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1) Ann-Marie Stillion, “Do-Ho Suh, A Citizen of Art,” Northwest Asian
Weekly, August 16, 2002, 5. “At first glance, Do-Ho Suh’s rise in the art
world seems meteoric. Just five years out of school, his work is experienced
globally and seen in some of the world’s most important museums, including
the Whitney in New York. In 2001, he represented Korea in the prestigious

Venice Biennale.”
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1990ty Zw9kyt 2000th Zgt Afojof oo H2E E&f njyd|3y

Tl 2o} oln] YYshH BAEY] wRolct

Jejut HoR © F AolML olgid EAPt sk Uehdtt. E3] of
Aze Mz, A WA, AEHA ¥ 5 2 vl e AFS0] BE
19950l RAE|giSols B7etn 1990y vl %Aw g3 o
50| el wolsl Ralglt), olis A4S WeHes MEsel wA

e EﬂoﬂE 7okt —‘%Xﬂé o}7|519ic}. AE 359 -‘?‘-]E:}% ?:_1,1‘3_};5'2_;_ <

3314;5' 2 74150}7\] ore ZH 141\}210] /\]7L7d ;Hbloﬂu} _4}.0}04 11:_6_94
BAS kglo] ot O tjEQl o2 HLAIL AMESJ} ofxJot 1b]&0]
Bdet 1990¢toll <AE >0l ORAoMdE HAHFHOo=m LRSI A

oAl TS & AT FYSIATS) 2 ol2iet o] MER
A
o

LA ojsists © Atk B2 AZs R AL Bdsich 18 ofis
2y I AT 1900dT) F9 ohEstrolo AEstE o3 WsE
nefdl BIS © NEEO BAS ojsist © ol Yk HES Aza
AL RAT FT NS BAS uEtRE o ABo| @ 7HHQ
20| EVIElR] 23 20| A} © Zolck

meh o] k2L 19904T] SHRE 20004 ol o]2i METI

B4S ZHHOR CRole PSR 1900Wr) WyeE Az 2ot
=05 FHE Folch oE kol: Wo= © I Aol Fr EA
B3

—

o
25 IAIE CejubA & ot opulzt 259 SHHEER] 23iE

- -

5) R4, TRI=dduiey S2ZE - LAY MRS AlRIE 4o, R
ol 9715y, 2013), pp. 327-346. 1 QoI& 0|, M5t Hoinj&9 SA|
th/goll Eet At 1990t 27Hs9] 25 SR (Matista dietd gy
DledduE HARR=E, 2019) Zu 50401% MEZ7F Zjoll ofrJop] o]o]z]
£ S0ig BYY 4 0 & ARAY Pole FEHQA dF2 o 2e ol
AlZTol FAH LR Bifshs Zlo] 7o) Hentez 20}z &

o} ol2ist HoA ZYPul9 =22 A =83 1 Wt ZRsith
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ZH2 JEE AT ot JIE2 AEES 1 FH HESIZ A+ O
AT, 229 o 29 ojlg¥zol Aoz JAHE A gL Tish
= 27| a8l 2 1990t SRFEE 2000 TH

Agtol]l ZA 0|20 MEZO NAKY B4E AE2 =R 3F NS
=

!

r-Iu:

-
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A 273
8, 1995
ol% Jhs% ¥4 53Y Ul

1. 34 £349 28

MESE 2003 9€ OFE 21(Art21) QEHOA oz = Z 2o
sl ® wiEe @t aze MEssh 1994
SCOIUHEAZTQBTRRIONA 8 IFYS il RE8O=2 FAR AVIE
Agel gt BAI ARee Juisrh AEst ¥ Mol & AHE
sty ot 2= oY Zdu|olthdt (Columbia University) 220l
St OIEE & £ AT Ty 232 Z Ayl ATATE fR|6]
A0 TR AloEFT. MEREs SHILR tEES AgES oA

—
oixjgtoE WolsHA WS 4 YA ZEol WZsYT Id F 1:
SUIIRE EST P AW HEE §22 wWeR ofsd Y|ojo] Y
1 272 D22 $7427|2 AU

Jeft 7 SEE EYE MESE oY tifed Adg AAsls
AMHOR olgEX Ralgth wWepM 1k oS N2 AL HEOR
927 o e Fu2 A 2712 steict o

ol Z2AES o2 viz ZYHlottisty 2 (Watson Hall)oll It

2AQL Fo] A=

o

19 24 516 Zct

NESLE 94 51629 X122 shsit AZskil Zgste o2 o
DRHES AT I AW WOl ¥A WEE 23 P2, 21|
A5 molm, 9%, BAIE, stooler We RE 7B A2

6) Do-Ho Suh, ““Seoul Home/L.A. Home” —Korea and Displacement,” interview
by ART21, art21, originally published in September 2003, republished in
November 2011, https://art21.org/read/do-ho-suh-seoul-home-la-home-korea-and

-displacement/.
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=

TEM AL =S IFHh 3 2 OE Hed 9o g dE AR
&713L GMsHAl Hi=dstol 516 29 EAlEs

EAE2 HEHCRE 516 3o T 9 AAARCHE 1)

o] AMEZ <516 3-1(Room 516-1)>0]2t HHSIHA <516 - >0

516 59 W4 E37 njgolzta AwsisTt)

AR <516 T- 1>2 1960 Wch YollA 1970 Wth = Atojof] S5 A4
EXA Uley I AL 2SS 1960 Wiyt 1970 Fd 29 A4
E44 tle2 §F F29 2d ol gHsSto] AZESIc urolg
o} A{(Michael Asher, 1943-2012), ® ¥ 31{(Mel Bochner, 1940-)2 B|Zs}

o |
Q20 2ol A NS LBt o] AYSe ojzf TelE B
Hxsgle W PO BRE WS AEe Azsgch B
=
=

=

A~
o] AISS YA WOl E ¥ %ol WO AY 5 F Y2 A3

A

27} olelsl £ WXS Bsto] AW AR 8ol A 1 g
WA A2 & 9Pl St
5163-1>E olgh SAS YBS AFAZCE MESE A2 W X142
Jgto2 stof piad 2AZS ARSI o BAIELS 516 20] AXHIL
W 25 PWEE 1wl RS BHASE g sy 7k
oY BAIB0] M| Hols WHS Aol A elort.
Jeih B 516 29 BAiZol MAIED LR AAHA 1% Tt
ptoln AmeAl =igich o THoN BURE 51689 HEH Q4E
MEA Tk 4 Al Eigic

23t MRS e JIz Fa EFY vgde 2E Aolg

7) Do-Ho Suh, “Room 516 [ 516-1 /[ 516-11."(1995) AMduj&¥ Leeum WM,
TqEs: A £9 A j(Agu]sd Leeum, 2012), p. 33. “The muslin cover, as a
made-to-measure garment with a perfect fit, is a site-specific installation,
Room 516- 1, whose site is Room 516 (€€ =z} Z4X)

8) 1960 Wyt 197090 =9 HA EXHZF wj&o] BsAE Miwon Kwon, One
Place after Another: Site Specific Art and Locational Identity (Cambridge,
Mass.: MIT Press, 2002), 11-13. Douglas Crimp, On the Museum’s Ruins
(Cambridge, Mass.: The MIT Press, 1993), 16-18.
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APt 7S Z4& EFA njeoAes HAREH RolEo: F21d BE5/40]
ZAEQ} o] AMMLe 1969 ZHE ufj2](Robert Barry, 1936-)9 &
ot IFsHAl Teidtth. wizls GAl gt QIEFOIA (o]l A
Fao] oA AREQIeH [webAM] mEz] gis g3Y & Y
O]o}7|5}9dtt.9)

2tdo] 1 2 FaoM 22E 4 glte H2 1980 9tiE ARHA

H. pu o
g4 EFA vjg9 EHCE ¢& FoHl BZAEHSY. 2XE AM2hRichard
Serra, 1938-)9] <7|20J% S (Tilted Arc)>S E® =Ae uiz 1 A7|7}
H ACE MNizhe A9 oS QFshs Aol st SHMTEA Fa

d|m

Mo

34 029 22 2542

257} “hgEyolte 5%

o

272 YAIgtHE 2).10 2= <7|g0j3
FAE gsto] 9Fgn grole” “FA

ok
ot

9) Robert Barry, “‘Four Interviews with Barry, Huebler, Kosuth, Weiner,”
interview by Arthur R. Rose (pseud.), Art Magazine (February 1969), 2. Cited
in Kwon, One Place after Another, 12. “--- made to suit the place in which it

was installed. They cannot be moved without being destroyed.”
10) <7120 &>& 1981\ A2gt7t GHsHEQ] A7 (Federal Plaza)of Ax|$t
33 2ol o 4Ye) @O Nel: Il 1 Yot o Holek Gske
Ajst Fwe L. of WL AYBIS stRA2E WAloR Eol ol

£42 UlRR ALY Aoks AUSIY Al BRSOl <Ig0id £>8 il
sto] 2x20 AL NI FW FHL U LolsY £ WIS
Jlistieh. Jei 19 ot 98 AloAle RwAos HYHA 2Hch 1

AT <goin 5>3 Th2 3o® $Aok site 2ol AlEgT of =
ZAof= 0] siF:2]H(General Services Administration)o]] M2 B

o &2j¥ TioJorRE(William  Diamond)7h  QQHt.  ThoJopE
<1201 2>7F EA] njEE oz H29 e FVHIItE & o3 OlRE
S07in o] AAS HAsHob otttn  FEsHAl FSIFH. FAl tleAls
tjojorzL ol 2 *Oﬂ AGsHA Bidistlew J2o|: E+5ka HoJot2EE 1989
<1803 2>9 HAE APt <TI0 =2>9 AF gt 28 s
=2tg JAHHe2 AmEH Clara Weyergraf-Serra and Martha Buskirk, eds.,
The Destruction of Tilted Arc: Documents (Cambridge: MIT Press, 1991)¢t SbA|
Richard Serra, ““Tilted Arc” Destroyed,” Art in America (May 1989): 34-47

23,
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A2 WAS 4 glon” wep aele gl
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e A&HOR XA

ME
ol
_o'g
39
a
[
olN
2
>
Y
o
]
B
o
i=)
i
X
2
ol
rN

=
=24 BEde F4& EHA uigg WY HE= z}ﬂé}ﬂl
A
:LF_-]L} NESE olgfst HEos Estn Fh
&3 BEAES s o2 AR olsAFT od
Off el AR gle e 139 Ay Iez FAFHE
<516 -1 (Room 516-1)>2t1 YHEHA YO onjg Hoj =g}
MNESE 9Al REO “Zart [Hef9] YAE "o [MER2] F¥i
S07I Faet FEEHAY 52 RYHEE Fde=Ex Fa EXY
OEo 1 Aol 5165 DZ2AHETL 7|29 ¥4 EFH 0
T Qotn FulstAl g3l Zlojoh 2P0 MESE YA E
o] YAZHE ERegegx Rolg oloprlstazt ofREt? o
£44 nlgd =¥ BEsdol =&k Fa9 F
FHghote A7 132 4o 5162 EEZ“E% ofgA siME
Q)271? o] AL 1990 Wrf Hwro] v]&ArH uhlol|A] ojwst 2|&H 0]
AXF > ASTN?
1990 ] Myre uje@yt ule Agol 1960 ddh olso] 2AXo=g
E5t A|Z]o|oh13) 1960 FAch ¥ 1970 Hof 29 YA EFH njgk

NEE Fa

o ooy M oXx
4> o ro o mu mo pu

€«

11) Serra, ““Tilted Arc” Destroyed,” 350f|A ZI& 9182 “I want to make it
perfectly clear that “Tilted Arc” was commissioned and designed for one
particular site: Federal Plaza. It is a site-specific work and as such not to be

relocated. --- To remove the work is to destroy the work.”
12) Suh, “Room 516/516-1/516-1," 33. “Room 516-1 is Room 516-1 taken

out of Room 516. Here, 1 take the site-specific piece out of its site and expose
it in an other, larger, and unrelated location. -+ I work on site
(sight)-specificity by making the site exit from the site, enter into the site,

come together with and come apart from the site.”
13) A= o] g BAlele ol 2 Hujd WS 5T, Kwon, One Place

- 14 - ] 2t



I8 A oY I ST ozt AMME Fa EYH e
QAP GAL w0l =A SRtk Fold &g £+~ Qi 7t
m2]AlHtjo] &£ (Musée d’art moderne de la ville de Paris)2 1989 &
(Hgul&9] ZHY(L'Art conceptuel: une perspective))S E35lo] ZHE
2], oto]Z ofM, ¥ B34 59 AUS HESH IJEYD|eHES 1990
(MZ2L 27+ 1965-75: 7|5latat H|A %] AlO](The New Sculpture 1965-75:
Between Geometry and Gesture; O]} A2 RXZF 1965-75))S U250
X E A2}, vi2] 2 BHBarry Le Va, 1941-), BZA U232 Bruce
Nauman, 1941-) 59 &AAS IRt E FEUYD|eHS o5
1991 Holl=  (H]23A  2B87|(Immaterial Objects))S 7|&ldlo] Z
Ott2f|(Carl Andre, 1935-), W Z2§dl(Dan Flavin, 1933-1996), X E
Mzt 59 Zle WS F4 EHY nja9 WAL 02T 9 X0
T ulsdo] ZSHER] LUt 1990 HojH L& AT ¥ I3 L

Zejels REo] 1960 At FNlo) AAE Y: EYH FYSS U421

AAJTE AHRo]  FEEJZ(New  York  Times)9 FEIF =HE
AO]A(Roberta Smith, 1948-) OJAl= o] AAES ojgAE B 4 it
Aed Y=

o] HAIEL =9 &S SRl UtE A £9] A EFA
AYSS T BAYTE FM BEIISY BeE woth I ¥a
EYY FAPGEL 1 IHA HAE Ysto] 29S FATYEA 2A=
Aol M2 ¥2E 85K =i F4& EFA AAsE2 ¢ oY =94
HEMS Q51 DRASA| Ao 1 thAl ‘QAlsH HaARE 24 &

after Another, 33-45.
14) Roberta Smith, “Minimalism on the March: More and More Less and Less,”

New York Times, January 26, 1990. “MINIMAL ART, that paragon of 1960’s
modernism, has never completely dropped from view, but right now it is so
omnipresent that it looks like the flavor of the month. In numerous galleries,
most of them in SoHo, Minimalism's simplified forms and surfaces are visible
in various guises, phases and degrees of originality—and from different

generations.”

:l'l ! |
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Arta olop/|Elgitt o] WPSS E5] 7t st BEsloIME e

PAE o A QT oIAFCL = Fh EFH 0L 1990 AT

Huto] o223 Dj&BT D& AYY 8F ZolH “HHE ABHL o5
2 TFa 2 QlAlo] #gE Holctie)

Je} F4 ERE AYSS defo FARUE Hojuwia 4z 24

A

2ttt o] AYse tledw FHYE wWaIolHde &7 9 oY
_;L 2

2l FAZ ‘Z|Z, 07|(here and now)' 9 Aoz EES 4 YA
ot o] Ads2 AR FAE gelste] vHEE Fe AR _BA =
siglEg 2otk F4A EFA n)je9 o]z uxH WIS FAE

o

2 RAMEYAEIIZ(Los Angeles Times)9]
1950-)& FEYD|&H9
(2L 27 1965-75)2 21 ‘U)o 9ol Q= u ol ojAdmy

249 "IN H2L B SYPHT 3PS YA
S S

oHl
ru
N
N
H
o
[
ki
_ll:l
L
=)
[m
2
=
=
@
(@)
ho)
=
D
=
o
S.
«
=

NESLE o|2iat A5t 204 FA EXA u]go] Yafo] FAES siojtd
o ol I3 YA HlE £ glke AMEES F 23 ME Ralth
o] & 17} 5165 ZRHEEZ 33 4 o2

ot 758 4 ot AESE 5162 ZRAES 235k A Al HY
g 544 s U2 <E&x(Hallway)>, <5iQF #(White Room)>,

<82 ZsHRed Conjunction)>0] BI2 I ZAESo|ltHE 4, 5 6). O]

15) o]2{st 4&S & Z2= Susan Hapgood, “Remaking Art History,” Art in

America (July 1990): 114-122, 181-182.
16) Hapgood, “Remaking Art History,” 120041 21 QI€. “That once popular

term, ‘site-specific’, has come to mean ‘movable wunder the right

circumstances.”
17) Christopher Knight, “MOCA’s ‘New Sculpture’ a Fine Match of Work,

Space,” Los Angeles Times, February 20, 1991. “At the Whitney last spring,
this kind of sculpture seemed an historical husk—the “tailings” left behind by
a decade of volatile cultural shift, now awkwardly sanctified inside the august
walls of the museum.”; ZYst =RE ul: t}2 HEOZL David Carrier, “The
New Sculpture 1965-75. New York, Whitney Museum of American Art,” The
Burlington Magazine (May 1990): 377-378g Zil.
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AAs2 IeHer Z4 Hx I E zo], A & =Y E&s
asto] AIZAEQIT o] APELS BF IFFHo=2L FA4o digt TFAe
A FdYg dizlcls Ae SBE oIYthY © AES: 0] AYES

% ol Zu}

S2 02 o TojM= =ty g
3 059 SAZ AXFT UYTHE He 1996 39

DjEAFRIAE FHA(FRZ, 19537)22] QIEROA ThA] oF W FAJHTE 1=

18) <2E>L MESYH REOIAACAZ LAl Tfd o) 3@ HBY BN
N Fa EYH AYolHE 4). of Y] YO Ik wisele LD WA
27 AL BEBY A 2242 ootk WA BAL v YRS 593
A2 Hol ggiott 1 ol BEe] Zwrp o of Usich mepd AlPEe
Hgole of AYS WA R WY 1 A2 AU wolls AN 2YS

o)

oAshl stk WFOl oY EEEel 272 2o FW gol T
AFEget of FAe ol A”Sl shtol 52

Ax2 SRS AL stk < W ME

Ae 2 o s g @
olsfel] A of FoMol A
¥x3 Zode @Yol e Wu P2 of
HESE Zo49 sl o] 24E R AS 2
poltt, Balese MAs| DHR ZolhUA vl

5 gt
vigols 7ok FRol £222 BRAETA R dFe] Eolrt @A ke AXY
ggds SO Woh Iy Higole 2oFE0l 59 Ao ARFER ol 2F0|
E&Uolete e 2 Yot 4+ A HAUth <Fe JEH2 MEE7F 19959
Zyujoiisty H2E9 =&of FAT P& 5PH AAoltHE 6). o] AP
Yoz I BES ol ZHoty 1 ZoldiE BHEYER 524 EjoaH=
Forg Aokt o] g2 BE=E ool vtes e Qi 1 Ait AFER
ot AYEe] 42 AAFeR XY £ ok AP A= AL &
gtk A== 20028 8F AlfSUisTOlM RIS FWAM oo Ao
PSS MEHeR dEsigitt. o] Y2 A AoiSuled AsHold @Sty
Aot Az ZA|R Qsto] FUNEl0} QA= Yot dHolE 45t o] A8E
g5t

(i

A 2L Y 2 A =92 AlofiEuled S0l YAIE-YH. Do Ho Suh
“Do Ho Suh Lecture, Seattle Art Museum,” filmed August 2002 at Seattle Art
Museum, Seattle, WA, video.
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o] QIEROA F& EHA vlgd F¢ Y FaE Hous &3 1
ool Sl "ol olopr|aiith19) d2ut MESE of7|ofl HREEX] gi
ofgA ok 1 oJuirt &Ha] AT P WFE & I8 TYEH
2L gl FAS X3, o7l AUOR Bt A2 Tdste el
929 7|92 EQsL N & g W DAL of BN
HEZ 9 o o2 7L Th2 ohd Holek= Mgt

2. g4 7199 B vi=d, M, R

<516 2-1I>= Sh=o] BZ|o% 1960 Wthet 1970 Wthe] A& EZA
ojg3t A A £ 30 Wa EWAH olse ol AE o

Wlo AR £22 BTN YT 1 AYES oyAZel BA

olofgol X2 JPAMAl AN WAl AZSgt. E: 1 MYS
%

ZAEDYYET AS W SHUA Aol UAHolT 7Y

19) A=, THES: HaAAo ot ad

W 39, p o9, “Zold BYol thet WAL Aw <o) 270l Hal U %ﬁo]
Zn Qe ol AHE, B, 28 7o) that AAE 22 Bl 1 Site(E)E ol
Uw ool AfAlsts Zolx|e.

