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DO HO SUH IS KNOWN FOR HIS STUNNING, MONUMENTAL SCULPTURES AND INSTALLATIONS EXPLOR-
ING ISSUES OF IDENTITY, HISTORY, SPACE, AND MEMORY. HIS WORKS HAVE BEEN COLLECTED BY SUCH
INSTITUTIONS AS THE MUSEUM OF MODERN ART IN NEW YORK, THE TATE IN LONDON, AND THE MORI
ART MUSEUM IN TOKYO, TO NAME BUT A FEW. OVER THE LAST SEVERAL YEARS, HE HAS WORKED
MORE AND MORE ON THEMES OF HOME AND EXPLORING SPACE AND MEMORY, INCLUDING A TO-SCALE
REPRODUCTION OF HIS FORMER APARTMENT IN CHELSEA, FIRST EXECUTED IN SOFT SCULPTURES
(INCLUDING ALL PIPES, DOORKNOBS, NUTS, BOLTS, AND PLUMBING FIXTURES) AND MORE RECENTLY
IN SURFACE-TO-SURFACE CHARCOAL AND COLORED PENCIL RUBBINGS OF THE SAME SPACE.

HIS MOST RECENT EXHIBITION WITH LEHMANN MAUPIN GALLERY IN NEW YORK INCLUDED THESE
NEW APARTMENT RUBBINGS, RECENT DRAWINGS, AND THE “RUBBING/LOVING PROJECT” HE EXE-
CUTED FOR THE GWANGJU BIENNALE IN 2012. GWANGJU WAS THE SITE OF A DEMOCRATIC PROTEST
IN 1980 THAT WAS SUPPRESSED BY THE GOVERNMENT AND CENSORED BY NEWS MEDIA, AND SCANT
INFORMATION ON THE TRAGEDY IS AVAILABLE EVEN TODAY. SUH CREATED TO-SCALE RUBBINGS OF
DOMESTIC SPACES IN GWANGJU, ALL OF THEM NOW EMPTY. IN ONE OF THE SPACES, THE COMPANY
HOUSING FOR A THEATER GROUP, HE AND HIS ASSISTANTS ENTERED BLINDFOLDED, SYMBOLICAL-
LY RE-INSCRIBING THE INVISIBILITY OF THIS INCIDENT IN SOUTH KOREA’S HISTORY. WHERE OTHER
PROJECTS FOCUSED ON SPACES SUH HIMSELF HAS LIVED IN, WITH THE GWANGJU PROJECT, HE EF-
FECTIVELY MAKES MONUMENTS TO THE LIVES OF THOSE WHO LIVED THROUGH THE UPRISING, AND
WHOSE STORIES ARE STILL LARGELY UNKNOWN.




INGRID DUDEK: You have become quite well

known in the last decade for monumental sculp.

tures and installations that touch on themes of kar-

ma and the individual versus the collective. Some

works have a military bent. More re-

ou've been dealing with issues related to

home, and {'m wondering if vou could talk a little

about the evolution of your practice and how these
early themes may or may not still be present.

DO HO SUH: I think that the idea that everything
started from is my interest in the idea of personal
space—emotional personal space—which could
be quite broad as a concept. So everything that
you just mentioned all falls into that category.
The smallest personal space is clothing. So the
very early works were uniforms, using the form
of clothing as a surrogate to the human body and
to address complex human conditions. That also
coincided with my time moving to the U.S. from
Korea and that all happened all around the same
time. The L.A. riot in "91 also really gave me the
chance to think about the identity of Korean man
and how Koreans were perceived by Americans
or American media during the riot. That was quite
a revolution for me. So everything kind of came
together and | started to think about basically ev-
erything around me and I started from myself, the
smallest unit, and gradually it was basically about
my surroundings, and [ was measuring the spaces
that I was not really familiar with without really
knowing what | wanted to do.

ID: Your new work also seems more process-driven
or even participatory. I am thinking of the video

documenting the making of the Gwangju work,
showing you and your assistants blindfolded and
creating rubbings of the spaces you have selected,
spaces that are very humble but very loaded, too.
I was wondering if this was something that you
thought about consciously.

DHS: Everything started from my apartment in
New York. The building is a few hundred years
old, so many people lived there and passed throug

thi ce and for me, no matter what you do, it’s
still there. For me it was like my own space: it was
probably my most intimate space. For me, espe-
cially in the Gwangju pieces, I was expressing
my frustration when I was living in Korea when
the uprising happened. It was not just my story

it was the people who lived in the community at
that time.

ID: What was the experience of doing the rubbings
like? Was there any feedback from your assistants
on what they went through or felt?

DHS: Well, we were planning on getting it done
in three days. It was a fairly small room. That was
the hottest day in Korea in history, so it was a re-
ally tough situation. We got it all done in one day

it was a really long day. And everybody was e

hausted, but I think there was a sense of ritual, the
way everything was set. I tried to make it as casual
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as possible, but once you’re blindfolded and you
can’t see, you have to rely on everything on your
tactile senses and sound. It was kind of interest-
ing; it was predictable, but when you focus on the
project for several hours, it can get quite intense.
We had a task. I think that really enhanced our
senses more. Including myself, we had six people
working in the space, and afterward maybe two or
three of them expressed that actually they felt they
could see the shapes they were rubbing even when
we were blindfolded. There was some sort of an
aura. There was a sense that we had a common
experience through the process. It was not a per-
formance piece, but there was a sense of ritual that
came from doing things together.

ID: This reminds me of Buddhist monuments and
steles that people take rubbings off of. The rub-
bings are not sacred, but they somehow borrow
something of its aura.

DHS: [ think maybe over the last five years, it was
all about the process and all about the people that
I worked with and the space. You have a limited
time in this world with a certain number of peo-
ple. We may have met before in the previous life;
maybe this is not the first time being here, because
strangely | come back over and over to certain

So definitely there is some meaning that
I don’t really know yet, and this is the process to
figure it out.

ID: In your works using your old Chelsea apart-

ment, you list the full address of the apartment
down to the apartment number. Were there ever
any repercussions to advertising the address like
that, for you or the tenants who have lived there
since?

DHS: | never had any incidents like that. It was
2001. Artists are not celebrities! | got a letter from
probably an art student, but that was it.

ID: [ was interested to learn that you live pri-
marily in London given that your works so often

Jocus on “home" in New York or Seoul. Is your

consideration of space and time and experience
still retrospective?

DHS: [ think having family and Kkids is

thing I haven’t done before and that has changed
my whole perspective of life. Having kids at my
age—they are three and one years old—I'm a
very old father and it’s such an interesting expe-
rience for me. And so it’s different sets of ques-
tions, generally. I'm v ow, [ think; I proba-
bly have a tendency of regurgitating things over
and over again. It’s probably occupational haz-
ard that everywhere I go, I see different spaces,
and I've started to discover interesting spaces in
London because the architecture is quite differ-
ent. There are more interesting very narrow pas-
sages and alleyways. It will come, and [ think
having a family will come into my work at some
point, too.
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