.
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Jung-Ah Woo (Woo): Is there a particular reason why you have a certain but it did not really fit with me. | leaned tow what | could do. In the process |
repulsion against opening the museum named after Lee Ufan, after so many was greatly influenced by mini “However, as Donald Judd said, if there is
other districts and cities besides Busan offered to build your museum? nothing but the subject, then as my work becomes simpler, you begin to see what
Lee Ufan [Lee]: This is an annex building, not an art museum. It is merely is not the subject. That's surroundings. This is a phenomenon completely different
a space for my work rather than being an independent art museum. An art from minimalism. There is a long history of minimalism-like simplification
museum has a certain stereo type. Although | declined the establishment in Asia. It means to moderate, to but away the self, to accept and admit the
of the museum in Naoshima, architect Ando Dadao persuaded me to ‘build external. The traditional thought of cutting away the self in order to accept the
a space you want’ rather than thinking of an art gallery. | wanted the space external ultimately led to a minimalist expression. Maybe | am greedy, with my
to be first, deviating from the typical art museum, and second, whether it's desire to accept greater things, and to express what is greater than the self.

a painting or a sculpture, space is important to the basics of my work, and

| did not want to be viewed as a specific work within an art gallery. Space Woo: After viewing works by, and reading words from, Donald Judd or Robert

was very important here, too, so | paid more attention to the installation Morris, there are many points of connection to be made to your work. In particular,
compared to Naoshima. If Naoshima were focused on space, then here the note the situation in which the viewer goes through a physical experience as
focus is on the interactive relationship between the work and the space. an artwork occupies a space. The artists said they were influenced by Merleau-

Ponty’s phenomenology, and you said you were influenced by Minimalism.

Woo: You've pursued work and critic concurrently. | am curious if Lee: | was influenced. | sought out and studied Merleau-Ponty, Wittgenstein

writing is an effort for you to find the balance between theory and and Heidegger, and after graduating from university, | was influenced by a

work, or if one is the focus and the other the alternative. philosopher named Nishida Kitaro. | would say that the method of putting
Lee: Everything has a duality, two sides. However, itis not that | first forward a subject that goes beyond an object, is to enable a view of what is
establish a theory and then express it through artwork. All art, of course, not the subject rather than negating the subject, taken from Nishida. In the
must be supported by theory, but | believe it should begin and end with the West, Merleau-Ponty argued for the theory of the body, but its revelation
senses. My idea is that you might have thoughts of a concept of a work, leading to finding a subject’s reality seems to not have been understood by
but through various processes, that concept is broken, and the body, the contemporary artists. For example, works by Sol LeWitt or Richard Long
the object, and the space intervene, finally coming together to form the appear the same wherever they are. My works look different in different
work. This work was different from the existing concept of art and had spaces. They become art through interaction with their space. | paint by hand,
difficulty being understood. | had no choice but to write in order to make and during the installation, choose the stones and move them by myself.
it understood. | wrote out of frustration, and those were put together to My corporeal being is closely related with the space. Regardless of knowing
form a book, and | became known as a writer, but the base is in artwork. the meaning, something must be felt; meaning is a level or two beyond that.

Thus, | came to give weight to an architectural space where a vibration can

Woo: In 1960s Japan, there were student movements such as the security be felt, where an inseparable relationship with the artwork is formed.
struggles, and the university-wide coalition struggles. The art world struggles
with the character of the anti-art movement. Your work is not outwardly Woo: As we come to the 1990s, ‘site-specific’ was discussed, and ‘relational
combative, but has on the other hand consistently argued for the need to aesthetics’ became a topic. As you said, an art gallery became not a space
overcome the Western modern age. However, it is different from arguing for to appreciate completed objects, but a place where the incomplete project
areturn to Japanese-ness that has always existed, in order to overcome the thatis the artwork meets with the incomplete subjects that are the viewers,
modern age. What was that modern age that you thought had to be overcome? and relationships are created. You have made relations a topic for 30 years;
Lee: In the late 1960s Japan, there were anti-establishment student movements, how do you evaluate it when you hear the key word in relationships?
and | was influenced by them. However, | do not directly fight, as if I'm painting a Lee: | may have used that word with ease early on because | studied philosophy.
fist. For example, in the wark The thing and words [ 1969], there is an unpainted In particular, | was influenced by the Greek philosophy, which maintained
canvas. This implies a negation of the painting, or a problem that precedes the that all objects are created not from objects but from relationships. It may or
painting. Another is a work that broke a metal sheet, with a glass and rocks may not be related to the relationships as mentioned by Nicolas Bourriaud.
placed on it. Itis a curious situation in which the glass did not break but the However, | wonder if it is problematic to obsess over relationships. Relati
metal did, a trick if you will, that indirectly criticizes and poses questions about are not revealed, they are hidden. Thus, my recent thought relatin tles
the reality. It was a perception-based resistance, to show that the reality cannot include From Point, which discusses beginnings, or From Wind, ich

actually be trusted. Of course, | really did participate in the resistance movement, emphasize harmony with other things. Dialogue or Correspﬂnﬁénr:e, recently




used frequently, mean that it is not the individual, but the presence of a
counterpart and a background. Space is the most important. Asia’s traditional
paintings show empty space, and itisn't limited, as is commonly thought,

to the unpainted space in the landscape paintings. The space | am talking
about is constituted from the vibrations that come from the clashes and

harmonies of what is and is not painted, as they stimulate each other.

