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/ The following ‘is a conversation be-

L N S A ' tween Sung Hwan Kim, David Michael

I e S s R that took place on July 12, 2025 at

. Theartist joins protesters in Seoul 2:30 p.m, Hawai Time. It has been
edited for length ai;id clarity.

# ﬂﬂjﬂhﬂaf*ﬁ 22,2025, amid unrest sparked by the
. declaration of martial law.

.Donnie'cewantes: Thank you for trust-
Mg me with this conversation, Sung
Hwan, Tye been reflecting on why. I
d?cidad to focus specifically on the ex-
hlb_mm at QGMA [Seoul Museum of
Art] . ""i%d how meaningful it
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These ideas have been presented qm:ce
extensively; pt‘tl‘ticl.llill‘l}‘ in l?lurolaf‘, sobu:
a way, this feels like a mntu’fuat lon, Ell
it's :a:lm a very significant ltE‘lji.ltlﬂt;t ‘ ::1 :
right. For mé, it draws Ft}b‘t I
ads from your work i an¢
conver-

its own
er many thre
about Hawatl

. Se ltb
= L] ‘1 lt ll L t{]lll b ~ -
sation ¥ I feel very fortunate to

ount of time W ith

placing them W 1
histories, and also

past WOIKS.

your
' gp0d

have spent &

Sung Hwan Kim’s recent exhibition at
Fhe Seoul Museum of Art marks a signif-
Icant milestone in his career- his first solo
exhibition at a major public museum in
Kore®. Set within the historically loaded

’.waﬂs of what wis once the Japanese-

built Supreme Court, the exhibition
reflects Kim's long-standig engage-
ment with dense, layered narrzrt@s and
his eschewal of simple messaging. Titled
Ua a'o “ia ‘o ia ¢ ia, the show is deeply
entangled with the museum’s physical
and political geography and the complex
web of Korean diasporie histories that
stretch between Seoul and Hawai'i.

Kim's approach remains distinetively
opaque yet profoundly connective, cre-
ating a space that’s not just visited but
mhabited. “The landscape has multi-
ple names with different contexts.” Kim
explains, referencing the lavered symbol-
ism of Dosan An Chang-ho, one of the
historical figures featured in the show,
whose chosen name was inspired by
Le‘ahi in Hawai'i. These kinds of cross-
ings — tempeoral, geographieal, political

— trace unexpected lines of connection.

Coinciding with the sudden and
short-lived declaration of martial law n
December 2024 by Yoon Suk Yeol, who
was the first sitting South Korean presi-
dent to be arrested, the exhibition was lit-
erally framed by state tensions. “Let this
be the context.” Kim recalls telling SeMA
curator Gahee Park. “Because people who
come to the exhibition walk through this
huge protest.” he said. The atmosphere
of uncertainty heightened the urgency of
the work’s presence in public life. In thas
charged environment, Kim’s work doesn't
offer resolution. Instead, it insists on the
encounter. asking viewers to sit with com-
plexity rather than escape it.

the exhibition at the museum, and to wit-
ness the public presentation of vour series

of workshops. They felt like a beautiful

weaving of so many ideas, wﬂaMmﬁom

with people from Hawarl, and especially
the continued partnership between you

and David [ Michael DiGregorio 1.

1'd love to start by speaking about the
title of the exhibition, Ua ao W o ae
i. which stood out to me today when I
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revisited it in ‘olelo Hawai'i. It feels quite
“pronoun-coded,” 1In a way. I'm curious,
how was the title chosen, and by W hom?
And how do you hope or imagine it W ould
be understood?

Sung Hwan Kim: As you know, when
[ first arrived in Hawaii, David and 1
were learning ‘Olelo Hawai‘i by reading
Ka Lei Ha'aheo: Beginning Hammzan
by Alberta Pualani Hopkins, which
got from the University of Hawail. |
find that textbook interesting. When 1
engage with a culture that informs the
subject of my films or other projects, I try
to learn the language through language
books and other literature that is from
that culture. In this particular Hawaian
textbook, there are many examples that
I don't find in other language textbooks.
It's not just about practical things like
going to the supermarket or making
friends. Those things all exist, but in a
very different context in this book. For
example, one of the sentences in the book
says, “Korean women are not very tall.”

tound that sentence very interesting be-

cause it talks about the people who are
present in Hawai'i.