20) MEZE 5168 ZRHEs <BE> <5l9F W, <BL HF> 5 ofHo| Az

4
¥4 EPH AYSH PRUG FE Yok I Al Aol 22 Fa

2]
2 _,_qu}o:h:—] l:l]—D:] 5165 uexﬂE_l 7:10 Alapdo]_,_ %%7;10] 2t Joﬂ}\-] Z]’/\}\
|5kt olopr|5tgict. olof] tisiAl= Do Ho Suh, “Artist’s Interv1ew—Suh
Do-Ho,” interview by Lyu Chi-Ah, in Promenade in Asia, ed. Yoshiyuki Irie
and Masaki Higuchi (Tokyo: Shiseidd Kigyd Bunkabu, 1997), 92. “All my
installation works are site-specific, but my earlier pieces responded only to the
physical conditions of the sites. ‘Hallway, “White Room’ and ‘Red conjunction’
are typical cases. 1 produced all of them soon after I came to the United
States before 1 was familiar with the metaphorical conditions of the particular
sites. Over time 1 gradually become more aware of the intangible aspects of
sites.”
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Z|tiQict, BFH AMESO] AL Lol HAS

)
o)
X
o
b
I
o
AW
o

- o L g i
BAAE MESZE o AYS S © YWY AR =532 9L
Zoletn Ao mo} sissict og RoNckE FobHOR HojRt
Q4L 5163 W PRE0It ZEsP BEE vl 2719 ZoloHE 7).
HhoZe OIS ol U oAH Yok 1z WEHOE olyo
FPE =FOIL} o BET 4 xlof Bt vieFol ofge] BEojts
QAe 1970W HoOlUZ DigoME #yHoz aEstd Yeigict2)

~

Jefu viAe 1980 Wi 2R B ofddue EHE A BA, 12|
79 #HE MER 9uiE DSsHAl otk ojAL2  of|o]2$)7](AIDS
Crisis)2le QA9 &% Agar Zo]  dAfEol Q. ul=
U EA| o] IAIE] (Centers for Disease Control and Prevention)= 1981 W
EAHERAS FHu HPstH HHQI Alo] E/ds AROJoflA Q1 2E &
PEsitiy EaEoIT. AFESACYAES  HEio] wEd O

U

r

2120 (pneumocystis carinii pneumonia)olgtl dH= YZ9)

o
Ag Bgion wol AAYl AAHoE Asalx ogitin dnk olet

my E un of
flo a® rlo

21) A= o] =30l BsE ARgSke ¥9 ¥ (needlework)S  7HE|7|HA]
B0zl ©Olg ARBSIQith. & o] =RolA B2 Hufr](sewing),
7| (weaving), =7](knitting), 4$&7](embroidering), +¥]7](quilting) S& ZZZo =
x5t

22) 24 A|Ftal(Judy Chicago, 1939-), 02| A2 (Miriam Schapiro, 1923-2015),
J2]7 #o]A YIJE(Faith Ringgold, 1930-) 5 1970¢d] HojUZ U]&g thEsi=
Ao Faleh 27lo] W R ol EQO| DJES TMEIRA B SAXe]
A2 F=3ich Af29] ‘mjob(femmage) off HioliAl= Miriam Schapiro and
Melissa Meyer, “Waste Not Want Not: An Inquiry into What Women Saved and
Assembled—Femmage,” Heresies 1, no. 4 (Winter 1977-1978): 66-69; I12{Lt
N HojlUE ol ol Z2 o= Qlstol 2Aoolztal vlHiy|: Sttt
AR, AR, FFLQ ZAE0] 2d 29F HuUE vlel WAAQ oA
AmEaH 88 21 Laura Meyer, “Power and Pleasure: Feminist Art Practice
and Theory in the United States and Britain,” in A Companion to Contemporary
Art since 1945, ed. Amelia Jones (Malden, Mass.; Oxford: Blackwell Pub., 2006),
317-342.

- 19 - -':l'\-\._g-;'.'.l.



AP0l el 2 REaE MIZAAAZO Alo] FgS AoJoAE

3730 e =RIEH. o]
337 Ho| SIS Hto
ofo]2E o]F of4, o], =1 =

ool UERGTE ofo]R= 1983 Hol= 3064, 1981 Woll= 7699
1985 Holl= 15527 FO| EX7h ERIEQon A[gR} HA] ZlsigLHem

Lofgt2

oojl2= JA =FMME EolHAM Tlm AlRld] d¥E IEUS
SRt a2y G2 oo]22 QI 32 ulw AlRlM gAl B2

oIt ojo]2= Y R7lole AXH FE=R QJSto] REA A
Uolxa  Z2s1%i7] wjRolch 1980 ¥t DjZoME BE4ZQl ulyt
SAlst QAQict. o2 E3] AlojSoAl AFEHQ BHEE FX|sIT. 12
= olo]27} AoJEoIAIN UFH2eR YERZ] AlZSIH. AE0] oo]RE
‘Alo] 2(gay cancer), ‘Alo] HY¥W(gay plague)’, ‘GRID(Gay-Related
Immune Deficiency Disease) 5 AloJofAgt Uehts AHo=z AGSHAt
oo]2= AYorR A tEgitt HotEoiF). wWat AR AldE St
sAEE 150] oojRo] ARG AMEES 7124 AFHE EEH. 1
7IEE YAl 00| S Y T 0|59 Y AtAo] ¥R A

ot n7} slgit.
o]
a

Eob Y FRol tiet 2719 FRE YEE ooj]22 Qe £309]
2H5s o A FFe vlFH ool2s 270e 3, 5 22 B8lSol4
AR Y=E SSHME JYE o+ Ao LEFQIG. 1 Fat G2 ooj=
s 7IEolH 2, ARIofA ! = =R 9

Reagan, 1911-2004, A2 1981-1989) A7} ofjo]= g

23) ofjo]Z9t THE ALY ZQ AFAL “A Timeline of HIV and AIDS,” HIV.go
v, accessed March 27, 2021, https://www.hiv.gov/hiv-basics/overview/history/hiv-

and-aids-timeline.
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g glol &3 71k 522 WSIHA Lol Aict.24)

W ofol22 Qlgt Z20] o o BaEol: o Hrj 2ET Zojo]
ojiich olefst Qe 108519 AITRNATO] FIAER(Castro) X
AEl2s7t 22l £A(Cleve  Jones, 1954-)of]  SJ5lo  FEE|QICH
MIEZRAT = GA] Ofo]R2 Qlet AR Y o] H= & ofjo]RE Thileh
ool Y2 =AIH. 245 O FHO Z30] ARFEMA AAEYE 7198 -
Q71E BERth olof] wt 3% RZ] 2AZ(Georges Moscone, 1929-1978)xt
58] Y3 (Harvey Milk, 1930-1978)5 ZR25h= jlsiAto]]l gtxo] ARSI
oo]z=2 Alget et 019 o]F2 AA| St & ARdE Al o0l
2ol EHFIEE ATERZEAY E "o a2 IER 2719
A7 2427 30| Qe o] P2 220 FEE wWI2A Sk
O 2olo] EER JE D.C.Y UGS (National Mall)S HEE= Z2HES
Az Witk Jx 19874d 6€ 21Y uopo]3 AonjA(Mike Smith)QF &
UURZ2AENH The NAMES Project Foundation)S A™sty s 10 ¥
ol2u} Y|YRITZZAHE of|o]RH22LEE(NAMES Project AIDS Memorial
Quilt; 0I5t O0]2EE)E 24513t .25)

Olo|ZFEL Cley e Aoz |9t T 5459_] PSS \E!
TR AR 270 siFdt= 7I=2 6 TE, A2 3mES) l
AQoflA gHEoIFTE AFFE2 olo]22 Atget 71E, 314, AR Q-Iﬂ
figdo] 259 olF, AEdd, 4 A9 52 7ISSIHH. Wt
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o9 g THEHOR MoIZL 2Eo ¥ EyWUL 1 ER: 2
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rlr

24) ofjo]=o] thst D] HEO &L Jennifer Brier, Infectious Ideas: U.S.
Political Responses to the AIDS Crisis (Chapel Hill: University of North
Carolina Press, 2009) Zal.

25) Olo]2EE0| HisiMe= o2 =s0] g gisit}. Peter S, Hawkins,
“Naming Names: The Art of Memory and the NAMES Project AIDS Quilt,”
Critical Inquiry 19, no. 4 (Summer 1993): 752-779. Marita Sturken, Tangled
Memories: The Vietnam War, the AIDS Epidemic, and the Politics of
Remembering (Berkeley; Los Angeles; London: University of California Press,
1997), 183-219. Julia Bryan-Wilson, Fray: Art + Textile Politics (Chicago and
London: The University of Chicago Press, 2017), 181-250 il
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252 Beelo] WU ol AP BAO] FIE, M2 7 12WES] FAE
2202 USH. oAEL U A 2w “*5—01 Wgge
24590 WHESR BUIN BEL LS oo wet BHAFCL Sk
22 U2 AULAAEL olF YA 3 WL ol20] BES F3A SaMD
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epidemic)' & ZIAHEES AT £ ¢

1987 Hoflgt 1,920 7H9] mfgo] W[AIE|x of 249t o] %}—Eré}&’i‘ﬁ}. dR2
O|E3 Zojl= o]z W AR 79 EAIE %sﬂé}‘}iﬁ} ofo]2EEE 1988
10 Qo= 9 82007H, 1989 L=loﬂL °f

S ool2BEVH X9 MY JlgEl2  HohslRA
gol= el watsgints ol vpeIe ojo|2YET}
ST R OPf ool BEOE ofAFTh 12 ojojz@EL

26) Oo]RFAEQ Hx|AQl Ao wsiAl= Christopher Capozzola, “A Very
American Epidemic: Memory Politics and Identity Politics in the AIDS
Memorial Quilt, 1985-1993," Radical History Review 82 (Winter 2002): 91-1009.
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SHA g o/dol =
10). oJ={gl e Z
S5 ZREQT o™ o]z JdHEE Q2 ode JHo] Ao
Zpitol 21 Aol G JIFES ot Mide Al THEARRL A|QFeRiT.27)
oloj2=2 o528 U2 BEE 2 oE2 S|
AZJo] gt Alo] Fd9 F& ojujy, Fuf, 18 SOtz 5 2 71E0] 19|
2 AUS 712y IiEES tiAl Al&e F7]1k 5128

O|xg Oo|RFELE Ul ARl HUk4AE S5 dF9 v 2Adg
ST oflo]29J7] FollA TS Al JIFE AL ARFSOAl oidA,
I £ B2ARARI 22 ¢ o) F25HA] Attt ASofAl EQst
Ae JHES ookl BAdkE tdE 71Ysks 2RIl Fith 1 Zi
s i #dsio] 7|20 o2 dEYS TR0 WL ol MER
IX& BoJstr] AlRlslict. 23slskAt ofelel AEFI(Marita Sturken, 1957-),
ojeAteizl Szejot Bzlo|Ad-d&(Julia Bryan-Wilson) & OfJo]R2EEQ] oy

>~

>~

N

27) Cindy Ruskin, ed., The Quilt: Stories from the NAMES Project (New York:
Pocket Books, 1988), 69. “I went to strangers—people I thought that I'd never
rub shoulders with—for support:--. I had a driving need to stay with people
with AIDS and people who are gay. The men in my support group helped me
get acquainted with a side of John I didn't know—the giving, caring side of
the gay personality. I'm lucky there are men who have been willing to open

themselves to me.”
28) A letter sent to the NAMES Project, quoted in Sturken, Tangled Memories,

209-210. “My mom wanted to know if I had ever made a panel for Dennis. I
explained that I had tried but it just brought back all of the pain and loss .
[ returned home last December for Christmas. After dinner we unwrapped our
packages. Opening my last gift, I found the most beautiful panel that my
family had made for Dennis. My mom, sisters, aunt and grandfather worked
together on the quilt---. 1 feel that the NAMES Project provided them a way
to let me know they shared my loss. I thank you for giving them a way to

let me know they care.”
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o Soje oyl 2 o2 %al wUEE 2 Tk Wsigirk29) “BR-Asks

N

e ofEsh Zloln ofEsie Ze Agsts Aoleln 3 YAl AlE Al
7 olol=ZE uiol e ul-uel FoE Ixoz Eejurtw
oo ololzBEC] St Lol ojgEHel BE ThA “[HAE Thye]
Sof £ [22ole] wbRU] 93t B2 AjSA Yolsigicta

BlLZo] M2e ot T UjGAEE AnSQ. IFFSS oojxe Ze
7z, 27, 99, ERES JRlaa sl Al shoag =2 ggsig
of|Zic) 0] Y& (Zoe Leonard, 1961-)= 1992 WHE] 1997 W7HR] ThALZEAZ
HIAERR (Provincetown, Massachusetts)?} LZiATFIA =22 XU HA

Hn

EE
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29) Sturken, Tangled Memories, 198—201. Bryan-Wilson, Fray, 192-203. ofjo]Z
Eo| Folgh AFEEL UYRERAEANT 282 mjids B o tivf HAE A
ZHE572 o] ot FFE: YR 2MEO] 0]0k7|5(The Quilt: Stories from
the NAMES Project)joll= 1 H2|50] d2f ey 1 g0l 270N AgH
HE=o] 7IA|[Ao 2 t2{ut 9t} Ruskin, ed., The Quilt.

30) Emil Sher, “The AIDS Quilt. We know the names of the famous. The AIDS
Quilt is a moving testament to all the rest,” Toronto Star, November 29, 1991,

A290]A] 1A Q18 “To sew is to grieve, to grieve is to heal.”
31) Hawkins, “Naming Names,” 76704 ZIZ Q12 “a medium for holding on

and letting go.”; T3 7|& A 5 vhelth. A interview cited in Mary
Elizabeth O'Brien, The AIDS Challenge: Breaking through the Boundaries
(Westport, Conn.: Auburn House, 1995), 75. “As we progressed and I became
involved in all the sewing and doing things, and our meetings together, I

didn’t want to give it up. After [the panel] was finished, I did not want to

let it go. I was used to seeing Jonathan's smiling face [in the picture] every
day when I passed it or when [ worked on it, and I really did not want to
give it up. I was holding on to it the way the children used to hang on to

things.” (@22 Izt ZR)
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<Ot (HlolH|EES 9J5}0d)(Strange Fruit (For David))>S AHRSIGTHE
11, 12, 13). HEs 317, 2, vy, ofE7IE & ofz] ZRY ULS
o] glo] ATt Y1l T olF i o] At 1= o] ] 2z
NAS I 2o A=Al ZEo giR AiRHol A= of | o © J|FoH

W g

o2 1 59| dxu 2nE E71% St

o] AF2 1 BAN G2 4 A% vlert HlojvlE Yo =8| 2 (David
Wojnarowicz, 1954-1992)8t H#E0] QIt}. QoJH=ZH|=2E HHErt 2010 A
Atet €9HSarah Schulman, 1958-)7}9] QIEJHOA “ZFo=z D}%% s A
A7 BARY JEE oA EEst uig x|Prt32) 252 1980 #&
FMRS  tHAH]2|oHDanceteria)oflA]  YSIHA M2 %*711 Sl
O|AEXIZ|Z|O|A] 0|3 ZAWHA O 7WIYAct Hycit 19884 2¥
2o|HZ2H|=9] AHIQte=Z ofo]Rx W= ] WEA(AIDS Coalition to
Unleash Power; ACT UP)oll @Fsl9len I52 HEQS Aoz
g5she Qo Eo] et 1TSS UFTH A Op7]2] RATH.33)
dojH=H|ZE HBEQ0] ZIIst 1988 ¢ wEes wRtey

A
199213 79 229 ofo]= SHZzo2 A

o ———

HE
=S

b rlo

A
4

o_>.: m[o

Ly
S

o
= W5t

FHEs 1997 O|&AFEIZL o] EZ(Anna Blume)to] OQIE|EO|A]
<O]4Jet Y>0] QJoj=H|=et oA ATE0] JY=A] EFitt o] AFL

—

Aol oI5t Avlz AFEYTT Stk AHEE opgAiE Qulx &
e we & ¥r2 A7 glo] 1 ZAS thAl Zigth @i o] e

a2 stig 25 fod=B|2E HEYA St foldEv|2E 1989

32) Zoe Leonard, “Interview of Zoe Leonard,” interview by Sarah Schulman,
ACT UP Oral History Project, January 13, 2010, 18. “David was my first like
really heart friend, like really someone who I'd known. I'd known him since I
was a teenager, and our friendship had ups and downs, but he just really

meant a lot to me.”
33) oy Zu|20f thsfA+= David Breslin, David W. Kiehl, Julie Ault, Gregg

Bordowitz, and Cynthia Carr, David Wojnarowicz: History Keeps Me Awake at
Night (New York: Whitney Museum of American Art, 2018); @0]{28]X%}
HE 9] Aol tijAl= Leonard, “Interview of Zoe Leonard,” 15-20, 53-56.
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e A8 322 9o 71HA, a3 J7%t dot Qe solle 29
PEs 9ol 1AM BIRYPYE HEY sl HYE Ee dSS
AYsUH. Ae gob AYA] got Zd 3 A, 2tes ZAl
B0l el skl AlREUR. A7 g2 RE S, A ARE
RE ZZEs 0¥ 4 g PA o2 & %S oA Al Eo0RE
Ak, - o] Hloie Ffe BE A YHE 1F »& dsU AT
az2 AAl FA7t Alss F= Aol AYSUH ARFolRHEA]
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34) Zoe Leonard, “Zoe Leonard Interviewed by Anna Blume,” interview by
Anna Blume, in Secession: Zoe Leonard (Wien: Wiener Secession, 1997),

https://www.anthonymeierfinearts.com/attachment/en/555f2a8acfaf3429568b4568/
Press/555f2b29cfaf3429568b5¢35. “Over the year that I was in Provincetown I
started sewing these things, obsessively, by myself. At first, it was a way to
think about David. I'd think about the things I'd like to repair and all the
things I'd like to put back together, not only losing him in his death, but

losing him in our friendship while he was still alive. After a while I began
thinking about loss itself, the actual act of repairing. All the friends I'd lost,
all the mistakes I've made. The inevitability of a scarred life. The attempt to
sew it back together. --- This mending cannot possibly mend any real wounds,
but it provided something for me. Maybe just time, or the rhythm of sewing. I
haven’t been able to change anything in the past, or bring back any of the
people 1 love who have died, but I've been able to experience my love and

loss in a measured and continuous way; to remember.”
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9 QERE 2YErt vBi-Zo] ojust QulE HOSIREA] YESHA
B0oj&n}. e BI=Z0o] Q0[HRH|ZE H|ESIY] O0]22 ¢l {tss
Z19st7] Sist f9lzty AYsiitt. 2l E5] vi-=Ao] apyol| IOt
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ol oAl ZASA P LS ThE Joje YT uRS Iusis
o Aokt 20| vt Lot

s 22/8 &Y (Oliver Herring, 1964-)2 Oo]2FEON gZg dlo}
1991 |RE 2l il TINEES 5] AAGIQITE 1 AZIPF | AR 1990
O|AEYIZ|2]9] L o€l ofo]d#(Ethyl Eichelberger, 1945-1990)9]
30/}, dlY2 1980 dl & &L= 0|3t ofzf ofo]H#12] EzfiTl(drag)
£ &7 EQith & BAIHCR olf Al Xt M8 Aldo: 19 AEE
slo]  TES FE=E  ofolAwAoA ST I2E F dlES
O dl77} HIV 8 TES ¥ V=25t 242 Z&53 EJH
2AZ A HJY. 2= ooAHAE Z]2[HA] (o2 OoloAHAE S5t Z(A
Flower for Ethyl Eichelberger))S AHIZel7|2 ZASIGFEHE 15). =
Agolle FES HoIZE o] Atigt 25 TERH I+ o]0l thdeiy
Z0|2 ZIHZEEZ 5t I E, tER|A, QAEHS AldeIch
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dE Al ZiidE B S04 ARRIE oikska ZIgshy] {9k dflR

OEEEI
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Epi
=] 2=k
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rlr

o)

AZrstodct. 2= (o2 olo]AHAE st Z)o] ofo]du A9 =20 thsto
Zlo] ZAME Zal2olgtn  grsichss)  olg AL ofo]RFES ol
HoIRED Zo| 2UEg DTN A Yol R4S Bolslgt 1k
AZ|ols #IF7L v]aso|A OiFols RLEAQ FP AZF HollA niE
BAEY ®molgtn YZEYCE30) HfFL ZAHYE 71 AR B9t st

35) Oliver Herring, “Knitting Factory,” interview by Guy Trebay, The Village

Voice, March 5, 1996. “a meditation on the death of someone I admired.”
36) Oliver Herring. Cited in “Project 53: Oliver Herring, Leonilson: the

Museum of Modern Art, New York, January 18-March 12, 1996," catalogue
printed by the Museum of Modern Art, New York, 1995. “The actual object
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YRS B0l BHEsle Ze2 BARIITL e TR0l Y AR
=582 27%tE oM g ol of7|HME SHEoRE 1719|
OfodMAd] sty HEoks 4+ WA sk Aol Sl AYolEte
Yo}t

gt MESE 19 AQolM  vi=Fo] oEgt SuE  AYeA|
A¥HoZ g\ Yoith Ty 2L vi=o A2 Foo] ZE3F]|
=250l AYS ook oo]2PEL 1990 dn]  Hwh A¥HE L&
STETAN ZetQl dYo= tiRstgien 1 Sule g, 34, 2AH, A,
It 5 LT FRE Boto] A7EY] wigoldh. gt = W tlgeEsES
1990 At Mgk BI=ZO] oujE 2YPske WAIE o ] 7|Esiion
ol ZAjdls HEd BA, ZYa ozl wod vi=ds &S
A7hs0l 5 ZEHO AT

becomes almost like a remnant of a performance, whereas whatever happened

to make this is the [important] thing.”
37) Herring, “Knitting factory.” “When you knit, you very systematically mark

your way through time. I start here, and two hours later I'm 10 inches ahead.
It's a hellish task, and I have to invent little games to keep myself going. I'm
like a prisoner marking his way through every day. But you can also shut out
the noise when you knit, and it provides you with the luxury of actually
thinking. -~ The fact that I sit there and knit eight to 10 hours a day seems
to me positive, almost like activism.”