Woo: There are painting works, such as From Point, and installation works, such as
Relatum, and these two seem to differ greatly in the ways of making and viewing.
Painting is a work that involves a meticulous use of the body, which leaves the
viewer to only a visual experience. In the Relatum, the body is conceptual rather
than actively involved, but the viewer has corporeal intervention. Itis as ifoneis in
the scope of purely visual painting, and the other is in perceptual phenomenology.
What am | not seeing, that overarches these two areas that seem separate?

Lee: You are right. Painting and sculpture as categories have changed little by little
over time. One is flat, the other is three-dimensional. Broadly, that is so. Work on

a flat surface is two-dimensional, but the world isn't. Thus, the flat surface itself
can be seen as a concept. However, the flat surface | work on was intended to give
the feeling of a flat space that involves three-dimensional space, with the added
touch of brushes, or the paint mixing with the canvas. In fact, standing in front of
my work, you can feel something going beyond flatness. That is to say, itis in the
painting category, but has spatial and corporeal characters. In sculpture, bigger
lects and others’ help are used, but that does not change the concept. | seek a
stone or bring a metal sheet, but that involves my choice, and whether it becomes
artwork or not is on the relationship between them and what | thought. It is similar
for painting. It is not a matter of my ego, but a matter of going into the work's world
that the space has. It is not about perception, but of the senses. | believe that
excessive rationalism led to problems of the modern age. Reason only thinks of
‘plus’, only creates and rationalizes. Civilization has developed, but the reduction
of the areas of the body and the senses leads to problems. | could bring a stone,
but it could not purely be a stone. | am thrown into it, the stone comes to me, the
stone smells of the space and me. Like this, it is important that a connection be

made with the external, and another world be seen within this relationship.

Woo: After opening the space, there will certainly be viewers who say that ‘you
call it artwork after bringing just a stone’. What would you say to them?
Lee: Then | would say, ‘It is a stone, but there must be a reason that the
artist brought the stone here?think about that reason’. How about saying,
‘It must be to ask for a different perspective without being tied to the fixed
concept of a stone, so would it not be good to take a different view?’ However,
explanations should not be forced. Five to six years ago, | was doing an
exhibition in Yokohama, Japan, and it was the Aged Day, which meant a large
number of senior citizens had been admitted for free. When | went up to the
second floor, the guard and the old people were in an argument. 'l came to

see the paintings; where are they?’, ‘Right here'. ‘Not those, paintings’. Like
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this, to people who look for ‘paintings of flowers’, explanations won't work,
Modern art leads to these situations. Modern art is in motion. It comes from a

situation where value is not yet determined, and | think it is to be expected.

Woo: Modern art expects art to be ethical. It pursues politically

correct art and artist. The same goes for the art of participation and

community. Do you have a standard of politically correct art?
Lee: Artis a lonely process. At the very bottom, it is connected to the society
and the universe. However, the artist cannot be a completely realistic, mundane
citizen. The artist always wants to look at something, be thrown into something,
to touch something. Basically, the artist is anti-establishment, and the anti-
historical, as Foucault says, is somewhat cynical. However, to have an ideclogy
and participate in social movements is at the level of being a citizen, separate
from being an artist. | think that is not at an artistic dimension. You say l initially
criticized modernism, but imperialism and colonialism, even though many may
think they are difficult, are the easiest to understand. Then, what is the artist’s
modernism? It is when the artist thinks of the canvas as his territory and
unfolds his ideas. Mondriaan and Malevich’s abstract paintings are, | think, the
examples. Malevich's absolutism literally means it belongs 100% to the author,
and that means this absolute does not have the external. Such abstraction
without background has long been broken. Ultimately, Malevich turned to urban
planning, and Mondriaan went to New York, and changed to integrating the
self and the reality in works such as Broadway Boogie-Woogie. Do you think
Malevich ultimately changed because he could not win against the pressure

from the Communist Party? No. He thought for himself and gave up absolutism.

Woo: What is your secret to maintaining physical and mental energy

while doing all this work?
Lee: You have to fight. Maintaining constant tension and fighting at the cutting
edge gives energy. If fighting is not possible, then your own foundation should
be made. The problem in this finance-capitalist world, the moneylending society,
is that the value of labour is disappearing. The basic logic is that labour creates
value; itis no longer true. What | want to say to our youth is that if you want to
sustain yourself for the long run, without being shaken or being influenced by
others, the only way is to study, to build up the knowledge of the humanities, to
make one robust. A good struggle with the others. | do not set goals. A goal makes
you get there by any ways or means. When | say From Point, or From Wind, people
always ask, ‘And where to?' But for me, there are only beginnings, and no goals.

After the official interview, a private conversation followed in a more relaxed
atmosphere. When discussing the stories of his youth, when he made up his
mind to be an artist, and when recalling the anecdotes of Kim Sco Geun or On
Karawa, artists who have already become historical figures, | could not feel
the time difference of the decades. In that Lee Ufan Space, the condensed
time of the artist is wholly contained in that moderated structure.