The exhibition title, Ua a'o ‘ia
1a e ta, can be more or less translated
into “he/she/they learned something by
another person.” Somebody was there
in a place, and there was somebody
else from another place who wanted to

learn. This interesting syntactical struc-

ture depicts the action of learning — and
between those two people, a distinet
space emerges. That space is what T was
interested in; and I wanted that space
to be the subject — the space of action
between people — rather than focusing
on the verb like “learning” or the gender
of the individuals involved, such as, “he
or she.”

This genderless pronoun “o ia” in
Hawanan interested me because in Korean
[languagel, keuh (1)isa genderless third
pronoun as well. Contemporary Korean
language has “she” and “he” because it
s influenced by the Japanese language
during occupation. I learned in school] that
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“they, he.

So I want to leave |
18

me what 1
er people ask L
3 ent pmnoum bmnetmlea

v . Or
[ say “he, she.” “she, he.” or “they, they,
So. it could be anybody.

just give difter

DC: Beautiful. In the exhibition guide, 1t

says, “They learned from them. Learned

by them, their teaching.” That to me goes

beyond simply presenting those three

statements without gender. It speaks 1o

your process, and to the forms of commu-
nication and collaboration youre engag-
ing in and presenting throughout the ex-
hibition, if that interpretation aligns with
your intention.

SHK: Yes. I wanted a title that focuses on
neither the object of the research nor on
the person conducting it, someone who
ventured into a field that few are familiar
with, with the aim of bringing something
new or exotic back to where they came
from. I wanted to add another medium
in this case, another language, to leave
this binary space instead of thinking about
that object that is delivered as the object
of learning, such as Hawaiian culture or
history, or vice versa, I wanted to create
a space where that whole culture turns
Into another language, in this case 5lelo
Hawai', through which we interpret the

2

| history of Korea and of the United States.

David Michael DiGregorio: Also, the

title as presented on the cover of the ex-

hibition guide, and in the museum itself,

in Korean is transliterated into

sound
only.

In other words, it isn’t translated

into the meaning of the text in Hawaiian
language, 1t's Just the sound.

DC: So this is teachin
this in ‘Glelo Hawai4.
| dldnt realize

g how to pPronounce
That’s 5o wonderfy],
that at all. Thie publica-
2 Park. the exhibition ey-

> 0f the
exhibition guides t Most generoyg

hat I've €Ver seen, In

revisiting the show througﬁ Eg M < 1
again, it's so beautifully w ,i ' T‘
much as the exhibition itsel .,l-n-{h;-
so many different voices aud. deas
all represented in the guide top,

So, the exhibition had three
Room One, with its utilitarian na
its location on the ground floor ofy
seum, feels like the natural pi 1ce t
unpacking the work for this convers
As I understand it, there 1§
works called Figure Complem and ;'.;I':H J |

are presented in relation to; Ju vorks T
different artists who were u'}aq}h
from Drew [K.] Broderlcks‘ uration
the 2022 Hawal 1 Trlenmal

_h'lllil rI H.'

[lﬂ e

={n1:

]I'}.].!
t In
Hﬂrr'

A8 *.n":t"lﬂ'_,

genealogy and connectmg;;;;l :_.;;g.,. the i
search and connecting you tc fﬁn

I wonder if you could speak about
some of the 1ntervent10ns "ﬁ?;‘r made
in presenting those Triennial works '.1“
Room One, literally framed a";’ﬁ"* sented
or annotated. One aspect bem aeJG sense
of welcome or generosity youu ve recen h
among the people of Hawab a.f_m .?:Q-;E.:g;zl__‘f
being your own experience wi th it.
" Ilf ’rl
SHK: I can give a few exam L "'%f %Ifé*éffi