38) ol2igt WaolA BAkG HEHQ 2yt B =RolN oIS YD BA 2ca)
O](Charles LeDray, 1960-)olct. 1 Qo= &AM #|2<E<(José Leonilson, 1957-
1993)0] Al =g Ttsith. 2REE0] AEL2 1996¢ wEIAulsHolN P9
AT} Sl HAEYOH YA LSS HL FSfoM AR AT QYA
A9 YuR 44 Ieln 589 Uells 2usisi dodie 1901l HIV 9
g WP P 19960 AMGSIth:; wHE HWAIRE tES YAl Fran Seegull
and Elizabeth A. Brown, Guys Who Sew (Santa Barbara: University Art
Museum, University of California, 1994). Lydia Yee and Arlene Raven, ed.
Division of Labor: “Women's Work™ in Contemporary Art (Bronx, N.Y.: Bronx
Museum of the Arts, 1995). Marcia Tucker and Tim Yohn, A Labor of Love
(New York: New Museum of Contemporary Art, 1996); o]O]R2ZEES] J3FS Hio}
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o molstn slojstn AghA Al ohe ol Asl |

247 7
Qe 1 7152 AZTPSUT B2 ok oA glol WY & Q=
Yolx|2. UZ0] Th AF8 7137} YAXY A B e zHe
Y NERY FAFY Ifjge F2 o FTolplun: o

MEZY g2 oo]2ZEoA mpid Hi=go AEHH s2kE YE=
SET FHE Vo s FEEA AP Ba=SEC AR Yol xy¥s
SEAT. AR ds EF@ oRIZIRE LEBAS FR AlRF agolA
AALGA AT BAEY FolEtl Agsiitt. Eob I AR dgollA
3 ARl £QERISS FRSIT ot o] ARR2 oA H] oA
e ds AAIsH 7199 4+ Al sk FADlet ARIC=Z ofARH. =
ofo]2ZEo] Fogt AgEY oM ¥EHe=R Uk o] AYs
&g 2olle A 9 ol IfIekA] @A D&l s HuyEd 4

Zrolof Bl 212 81823t 2Ul9} TSA= Bryan-Wilson, Fray, 241-247.
39) Do Ho Suh, “Do Ho Suh — Perfect Home,” interview by Kanae Hasegawa,
Studio International January 16, 2013,

https://www.studiointernational.com/index.php/do-ho-suh-perfect-home. “My

practice is not about making end piece but it is more about the process. :-:The

work you are looking at the museum is just a by-product.”
40) MEZ, 27iete] i, 9219t0] QIElR, OlEMAME W, TDo-Ho Suhy(o}
EMZHAE], 2003), p. 93.
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41) Do Ho Suh, “Making Memories from Silk,” interview by Michele Urton, Un
framed, December 16, 2009, https://unframed.lacma.org/2009/12/16/making-mem
ories-from-silk. “A big portion of the fabrication has been done by me, especi

ally measuring and pattern making. Measuring is such an important process a
nd it becomes always very personal since the process allows me to revisit my

childhood memories and personal histories. It has to be also avery intimate pr

ocess, too, because it is a very tactile process. I have to caress all the surfaces

of the building and record the measurements. Of course, I must hire other peo

ple who are in various skill levels from ‘Human National Treasures’ (old sewi
ng ladies who still carry on traditional techniques) to part-time students becau

se it is a very labor intensive process.” (&2 T ZX) © 7AXES 2% ol=

g MESOP) gIHORE Z7byI BATCL oS 19804 TRE Alzg
AZbgoll Thet whdnt Amslo] Qiok Tk Aol tia slolge AYHoR HEH
A& gtout ol ofy o2 Sao] YA HEETt SN 2oz Hzo=

HHE o] Aot Az <770 sIUtE %= A ot 3]SH(Painting that Has Blinded
Its Painter)>0lt}. o] ZF2 MNAYS 0l&e ZIC= GA| MNAH2 279 of A|
2 gy ZOME AZHgol Bl9jsh MR} osfEth. NESE 5Y 19 HoR
9 3 AYe M HAYolRtn BErh g Ib REORJIRSAZO UM
19 TA2 MDE WW & 1 Evo] AUS Eol S & HE ot ot
J= 2012¢ =2YY8 QEHBAAME 23 d2|ch(Jacques Derrida, 1930-2004)9]
(Wo19] Jn=: AtAt o2 H|5]S(Memoirs of the Blind: The Self-Portrait an
d Other Ruins))S 9 27 YUCHL WHC) o] FAE dlicht RE2YE My
sée du Louvre)oflA| F2OEI2 2Hwol 7|23t HAZ ABE B3 AT & US
AZgel glojet AYHoR amdrt NEZL of WA IY o mo] g 7t
/8% ok IE 19919 ujFeg 7] M miejo] 67H¥7t HEFTh Hal Foster, e
d., Vision and Visuality (Seattle: Bay Press, 1988). Martin Jay, Downcast Eyes:
The Denigration of Vision in Twentieth-Century French Thought (Berkeley; Los
Angeles; London: University of California Press, 1993). &S, Toj& ofj g1& Al
E57Z0o] UE njsrl2 7|9, T4y 20129 69 7. Jacques Derrida, Me
moirs of the Blind: The Self-Portrait and Other Ruins, trans. Pascale-Anne Bra
ult and Michael Naas (Chicago and London: The University of Chicago Press, 1
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e At I olo]2ZE0| o] Zokd olRE YAES STl
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993) a1,
42) Suh, “Room 516/516-1/516-1I," 33. “a made-to-measure garment with

perfect fit.”
43) Marita Sturken, “Conversations with the Dead: Bearing Witness in the

AIDS Memorial Quilt,” Socialist Review 22, no. 2 (April-June 1992): 74-75.
44) ol2{gt APEL 1996\ AH{&0] Z|AfA ZFSIHA E2{dTt. 0] ZIAlo|lA Aud
2 OjeAo] &2 7|9teg ot Aol Ss5tA el weta A3 A7soAlE 7]
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4 o7l 2E, A49H, B2 & 989 FHE "o ¥E
ord2felo]ayy ol ol&al ZIfS o] RE2 § Y
A gy o= 18). dlde 1993¢ & HFAY(New
Museum of Contemporary Art, New York) 7HQIZoA ¥l 22 =
BAE S 1 YABIQTHS) FA] HEIFELS BE Y9 AE
&510] 2 OoloIAHAE 2] glo] wEe Hith46)

olg{gt 29 9uj= FelolH Yot HAI(Nina Felshin, 1944-)of] 2|5}0]
= Fest FEENT A2 199349 (¥l 2 2 UlsoA tHEESEAY
2 (Empty Dress: Clothing as Surrogate in Recent Art))E 7]&5}9it}. 0]
A SAH 29 FHE we AES LR SIen 1995 H7iA|
o=t Jiuet 2|99 ofg] tledE «ISithy) "HAZ o] HAIE

re 4
-

mjaijo} & &eflgtn U5}9T}. Jeanne Silverthorne, “Two Serious Ladies,” The
Village Voice, April 9, 1996. “Visiting graduate student studios, I am often
asked which visual art modi operandi are used up or so full of active, skillful
practitioners that it would be folly for an aspiring artist to consider entering
the field. It has been clear for some time that apparel-based art is already
overfull (Charles LeDray, Beverly Semmes, Oliver Herring, et al.) and that
M.F.A. degree candidates would be best off avoiding snapshotlike, diaristic
photography (Nan Goldin, Jack Pierson, Wolfgang Tillmans, et al). Perhaps
some time in the future room will open up in these fields, but first we'll need

a few years of forgetting.”
45) Oliver Herring. Quoted in Charlayne Haynes and Robert Bianchon, “New

Museum show of sculuptural works addresses the body's fragility and
mortality,” The New Museum Views 1, no. 1 (Winter 1993): 30. “Empty dress

represents the absence of body.”
46) Janet Koplos, “Review of exhibitions: Oliver Herring,” Art in America 82,

no. 5 (May 1994): 119.
47) FAA19] HAJof| thaiAl= Nina Felshin, Empty Dress: Clothing as Surrogate in

Recent Art (New York: Independent Curators Incorporated, 1993) 23l 0]
AN &7E 222 7198 IR AR REZR 22 BEAULT YA
2422 23 FU{(Maureen Connor, 1947-), &2 Y(Lesley Dill, 1950-),
AE]E of9kA(Steven Evans, 1964-), JHA] J12¥(Kathy Grove, 1948-), Sz
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AEER] Lot e, BA, T
AE0 %9 FHE ]:]E]E:]%}-q—?— 3}9&‘9‘. A=z 22 1990‘ﬂfﬂ ikl
I AE]Y EEAT|(Christian Boltanski, 1944-), 9 S E(Ann Hamilton,
1956-), E2]A AMNE(Doris Salcedo, 1958-)9] dlofA] EQIFE
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Y, 22 /\]U}E(Claude Simard, 1956-)& & #.
48) Nina Felshin, “Clothing as Subject,” Art Journal 54, no. 1 (Spring 1995):

20. “Clothing, more than any other object or possession, is closely identified
with the body of the absent wearer. It acts as a surrogate by suggesting his
or her presence. It can also signify loss. In the context of the AIDS crisis, who
has had a devastating impact on the art world, it is hard not to read this art
of empty clothes as a literalization of loss or a memento mori, a reminder of
death. It is no coincidence, therefore, that virtually all of the male artists who
employ empty clothes are gay. It is my belief, however, that the shadow of
AIDS hovers over not only the work of gay artists but also the work of all

the artists engaged in this aesthetic practice.”

- 33 - MEZT



SLEJTHE 19, 20, 21, 22).49)

MESE= o2gt RO HEHEES JIEs F g Ao I=
2CotdAMEAZ O BT|RIINA AJo] R7(Jay Coogan)C “SAIH O]&OfA]
912 XZHThe Figure in Contemporary Art)” Z92 EO9WHA| oju] 29

oulg BMstal 2AFo= whe ol USY] wigoltH (= 23).50) RoETE

o)

49) EBYAF|9 ZZo]| tjdiAl= Lynn Gumpert, Christian Boltanski (Paris:
Flammarion, 1994). £3] t}29 QIEJH¥E ¢bf| . Christian Boltanski, “The
White and the Black: An Interview with Christian Boltanski,” interview by
Georgia Marsh, Parkett 22 (1989): 36-37. “Clothing reminds you of the person
who was in it. It's an experience everyone has had: when someone in the
family dies you see their shoes, see the form of their feet. It is a hollow
image of the person, a negative.”; S{YES ™y ZFEZoZ L 1991 <Qltjxn
EZ(Indigo Blue)>7t F£2g uwsitt. Mary Jane Jacob, Places with a Past: New
Site-Specific Art at Charleston’s Spoleto Festival (New York: Rizzoli, 1991),
70-77; ANE ] AZoZL <BA|(Untitled)>(1989-1990) 2t
<OtEztdlz|otz] 2 A (Atrabiliarios)>7} =gt UisIth.  Carlos Basualdo, Nancy
Princenthal, and Andreas Huyssen, Doris Salcedo (London: Phaidon, 2000). =3t
A0l HE PAlO HigoRE W AviEn FA ozigico 2o ¥NY i
Dan Cameron, ‘Absence Makes the Art: Doris Salcedo,” Artforum (October
1994): 88-91. Charles Merewether, “Naming Violence in the Work of Doris

Salcedo,” Third Text 7, no. 24 (1993): 35-44.
50) M=Z2, Mo&ot AT oA A, T 4 11919 24 87 (8 Y
A}, 2020), pp. 78-80. Olm] MEZ7} AI&SH <HE AZ(Metal Jacket)>S 5L <)
2(Some/One)>2] MAlo] E oot <A/U>L 2001 vYAB|IGH o] A
AJoz A A5FoIA ool thsto] BAS Zioloh HH R 1990{th Hgtoll
Zéxﬂ’}é% HYSH] 95t a2 IS E8sigit. o] gt thg=(surrogate) 2
29| oA mP3HE Zoltk NEEE FA/YS B ot Aol 29
£ Soigitivt ez d I AFoME 2R %9 Juig sl 7 Her =
SEh MRS 219 s d¥E W A AM8Sle second skin'= 1990'ATH
Agt TjgAoN 22 HIRHeR Tt BoIith YAda #st) 28 28t ©

Al9] MA|2E Kay Larson and Dahlia Morgan, American Art Today: Clothing as

O
O

_>.:
L

Metaphor (Miami, Florida: Art Museum at Florida International University,
1993). John Michael Kohler Arts Center, Discursive Dress (Sheboygan, Wis.:
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John Michael Kohler Arts Center, 1994). Richard Martin and Barry A.
Rosenberg, Fall from Fashion (Ridgefield, Conn.: Aldrich Museum of
Contemporary Art, 1993). o[t QWA (§¥] %) WAl E2& Al g 4.

51) Suh, “Room 516/516-1/516-11," 33. “Clothing, as that which protects and
covers me most immediately, as the minimum space which contains my body—
besides all the commonplace about how clothes define a person. The house, or
the room—the architectural space—that shelters me. The house in Korea—the
traditional Korean house—in which I grew up is also a temporal space, since it

contains my childhood. It is a space of memory.”
52) MEZ, TAZS: FA/doll tigh BAgls 2R, p. 99004 2 QA&
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Al 3%
FAMAFH A, 1999
cjopamal

L. <Ng >3 220 A ¢HQl tjopAxe}

19988 MEZE 27IRA EFots o £33 71-¥o] At 2= d
d A7AgE o= sPE ARl ey S ol FAERAME o ol
OjR=0] g FT2 QI 15t 27t tlFolN AYdS HEY TIEe
Y T 2T Sstr] MHolx FHFYA(Cooper Union)ollA &
(Hl 3% /A9 (Techno/Seduction) yofl  Z7Fsh Zlo] HMEYTE o] A

53) yie MESE ofudjstud] A gEoiME 3 AES WEY J19S
U2 4 gloich 2k 19959 128 Mg EejlAriel (259 A7 6AW), 19964

7-8¥8 A AMulZia]9 (Art at Home), 19961d 12€ Ag RolXsd vl&zt
(le, §71e)ol st et NESE 1997¢ols LEolA Y Ao
Fojstr|= sl 1 FAlE ER AMo|=ZR|(BEEF v 5 ) —)oA PH
(otAlo}  AFd(Promenade in Asia; EEEEA(E))CE, HO|THOl(BKXE, Fei
Dawei, 1954-), AN (£FE, 1965-), EA|L A|O|R(;HF/KEE, Toshio Shimizu)
5 =, 39, 489 FEoEE0 322 ZlEdt ol AMESE FA
AY(£86, 1968-) Al AAGoIA LEHEQJH. odeR BHE U MESE
1990 F¥HEH AU ojgAlo] 7ol AJHER QIQieh Es] 2]t
(259 27F 6x)7t e woles FEVL WSE(2HE, 1963-)F AL
Ztzt ole Y| 7HHotESt oA AMESC 2Eof thsf vHEES E7I71E ot
2y o] FAE2 BF I {87 IXE Yob MESVL FAHeR Bifshe o
A¥He2 Jloficty BI]E oy $HH (ofAJop AFH)e MEZeL PHYol
Aoz QdS WA H HAR FHH. o AVIE AMEIE 20004
(= 2]otn|2]7}=2 2]oH(KOREAMERICAKOREA)), 2003%¢ 7HQIH & OIEMAAIE of A
ofz] zlell PAIE 7HHh MEES YA HE2 MR, TMES: A9 WEH
928 oi7ke &Y, T7holE(1996'd 3-49), pp. 104-105. YA, MES:
BAoll et Edels &y, 331996 3¥), pp. 95-98.
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goto] MEZE 09 PE PRI AAEA FYE I o
dFo7l= ey IHol= Al FEE ofis] B9t JHigittsd d= o
2 7131E GMotd & FHu|e4(KAFA Award)E +=0AEA STk

Fiuio|&4t2 StojojaziTto] 1992 R E =27 nj=Ql A7tsS thie=s
Arsf 2 FZRHo|tEss) 19940l = Hlo]E  Z(Byron Kim, 1961-)0]

54) A=37} o] HAJolA HEQ] AALS <= F7Q7I?(Who Am We?)>0|t}. O]
AP AE27F 2001E HYAvQIG O] 2 [AISH gho] 25 Mgt Aoz
2= ASZoNA HAsHA 24 Zlojot. ojdf MESO 2o EHA H 2%
A=0] A 27t 2450 U= A 2|TtiHZ2i{2|(Lehmann Maupin)2] ZH2j
AE Zo]d 2|9H(Rachel Lehmann)?t HOJY(Miwon Kwon)olt}h, HD|¥L o]F 1
998¢ 2¢ ©D|& ZA] ZF]X(Frieze)of] <125stw SU-Z(High School Uni-Form)>
I <RBe FAUVI>E ©E 2 7IASRiH. o] 22 A=V =4 tlsAlA
Fed= 2% AVZE Foh & ARS71 Zhouleld SE20 55t Al Ao
o uimx Qg we AMe tiRshl 22 otk dold 2uiel QERE The
S 2311, Rachel Lehmann, “Rachel Lehmann - Interview,” interview by Chris M
oore, Ran Dian, September 25, 2018, https://www.randian-online.com/np_feature/
rachel-lehmann-interview/. “I was looking around and I saw a group show at
Yale University and I really loved the language of Do Ho Suh.”
55) ShjulsA2 1989 5 DIFSHEYUE 1Y YARl-Folx HE HPet MR
L01E-2772 RBE HIErt &ShAlLLofzt BB 5lAF] dhslAT] 7] BE
AE3F-dYd BR, 2519, 2 =g 5 2A0ER|A9 Rl R o] Zse=
APt Aot qhojuleAde Agolle vl AES 0] olslistal 2oz 5|
et IF9 FS= AREUTE T4 o] AT HYE A Hut AUR] ot Sh=A|
=l 2ViEs Sdch: YRR 89 ZS HIth T B =2l ek
el 1 g¥e®, o] FRMS 1992\RE 1998 7IAl= oiel AHAIERIAL
1998HRE = AFe=z JPERH. ujeHt2 1998 7A = daes vt s
APt 200038 = 1 g2 IUF 2 Ioi2 SFo oAt Zinu|s4o
ot 2t B tge FuY A 853, Fhjuied 30, Mise=ge,, 20204
19 79, http://www koreatimes.com/article/1289050. 273%}, s = Sl 7} 0]
Z= 0|sAI0 A7l6KE= KAFA Korea Arts Foundation of America 11 AR AlAt
& Ais Qe 3Pt ol sl A0, Told3s(1992'd 29). AEdistunled o, Mol
£0) 2 A} I, (NSUBIEOIET, 2000). 227, 42 Uls A} w2g o
OI&42 KAFA 20 3% 277, FEIE: APl Ko Yis RIS 712 (THEH,
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AU o ZRe=Er oA ojEl AVEEOIAlE
7185t

of 22 ¥ 4 QY NEEE 1008 Fmjuley ZRHO
AQstgich. 18 Fimiolasel AAlgIe 2] 7IA(Henry T. Hopkins,
1928-2009), mE] =243 (Peter Frank, 1950-), 2] =2, 2% 0|2 AE
olsAlA 2 JFHEES AYstes AEs0IH. YAl IAE UCLA
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=
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D3+ 1988FRE] LARIS2|(LA Weekly)9 714 FEZIZ 4 WA Lt
A AJEIRTESE Eeh 1981WRE =2AQHEAUU|sTe FeoJH=
NAE  2tx}= 1997 Uvlesdol] AYPm =18 (Experimental Programs)O]
AMEHA 2 BAol CEE 2z J9ith ol WS QAERE0

2017), pp. 144-146. 0jA1Zoko| A2l 97z0] 22 &ixj shujn|&ATt YALo|EoA J2t
7Fs3ith

56) 1990\t 2AGMHAR 77| A, 2 AL 1974FHE 1986E7HA|
MIZFA AT SITi0]STH(San Francisco Museum of Modern Art)9] IS 2]t}
= 19924 19930l ZHofo]s4de] AlAtol] Zojsh vh ot oF njE ZPI=
19887 = REs F FUR EEsiled, F2 B2IR|E0J4(Village Voice)et
A59128)%A(SoHo Weekly News)oll HHE 7|15ttt Ze§3 oIA] 1996\ o|o]
Zhotol&d el AARIgE AW
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AAE 1304 R3] Fua JFT(EEE)Y RS LASIAHG(E 24).
o] A2 MEZOA 27t FAVIRH U522 wuer] A7 AWd
s dEs HSA St dFEe 48 ¥89 EHo He
=0]7] WiZolth. Fo]of MEZ = 1995 PRI BFL= QI o3y
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1E2 d7{Tolof W 5165 Z2HEEZ Mzsf Wit} opd Ao
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W

L o4 5165 EZZAEE BEzZlslo] HEE 328 Moz

BEAela 2ANANARZ A7 |2 ZAsHYT)58)

=
Mg e 2AWEYAR {7 o] ZRAELE W0 FHall & 5162
Z2HEQ 2lo mel 3A & ©AR MR A WA oAl He=
Mg AS AT F4& EFY APS Alels Zojtt. HA MEZE M2
ol Qs BE 7222 AR PeolA 2ot EHE I3tk 1 & OE
I THE A Qo] 2 7137 ZF A=A Q4AE v &7|2 BESH

2 = z
EFOIQCE 1 W AR 7% 2N 5 4EE A28 5Y s

(€]

7) MES’H off Aoz HEEIOE M ARPLAE PARAE
OjZ|olt}. Foh Al AAMIYol 22 MESol AZo oo oEA FAP=A=
gHA A o ogh A qtojojsATel AolEo] ZANE0] Sl HAPES
z3m0] QUF w2 1Y 4 ok ool wEW HEs HES olskEel
e ARHQl o]E A s 2EE W X EQIh "Juror's Statement,”
KAFA, accessed March 12, 2021, https://kafa.us/portfolio-item/do-ho-suh/.

58) <Alg >0l AZH Fgoll theiA= olgot, A9 ¥E LAR §74 A, A=
S AAulert, MojgE Yuis Q05 Ue olEA B8 olRQth(HfSTAL 2
001), pp. 282-287.
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59) Do-Ho Suh, “Seoul Home/L.A. Home,” June 18, 1999. AA4u]&™ Leeum M,
TES: 2 49 Aj(Adu]aed 2]2, 2012), p. 36. “All the architectural details
are faithfully rendered by the seams which makes this ‘custom-fitted clothing’

for the room similar to a made-to-measure garment.”
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o2 ERCon 2000 F2 MoMA PS1oA HAEIRS mol= <A /LA J/w
2 Zl(Seoul Home/L.A. Home/New York Home)>2=2 A9Qt}t ojzjst gl TFS
Yol =08 <2 oPE>O|E EUsPl YECE T B =RS THiMoz X
AR 2o} o] IUE WE F B8 CE Aacty|7t ozl Wt 2
22 AEYS AT <A > EE <8 olpE>2 A% B INT ATY 3

ole WAl a4 29S8 2ol JAIZ Zoloh.