.-'--. ]

as you say, it was an mtew ""w 1 Into
Drew’s exhibition at the 20 2 'fr'r V ~
Triennial, which extended 11113 tl
museum, Capitol Modern [ 3 i &’ﬂt
Hawai'i State Art Museuml]_* oT€
interview with Joan Lander ¢ iﬁ; "T' Maka
o ka ‘Aina with Drew and Thyi .:ﬂé.t Cl
asking the questions. The film w
an Artist Conversation serleé-f* kaht
wahi [a grassroots film 1n1t1& i ‘fw 1’
Sancia Miala Shiba Nash a 1:!” € _
Broderick], made in the con,, _,_"ﬁ 30 ﬁi'_r_' ,
Hawai‘i Triennial to 1ntr0duce ﬂ'ﬂ'r‘“
artists Drew included in that e: “ﬁ ition. *
find these films to be very new ﬂ M”

esting in terms of filmmaking. dec r:
to have a selection of films from IE” ‘
Conversation series playing gn“ Hop 11 &
smaller room connected to Rool *;}L One
SeMA. These films reveal both t “ﬂ
tion and divide between Drew’s § ¢ eneralic”

and the generation of the artlﬁ}) hat he*
looking at. i

Bottom, the phutuﬂt&l?
Complex 5: Na Maka @ R-:r
seaul Musaum

Courtesy of

arty the slavatian
g Has Done, 2024
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literally in a dlﬂ'erent 9‘ \C
ple who are answeri
or separation, also s es
for the gap created by nEm
which each party is natu ‘iﬁhﬂ 5
new generation learn ab '-'_;;‘_1
their place thraugh bog

'—-"h" r”- i-'u

- ], ST |

by talking, such as in thi:
questions. And these qu ‘E'Ew,in.
be grand. By questioning, 1; o
thing wise to be revealé; m
guessing what might ha. M |=~
the past that you didn‘t g@ wp
is great about this parti
is that Joan Lander’s an: {
cal. It's demystifying. Arti ié 1
something out of a sﬂ:ua,tl 1that is
most ideal. It’s not llketh"*: are cele
events, a lot of the sub_]e* ;;::ﬁ B ha
with. In a manner somew LU
Lander’s answers demé !r-..}
of cultivating a response fﬁﬁﬁar
that are already pmsed o u‘f;n
In this way, this film ca i‘%.#_.
those who are already I ﬂ*g# J’_*.
interested in the subject of of E
that reason, I put Koré sub
these Artist Conmrsatm n {
means that it’s newly t: ‘_ 1-;4. ing ar
ence who may othermse a{v Ve
— the language creates an
The second example of inter
1s the inclusion of the Pilia "!'f-:!'-—-'-r:.--'
graphs. In one 1nstance; m
of a photograph in an o ben Ccof
Luku Wale E and prln '“'E%= it 1M
the wall. When I spoke with Pilié
they agreed that I could prese
photograph in a frame 6‘ s Qf'“.‘
became more interested ir
that this work endured‘ w‘:
particularly because of m f?"
OfE Lulku %ZEE I u fﬁ-ﬂr
think ahout printed r tl:e ;
totranscend time, passm infors

the next generation, wh -gmi

1ng DI'EWS emphasm Onu E,‘f,‘j ”.L
exhibition, §q T took a pi m; an

togr&ph In a Spread that sh ﬁfﬁt sad
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art
think, “Oh, you've made dsﬁ v f"iimua‘-._

out of this other person’s arty :.iﬂf)"j but in
\nother sense, it’s about r spec éuﬁ fou ou look
‘o book o SOmebOdys WPE' { “E : “Lh o Mk UdUlldlI=Kay 1rask texts fro;
made a really large vmyl Pi

Of all the ways that you b ht in other

Jrtists’ work, which uutiél]y" vanted to
questlon, or took me a Hﬂﬂ'é! ‘;'wi,,mr r-
stand thI'O'lJ.gh bemg n g Dé fu.fqﬁhig:’n'
this most interesting. { f.;?fr

S |

+- .:, l, .'.'

‘\
Yearsj but I dldn’t have a d I-_':- | ... "‘HI.:T"'"'.{{__-"-' -:h-,: = ) i = T T =, -

I
I.“f.

mmem

has to be done properly by *
way that each artist wants thElI‘ W T

presented. I'm not a curator. As I'm
ing on another artist’s wor TI'm

T

the boundaries. The process em% ‘1-[ | _.
ically, step by step, by asking q wzﬁ: e G tex

.'=, '.:_.