N
ok
4o i

Hd
ol

- 41 - A1 <2 TH



A7 3

g
o

e TAY By FAY 2ANYAS

O,
a
o
[>
Hel
i)
e
©
(Co]
N
am
e
ol
ku
[
rO

o> r
ot
E
K=l
i
e}
3Q
a
lHu r
B
u
:ru_:
[~
B[t
ofrt
flo w
kU
[~
2
2]
:ru_:
[~
10
1=
ro
oY
e
ri
=

ku
[r
- L

AR THHE 2{ES wop ofmz|FHA| n]=Ql50] AFAPdo| x5l

o1 A8 AHEHIE, 0] AR =EAMEA RIS AHo|YH
AFAAEZ (South Central)2t F2|olelRol 4 FE0| HALE ZAE
ZHA gt

Jeju gA] 2ANRARA
HollA B Zithe2) 713 okl
Aol thsto] AZstA 1tls BX] ity 152 oh=ol g o

~(:3_].

o}

| .

o] ofZzZj7tA uv]=Ql Z(Rodney King, 1965-2012) 1]
&

o]

=2

Folle Wol Z4e) WO Q) HW Aol HYS HEY oAl

A2 o512 Baloick Akt 2ARRA FAS

9o o2 ol goe B

Solna DjFOR olFg 152 ZAxe AWM ofRe PE: Hoj
2 =

LAY LR VISUt RAQ

Pl =gieh dUSl =2of 9 2
U3 Aofa 919 U Ao Alolo] gXsh YUYt Ixe Beimoz
olZelshA niFSY ool L2F suo] ggich T YAl gese

259 3AS W FFol 22 2WANS W W HYHCL

62) RAMWAAZEO HHE $2A 0|20 YFoIM Bl ZRE Elaine H.
Kim, “Home Is Where the Han Is: A Korean American Perspective on the Los
Angeles Upheavals,” Social Justice 20, nos. 1-2 (Spring 1993): 1-21.
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63) Richard Rodriguez, “Multiculturalism with No diversity,” Los Angeles
Times, May 10, 1992. “We cannot settle for black and white conclusions when
one of the most important conflicts was the tension between Koreans and
African-Americans.”

64) SAMWLHAAREI Beislo] @27 012017} ofZelrbA o=l Aold] 25
ZFsl W12 Edward Taehan Chang, “Los Angeles Riots and Korean-African
American Conflict,” To]=2&}; 25(2002d 12%¥), pp. 305-340 21,
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UIFQI0 RN YHYES FH VIBRA YU ARSI AAre Lol
ofd7tR? FFI0RA Tl B Y Lol I HZo
YN RAWIAAY AT 0FAS0| HYVYSS HLBAYE Ul
238 2 gt BE ogaU s

OlZ f otAlob| tlofrzats A7sts XYt stAtel a9l Y(Elaine H.

Kim, 1942-)2 327 O]FQICEA YA EARAHAZF0| ohsto]

O AA] AT 19930 AQ1 o] 2L

ZZ|E tidsict 2 A0MAR A0 = Lo SIS
A

SoplA QT RAMEHANN AdztE Ao

o gi 2agrEa sleISe)
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65) Kim, “Home Is Where the Han Is,” 15. “Hasn't the dream of going back
home to where you belong sustained most of America’s unwanted at one time
or another, giving meaning to lives of toil and making it possible to endure
other people’s hatred and rejection? Isn’t the attempt to find community
through national consciousness natural for people refused an American identity
because racism does not give them that choice? Korean national consciousness,
the resolve to resist and fight back when threatened with extermination, was
all that could be called upon when the Korean American in Los Angeles found

themselves abandoned.”
66) Do Ho Suh, ““Some/One” and the Korean Military,” interview by art21,

originally published in September 2003, republished in November 2011,
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ES A 2AWUHAOIN CI2UN 2AREEHA FQS0] HRE BEE
S A8 WY SEASY) BEOGT 1 9 2AYUAAIEE
Sto] oFT0] ofE EAIA, UlRolN ARQ0R ot Zo| Foig
ouistea] FA TUSGCESE OHY HESL 2AWWEA HASO
Olge ZE3I OlET Yotk <M W wue AR} AZEYIS v
AL YOISY e W oD MEZL RANIHA
JTRA0 B THS BRI WA W AN RAPWHAE
FPH AUl FFEH 22RYAA AASO 2YES FEAA
z37 ok,

N

. &9 2Ae 2AHE AU N|eH A

AW A0 DIRED YT FUES <HE ool FYT TS WYL
siched) Qo) M SR WUL IR IS AEZY 2 Solof
https://art21.org/read/do-ho-suh-some-one-and-the-korean-military/. “:-:I think

there were some issues related to the Korean-American communities in L.A.

during the riots.”
67) Do Ho Suh, “How Artist Do Ho Suh Fully Reimagines the Idea of Home,”

interview by Jennifer Sauer, CR Men, May 20, 2020,
https://www.crfashionbook.com/mens/a32626813/do-ho-suh-fully-artist-interview-

home-korea/. “The move also started me on my exploration of how migrant
identities are built—I was living in LA during the race riots and seeing how

the Korean community was presented by the media was a shock.”
68) Suh, ““Some/One” and the Korean Military,” “That [L.A. Riot] was what

really allowed me to think about my identity as a Korean in the United

States, through that project [Metal Jacket].”
69) Miwon Kwon, “Walkthrough: Miwon Kwon (6/23/16),” recorded June 23, 20

16 at The Geffen Contemporary at MOCA, Los Angeles, CA, audio, 59:14, https:

/[soundcloud.com/mocalosangeles/walkthrough-miwon-kwon-62316. “He got lots

“

of positive reviews, but it was at the Korean Cultural Center, not much art int
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erests at that time.”
70) Kwon, “Walkthrough.” “As you try to go upstairs, you know, you're facing

this. And then, you ascend, and then, one of the panels was opened up, so
then you exit. So literally you are in the house before you know that you're
in the house, and in order to see the work from the other side, you exit
through the piece. Now, I thought, at that time it was an incredibly great use
of the space as found. And having the viewers be able to be that intimate

and close to the work, I thought, was also fantastic.”
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AZ= At SH|0|R|MA AlZole FB= o237 ZT} Accession number: 99.31,
Purchase with funds provided by anonymous donor and a gift of the artist.
73) ol2igt Fol dieiME olgol, TAME9 e LAR A WA, AHE=R
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IPe B B3 1k FUYME Pasi: 2 nleTel M WA
P2SGE IZOIME AF Fte] HES Solor Ze AE Ay
BYAGCE A 2AdEAdtOIeBY  AYES  EYEIR,
ojUZels, Fole 5 vl ol2 APl AEES0] JZs0] onl vy
SA Dlge PAMOIM @S| ML BIFS AXFT U] Geolck
=5 2E2e g, 22 5 WS oiHucis 4%, ElgRojE,

HAHolE 5 A2 ohdol RIS TaAt Shgint 7o
Mo AE9] 2L o
qespl  REslgn 2% He 2t 19974RH
2 A ATTOIE T AST 200l CEES AUEY ZEHe I2sls

o= #olsta  ATE  AREOIE?) ol2fst HE2 <AME >0

74) Jeremy Strick, “MOCA’s Two Heads,” interview by Kristine McKenna, LA
Weekly, June 9, 1999, https://www.laweekly.com/mocas-two-heads/. “And in

recent years the development of the permanent collection hasn't been as
strong as it was early in MOCA’s history. There have, of course, been
extraordinary acquisitions, but that’s fallen off in the late ‘90s, and I'd like
MOCA to have a reputation for collecting that’s equal to its reputation for

exhibitions.”
75) Jeremy Strick, “MOCA’s New Guard,” interview by Irit Krygier, artnet, Nov

ember 16, 1999, http://www.artnet.com/magazine pre2000/features/krygier/krygier

11-16-99.asp. “Certainly there are gaps to fill, but our major efforts in the ne
xt several years will be expended in bringing new work by emerging artists in
to the collection. Our curators argue, and I agree, that this is a moment of exc

eptional artistic vitality. MOCA will be an active participant in this moment.”
76) Jeremy Strick, “Q&A; MOCA Director a Curator to the Core,” interview by

Christopher Knight, Los Angeles Times, August 6, 1999. “A couple of areas
interest me particularly—like electronic media and emerging media, which at
the beginning of its life MOCA decided to largely ignore, and more recently
has started addressing. There’s been so much interesting work in the last
decade in the areas of video, video projection and installation, and emerging
digital forms—a good deal of it in Los Angeles—that it's an area we should

look at very carefully and develop a clear position.”
77) Julie Lazar, “A Conversation between Kathy Rae Huffman and Julie
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Lazar,” interview by Kathy Rae Huffman, Crumb, accessed May 12, 2021,
http://crumbweb.org/getInterviewDetail.php?id=2&op=3. “In 1997, 1 was

instructed by the museum’s director [Richard Koshalek] to conduct research for
a year to ascertain how The Museum of Contemporary Art in Los Angeles
should approach new media art regarding its programs, collections, staff,
buildings, audiences and so forth. That's all the guidance or direction that was
provided. I was to deliver a white paper to the Trustees and the staff on the
subject.”

78) AN AHOIEHL <AE Y/LA. I>S FIMo ZISIHEA AEZ oA

Oxg 232 Aoy AT} <vih>2 A7 olRstyrtn Hahct.
79) Fh g ¥A OIE(Ar)E 1999¢ 128 MESES me2i AW Az
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PA REdiojed MoMA PS19] FeolEg2 olgsi 2go &~
o 4E (| H2(Greater New York))oll <A Z>2 Mx5P7|2 YsIHA
MEZOA A=hs Fo $Hths0) Eok 20008 MESoME ¥I7HR 4A]0] el
o =9 FolH 22428 AF gL A==Vt 2000 118 MESoA
<ME A>T AR MER Ads AgsH F7IE SYsidlth 2y &
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2705t &3 Al= OofEo] Z|agh oA MRS Y Hykgs HYsigioy
1998 @ojo] & HWEY 19999 2] 2R <A /LA, >0 thsto] &
FPEo] Hogo] 3 Aok 9], Tefr EEFS 2U71, TArty(19999 124),
pp. 75-77. #ulg, TRU-E, 1 EEN 294, FAF &4, TArty(199949
12¢), pp. 79-80. 2] =2tat, 'gHol9 I &7171,, p. 81

80) Kwon, “Walkthrough.” “And then, he was based in New York, then. He got
picked up to be in the PS1 Greater New York exhibition. This was the piece
that they wanted to show.”
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"I ool Al ol thet AR Aiel wsHE Eiko] 7|gte sUo Mol o]
FHAHQ AoRE. AFFE2 of2] Aitoll 234 ojut ofmEoA Hoie. 2yt
o5XY KEHA AYolM e 1 AERH uiEgiolr. M NP M2e
Aithe U Al gote. Mg woi(nomadic) HgolN g7sz.”

88) Suh, “Seoul Home/L.A. Home,” 34. “As we all move around from one
country to another, from one city to another, and from one space to another,
we are always crossing boundaries of all sorts. In this constant passage
through spaces, I wonder how much of one’s own space one carries along with
oneself. I would like to believe that home 1is infinitely portable and

transportable.
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o] wzts
A5l 2 AR ASIZREQ0] 27 EMS 9rjHoz st 19994
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<ME Y>9 Aol S0IE BEgls ol

uju

89) & &F, MAAe f29 e HIARIH",, FEddxe Q8T TArt (2000¢
49), p. 132014 2] QAE.
90) A& g2, M"i=tE &% 229 olES A7), p. 129014 2 Qg (&£F)2
1996 L8 A% 2]of|A Tjo|X|T2AE (Deitch Project)o Yoz o2 ufd,
AEY & 2% Ao s A" M dY Stol ZFEAch
A =

348 Rys Y 42 Ao BHo) F3siol
Az

AAAHA] =oEWA IXS ¢ QdEoz nrEQnt o] HAJo thfA:
“Shopping.” Booklet for Shopping: 26 Art Installations in 26 Shops Throughout
Soho, September 5-21, 1996. 1996.
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'S AR o122 FoiuleT AZAYIE Yoletm MR - Agoly
29 547 PGl FPS AL BojFL .
92) ol2fgt AL Bel RoR HSIt TRORET WNE] F Y WA
MZolN WS Seidth ¥a EWolzts 8ok 20004% StofE 3
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ofAlol 9 o TR (E@eia], 2000), p. 11. “AEEL TRE A
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Y Azle EBRE oleAl HgsHl 2AIE AVIste WiEol A
St SeRtRe Jas Dlgdo] 5 Y ARl ARtHoE
ZFEojofet s, WAl S0l = SO|EFHY FES mefolt sheAl,
2AE0l 7IEdE tE AR 2RE +E QA 5 22U AHdM
ogs AVISIEAM oldle AYE HHLR oE A RES RAMStoiof
Sttt S mHsiint.s)

Aol & EFolRe o7t ZAl I oleAldl Es] z2] YA
R¥chs Fe Y7uigd 20004 12€50] AHY 323iRet AE A9
AHROME Eadtt. JAl JIHRE FE6IiE #&sls 4 5490 verty
THs =t o ABEHE goRty &gt R, 3RS 452 S
2L, = AF-AE G249 AR, TAH01&,(2000E 123), p. 80. "IHHH

=2
ofgo] o 3 A7 ZH Ex I ATPE 4% A4 (site-specific)2 ofT
ou|E Zt=Tt?”

93) & 32, TZRe A5S 53 237, 535199 QUHE, Mg7iu]£,(2000d
12¢), p. 75. "R2ls dZste vl A|AH] disi ofA] S ¥ AgZE Eoto}
gttt o] 222 5| HMSHHAE &30l Zeh AllMo] Qe ZEisx ot -
A 52 ot e FUOEHEYL olertE2 o] Al ZREEs ¥ QHoflA
g5otal o, ol Z E¥Y F&e Juisht” Alg 42, 3RS 452
5ot 237, 25899 UHE, FE7oj&,(2000 12€), p. 75. "N M AAL
a2 o 22 ZE508 WAE st e A7 off 4 A7 L ulg] gsi
=2 a7t lojop shert? o BE nlede Z7] OE ARG 7K EAS
A £ QEZR? A o Y 1YH BEH502 AL opRalgojol sHrt? o
O]&3o] t} F0]E FE(white cube) WolMTH MAJsHo} sH=71? Qel& oA ZA|
370] Agte £ oty JH¥E "ot gint o RE njgde 2 B ARMS
7R QETFT FAEe ZYEEF (Palais de Tokyo)d 7HS FHI|SIHA o]et &2
ARES AR £ ottt eI E mig] 16720 xS AFHQ nj& A
3o g, FeolH yEet 22 AE HA7F 1998ERH  FH[ohr] AlRsto]
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0] =9l= AtA 1990\l XutEE otzjot YE(Maria Lind, 1966-), StA
€2]5] QB2]AE(Hans Ulrich Obrist, 1968-), BRIzt 8 dof
2J=(Barbara van der Linden, 1965-), Y&z} H2]Q(Nicolas Bourriaud,
1965-) 5 FY A9 FolHEoA SFET Zojtt. vjsAtetat 2o
H|&(Claire Bishop, 1971-)o] 2™ o] FO|EHSL YA] S9 275
Aololl AEA Uehig Haol wigstol Ahat WA BES s

dct. Eo] “AE4(laboratory)’,
A
o

rol

‘714 3% (construction site)’, ‘O]
fart factory)o BIREE o] THS Eg] IR HE2AE
Zote UES PR St 2 AUS2 Wi HgHe= s
Z|8oe @A 2 olgsta Yojgitte d 99E Rtk & 0
shte] &4 Quig ZrEne fEAA FH9 TIRE
PAHozuor digtet 459 FE Uigdske ol USSRt
128 AlF HAE HIES fY A9 o] FUolHEL M= FId2S
= A7IEE RUiSHY] tlgde Isolr &7] Fxle Ay IHe=
ypo] Wizt st 1 tiEAQl o2 2|=232]E  El2fHiYA}(Rirkrit
Tiravanija, 1961-)&= Ulsd QoA JAS =01 TFARE W0
goloy 2 JAZeR g A% 3'*%}1}7} &= AAY 228 o=
s AREA oY £ A SItHE 31). E oE o= 2|k d¥(Liam
Gillick, 1964-)2 &9 dgto= J A ol vl SA 2RA &
HOAEE US| E o= 32).99

Ue A2 He ) A olet 22 =
Z12H A% & FolEE o] HAlZ
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20020l 7RSI

94) Claire Bishop, “Antagonism and Relational Aesthetics,” October 110 (Fall
2004): 51-79. UZ=t 2z2]Q9 ‘TA| U|SHrelational aesthetics)’2 HAYE|= 0]
s 1990 oflA 2000t = Atojof] o‘j—*oﬂ’\'] fetetar A=t AU
ﬁ7130ﬂ7ﬂ¢ 35 EEdh O giEzd 04] = 19999 AIojsTolA  ZIgH
g3 O}E} FA FAFE dIuledolA
RIS aei BEAT Lol B Alg

95) A A2, (299 452 B8 WA, p. 75 “TeHM ol% HA: ol RE

Heet 482 AMPESY M2 252 FRiske ol Ao
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A2 He hofl ojst njerls2 HEE F FeolEY ujg] g3 2Ud
Ato]2 ol2{gh YPeof] Belste AAS s&cHl AAGIEH. 71 A
&Y (Surasi Kusolwong, 1965-)2 1997QWEE] 1999¢7tx] S L3t27}
QBIAES 3h 7|&st (22o]= EA|S(Cities on the Move))ol
21oj5l  2000W0f=  ArASQL EtolmojuloidZ b4 FsElm  Ygid
A7tz 2A22ols 529 ofES HelE <r| AE, 2000(Lucky
Seoul, 2000)>2 AERHHE 33). I =2F42]9 Qo] ¥,
ey, YR, 7iE7

olr H'I

ot
I
o
rr
ox
ol
o
]
[m
u
40
ol
olo
ko
rH
o
U g
>
o0 g
n
32
o]
a2
o
o
ofEl
il
rlo

o

N

1719] oM 52 4 AAch97)

& 1990WT] YWEE $235129 w9s] & 7E5XA(1964-)2 0] HA|ojA
AA2H1965-)9 Al <2YE(L(i:)ving Room)>S MEO|HA Tzjof|7
HO| FES AZSIPTHE 34).9%8) A5 T A2 ARl oA JH1E

d

%) Ag H2 39 A5S 5 BZEAL, p. 78 "E ol [AE WA
AIHQl F¥oE Lttt ATIe tig Ato]9 ekt HEAEES FAIRNI
oltt. RolEn} AEES0] ol ™AIS ol B7F Hojriof sttt 37 ZAAE
H2jd vidth. 2l ©A AZY #ojo. ol Uhx] JRE BEE Ay At 52
Aluz]eof 93 JetE AlASHR|gE #AS0] Ft —roﬂ o o ZA=
04] Skl Rt U AFREES #dEe Wt doke =2oj1 A=A &
< 7] AU FEE 7R JAIE & Aot 7\“]% 7|€lictar OHH
7] ojugt Bigre Zesittd O St Sxsict.”
97] <H7] AL, 2000>0] 27} LEQF Az E‘j%‘ Surasi Kusolwong, “Lucky Seoul,
2000," Mol e v9 A, 1o e 19 3 otrjol 38 A7, (2gHee],
2000), pp. 116-129 i1,
98) FEAI S22 #Ao] tisiM= PeA, T2=9 20009t B+ ¥, 4%
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weiel =wzele) ool ARXsIGTE 1 AT FAY ohi: Ax 7ol
Dgo] AT AEAT Pasks FAE s o2 FAHE Hxiel
olg] M9 olzkE HixIsto] PYRZL WeHsHA| olobrlS s & Al stgich
T3 E Abe O Q0RE ATY ZAAS £ ZF A tpl2 Tuls)

o #FAL o] FSS ARSA AHESHHA distof]l xet IS EE5F
C

= U St EeF a5 WA o Zo| Anoet FEHE &

dZ

»

LIEA 0l ol8® 4 Al SETh Aol WAL WY ol
oliE o Al TN W2 Y SAS FBael ANE ¥ 2

915ITE99)

T T2 o2 oA 1997{RE 2000871X] $95H2e QuEAE 7]E9
(g2lols EAS)l Hofgt b Qe 2QA QXSH(INEE, Tsuyoshi
Ozawa, 1965-)= EFAeielols TRt wuAze Ao uet
Fastsol sl o el AYY 5 ARE X

H
u
Hotel Project)>E AEJITHE 35, 36). 1= O] Qo

22 olgslt WaEWy k4150 AZ TUOR ARsHE WES £
712 A Sk PLTDL ol Leulut Asier W7 PulElof
90l 2Ba Aye WIslgch W HEL 1 ool Ha s olBo] ol
on WSOl Heisa e A Hol 9lof MBI Lol PP 2RAE
e HES ME AZslel B £ NS otwiA giEel

o902 8 V18- HEA HRTY SeTHolE, foh|, w2, W, §3)
%, 20199 7€ 279, https://www.gokams.or.kr:442/visual-art/discourse/time/time
_view.asp?idx=1250&b_code=21&r b_ex1=2000Fth&r b_ex2=. “A| AL A7} ojd
A A9 Al FRAl " AR Fes] RaZR|et nYFA ojsAld] JH Sot
FEEH AFE A2 EEAH - FYoIA Y § ol S0ty o] & 90 Hh
T Feole & otEet gt & I8 ZHU|QIA ool URHE A F Shrt BlEd
Q1 Aol Z= FAY, FEAEH a2 EYEY g FUEe vl 7Hs/doIN
o I2{HA 20000 & SFEIF Mg, SF0IA ZlEet (He F2 H9 3,y
We uol Aol Fe yol 3, uol AL uol 1) Al Holsteia-”

99) <2]¥] 2>9] Ay} LEQ Mz AL Kim Sora and Gimhongsok, “L(i:)ving
Room,” T49] I 19| Z, 19 U 14| I oo} G  Ath7Hd (284,
2000), pp. 88-103 1.
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AYe o2 & Y=g FEslgichiol

oMy (4ol We uol ol Foidt o2 Alse BRI Hoig
DolwntE 298Pl sl 152 BYA) Yste W2 AYe WX
YgaiRM 222 Y BE S LM JNE YHSET. weid

oo
B3 2} NP HIS BUHWL

b Ayl 3 wojel cejo] Bl Fdg
Aote B2 oM. 1 AW 159 IS BANoR ZEHY

FEHE T
U <ME >2 o] Adsite izl 44s AN #ZAL Yois
A

o
79 Aol BAHY QAT AU BAW 1b AW A0

A2 > WY YA B} o] AYL AFY £ Y= 52 Ol
el Foltt wetd AEsE Y A oM L AR =EUS
Solof e 22 WSt WHME MM BhHe Dot 5 MY

ARtE sforeh Fict.

A7E ZZoll o] A EYHJAS w A "WiFh oo oAt

S ZAPEULL o7l 9l T2 Dl&viEe OMIES HEUAZ
SliM YA g7t Alole A% Aol WU ARt e
AL PEUT Al AFS UEE Yol oje FeFud o
NgrlEe £% ZEXO2 YL S A ABL B A9 2ol
Rt Alg PES FTAYT whalsiA|R 101

100) <H& S mRAE>S 2y} LEQL MHX] HZAL Tsuyoshi Ozawa, “Capsule
Hotel Project.” Tutol e 1o Y Y9 Jy2 U9 I oMot /Y
AThRI7HA (28— 2], 2000), pp. 142-155 il

101) Do Ho Suh, “Artist’s reflection on personal, interpersonal space,”

interview by Hye-jean Chung, Korea Times, December 13, 2000. “When I first
was included in the exhibition, I thought, Will I fit in? The other artists here
are very interested in the interaction between the viewer and artist, having
events and performances, but I am not like that. To me, the process of making
a piece of artwork is very important. Other artists improvise sometimes, but as

for me, my work is painstakingly tight, almost suffocating at times.”
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Slo] QlEEE MESZE (o] e ol ol FRAIRS YAl =7
Zer2je ZWS UhQ AWEK BojlEth di WAl gRsiiolt oE
AlEael Welg WPSIGITE 1 T2 1S9 Aelo] TAele] 43ES
S0l FHA S8R0 OMIE Ee mEUAO HEHE Hrial AFASIeint. v

= AR 2%do] FFAS S I8Pl Aok wen AR 23
Yol FEt FFS AN B AR ST

B A= & Feiolg7t ol2igt ?I% L&ﬂ mmaﬂ xet A
271 Adeidtts goll AU (U Y2 -
£0j|lA orEIQiet Feoly ﬂ“”(f%%,l%TﬂW 2w o] Al
=0l 2000 28 MIF HIEY] QoM tistE URth dRAEA
TFEERH. 252 AEd EAsHRE WAL Zte d9lsta ATHE
AL olof] 2% AR © ARS0] 2. Al SRIIFt AF
Hie A4z Astolu|digzier Bolwojslelide|d AHUIMUHE ®A QU7
Wzl 1 FHIE feiMe ME2] k=< wWuol 7] diFo|tt.10) £ &
FelolEs HAIY dhfdQl Stk uhds & JHiolA gElskl 2AhE
AdstlE Zlolot,

T FelolEt 2AIE BASHY AdYste WP A50 MRS Aol9
2 o]

= O
152 U8 oA BE HYHY 290l Huid, soEed AE AAE

%1

102) M=39 o2 2750 Bojxe &Y BT Aole sF222+ GA| =it
w39 tlgo] oyt Aokt Zolg AU QJAU=A] EojEth olo tisiMe thE
ol M2y 62E g 7. Claire Bishop, Artificial Hells: Participatory Art
and the Politics of Spectatorship (London and New York: Verso, 2012).

103) o], TRExolet MA]7eto] oigt 23l,, FArt in Cultures(2001'd 1), pp.
54-55. 0] WAl FAOlEHEI 72 BAPL ofs BIR2& Aok 1 [UA] ZRAEL
£ A2 7IkE, SEdst Uig, A2 ot T2z ReolE zAilSol oE
ZAE (Bfsto]-Etojujojujelidzl) = Qla ot BRE  JEiolA ISt FHI"
Yarote Holok ‘19 Fol Yol ol 49| ol o] Folake Alo)H e
L AgW vl QoM WaHHT, AOESS Ao =TI AET
g2 A7ME 7] flel A HEE*E%. o]gH 2 2000 10ERE 11E€7}4]

e BAIZAOIEHAEIH(Pusan International Contemporary Art Festival;
PICAF)O|M Sot2et &5 HUHHE &9,

:l'l ! |
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Egs {45t sl FEVEd HAEoHE2 47t B %‘94 s

2] 59820 Aol 12t ZEZe]QS S0 2ot § HejolEs
olg sto® AEZ o¥3t 950 & W JHEE s WA
g WIS SPSAPTI0) 0lF Edf BUS @ MEze £ FolE

0l md-Eummm 42 ASSS dE YEds SOt S9E oo
Wrt105) £ Raolelgt th2 n]&7lsTte] Telg 2

JEWY 9Ud FEERIY FoEe =

104) o]Fd, T{Eoet M2|ato] thgh 23, pp. 54-55. "33 -OtAlop 27t
Alofl St= 27HE 29 AEE o2z ShRof 28](oF 8A] 30& 2% 5A]) HYSH
o 7oAl REERILE ARSI YA ZetYo] Ro|EE it} of=xo] PE
7HE2 w89 230 AZIE 7ol F™sE ok O|AE2 LFoMs A9
e S80It et=2 VS okl ¥R Zeho] Rt HAE Tt A4 ¥
o] 20l 2ot Sorte Folz gwg sfiof irh.” |4, '2ES] 2000¢T
B ¥, 484897613 -4 - AR S - e 2R EH0IE, oA, Bt
, SHA|, St=20)sy, 20199 7€ 279, https://www.gokams.or.kr:442/visual-art/disc
ourse/time/time view.asp?idx=1250&b code=21&r b ex1=2000Et&r b ex2=. “O}&
qu mya BaQlN Aol grul F Bol s Fua ek eyolgnt 2
B Ze|T ZEEZL|RE WSO YA PaY WEAHY TE o FHoEHS
R3S 3 Zolgick. 3 ¥ ool 3 RS AT YAT} Yo YT 2
2l HRZOIA E2 AN I ARESOA 27isd @ ZEELRE BojHof g,
HHS Hof sl I8 Aol HolHth Al 3 o] a50] daliA 2ZA =3
| AR & 4 glet, ofttE 2FA FRbollM 1A 98 AE A Zo”
105) Suh, “Artlsts reflection on personal, interpersonal space.” “Jerome Sans

"JHI

[nt)

Hu mu ot
T

is very flexible. He wants an organic relation between curator and artist and
seems to like it when something unexpected turns up. --- I decided to adjust
myself to conform with the initial intention of the exhibition and to look at

the conceptual aspect from a different angle.”
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106) Suh Do-Ho, “348 West 22nd Street, Apt. A, New York, NY 10011, USA at
The Rodin Gallery 1st Fl., Samsung Life Insurance Bldg. 150, Taepyungro 2ga,
Joong-ku, Seoul, Korea,” L9 F2 49| 3, 19 L fo] ZU: ofrlop 9
S 271A (28 ei2], 2000), p. 175. “All the architectural details will be
faithfully rendered by the seams which makes this ‘custom-fitted clothing’ for

the room similar to a made-to -measure garment.”
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107) Suh, “348 West 22nd Street,” 175. “This piece forms a sequel to my
previous work, “Seoul Home/L.A. Home/New York Home” which followed
similar steps but in the exact reverse direction. In my “Seoul Home/L.A.
Home/New York Home” the traditional Korean one-room house in which I
grew up was transported, using the same method, from Seoul to Los Angeles
and then again to New York, USA. This piece will travel to other spaces and
cities, thus continuously transporting elsewhere my personal space,
home/homeland, and origin. The project I am proposing for the Rodin Gallery
complicates further the notion of home, since [ will transport into my
originary homeland, the foreign residence which has by now become my
current “home”. By bringing my current “foreign home” back into what was
once my “original |/ originary home” I reflect further on the notion of space
— personal, collective, national, cultural — and origin — original, originary,

secondary, copy.”
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about Do Ho is that he also keeps close contact with Korea, itself. So he’s not
really a true nomad in the sense that he has no home. Because he's very
conscious of both his being home in New York, but also being home in Seoul.
And I think that the term nomadism is a little bit inappropriate, just because,
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transnational movement, so it's popularly applied to contemporary Asian
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Home... does this, and it’s psychosocial eloquence perhaps explains why

piece has been something of an icon over the last few years ="
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141) Ariella Budick, “This handful of works adds luster to the show,”

Newsday, March 3, 2000. “The most satisfying room features a number of
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monster works, including a stunningly diaphanous house sewn from green silk
and suspended from the ceiling by Do-Ho Suh.”; Jerry Saltz, “Greater
Expectations,” The Village Voice, March 14, 2000.

high-production numbers stand out. If you took up you will see one of the

“

but a couple of

show’s better moments: Do-Ho Suh’s marvelous life-size house, a ghost of his
childhood home in Korea, sewn in translucent, iridescent celadon silk.”; Alice
Thorson, “Call it Now York; ‘New York Now  exhibit offers hugely exhilarating
look at contemporary art,” Kansas City Star, April 16, 2000. “A high point is
Do-Ho Suh’s re-creation, in translucent green silk, of the one-room Korean

home in which she grew up.”; 0J2{3t AMAL 2 IO FHCt Q0|5 M2
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150) BHgo], M| Ql wetoflA Adztshol--7,), 8532 QIEY, ME7in]&,(2001
7€), p. 93014 2Y Q1L

151) Cotter, “New York Contemporary, Defined 150 Ways.” “Their presence
gives a clear picture of how the demographics of art in New York are being
reconfigured.” Catherine Hong, “United Aritsts,” Harper’s Bazaar (May 2000),
132-133. “a good third are foreign-born, underscoring the changing

demographic of the New York art scene.”
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2t &8r5|= Zjolgtal o]ofr|st v} Qith Holland Cotter, “Art in Review; Do-Ho
Suh, Lehmann Maupin, Through Oct. 7,” New York Times, September 29, 2000.
“The subject of the individual adhering to or resisting established norms recurs
in the contemporary art of Korea, where social conformity is rewarded and
bucking the system invites reprisals like the suppression of student

movements.”
153) Kwon, “Uniform Appearance,” 68-69.
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2AE Th2THR ojop| 9T 15
ol JMolm Wwe BAE oYl T2 MEsol HYse 329
X g7Ag el slElEME H7o Usly dES &uHo

2

S #2 U2 ozt og 4 gt o]

7} ATl NESE §127A 020l 2} ojo]2 Z(Michael Joo, ZOF,
i

1966-)2F SPAl 2001 St thE=2 MHSIUTHI) <= F901717>8}

>2 Hjl= 8232 W EZH|IAIE (MetroTech Center, Brooklyn) W

| OlEstES AAEITL st FEIL AW Fefol(Janet
Kraynak)2 o|¢t 22 Fx] JA] o ¥l et oAl 71ge] dsol tigh vjmzel
AZoz olsie £ Jutn FHSIPch Aol sHHLe Jlgw] 2Zo] Eej
YAMT YYSHI ZuElel oot ¥ Tewch oA ME otk Janet
Kraynak, “Traveling in Do-Ho Suh's World,” in La Biennale di Venezia.
Korean Pavilion. Do-Ho Suh, ed. Kyung-mee Park (Seoul: Korean Culture &
Arts Foundation, 2001), 43. 7]4¥8] 2z} ZAXA9 Ao tisiA]l= Rosalind

Krauss, “Sculpture in the Expanded Field,” October 8 (1979): 31-44 1.
156) Ken Johnson, “A Fertile Garden of Sculptures,” The New York Times,

August 13, 1999, 33. “In Mr. Suh’s piece, a large, empty, simulated-marble
pedestal of the sort that would have supported an equestrian statue a hundred
years ago is held aloft by a regiment of foot-high ordinary people cast in
bronze. With the witty succinctness of an op-ed page cartoon, Mr. Suh’s work
comments on our loss of heroes and the triumph of the kind of faceless

bureaucracy on which a place like Metrotech is founded.”
157) oo]Z & IUolls 19959 Al1g] Fuldide], 20008 olEAAAIE S (2

2lot|2}7t2fot), 2000 DIHOAEIMSS S50 YFTh D+ 2000 SEUH]
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<FUS>2 olEal et=dol FAlshr|2 Y=
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Eob "ot MEse & AT oAl </H(Some/One)>= A
74
=

Are7|2 AR (& 43). <H/E>2 A=27F 2001¢ 48 FEYD|sH
YD 2|AE R (Whitney Museum at Philip Morris)ol] ZAlst7]  sto]
THISIL QUE AAFojat MEZIZE 1992F R EOIYHEAZ QL BT AIQI0)A
At <og 2|z (Metal Jacket)>S Atieh AAIGR Shtfgt 2Jo]ict. o]
AAS Fst MEZ= 2T Vi FRIEE 9o Adie AR IS
TS FHEE OlF, ¥, U 2 7ISSio Qo] Algd F&
AEE &I £+ RS o BP9 g2 AE0IR, & AL 49
JEE TS tiEst= Atsolth. wWets F¥E 2T 77 F/45h= sl
A2 2+ g9 FIs=2 M YDHQA 2 2E HRAeR
el Ze2 sidd o+ Qlth o] AR 2 Adist AFAIg=R A0
AR stolg THlo] AYES LA o olzfst BE2 A% JHUHRIO]
Tof A9 A=A IS UEo e AME EQIth 24 o] FF
QIS oju]l E Y ZAR SHAIA BY FHEE Aditt I SolM o
ol 1 &2AE WA FsH Ho. olxd AMESs <H/E>S F51o
HAAR Stolg YDF29 dHAA HAZS AAY 4 A SIiH.
<Gle>2 Ad=oo] gt vjEA Aozt HolA ZAIY BVIE
2ottt Sheoll SORAIoh ARRIE APAIRIH d2ivt <B/E>2 oA

al

AFe <L LTI, <BUS>HY ‘FAY o2 oW AR
ofgitt. <H/g>ol BRY MESS BE Uz Ysto wRold ANE
Aol7] wEoltt <W/g>ol AFRE ZHEolE T Al upa 2}
e AAX ITHE 44158 3 URo B o olgd

2ol (liner) & 0JF9] FEA 2 Zlojot. #HA= O] AHdE 27 2 8%

gzl #7ieh 27t oM &
158) <g/g>ol ArgE ¥E F I8+

0|2 253 WeiW S0t MESE REoldMTAToBTIXI0) T o &
2919 ZQIRES M AW ZQORVEH £88 Wob ZHEN XY YRS A
QT slgith <uig AZ>I <H/P>9 Az Ty 19 Belm Asjel oisHHE

Suh, ““Some/One” and the Korean Military” Ztil.
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0% uols 20019 WAL @3B WSS FuE
PSUNH <@L TN, <BUAS>, /P> AT OIS 543
283 Aolat IWY 2US WSYUHOR AT AYOR Uyt
SOl o] Felo] J|Aols B ARSIt ARl He A HYo
Zf2lsh Qeka oloplstgich. 22t Ik o] Feso] Wk olopldl L
23 33 Aoy HEEE o] ofztn Telgnh 1k ARSI A7
Ojgle EWHOE BRY Y ohfet oF AIRA 1AM welg
DASUME A2 oiRste Ralo] meh 1 PANS ¥RE E odua
Zzsign WHols wepd AES9 Aol WIS Mo HUME
F3Ho2L W A ogME fashl ko2 AR £ Adx
Zsloict 159

159) Kyung-mee Park, “Dialectical Identity,” in La Biennale di Venezia. Korean
Pavilion. Do-Ho Suh, ed. Kyung-mee Park (Seoul: The Korean Culture & Arts
Foundation, 2001), 7-9. 0] 22 ME309 323 SH 2]Zo] SUsHA At
(M E3: The 49th International Art Exhibition La Biennale di Venezia) 2|Z3],
2001, MI02968/0004; gtd vrgu|9 =2|= = A =50 dd & tE 28
Soto] oj2xoz wEtelAl HYYEHH. FEIF AW ZAold AMERIE Al
Aol ofEA M ulgle &8So] ARA =9E [MSIREA JAISHA
A5}99t}. Kraynak, “Traveling in Do-Ho Suh’'s World,” 41-46.
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2. iyA9] AHEZ

O AMY 9Hgue] 2HEE M o BAAE, 22YE o 2Z EE9
Wsls AW ZIWS ohignh IS 2R olzAgeloly 2w 2
HAE the FE5HA] AZE0] QAT s 2 A= 19991 0] 0]o] T}A]
& ¥ SIFE Agto] &SIt 1969F (EHErt Aol 2 wf(When
Attitudes Become Form)), 1972\ A53] 7HIZFUIEF 5 THAHQl HAIR
1960t ERE Z|E¥s Qo 2 AR 1990dthol oj22iAe 1

HOIE ©S 33| st it 7HE oA 25| REIYAE AF HG2E
HIES =Y FoEHES o 2¥ RE 19 IARES AAHsI¥eH
Bligele 271 Z1ge] Joid F¢ 1 AMEULERE JY¥d 8 'US
O R ojgE2 19979 A28] FRu|Age FHES BUS W
Ago] AnAMUE AT = HE ox AuMY Hels AR
AP 99l vh QIohi60)  EEH Aol AlRRE HA] PAR =

FelolElS Aolold M2e 522 @strt. Aol 17t MEs nlgrte
“sh2obxoll AEIR” WARICIRL ofAZ|77Hx] Fchis)

of
NESE §37 tER e 2y Ago2uE 2 HAl

AEIITE. AP 20008 11¥ MoMA PS19] E8% wob kgof 9=
MESS ARCIQE WRSIGM. 1t 2 WA 4XT HYo 23 & 2

A w2 2otHEZ2](Lehmann  Maupin)olAl  Z7HE <8l (Floor)>1t
el FAQUISE PRl R QST <BiE>of tisto] YmEAH O
AA2 DUHE2E olFE sto] JHQIT [T WAIE A YA HE
A o] 81 FHE WAL = T JHY
AedES U JHol tdsta

o2 2 BFE 727 48 242 St o <BiE>2 ZA] ¥Alo] o
=E53Ith. 0] AP A=Y JAIFZY vigol G|t w2ty gz

1= - =
o) oyl gl 3 AME B2 Aol Y Slof LMA ek

A

160) Agte, TMIAIQl 23 A "] £&E= mi2i7t oYzt Uit TRMUY,,
20019 1€ 10Y, p. 4004 1Y o1,
161) 9t 2.
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A= 3ol ASHHY AR st d55 EF gdstd 250=2
AASHA "ot Ju P AME 20l AFS AAMS] SoHEYS
W ZF QIFHo] ER oE APME sk de He ol 4+ U
HoH(& 46). O #F2ts Ut 2E2 dedss B At EHsM
H 2= A& B3 Aol @xolAl "ot AT MESE 49 £

wlE>T <Qels LFO>E BHAM £Zs7l2 1 zjelold Zuiz
314519t 162

e SADle 128 40l AUMOE AL @3mol HXF AL
gl 23F ¥e b MY IYSol BEKA ATto] M
AASS AIAICH: APHOICHIE) sl <BYIS>e o] RIoE
<HithT he SAR FAS Wk <BUS>2 5o ANE UIY A2
240l el IiE mEAT At ez Hol Yrk(E 42). o] ek

AZAHOZ o204 UTHE 46). O] PVC ABHELS <@AS>9 AT
247 R E 2

_% al
cighbe Zbz Jldel 27 HEW olUPelzol ool uig

o 1:‘:]_1_

a = o = =2 T IT

HolMes FEHU 29 AIAHLeR RARE FAS Ve AR R
AU FAOE BIRSt PAIS BEQItpal oJopr|E|girtied) otge] & AU

162) 4=, M[2001 o] 27t] Ax|ujg7t MES ), TEotdE,, 2001¢ 1€ 30Y, %
Z £249 20099 9€ 214, https://www.donga.com/news/article/all/20010130/764
1612/1. "SIZE Agto] 2] &f 11¥ F& 22817} 19 AECRE E2i8n HAYHA

o

163) ot=to] HAIZ 2do] ZAPH AR He¥stAls gud A oo
Btgoprt ME2S B HA] SE30] ZFE oo =t SEE Ssiits
e =Bgsitt AMESE 20009 129€ 59 Fz2]ops|FE (Korea Herald) QIE|IRE

5510} AT [Aoll= <vfE>3 <f2l= FAA7I>E HX[eH7]2 St Bl
9t = oh=to] JAIY HEQ FL opr] HoliA]A] FEJyTia olopr|steitt. Do
Ho Suh, “In search of ‘ultimate home’,” interview by Mi-hui Kim, The Korea

Herald, December 5, 2000, 18.
164) AFF, TMA vleAQ whdel & - 498 20019 #UAsv[Qlg=]; =A|0]
£3E B3, FRsoll&,(2001d 7€), p. 98. "AM=27} Agto] Qs MYElo] 2
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48}% e oJulysit.ie7) vhgnle =4 ulsAllN ARte] d9E

mﬁM% oF @3B g¥ A=F Belol o ﬂ@g
ST Aol HxE AYSL 19 IolA
WEYTL IE <A/, <RI RTINS,

Aol 28 LB <BUS> {AF TP Floorldih o -

165) £33, 112001 of A BN ey AL ) B0 4F B HE

BB Qo) BIW PE ¥ SIE @ Y © AP NE pELS 2
o

A HES U9 Yyt 202 g2 @Ept @ gudh og

BN
S

o

= A
A 8] 2oy == Zo] FFol migot sof Atto] vigo] & Z2f=, 19
250 HFAL. A2 1 98 2 t¥E gyoh” - il O 29 AF
teiMEe "2 B4 Qe HJH(EE)Z 60070 719 22 ¥E U=BE0| mWehae
FEjol 27t AEToltal gl - o O g 2 Aol el wRolA
SEPY £ WO B HEch Juka o ARREY ARIS MYHY S

o} &t R

iy o] QA , 189719 &2 ZetAH QY¥E0] Aol s &

OI2 BiES wghx]an Qs oot

166) 3=, "AMEZ-010|Z F, syau|igs] ¥ =371, T5ordE, 20014

5€ 22, https://www.donga.com/news/article/all/20010522/7693182/1. “o]o]] =
MESO ZZe #2l(Some/One), ZQAES(Public Figures), $3]& *3917HWho

am We) 3%ojc}”

167) vtgo], MI2AKQ RoiollA] FH|E FH 27 Aol T 493

Hﬂ“]/\ﬂl Adel] AuHY 8tgo];, £73042%] QIEY, FojaAA;(2000 12€), p.

142, "Eot MRS e HAl 7]Eots 71 HEstd J, SHEE Agto] PS1E
Sl 19 78 ARURE WE, & HWAlo] 2Oigith. 2ol AR A= stof] A

SR 38y, MESE Sttt B WA BE FofshA =ML (RS2 BA 4R)
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<ZQIS>, <uiE>ol QT YT PAlRl: ZEE FAS chEny Hoz
® 3 A% PR sl 22 P HEsieiThIs

sbAols wUasldidelE mel & ojgAl BARSOA o 32
TSl WEsIYTh 2B WL FFRPo| 20019RE EAHOR FNo|
Leg 7j20]7] ARSI ARolnh $2 DlgAlL olmrkx zES
At gxjshe Holdt FFY % FRols olaych Iy 158
Wy2slngeo] AEIEA 1 ZR4S AiZol zoh wUAsd)

d27] € o HEH AWotdo]d(Japan Foundation)t Y& W 7IAES
Eoto] eSS SEote YR S22 ISIYAT (Solomon  R.
Guggenheim)g FA2E DlF 7|PE9 W= LS ot &gst 5
AAS xle ujmEY 252 o vlgAd: Ao AFeE gt
Ziojct169) 1 Ayt =32 oy 2001dols BEE HHH & A2
AESIPCL70) Tsf St 2 FEARE 7EolE FYEH(Doryun
Chong)®t ¥zl 2(Ellen Oh)7} ZojstQict. Est 2001H0E LGHAPT S8
A8E QMsts d YAste HI8E EF sl itk 1 An 2HAS
=S 9l 24U 22 Y20 o8 BIEIIth

gEo]e] HEF2 QU Eold 1 53t g8 2OiEEH

UiU(Universes in Universe)= 1997\ 2% A AM|A|9] v]AIZ2|<} ol E oo
oSt HBE 2957l Qsto] JHEE QAIOJEER o] AOJEX: 20014
1

mo |z

2
o

o=

gHuasieigal] SAl 2HAI Z =S7HEe WAl PEE TEHe=

168) Park, “Dialectical Identity,” 8-9.
169) BRP WSS 23 UAE ORI 5 QEBON 2w
of gt GESIQITE M4, T<QIEE> HiyA vllide]] &4

— -

fol
i

B2E AsdstAl &

A7F AR, A
LA o8 TodshiA,; 1995 69 179, https://news.naver.com/main/read.nhn?
mode=LSD&mid=sec&sid1=103&0id=001&aid=0003998404. “St= 0|&9] A|A] 2=
of xFE Jgs g st=@o] JAE AFHY o= A7 A7iet AF0] tigh 2214
A SV GARYUN. olE feliME FA AT HAg 2-38 Hofl Ao LYo
oAs) dg sfiof Ut E 2 AEF0] U £ JUEE A0 disiE HEAQl
Z|go] o] o} stejetal gyt

170) Ho Kyoung-yun, “The History of Korean Pavilion,” The Counterbalance
(2017): 36.
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AAE YA Bdol AZAZ. ol Uik <viEba <35>

QAMg Pt} Sedck 42 92 Yol £ BE 51 242

g2y HHE PR Qe <HiE> <ZAS>9 Ig2 EF
ARICE AAEHJTHE 47, 48). 1 A¥t St tiE 27h= ATHo]
2712 A ogEQT S AAls 23A19 AFAG0IA ook
UA =R

SHH Sh=ito]l gt g2 2001 RE e AHESe PAlo2 o]201Ho
A oH OlsAle o] AYEY] JRH =2H| g€359 3244e AR5t
gt} ozt EidEe 1993W & QIEROA wUAB|AZEIE “SHYEC
HUAYol 2EE Beale” ot Agotithl7l) 19954 s= Au|NHE
ooy PRI} o]Y (2, 1932-1997) AA] 19944 12€ UlE R DIEAAIE
&ot0] 2H] 39  HRYE JESIHA Zida It X9 s¢s
2519 O 1964 2HE 2FRAIHI(Robert  Rauschenberg,
1925-2008)7t Tl=r A7I=A AZ2=2 o)l dIstL 20M17] 3%t 7E0]
0]&9] AR FusHA 22| Y2 AME dFoHA w2 S (Em) S0l
FE 34 HAHIE wRixs 2HIE HQl At ety ZRsIQirt172)

gt= OlsAls 19959 Sh=o] " Soe dFPold 1 HLAFE
AZUA olsteint. o] 19950l ]= 7|yt JE7 8 uvZei(Bill
Viola, 1951-)0flA] ARSI S AAR7] fJsto] AU YE=2 =H] S5
Ho] =zo] AT, ESt 1997doll= TFAAC] mtEz|A o]d| = (Fabrice
Hybert, 1961-)7F HAIIEESOIAl £ ¥HeS ¥4 XoIS0E &35k
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171) ¥igZ, TojgAtel g7], 7k 2 47, dEidate] QEyR, F2Hde;, 1993
15 7_5;] Zoo]oﬂ}\«] 2]2-] O]Q_

172) olg, “ﬂM*Hl Agel] = Hgol 235t0d,, oleAAl (1994 124), p.
85014 213 Q1 8.

173) o]2&, Twgte] 7|=of A ulg Y, p. 74. "53] FASH olFR & 25
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A= o= DleAle HYavdIgolAs =H] &Fo] Y9 gEk
Sith= AMMES 72 20010l BZAZMo=z =2H] FEg HYCh
= A DAY FUE @ & oB7L AYEE AlAE] I B9
22 njo]g FE floto] goiet 2 mE|E UhdsiITHE 49). o] mEl=
SEEAEY WAl sstoll W7 FAstulsEH(Peggy  Guggenheim)Q]
A HiEtAoN ZIEEIQICE. 19891 ol uhE] o=l 2l mbElt
27|12 SIgE o|Xe=E= k= DisAlAN TlE] okl & £ =HAPTL
oz Qzon 3t AW HUer ZHol AZHJ(E=  50).
=0 Q3 mEjoll= ARHO ol Fol= Qo] MGt 1F0
DaAslujs # EMA FAA(Thomas Krens, 1946-)9F Bt
A AA(Judith Cox), AE=ZE3u]s(Moderna Museet, Stockholm)
glolv]E A2]|9i(David Elliott, 1949-), yBaZ TtHE3SI= 27} Hojer
E (Damien Hirst, 1965-) & =4l UleAlE FPoh= QA0 o3l
ZotEo] QIdtt. olof] FAIF(Newsweek)2] F27F mE ZilA(Peter
Plagens, 1941-)= “99 QIAIE Nt 71k 502t st=2o MESE HAMY]
20| £8 Aol UolHA RAE BYE FYEQoh17)

o

o [l

rlr

_1:“_

&2
T
k1 >4
(@]
A

I:IP&rL-INmrQE-I\)]JmRJ}on:_LJEBA

2719 olWHolBME I ZSElE AE AL FIVS IV u2 2eEg
HER WEsh e zlojgiouy, 9o By myApel Wy IrtmyY Lol
Aujgy. SYAst 1589 AAGN RA1BYS AN © AT APHAES
BEISREE OfRE Wykd, ok 1 440 Rolwrt 23 >

ZAolgts B4 A 4ol =YPAl)
st= A = i 59 & IR oY 2EER ATHE uZts Aol
HE TPA7E AZE o] glo] g 9= gorsoiyt.”

174) Peter Plagens, “Blase at the Biennale,” Newsweek, June 18, 2001, 66. “If

celebrity draw is any indication of talent, then Korea’'s Do-Ho Suh ranks near

the top. His work “Some/One,” a totemic figure made from, and rising out of
a sea of, military dogtags, forms the centerpiece of the Korean pavilion, which
hosted one of the Biennale's poshest opening parties. Top art-world honchos
scuffled for seats on the water taxis that ferried invitees directly from the
Giardini to the Guggenheim Collection, where they attended a

live-chamber-music luncheon on the roof, which offers one of the best views
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A0l ¥IgE o]Fo] it
ZLd|o|E EZIE(Geneviéve Breerette), 2lx]E I3 (Richard Cork, 1947-)
& Oldols 28 A XY FEVHEL Sl JAE MER9 AES
JHeE QuR AW Aple washl Hgn A slwsigiche 1
Qo <2l A (William Packer), U0]E ZIHPHMichael Kimmelman,
1958-), Ag A5 vHIES o2 FEVIEH FRIoEE0] A=29 AES

38X oz HrlelQirt177) Aol ule FUA] o2 I A(Art  Press)e

oN

in the Venice." (@& =2} 2| 918)

175) 27 =Y FHrie ¥+, Hiya vidide] s HARE TR,
FSotdE;, 20019 6 8YoflA 2 Q8. EHE T, TUYAE vRRIEE Chst
Ad;, TE70144(2001 7€), p. 78. "I7HR2 HAKeR 2@ o wjsi mi
Qoloict. AU £ @R ZPA- B 12 Yol Bhwpe 29 At
Te Uige g gk’

176) Breerette Geneviéve, “Tour de jardin & la Biennale de Venise,” Le
Monde, juin 12, 2001. Richard Cork, “Too many tours spoil the broth,” The
Times, June 15, 2001. “But my interest quickened again at the Korean pavilion

”»

where Do-Ho Suh, an artist unknown to me -
177) William Pecker, “Wallinger marks the spot,” Financial Times, June 16,

2001, 7. “The most memorable sculpture is by Do-Ho Suh in the Korean
pavilion, a totemic figure covered in a chain-mail of military identification
tags that covers it entirely, and flows down, on and out across the floor.”

Michael Kimmelman, “A Carnival in Venice,” New York Times, June 20, 2001.
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fol

AZ Az, THUAZ BlRfEE OYe ANy, TEZ0IE(20019 79), p. 80,
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HES - 7k Qg=olgit.”

178) Catherine Fox, “World comes to Venice; Call it art of the global village,
with eclectic works from 64 nations overwhelming the senses,” Cox News
Service, June 15, 2001. “His work, displayed in both “Plateau” and the Korean

Pavilion, is witty, beautiful and thoughtful.”
179) Harald Szeemann, statement. Cited in “Plateau of Humankind,” Universes

in Universe, accessed June 3, 2021, http://universes-in-universe.de/car/veneziaa/

‘

bien49/e-plateuhtm. °

local rootedness.”
180) Christopher Knight, “A Dearth in Venice,” Los Angeles Times, July 7, 2001.

“The show's title, though, is a veritable description of an enchanting sculpture

- but appeal to what is eternal in man, on the basis of

by South Korea's Do-Ho Suh -"; Fox, “World comes to Venice.” “--- talk about
a plateau of mankind ---”; “Le corps-a-corps de Venise,” Le Point, juin 21,
2001.

181) 2HE 27, HUAS vlehE RIEH AlM, p. 78, HIE SABIIE 2N,

l:l
EEEES] 94 olo 259 4Y4E BE AES FBE B’ Fox, “World
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dejut MESE F2 69 9Y sl wiyAaB|dig AVSAOINE ofH
A 9] ZY. EFARMIE HE AVEY FR ZAE Ai2teh Ao
EZES2(Cy Twombly, 1928-2001)7F ©Qten I7tao]l 253t 279 3¢
=omo]  TJgf1o]  #Uo|t(Gregor  Schneider,  1969-)7}  wioiTh
I EALS FHUTIEO] ZjYW ZC]Z(Janet Cardiff, 1957-)9QF X2 YA
224(George Bures Miller, 1960-) BX o|gz]ot#o] otz2]Al HI2A(Marisa
Merz, 1926-2019), Z=ZAMO] mo|2 <QI(Pierre Huyghe, 1962-)0fA|
FojHch. EYYS guhyor] oiz] AeHAnri Sala, 1974-), D=9 £
D& (John  Pilson,  1968-),  MEEERY  ofyYt  ofAERYEN ZE|A
Sold|A(Anibal  Astrubal Lopez Judrez, 1964-2014), IAER]7}19)
Hdl2] 2 of|2f|2(Federico Herrero, 1978-)7} $ASIITE

olejst AT ol MUY ol 43 A% A4S JelgE Iy
OleAdls 2 AYS A o d2i4 AES7} TJs syAad|qigo)A

7

et 2 ZolRke F2 A ok HE oldd dolglt. hueld

YYD QAEHEYS IF 5 HTO Yl FSolA Foixm
Swygio] wAMT EA AESY ookt 2001d0]  EWye
o]

atelofllzloht ofmalst &40 IOl Eobbrlz sl g

Solch. RS 19994 WUAu|QIgR] WA ofAlop 2419 ISl
Esle Zgrtn koS HHE Fglo] 1 thg sol: DjaAl ol2g
25kl QAlstRA Hojz Yolgirt 182

comes to Venice.” “On the subject of obsessives, Korean-born, New York- and
Seoul-based artist Do-Ho Suh is terrific. --- He plays with the minimalist aesthetic
in "Floor”, a raised grid of glass plates that you might just walk across until you
realize that they're “held up” by thousands of tiny plastic figurines.”

182) AT 19999 A48%] HUAv|AIG oA DjgAez ALY e AEs
Oigez  std  ojgzjoptyt 354 olstel  FH2 AVtES AES  WAlGH
OtH|AE (Aperto) & SSIRTE. 12|11 O] O 2ZEE (Apertutto)2tyl FHSIHA F
9999 A7IE ALttt 2y dJole I 2419 2Pt AR Fol ot
OjgAl] =20l Aich. ojof sl AThe 1997\ 2| IBIALE FBISIHM =2
YIS W IXoM 2 270l i YHOIY] WiEol2ta sigstith. 1eiut
OlsAls AlRtel BYol A Afelold =9 fids 2 GXAA Altol=ta

:l'l ! |
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A 994 WAL T Ywiel olAIS AR E FTIE 200 Hollt el
02 59 HYE A220 A YT'ES S8AY L Agio] o
49%] W Zg0|et ojmelzte Qpde uhETh WA #el ZA9 A
Hrlent Arjste WelERO B Hlw wRo|gS ty s el

ol ek ofZo] WRITH 7 9IS 4 @S FHolch T2hA Hol
S90S MR LIS T BZ0| olTg ol 2otk ol B
20| Y7 ARS QuHEHE o thsH, X1%o) Qhuoll chaf ulgke
g 2E 92 Zoloh HYE BTN Giglt d¥e wek s
289 232 9% BRRUY AN, thal VWL P 299()
AZS HYs| 2HAAY, 299 AGS YW st 2 et @
4 gith 22U B4 150 UE XMl L2t Y| Shfsls

757 HE2 Ackw, gt sjop ey

o] 2o Mol 20014 wlUAuAlE] YA §H2To| Salo] At
Ag B 3 L7Y BN FYS Y glol el Page

gHiuas|igefzt ods] A+ 49 +EE RAISHL Aot PLE 2|0

d= Jsi #y2slQIgE  Sstol At BIAES] fAPE REsHA

Azsigitt. o 2 BAe BAl oIEREd IRt =2 4 ATHES FE0]
02 ZAEs0l vlsto] Jigdor XYWsHA] RIie B oilEt Tt AQAl)]
ZaAy  82]  A2A(Uli Sigg, 1946-)9] AFEo|gick= HMoloh 19994

Wussiaidelo] Aol B o, 98xos EE wUrd B
81199941 72, pp. 72-73 20019 OHIoF B4 DSl Aol Ak

TIEES 199999 AYHoA metst FRE 58], TQIRS 2Hoj|A Bl=HE 2147

O)&,, Fg97im)&502001d 7€), p. 91 “J2jub A£A(1995), Zel=(1997),
0]E2(1999) 5 33 & EFMNES 24T sIF2 o fAoflA AHQEo Thi
OIS GZch A 48304 £ AVIEA AS 2otz o dist Rdo] 2=
OfAlop Z7HES AlAboflA] siAIet A ofUike Ho] 5SS A= &7to|Qict”

i =T el W L

183) FIE, UL vlidel, Bex Fashaty, r”lg*ﬂﬂu{ZOOl‘é 74), p. 41.

- 99 - A1 <2 TH



ZAEL ke ¥e o @ ¥ Selslgioin stgichi a- 233
HUag|did7E MLE It PAto| BIA9 FE oo EE0R|=
R ZAY wolgThn SlRiN SPFS Seidich AES oA Aol
U 5 Coa] ZEL HHR] QEER'ElD ol £23 ZA¥e dd=
el 199

22 WlUABdeEls ZaoRE AEEO orlx 23 wro=
Ftiel 422 oATH 29TH 1 ATt WA wlUAolN | Hojxx| g
vPdofAl ZHt2 ZHASHERIT. MEe = HYAb[dldof] o]o] otEHMA(Art
Basel)olME  FQ ¥I3=5 olojzith vhdo] Rojg HIHSE2 U2
2}25(Neo Lauch, 1960-), YA F |Z2](Francesco Vezzoli, 1971-),

20} stEHAoH & WiESL, 1958-) & HIUA0A G2 FVIE ekd
OE 27k A AER9 AFS F5h7] flsto] TARKQ R¥3 Ejch
et ojuf otEHMdoE MER9 2F0] Lot U] AU7] wizo] ZHAEHS2
HEZ7H 240 Qb elRvimzeelz de HyT evciEzee
tHEQ! dlolH|E tjH(David Maupin)2 GA| BFEOIA QIIH FHsSt B3
BABIHA . AAOIA MERS AHEZ Fulisles 27 =it
7)mo]l 2} olob|atgict. 166
184) siyavjdigdairt At 241 27teh HiMF 24 AVHE AE25H0] Aldeiths
d2 2 ool |5 ofz] = AAHHJCE 2QF 7], yasjdide] 49 A3AA
Ol&,, TE7101&,(20019 7€), p. 67. "Alctzt vlig=] HARIES0] o529 &0

2 FE ZoM B £ %0] oRRE AINA'SY “A3MA'EE FHEHzel7t

ojds| EARIE HE 45| Wt Agte, Myasijdidel] gsi= A3t
2 Az, T2ALE, 20019 6¥ 229, p. 20. “HYAvlde= BAHREANo|2}

ol 42 MTA7ES0l A9 At ABAAIE A7EoAlE oFtHn=
A QFojgey 22 EEY LR Higes Aoz FE Aok
185) A&z, gk, MHyA wloige]] Ssis A7 /] j0llA Q8.
186) Ken Bensinger, “Art & Money,” Wall Street Journal, June 15, 2001.

“Korean-American artist Do-Ho Suh generated so much buzz in Italy.

Collectors have been telephoning his dealer David Maupin in Basel—even
though none of Mr. Suh’s work is on sale there. ‘The response have been
incredible,” Mr. Maupin said. “Collectors from all over the world are here

asking me about his work.’ Among those calling, he says, is the Baltimore
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Fot MESE HYAH|AGRE Soto JHQIe ol Ao thsto]
gaoh =S80 oplel Y AIRE del g4 £ AT GA| gHEulE
St=#ol MAl EEw 3B 2IEEoA Y Ao disiME AAISH
gesiglont oze NEeg Ja udldull gs £y $R2 X2ayd
= T ORPIAR}Z] "Rold. R FRAY

Contemporary Art, New York)e] {05 9 <A(Ann Ellegood)O]

ol2melAo] Z]ugt 22 BIE I £Yo| YAE Aoy IE MEET}

(New Museum of

AZSIYE ABES shte] S202 HopHnz} 3 Jolgiten
T} RoRLtE 2% 282 17t A7 849 tjaBolq AU
o cCsL

A =t Holl Aot MESE HYAH|ER|7E JHafet 2] o] 7t A
AU2] ¢fop AMEERQIZA 2| HfojHE2 QJUH A THC=REH oIS
giolth. 9Al MEIERIA2= A tlsAloN 2 ¥ Fe PEE
ZAE FojHA H|0|E, djo]YEZ22](Hayward Gallery), ICA(Institute of
Contemporary Arts) & HE Wl oz Ujayt Aziz] AoJoA FAHS

QABHL QQIThIs wWREN TA|HOR 7 RBY| AFE AT BAsop

xQ

Museum of Art.”; kAFNEzto]L}o] ofZ=Htoj&3H(Ackland Museum of Art,
North Carolina)2 HIY2B|I0IM MESS AFS FOARJITZE 20024 4
<BIE>Z USRI oiSHEDed2 o & o FY AFS FUSIHA F
91,1002 A&t en <Hie>2 AlRE 22 JdJ0ME 7Y 2 F8S

7]1235}99t}. Susan Brioli, “Ackland listens to visitors in choosing new additions

to collection,” Chapel Hill Herald, April 6, 2002.
187) Anne Ellegood, “Do-Ho Suh: Who Am We?,~ Art Press 269 (June 2001):

34-39.

188) &0l%, TME29 &A=, ot v H7|,, FEtol&,(2003¢ 8Y), p. 123,
F 1 3. “AMulerel ZAzi2)(Serpentine Gallery): OJZoZ o= Hzo] HYL
AL 100 F A FJolE HE Azig] HFe= YW Sor mojd 2A(Julia
Peyton Jones)E #I22 JUSIHA IAuleAlolN FEHL = FHE WES
dojo] zdishk= Z|gHez FAYRIS HRE & GRS AF2 HIOIE, Sio]fIE,
ICASZ Z2 ¥doll 7A] ot ot 2eljob HojHd &A7F 3lo|ExE Az
o2 T Ae2 270l & 1988'FERE] 1991E7HR]= dljo]Y =782 2]of|A]
FeolEl2 Yttt James Bustard, “Julia Peyton-Jones steps up as new director
for the Serpentine Gallery,” The Art Newspaper, April 30, 1991,
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b5 Aol EAIg BQl Zojch1e9 o] NESE uho|o] HekHel |2l
BQJo] AAIQ! 312 2rte] whelo] 92 A3} 20024 49 S| THEZG!
oja T AHERI IR0l 3 JHIe 2ol =igint

https://www.theartnewspaper.com/archive/a-new-director-for-the-serpentine-gallery.
189) AHIERQIZH= 2ol A FH MES O] UM Z0]of AlofE0]&S +3I5IH.
370] 7hsstdE AEAA Al 2Ab 2ol MEERIE2]S] 24 FojE=R
Ystal 2001d 8FEE= AlHEUl&¢e FEUOEH=ZE M HRYY] diRolt. F
WAe ¢Hez 7|g=Eql] o 258 282 s¢sith. 134 & Al 42
T2A Hotop ottt A} ol2igt Y-S Te Olfe AlHEAA 19 HAPE =5
o JEiE W7l deolth MESS] HAlE AliEDIsH 433 AloHSOtAotul&
HollA e ZIE|QITt. o] oAl 7l WAIR AlofSotAlolns#e] HES L
2ot TiA BIRERI. BAl AlofSotAoltls#E BIREAQ P22 Q5o A
o] 20151 AP H&ol s 5 A Z2E 2L YA wWEA TR A&
29 JHRIMES U0 FFFL 2N AjofEotAoltleoE EVIE WA stz Sk}
o HEA2 AES9 HAIE EF B fleiMe ZAH 2R AlofE0tA|otn]&s A
chiso} sigich. MRS WAL oEri2 HBHe AWES ATUCL ol2iF Yo
ti5iAl= Sheila Farr, “The million pieces that form the house of Do-Ho Suh.
Many parts create a whole. This is the essence of Suh’s brilliant sculptural
installations, which bring into question notions of self and the creation of
society,” The Seattle Times, August 11, 2002. Sheila Farr, “Curator’s first year

at SAM is a coup,” The Seattle Times, March 16, 2003.
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AFIERIE==OA HAIZE E8]7] Al 2 Q1 20029 19, ME2E &5
4 AE8S WERt. s ¥ S, A 0fR0] § DA e R A
e A7FE0l AL o {29 nledold A NAH¥S Al HAH=
Aol ZIdids A4E 4 SRtk J3y O HHO=RE o] WAL 29
oihef] 2 Fe TR FSA BFEE A MEEe ol 4%
S04 oh2S 27 OF2WA & 7iA] FSeh 25 WAIRH ds AT
oAt o2 XA 29, o AP § o AU W JHQIA o]Hoj
S71HE #A EX Qe o] AMFTolRtal SHHA o] HAE &St A
OjgAPt 2R00Al 2 e ol=Ael fgs S358 2o 2RSS

S1C. 190

* A9 ' unjeAtEiA IHY tiA](Kobena Mercer, 1960-)9] Z0jA] YW
ojct, ZAEAIDIZOISH WASH i =8 LES HA = 1990 thEetoof

7 g F= vleAl9 e SEotHA MERAE(Third Text)of] gt

711519t o] ZofA] A= ‘Burden of Representation O]2}= £0|2 &
StA=tl, AME o] 8OlollA] ‘representation’ 2 & ZHA| QulE @il Q1] wiEo]
2 oA HAE7E ofgdnh. tAS =2JojlA ‘representation’ 2 A 't

2l &oop
ol o rot
rr
1o
N
h
r

29 =g Zeth tANE QA g tleAolA otAofAl A7t ofme|FHA|
A7FE0] At HAst A= it dFsiyith. e 28QH v 419
7oAl TAIE 71 Z1=7F A9 gigi] wizol o] A7HE9l F& AIE0l &4
e EBIE E'SI BojRolop sitke HES Y1 Qo HT) ojAo
M2 0]eF FAlo] 252 AE0] &l e 2EE WMAY AoZe 7HIE &
Y Q7|12 519t Kobena Mercer, “Black Art and the Burden of
Representation,” Third Text 4, no. 10 (1990): 61-78.

- 103 - ":l“-_g E ;.“!_.I.:E



Je MESO) opd3t AR AL AFEAN BE 4B
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FAHoE BAFRIE =3 glo] NEsU} 6}% Zy0lte Holl
Zijol £0lg AEstgnh o BERM EUREE MR @2 249
AYHOR PRFWA 0l JNIOR 29| BES YWEA olZo] it
HUABIdEols S2S TIES oS o4 MESS] AYS P
Jo2 weslstel 7Y A7) 9% suoR BeY w
s U9 PRS0l M= o
R 7H0Lm} Ao @A
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190) MES. Z3k, o] ulgZl M=2H ofE Zd & EF 749G BE tle
o 2OiA-- gezolz AT A" gAnt ) FRAAY ;) 20029 1€ 149, p. 380]
H A 8.

191) Rachel Cambell-Johnston, “Watch out for the little people,” The Times, May
1, 2002. “Suh comes from South Korea, a context which brings such questions

into sharp focus.”
192) John McEwen, “Sex and the Queen Bee of Cool Art,” Sunday Suteleaph,

April 28, 2002, 7. “One can be sure of two things with the best contemporary
oriental art. --- So it is with the installations of the Korean artist Do-Ho Suh
at the Serpentine Gallery (until May 26, sponsored by Bloomberg), which were

well received when shown at the last Venice Biennale.”

193) AMiErQIAz{2]of] HAIH 14%8 2 go. 2= WAl 259 AF2AEE
Fa5t0 tgs ARt & Bale 2RoME g2 dez ° 3 Ao As
ol 2 o2 ZF 7ISsIich. £t AFlElIE2lolA F o] Al AlojEuled
2 &ot7] wWizol dez = Y A9 AFole= AlofEo] Al B7IHO RUASS

FABH71E Bigth © iy AEe] BAE HE AE: <25 FY-E(High Sch
ool Uni-Form)>(1996), <15stw SU]-m|0]A(High School Uni-Face)>(1997), <8t

2 (Floor)>(1997-2000), <% OJujE: WA (Doormat: Welcome)>, <R3 LE1017}?
(CHH) (Who Am We?(Multi))>(2000), <%/ (Some/One)>(2001) @ Ho=z = 3| 2
A: <A E LA /5L A/EERo] A/2H Z/AoHE Zl(Seoul Home/L.A. Home
/[New York Home/Baltimore Home/London Home/Seattle Home)>(1999), <348 ¢
AE 2297} OME A w4, NY 10011, Mg 23ZA22]/EFQu2tAE|otEZE 2]/
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Nzl o] gAl WEIHsoll ojgA Wotsoizex] B 1 48
Yajo] PA| A SEF X3 Loli AHHYSS olopstAt Bt

o dluzolH AR wrgIE
X3 olopr|E|R] Z5HIct194)

HHO PRS2 EF ol AYSoIM sotrore Eds glojuie ©
z q

TP 1L o AASS WY stol WRoS BAY UF AR
ANElo] gmg ez WAHoR Bojghh o @ BEZKE MR
AASH Folole] f@AMQl AMWAS HIA Boichis) £ i
BEIIe MESY FYSHIM AF0] AU AUENY 54 YA EAS
=507 Sioick 470l o] WEIH: PG olopla] sto] AE
SEEE g T U SIOBME  BuHe APH  UWNS
A atgict. 100

A AEERQIZ 2] /A LB /A0RE 0] & (348 West 22" St., Apt. A, New
York, NY 10011 at Rodin Gallery, Seoul/Tokyo Opera City Art Gallery/Serpenti
ne Gallery, London/Biennale of Sydney/Seattle Art Museum)>(2000), <348 g2
E 22817}, Ool}E A, £, NY 10011, A2 237H2i2|/E3 Qu|2tAEjotEZHR2]/H
o AEERQIZR 2] /A TR |/AloHE D] S} (EE)(348 West 22™ St., Apt. A, Ne
w York, NY 10011 at Rodin Gallery, Seoul/Tokyo Opera City Art Gallery/Serpe
ntine Gallery, London/Biennale of Sydney/Seattle Art Museum (Corridor))>(200
1) ® E2Y: <H3&£E U] Y= Z(Haunting House)>(1999), <139 Z(My Ho
use)>(1999), <2zu=HMy Country)>(1999)

194) 2 20| 12| HJFP2 MES9 2YS0] 7 BHI FAE HEtl Asst
S9alst ofjo]c}t. Chloe Kinsman, “Do-Ho Suh. Serpentine Gallery, London,” Tema

Celeste (July/August 2002): 96.
195) Martin Gayford, “Making light of bricks. Do-Ho Suh’s art is avant-garde

with an Eastern twist, says Martin Gayford,” The Daily Telegraph, May 1,
2002. “Some of Suh’'s work tackles questions with a Far Eastern flavour. -
Here the idiom is part of the international vocabulary of contemporary art
(the Chapman brothers’ magnum opus was also made up of many model
figures), but Suh is using it to address the way Eastern cultures expect
individuals to submit to convention and authority in a Confucian sort of

way.”
196) Campbell-Johnston, “Watch out for the little people.” “Suh comes from
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oj2iet 352 BAI HAl EF0f ZFT AujY9 =5 125tH wi
QlofstAl LAZiet. I ZojA Huld2 HEu]e] AdFe olofiEtop JHelit
Ano] WAS o2 MEZO FYSH dislel e YoMk ko2
AASIR7] wizoltt. 2 o] 2o AESS] As0] tjUdEa ofglE
olmA st Y=a AEsIYOD of2e o] o] Lo 23]
AT W ATHA FAS wEs dn ZR3KCEIN Aojgel Sofe o]
+ =

(@]
S WA o2 JE goeit k2ol PaA S Uik

A Eo

Tg=22

JPo= EF5tl Al HE9 PRS2 AERS AESS HiEtEs
o

Aojglo] 2ol tEiAE LH AJsA| YTk 1SS NESY oA
21O 7S Wohhe Hojgh xS UHc198)

J2u AR o] AToAl HIAMARl ojujR|eke Fesh: A2 Hd

South Korea, a context which brings such questions into sharp focus. To the
north lies the threat of the world’s last Stalinist state, a nation in which the
individual is no more than a component of the totalitarian machine. And
though the democratic South Koreans (nicknamed “the Irishmen of the Orient”
for their spirited sense of character) prize individuality, they have suffered a
long history of invasion and occupation. Citizens have had to learn to work
collectively to resist and remains strong.” =At= ATIEZ|SL =2 Hx]7F RS
o YT} stk FFote e Yrh opch tiet HESY) HdolH 2RI
22 glo] o] R4S F1 Y WAHOR Avjaty stk Zo| Lz U
B9 o2t n Wk Zolck,

197) Miwon Kwon, “The Other Otherness: The Art of Do-Ho Suh,” in Do-Ho
Suh, ed. Lisa G. Corrin and Miwon Kwon (London: Serpentine Gallery; Seattle:
Seattle Art Museum, 2002), 9-17.

198) ¥F WE/ISS NES QoM @29 ojujS YPojd Sk s
Arolzolzt H|5}9iTh Adrian Searle, “Have you ironed your room yet?:
Adrian Searle visits Do-Ho Suh’s fabulous fabric flats,” The Guardian, April
23, 2002, 12. “If a western artist were to make works that portrayed Koreans
- or Chinese or Japanese people for that matter - as militaristic
communitarians, they would be lynched. :-- You never need to look at these
more than once.” Gayford, “Making light of bricks.” “I must admit I found the
exhibition easily digestible, but perhaps a bit insubstantial — rather like some

Eastern cuisine.”
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ol&AolA 2ckz] Bt g2 opQict 1712 Y n]&AoALE o]HEE
gtEog uepd uFAQl dYoldet. ol olalsty] fsiAlE 1990 TH
HHO] Ygoz AL Jeptop ithi99) D]&ARStat IH|uh oA (Kobena
Mercer, 1960-)of ™=% 1990{d Ul=& Al¥l= OE7t A

e

AAHC R FHER AstEn AEaEgion o7 gIE 23 o9}
9 2 gioith 9= U olaTy ejRls W AAIEQ B2 HxX 97|
9lto] otrlotet otmalt E419] HIISol HES MY & YEE ER3
Z1gl2 Azsign deu @Al d2ole olgks ¥EEH: T ¢ 520

A=51 JAUCH 19909 FFole FLFojFol AHsko] A Uehtn
AT Zlo|t}, PO Z4H20] N2e “Z Ba]efuol(Cool Britannia) 2t

AR
SR W gULoE YIH YAY'S MU 15 P
YAV S H BIMT 249 A7kSo] FYso] Hokn sk,
w}

B 18 HNT 2MY INES  AYsP] st My
ZA|A| 20|53 3] (Institute of International Visual Art; inIVA)of| S
£+ & U9 20 Bd8ie AleS BTt

oy 1990{H] ¥ UjEAL oMo TS Welxw CEBHQ
ARIE OIS ThEEEo BREE BeEA 320k EES Ao 9
219t} 2000 o]2i3t Argl &of|A] AE]E URA(Steve McQueen, 1969-), A
2d2|(Chris Ofili, 1968-), Y7} AUBIY|(Yinka Shonibare, 1962-) &
HIATA tlertes2 M2 =AS 2Asgt. 84 152 OotAoret
ofZ2ZIE AYAITIE 2R =S ZESIHAM tesedl §ES
a2 Sty a2y dse ;Sﬂ’é—l gz, Z7|ARIRoR AE9
HAIRIE ABAIZIA] 471 flsto] A1ES 719t ARloet eejdige|Eo)

A £olM I50] A, A=, s Ao I AYPHo= viEstE

N

199) "A= 19909 €1 UleAS AFdeS AYshr] {Asto] HA =98 A4
o=z 759t Kobena Mercer, “Ethnicity and Internationality: New British

Art and Diaspora-Based Blackness,” Third Text 49 (Winter 1999-2000): 51-62.
200) Mercer, “Ethnicity and Internationality,” 5904 2 9l& “--- the

contradictory coexistence of regressive neo-nationalism and multicultural

normalization within its art world.”
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AE]E mjHEO QlgE 2 AHolch o] QIEEHOA miEL A9 2o

YA/ AHE A 8ot Top G2t ZF% AYS Fotdot. 1= 29
].

BAde 2asi Pysts Yol 7itize wob opjst Rojpjgt Yojekn

201) Steve McQueen, “Let’s Get Physical,” interview by Patricia Bickers, Art
Monthly 202 (December—January 1996-1997): 5. Cited in Mercer, “Ethnicity
and Internationality,” 59. “I'm in a position I am because of what other
people have done and I'm grateful, for sure. But at the same time, I am black,
yes. I am British as well. But Miles Davis said, ‘So What?" I don't say that
flippantly but like anyone else I deal with certain things in my work because

of who I am. I make work in order to make people think.”
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Y&styot. 2s A9 Aol AF FAJoll e TlofA AJRER]
Yertn ZRoiPct. & 19 2= U YAHE9 AE Solnjs L
220 2 9u|E Zlelg Zo|ER 0|8 Yo Pt 243t Zloj)
Olqd #d tjaAls 1990t E 2 Aj7to] ZX o] 7oA
HIAZHRI o|u|RE Zesto] gt P29 o]F THEL olof A IE9)
2AZS FAH9 EA2 vletEz] Lot gty 7S EESIYch a2y

37
159 27+ 5 FEASoIH. o2t AlMdR 41Y Ui (Shirin Neshat,
1957-)& HIEsl0] AHERIZEZE AXTt ol A7tE BF7t HIAZ £
UATH02) NE=Z L olgt 2 297I7h AuiHo|dH HH olgAllA 2o
tigh o]l s 552 + s 2 URIAT

oHd Moz H 3 Az digt ¥ReE I o2A] At FEVEY
He2 REIO“EE*EI%" ol 7h7t JE}. UiA do] RIS Moz ¥

OHééiE}.ZOB) Yefl2 ot PEVH: VHEFI o] —Er“é %*é Y22t FALSH
BoIhy SHHA o] "HE E& ok gl ®e] Fi TS Yt
otch.200 o2t P AMEZ9  HAPE FYr] AP d A
AHEQIARIZloll A olo] Mg |ER 3t AZELS Top YAl HHE

202) Charles Darwent, “Don’t just stand there—Think something!; Do-Ho Suh
Serpentine Gallery London,” Independent on Sunday, April 28, 2002, 12. “This
seems particularly acute because the gallery’s exhibitions policy leans towards
the exotic: Cuban conceptualists, Iranian film-makers and now a Korean
sculptor. The overall effect is to suggest that non-European art, no matter
how political, is stylish, decorative and, my dear, so chic, as though the
Serpentine were a duty-free shop for designer ethnography.”

203) YT MLZ OlRHHCR Lo 2t FAlE et THste AR H|Z0f
HEtEE 22 2diEz|E gzl dojot. ofo] TisiA= David Clarke,
“Contemporary Asian Art and Its Western Reception,” Third Text 16, no. 3

(2002): 237-242.
204) Searle, “Have you ironed your room yet?” “The translucency and

ephemerality of his chosen material speak of tradition or rootedness in a
culture — think of rice and mulberry paper sliding walls and screens, the

fluidity and permeability of inside and outside in much eastern architecture.”
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205) FAPE Agshs WAl 1998¢ AMTERQIE2joA FFHE (&1
Threads))2, 0] W{Al= MIERRIZA{2]9] WAOIEOA AFEHE= HE

speb 2z}, Qlojel ojujz], HFHZ T Zw £o2 Ay ghe 2 g/ddat o
1guledt 3ol § ol B FAE FUHZE tiA'R Mg XYtz sigit). 0]
22 d2 o] Al daAe Buje] Zedo] ZFEIL

D2 AEAEQTHE POl TRl WAk FMRAE (M7 )9 WA E2oju 1
of Thet RS sl 4 glof ZF2 TNl YRS ol AJIL

206) Lisa G. Corrin and Do-Ho Suh, “The Perfect Home: A Conversation with
Do-Ho Suh,” in Do-Ho Suh, ed. Lisa G. Corrin and Miwon Kwon (London:
Serpentine Gallery; Seattle: Seattle Art Museum, 2002), 34. “Corrin: The fabrics
you use are both diaphanous and porous, and the way you layer them often
creates shadows. Does your use of fabric reflect the symbiotic relationship
between the external and internal spaces you have described in Korean
architecture? Suh: It was very natural for me to use fabric as a basis for my
work. It is a particularly translucent material, like rice paper which is an
integral part of architecture in Korea.”

207) A9 FHE F2A0IM Fe A2 2002F AMTMERQIEZo|A MESQ] 7HQld
o] S Wl g UERD FFoltt. MES= 2001 1€o= FoA| Alo]2 Q9
At 227 AHEE ofd AIES] 7|9s it v flod ojuidls it ¥IAIE
Aoz AF AA] AT MESE 2003¢ otE219] QIEROIME Holgte A=
7b AALEA wWEHTE Y¥S oWs] 1L45HITE Do-Ho Suh, "Do-Ho Suh:

Space is a Metaphor for History,” interview by Priya Malhotra, Tema Celeste
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Tt 29 FYEIES ez H Y dAe FAHe=E 2ASH| g
M oledt oddos AF ZoWA I Y TA ZollA  olsistaat
stitt28) o HWEILE= HME AMRER s olgieE A
ST (Claes Oldenburg, 1929-)9] ‘BE2Q ZXZH(soft sculpture) I}
APAIZTL209) T o FE7H= IHE AR UEH= Follgt 2etsto
MEZO HAUS SHH, 10] FUOJH, o|E Z|JIZZ(Ed Kienholz,
1927-1994), doj& 3Jlo|E2]E(Rachel Whiteread, 1963-)9] ZAriut
ABAIRTHE 51).2100 AZ]o] §F HEJH= ez H Y o] SJo|EZ LS

83 (January 2001): 52. “I grew up in a traditional Korean house where the
walls were thin pieces of paper; neither transparent nor opaque, you could
make out the shadows of those who lived there. There was no sense of
privacy or personal space.”

208) O]9 TSHME TREEZ DQERBAF|O ‘£ 0O|gAl(vertical art
history)” =27} g2 ghsitt. ‘$214 vjgAt' = A3AIAIY vleg I AE0] g4t
H 2o tisiMe 2stA] ¥ AT miz{ote] QAT Madh= AS Qu|git.
DRERBAY|:= 023 Mg Aol IA-FHI AIS SHAsHA] F A3AIAIL
Ol&S Uhx] "AollA HEE 22 £ EHY vjarte oiE Ay oHEo wddt

1 vl Piotr Piotrowski, “Toward a Horizontal History of the European

Avant-Garde,” translated by Marek Wilczynski, in European Avant-Garde and
Modernism Studies 1, ed. Sascha Bru and Peter Nicholls (Berlin: De Gruyter,

2009), 49-58.
209) Claire Bishop, “Silken threads lead to indecision,” The Evening Standard,

April 25, 2002, 55. “It's like a walk-in Oldenburg with Oriental precision: a
quiet, shimmering and delicate riposte to the sombre domestic monuments

Rachel Whiteread showed in the same room last summer.”
210) Searle, “Have you ironed your room yet?,” 12. “They seem to belong

alongside other examples of artworks that take real spaces as their starting
point—O0ldenburg’s vinyl bedroom, Gregor Schneider’s terrifying Dead House,
Ed Kienholz’s bars and brothels and fetid rooms, Rachel Whiteread’s casts, Ily
Kabakov's Soviet Interiors. Yet Suh’s works do not belong, either in one place
or another.”; A= MEZO| 23t 3lo|E|EQ] 2Qjo] Rty B Zi2 of
Ut ey oo ohad] aXjo] ZEMT MR o] LFoN PIEoIME
oF Frk £ Zelo] BRAL Yk AL AlZPgoll het B9} Srets U 1990\
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9] 29j7]ojcth.
211) Gayford, “Making light of bricks.” “Now 40, Suh is, roughly speaking, a

member of the Britart generation, and his work - despite the fact that it has
an identifiable Korean inflection - is similar in spirit. For example, two of his
best pieces take the form of ordinary dwelling places, transformed into
something very different by a substitution of material. Rachel Whiteread
famously took a bog-standard house and turned it into something
extraordinary by filling its voids with concrete. Do-Ho Suh performs a similar

but converse trick.”
212) Do Ho Suh. Cited in Stillion, “Do-Ho Suh, A Citizen of Art.” “If you

start with ‘Korean-born artist, then you start to pigeonhole and don't see
other things. I am kind of sensitive about it. Especially in London. It was
harder to be perceived as just an artist in Europe, more so than in America,

where there is more diversity.”
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JEY olE bsE 2 EAY U’ Age UolM Mol 3
Mol dejtokat 1 AEAoel ogo] AIEig SWAT olg EAIN

O]
A2 UE ofd FUEeR, dM Agstx e 1990dd T ME=}

IAHCR ojFs it Hl 8% THs s FE FEIOIH 28
ad) 27t A BIHE WEA AR AYgE: Al JHe BAE
OE Adsolit a2y dojde 1 Adsde 22 de= o j
Aol HITHA B=S Fotiot. Aol dng9 vjEo] gl =2
MEZY WAl =50 d3 ZI28, R0 A== I79 IR, 121
o] Zgto] QIoich Iolxz B3ty Fulge o] Zoy Hez H 3

H2o] ‘0l% Jisol A EFA nlgs’ Jfdo] 7|29 A EXA 0|&o
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213) Richard, “Home in the World,” 115. “Each time and the piece is shown,
its link to an original or fixed location is further diluted, and the virgules
that puncture its title multiply until permanence dissolved into its own
shadow, or in Suh’s words, until “site-specificity becomes portable.”” Lisa
Corrin. In “Do Ho Suh Lecture, Seattle Art Museum,” filmed August 2002 at
Seattle Art Museum, video. “And I'd like to shared with you what I think he
adds to our knowledge of sculpture. And it comes with the word, site
specificity, -~ and it is this tradition that, really, what Do Ho Suh is part of.
And what he’s done is taking site specificity into a whole new realm, by
doing something that he calls ‘portable site specificity’, that is to say,
something that even the artist could carry in his back pocket and set up just
about anywhere, because that portable site specificity we connect the work
back to his own identity, to his own past, to his own experience of his own
country, and his [?] to use his objects as cultural transitions between the
places he’s from and the new place in which he’s arrived, which is here in the
United States.”
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ZAsHA] 2ateict A Fojol Il <AlS Z>0] AN A BHol
tjotAZzlE Qsto] UL 13kt o]ojA Q= =5 AAo] HAFS kS0
Hots oS uehtal gt OL 9] MESIF 22

AHS &8st J5ish SAeHd Ado] 37 THREIYIS Wolch 2 -
Al <H§ >0l HAA FRT AUAA FIS A= Hol
EEfslein o5 Z153 Y4 5 nlg Hdol tiE viwe fusige

#ojtt.
J2iu WA= 20004 PS19) (T 2)S Aoz <A Z>S E5H
o o]Al ZHs AlA AL & £ gA HQIti2y) ojmjEE MESE

214) Kwon, “The Other Otherness,” 20-22. “--- even as transportability is
proposed in Seoul Home.. and 348 West 22" St.. as a critique of the
conventional notion of site-specific art, it simultaneously leads to what looks

like the return of the autonomy of the artwork. - the meaning of Seoul

Home... and 348 West 22" St... is self-contained and not easily given to
redirection; it remains intact no matter where it is installed. Are the London
and Seattle installations of Seoul Home.. and 348 West 22" St.
fundamentally different to the prior versions in New York or Los Angeles?
Does the status of the original sites that these works represent change from
city to city? Suh’s practice would seem to teach us that in the very moment
of transporting site specificity, indexical procedures become iconic images, or

simply sculpture in a more traditional sense.” (@& E-Z0j|A] 01-9-% 28)
215) MESE (H F&)oll Z7tetz] WMol AN <M A>9 Az YAlg A=
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HlZOIHCEAE 1 FT Ik of o)y ‘oF Jh5E FA EPH ulg’ ol
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s URdth. 1= GAl PS19 FolESoAl & 7H9 A=RE ©t). sy
33 {Zoll uigot dagl= Ao tE stts RAWAASH-ZHH0lA IR
S AXY Ao Aast= AT Ol 2 AME2+ THIR JAR Ui30] 71
R HojgolAl [etE do] 2AS AT, HulgS tivl BHEE JeEiE A
Alshs Ag 7MEle B0l JL2HAME Ao |5t AS Hstt dustd 1=
a4 o] g4EHud BA = oY
A <Mg > Wl tigot
A5 on HUIEE Al FEEYRY 1HA ol RISty IA HAIGIIHL
sttt o]of] tieiA:= Kwon, “Walkthrough” 2.
216) Kwon, “The Other Otherness,” 18. “--- the physical elevation of Seoul

Home... to a height above the heads and out of reach of its viewers not only
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reifies the space, it objectifies the work and ‘elevates’ it as a precious object
of pure aesthetic contemplation. The otherworldliness of Seoul Home... becomes
a new kind of idealism, disconnected from the materiality of social conditions
that constitute the basis of even our dreams.”
217) 24 vlgAlIN ME2E == o ol 7tsdt A& EFA vjg’o] A5
22 ojzlof] H|gto] F01E]IH. o]A2 =F 2000t gt 0] Y4 B
gt #alol Bluz Afa=kxl Axrd oot J2iu "ak= ool Aulg
oL P& JI= nixeetr gzt AujEe 1990¢H HRHREH i
g G20Me A9 e BEZIIZ vigAteiatz aRjuigdet ezl weolch
J= 1994 & I AE|(Hal Foster, 1955-), &l ZAYA(Helen Molesworth,
1966-) 5 P Y= WEIL FAOE, WIST A Y2 E¥Y ulag A=
(©]

S
o 1997d0E= 4 EYH 0jg9 AERE H2gt =222 I
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WAE wort. BolRtE Fujgol o2 © I AYY 0l H5F P& 5B
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Bol Fa E@Mol Boushl Hyn "n¥E oz oux=z

AlofEoMA oo R FAZIAEL QY Afolo]l e FA oo tg Far Fa
EXNA ulewt A9A A A(One Place after Another: Site Specific Art and
Locational Identity);E ZS7Iolgith o] ™ME 19 vl =23 O7F 7|18 &
BEY =2g JNMOR 2o WU TR oladel At JERiS
Selsioict. AP Mol Palo] 2 mWIHo| TisiHE 20034 T. J. H2A9)
2|52 2 75t9ith. T. J. Demos, “Rethinking Site-Specificity,” review of One
Place after Another: Site Specific Art and Locational Identity, by Miwon Kwon,
Art Journal 62, no. 2 (Summer 2003): 98. “--- indeed it has already influenced
discussions of contemporary art -; AR AES7} 20038 A
OFEMAANEIOIA 7HIHE 7MY W A= 39t QIHRE YsStHA Holde
ool disto] ofgA FZsteAl AHe = AEZE olo] Histo] HoulHe
gjgol] Bt2g AASIHA 7129 dFs dAsT. MRS, TA7ieke] g, pp.
93-94; ; ShH HOJYPO] <RE& OIMESHOE <AME IU>S A BlHd= AL
o] ZAJo] AU =g wiREolZ|= st ERAtY] Ay HE AngY d¥e
19934d S EUH|IH o] tist LEWQ] g2 H|0o]2S 2. Hal Foster, Rosalind
Krauss, Silvia Kolbowski, Miwon Kwon and Benjamin Buchloh, “The Politics of
the Signifier: A Conversation on the Whitney Biennial,” October 66 (Autumn
1993): 3-27.

218) t}2o| 2tLCHol2olM AUIUY WIS ¥WE . Hal Foster, Renée
Green, Mitchell Kane, Miwon Kwon, John Lindell, and Helen Molesworth, “On

“

Site-Specificity,” Documents 4-5 (Spring 1994): 16. the very idea of
moving a site-specific work, in a way, is to destroy it. Certainly Richard Serra
and many artists of his generation who initiated site-specific work thought so.

The very term implies for me the inseparability of the site and the work.”
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219) Kwon, One Place after Another, 38. “the specificity of the site in terms

of time and space is rendered irrelevant”
220) Kwon, One Place after Another, 33-45. 199719 22 Miwon Kwon, “One

Place after Another: Notes on Site Specificity,” October 80 (Spring 1997): 85-

110.
221) Kwon, One Place after Another, 42. “the artist’s authorship as producer

of objects is reconfigured as hisfher authority to authorize”
222) Kwon, “The Other Otherness,” 17-18; oHH o] ZojlA] A0|YL 1990 ‘w

ot Dl&7t=(itinerant artists) 9] AP HESIHA MESE o2 HRT
T oloprjafgict, a8t ‘mEolths DjgzkE ol gt BolEe UYL F3 9
oA 9t} 1= ES| ut3a y&2(Mark Dion, 1961-), 24| 12(Renée Green, 1959
-) & ulsAtetRt AP oto]oj(James Meyer, 1962-)9 BIRE = AVIS0Al=
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L A i, & JEUDeH9 =3 n 2 IW(Independent Study Program;
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22719 ojFe Eo0l7 BYS wf Moz H 7 AL ofxlo}, 8y,

g TAIE Wou F A9 Ao o RIS ShH Fak= Aulge =8 olsh
Sh= ol 19 Al 7HA] e G50l Fojof st A3zst
9] EYHLZ=IHA IR S2A uE, M UlsAE
of EtHE T3 Stk d, AR °}%71" ElE A=
ZAABI s AMolch, HojY9] Qo] thisiAl= Kwon, One Place after Another,
24-31, 46-55, 159-160. ISPO] TsHAl= Scott Gutterman and Miwon Kwon,
Independent Study Program: 25 Years (1968-1993) (New York: Whitney
Museum of American Art, 1993). tj2y Ho|¥9] thste shAl 2agh 71 Mark
Dion, “Miwon Kwon in Conversation with Mark Dion,” Interview by Miwon

Kwon, in Mark Dion (London: Phaidon Press, 1997), 8-35.
223) Hal Foster, “The Crux of Minimalism,” in The Return of the Real: The

Avant-Garde at the End of the Century (Cambridge, Massachusetts; London,
England: The MIT Press, 1996): 43—-44, 59-60 2l
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Chung, “Do-Ho Suh, ArtSonje Center, Seoul,” Art Asia Pacific 38 (Fall 2003):
75. “Four fine art degrees, New York gallery representation, and seven
international solo exhibitions later, Do-Ho Suh is back in Korea with a solo

show, a homecoming long overdue.”
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228) Do-Ho Suh

Conversation with Do-Ho Suh,” interview by Tom Csaszar, Sculpture (December

. Social Structures and Shared Autobiographies: A
2005). “--- by making this piece, stitching each person’s signature, and trying
to bring each thread one by one to one point, it became a gesture to

appreciate all the supports, concerns, and considerations of other people.”
229) “Sculpture for the Masses at Artsonje,” Korea Times, June 7, 2003. “You

might be able to do your own thing, it seems to say, but only because your

freedom is a group effort.”
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230) Do Ho Suh. In Stillion, “Do-Ho Suh, A Citizen of Art.” ““If you start
with ‘Korean-born artist, then you start to pigeonhole and don't see other
things.”
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1. View of Room 516 after the installation of Room 516-I
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Destroyed, Photo: Anne Chauvet, © Richard Serra
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8. AIDS Quilt panel (Ruskin, Cindy, ed. The Quilt: Stories from the
NAMES Project. New York: Pocket Books, 1988, 82)

9. Thousands of people examine the individual panels of the AIDS
Memorial Quilt as it is displayed in Washington in 1992. Photo
by Stephen R. Brown

10. Sewing panels for the AIDS Quilt, ca. 1988, Courtesy of The
NAMES Project

11. Zoe Leonard, Strange Fruit (For David), 1992-1997, 295 Banana,
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Newspaper: 29.2 x 35.9 cm, Collection of Gail and Tony Ganz
Oliver Herring, Untitled (A Flower for Ethyl Eichelberger), 1991~
1992, Knit transparent tape, 2159 x 215.9 cm, Private collection,
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by David Alosi and Ron Vak. NAMES Project Foundation
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Doris Salcedo, Untitled (detail), 1989-1990/2013, Cotton shirts,
steel, and plaster, Five parts, overall dimensions: 178.3 x 231 x
26.3 cm, Private Collection

Doris Salcedo, Atrabiliarios, 1993, Plywood, shoes, bladder and
surgical thread, 31.1 x 1245 cm, Collection of Museum of
Contemporary Art Chicago

Do Ho Suh, Metal Jacket, 1992/2001, 3000 dog tags on U.S.
military jacket fabric liner, 160 x 139.7 x 38 cm, Courtesy the

- 144 - A L]l



A A O ¥ O ¥ I T B T

b

tri t bt fri

biobm bm

24,
25.
26.
27.
28.
29.
30.

31.

32.

33.
34.

35.

36.

37.
38.
39.

40.

artist and Lehmann Maupin

2AMW A SHLEEY 15 WY W AAYY AR
<Mg YLA P>9 MR

<Mg YLA P> MR

2AHG A St 13 A4, 1999

<ME ZILA. 2>9] A2 HZ, 1999

<ME ZILA. 2>9] A2 HZ, 1999

Armed Korean American volunteers guard California market from
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approaching looters in Koreatown, Los Angeles, California during
the second day of the 1992 Los Angeles Riots, © Hyungwon
Kang from Los Angeles Times

Rirkrit Tiravanija, Untitled (Free/Still), 1992/1995/2007/2011-,
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Pavilion, Biennale di Venezia, Venice. Courtesy of the Artist and
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Spread from sketchbook, 2002, 19.8 x 15.1 cm
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% 2 Richard Serra, Tilted Arc, 1981
Steel, 365.7 x 3657.6 x 3045 cm,
Destroyed, Photo: Anne Chauvet, ©

Richard Serra
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5 4 Do Ho Suh, Hallway, 1993,
Laminated birch and pine, 399 x
1905 x 127 cm, Installation view at
Rhode Island School of Design © Do
Ho Suh

Installation view of Room
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£ 5 Do Ho Suh, White Room, 1993, Polyurethane
rubber and pebbles, 914 x 914 x 213 cm, Installation
view at Rhode Island School of Design © Do Ho Suh

% 6 Do Ho Suh, Red Conjunction, 1995, Polyester, 304.8
x 4572 cm, Installation view at Columbia University,
New York © Do Ho Suh
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£ 8 AIDS Quilt panel (Ruskin, Cindy, ed. The Quilt: Stories from the NAMES
Project. New York: Pocket Books, 1988, 82)
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£ 9 Thousands of people examine the individual
panels of the AIDS Memorial Quilt as it is
displayed in Washington in 1992. Photo by
Stephen R. Brown

% 10 Sewing panels for the AIDS Quilt, ca.
1988, Courtesy of The NAMES Project
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% 11 Zoe Leonard, Strange Fruit (For David), 1992-1997, 295
Banana, orange, grapefruit, lemon, and avocado peels, thread,
zippers, buttons, sinew, needles, plastic, wire, stickers, fabric,
trim, wax, Dimension variable, Philadelphia Museum of Art
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T 14 David Wojnarowicz, Bread Sculpture, 1988-1989,
Bread, string, and needle with newspaper, Bread: 7.6 x 33
x 15.2 cm, Newspaper: 29.2 x 35.9 cm, Collection of Gail
and Tony Ganz

% 15 Oliver Herring, Untitled (A Flower for Ethyl
Eichelberger), 1991-1992, Knit transparent tape, 2159 x
215.9 cm, Private collection, Courtesy Meulensteen, New

York, Photo by Dennis Cowley
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£ 17 Twelve-by-twelve-foot section of the AIDS
Memorial Quilt. Photo by David Alosi and Ron
Vak. NAMES Project Foundation (Sturken,
Marita. “Conversations with the Dead.” 187.)
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LT 18 Oliver Herring, Queensize Bed with Coat, 1993-
1994, from the series A Flower for Ethyl Eichelberger:
An Ongoing Project, Knit silver mylar, parachute nylon,
22352 x 14478 x 30.48 cm, Collection of Eileen and
Peter Norton, Santa Monica, California

% 19 Christian Boltanski, Storeroom (Réserve), 1989, Used clothing, 20

lamps, Dimensions variable, The Israel Museum, Jerusalem
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£ 20 Ann Hamilton, Indigo Blue, 1991/2007, Cotton clothing, wood
and steel platform, wood table and stool, book, eraser, pink pearl

eraser, Dimensions variable, Collection SFMOMA, © Ann Hamilton

5 21 Doris Salcedo, Untitled (detail),
1989-1990/2013, Cotton shirts, steel,
and plaster, Five parts, overall
dimensions: 178.3 x 231 x 26.3 cm,
Private Collection
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5 22 Doris Salcedo, Atrabiliarios, 1993, Plywood, shoes, bladder and surgical
thread, 31.1 x 124.5 cm, Collection of Museum of Contemporary Art Chicago

S 23 Do Ho Suh, Metal Jacket, 1992/2001,
3000 dog tags on U.S. military jacket fabric
liner, 160 x 139.7 x 38 cm, Courtesy the

artist and Lehmann Maupin
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LT 30 Armed Korean American volunteers guard
California market from approaching looters in
Koreatown, Los Angeles, California during the
second day of the 1992 Los Angeles Riots, ©

Hyungwon Kang from Los Angeles Times

5 31 Rirkrit Tiravanija, Untitled  (Free/Still),
1992/1995/2007/2011~, Refrigerator, table, chairs, wood,
drywall, food and other materials, Dimensions variable,
Museum of Modern Art, New York
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5 32 Liam Gillick, Revision / 22nd Floor Wall Design,
1998. Courtesy the artist and Corvi-Mora, London
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Offset

Imensions vary

S 39 Do Ho Suh, Who Am We? (Multi), 2000,

61 x 90.8 cm, overall d
, Museum of Modern Art

wallpaper, sheet

New York

’

on

tallat

upon ins

Who Am We? (Brown)
at the Cooper Union, New York, 1997.(Park,

ed.

ion view of Inset

40 Installat

| -
=

Kyung-mee,

Do-Ho

Korean Pavilion,
The Korean Culture & Arts Foundation,

Venezia,

i

La Biennale

Seoul:

Suh.
2001, 22)
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£ 41 Do Ho Suh, Public Figures, 1998, Stone
and bronze, 284 x 209.4 x 275 cm, © Do Ho
Suh

E 42 & 419 MEB
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S 43 Do Ho Suh, Some/One, 2001,
Stainless steel military dogtags,
fiberglass resin, Dimensions variable.
Installation view at Korean Pavilion,
Biennale di Venezia, Venice. Courtesy
of the Artist and Lehmann Maupin
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5 45 Do Ho Suh, Floor, 1997-2000, PVC figures, glass plates,
phenolic sheets, polyurethane resin, 40 parts each: 100 x 100 x
8 cm

T 46 & 459 AHIB
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See also the works
at the Korean Pavilion

Floor, 1997-2000
Plastic figures, glass plates, phenolic boards, polyurethane resin,

40 modules, 100 x 100 cm each

T 47 UiU (179 1) AOIE. AES.

Public Figures, 2001
Glass fiber reinforced resin, bronze, steel
structure. 2094 x 2748 x 2840 cm

See also his work in
Plateau of Humankind.

5= 48 UiU A493] Hy2b|lide] ol=3 AfO]E. MES.
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INVITATION

48th Venice Biennale International Art Exhibition

KOREAN PAVILION

Jeong-of Kim,
President of Thie Korean Culture and Arts Foundation,
and Rafi-fiee Hong Lee,
Director General of Samsung Museurs,
request the pleasure of your company
at the funcheon at thie roof terrace of
the Peggy Guggenkieim Collection
on Thursday, 7 June 2001 at 1:30 - 3:30 pm.

tomeet
Kyung-mee Park, the Commissioner,
and Do-Ho Sufi and Michael Joo,
the participating artists of the Korean Pavifion,
the 49th Venice Biennale
[International Art Exfiibition

dission by invitation only
This invitation adinéts two persorss

RSV,
TF 04L 277 0990
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% 51 Rachel Whiteread, Ghost, 1990, plaster on steel
frame, overall: 269 x 355.5 x 3175 cm, National
Gallery of Art, Washington

5 52 Do Ho Suh, Paratrooper-1, 2003, Linen,
polyester thread, cast stainless steel, cast concrete,
plastic beads, 309.9 x 388.6 x 609.6 cm
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5 53 & 529 AME
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5 54 & 529 MB
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5 55 Spread from sketchbook, 2002, 19.8 x 15.1 cm

- 174 - ;‘:"';._E{j *"1 gﬂ'] 1T

SEpSS.  SECHL lenFEﬁlﬁ.l.“HlerfSlT



Abstract
Contingent Mobility

Do Ho Suh and the Rise of Migrant Artists
in the Age of Globalization

LEE Jaehee
Department of Archaeology and Art History
The Graduate School

Seoul National University

The 1990s and early 2000s witnessed the great emergence of migrant
artists in the world art scene. However, art communities had no
coherent attitudes towards them. While migrant artists were often called
‘diasporic artists’ because of their association with uprooting, they were
also regarded as ‘nomadic artists’ as if they were navigating without
any constraints. They were even referred to as ‘glocal artists, as they
were considered successful in representing both the global and the
local.

This thesis explores Do Ho Suh’s international activities in the late
1990s and early 2000s within this complex historical context in which
migrant artists were situated in the globalized art world. Tracing Suh’s
itinerary focusing on the four cities he visited—Los Angeles, Seoul,

Venice, and London, it closely analyzes Suh’s works as well as the
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ways in which they were received in Asia, Europe, and North America.
This study examines the ambivalent nature of Suh’s art in terms of its
migrant image. While his fabric homes deal with nostalgia and longing,
they can also be understood as cosmopolitan artworks in that these
homes travel freely from one country to another with their titles
increasing as they move. This duality is also conspicuous in his other
works—Who Am We? Public Figures, Floor, Some/One—in relation to
the global and the local. While they are deeply associated with his
experience in Korea, they simultaneously evoke global circumstances,
effectively using the Western artistic language. This study argues that
this ambiguity allowed art communities to see him as a ‘diasporic
artist,’ a ‘nomadic artist,’ and a ‘glocal artist’ respectively. It must be
noted, however, that art communities in each city shared common
interests although they reacted to Suh’s presence and his artworks in
different ways. They were all concerned with actively participating in
the world art scene through Suh in the midst of the emergence of
migrant artists.

In fact, it was not simply because of his migrant identity that Suh
won international acclaim. Though rarely explored in previous studies,
‘transportable site-specific art, the key concept that Suh suggested for
his fabric homes, also played a crucial role. Through this concept, he
was not only able to powerfully visualize his personal experience of
moving from Korea to the United States, but also able to engage with
the aesthetic discourse on site specific art that sparked a heated debate
in the art world at the moment. Furthermore, this concept attracted the
interest of curators who tried to generate a sense of uniqueness,
originality, and authenticity for their exhibitions by promoting site
specific art. Before examining his peripatetic activities, this study

revisits the artist’s preliminary work for fabric homes. It brings to light
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how Suh developed his artistic language of ‘transportable site-specific
art’ in dialogue with the American art scene of the early 1990s, which
is an important aspect that has been widely neglected. This thesis
analyzes how his idea aroused diverse interests and discussions from
the art world during his trip.

This thesis sets itself at odds with previous studies that have viewed
Suh’s global rise as a result of the artist’s strategic incorporation of
‘Koreanness' or ‘Asianness’ into his works. Instead, it argues that his
international success was achieved through cross-cultural interplay in
which art communities strove to find their own ways to engage in the
international art scene when migrant artists rose to prominence.
Through this investigation, this study aims to provide a new perspective
on the rise of migrant artists beyond the Western/non-Western and the

global/local binary.

keywords : Do Ho Suh, migrant artist, globalization, diaspora,
nomadism, glocalism, site specific art
Student Number : 2017-26455
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