when I'm ready to ask a quss 1:“‘ ~ histc 3"‘“‘_’ cal

:- "f':. _ =08 1 ...-n_',fr'-l':r‘a.,ﬁ-n. = "J 3 . '7""‘;\ T .; -4 ;: - E' |
I'm given a platform to askfaﬁ,q .,..;1 - trolled :1{-:”.;" e ‘but throu
knew that I was very mtenest d ir {LTE i

i_ | ]

book, what it means for their pt ot O ) t ohs  from anoti
{, A ST g L W - - 'r“-; van ,.;':-

to have found a place in a.bﬂﬂli»- "i:é“r al W
._,,._wqﬂq-r"rﬂ .l" T

interested in their [Ka,ptﬂ@i: Jilii: ﬂ,:,».:,'- I cannot becau

and Mark Hamasaki’s] 1;{-: A ip, ;__“”‘_?ﬂ“. Tt
where they come from, ther “f**'““ One cannot
come from different plams, d th
met in a school context as teach
dent, and all that, ﬁ‘f -
The third example is the ir ;Eu 510 a.“‘a{ .
the works by Ed Greev}g J
Kay Trask. Around the tim 2
Were talking during the le ad ": 1p to HT2:
ShGWed my lntEI‘ESt Mh u ﬁ 3 f“;ii-:;'f?'f xt
to Ed GI‘EEV}FS phOtE}E.Q a D !{)‘m: i:-
bonk Ku'e:; Thz?'ty YG@T& @ and w 1:
turned ; 1nt0 aconversatl | -‘F. "!‘ drew 1 “"Ih |
and me, T learned ab(m'g he J
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e ”J;:_Lsx, L *.ii ' that translated into the videos that

| f L_f ted making of David and of your

p i P mﬂﬂ.lm Kim] on Wilhelmina Rise
_- [L “*w” that this was another point of

entr !éplaffe. Do you want to say any-
ng about the way that the context

f Roon ﬁespeaksto the connection

. ey P

4 Ay e ﬁ,_,. ﬂ;_ﬂw een the histories of Korea and the

ries of Hawai‘i?
-'hﬂmme,wl‘:nchwas the first,
ate d mtﬁelwerﬁommthe exhibl-

-"

Ndall

. I physical books, £ Luku Wale

re also exhibited. So people knew
ﬁﬁemm were coming ﬁ'om

Iﬂemmedm}ysaw as they entered, but
they didn’t yet see the violence done to the

landscape. They needed to read the infor-
‘mation in the references in the vitrines
to know that this is a document of vio-
lence, these photographs by Piliamo‘o of
the H3 project.

Then opposite of that, there are these
Figure Complex works, which are on a

‘human scale. They are these multidimen-

sional, almost architectural, sectional
structures. There are some photographs
and relationships between the subjects.
I chose these five examples that connect
the landscape or the culture of Hawai'i
to some subjects or information that
Korean people might be familiar with.
So either these people are Hawaiian or
went through Hawai'i or are connected to
some of the themes connected to Hawai'i.
_m mnce.ﬁg'lm Complex 3 is called
| r @ Land of Others. What does
kt mean for people who are not origi-
nal]y of that land to die on that land, to
hegartofthe land by dying and becom-
ing ash? In Hawai' there are people who
are not from Hawai'i cultivating the land
of Hawai'i. Figure Complex 5 is about

81
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Na Maka o ka ‘Aina, and Ho'omau Na
Maka o ka ‘Aina. People who are famil-
1ar with the work will read that as © the
eyes of the land, and to continue them” In
Korean translation, the title says, “If the
land had eyes, the experience that the eyes
want to return to the land.” So I'm reinter-
preting what Na Maka o ka ‘Aina means
to me and also what the “ho‘omau” means
in the work of Sancia Miala Shiba Nash,
Joan Lander, and Pu‘uhonua Society. So

these figures are set against the landscape
of the Piliamo‘o work.

DC: In addition to the Figure Complex
works, there are many more architectyr-
al forms — that’s what I think of them —
that serve as a way to orient the viewer, to
connect multiple floors of the space, the
museum, and then also to create intimate
spaces for the viewer to experience cer-
tain works, really like honoring certain
works by creating space. Do you think of
all of those structures, which are exten-

sive, as artworks? Or do you see them as
exhibition design?
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SHK: I think they change throughout
the process of the exhibition. I said that
my exhibition began with a sentence
from another language that is a space
between a deliverer and a receiver: /g
a'o “ia ‘0 ia e ia. The exhibition, the whole
space, the artwork and the audience has
that same transaction. So T wanted to
touch all these parts of it during the exhi-
bition process to see how much of it can
use, because I know that the Information
i1s very dense, even though the research I
did before Hawai‘, within Hawai‘i, and

during the process of the exhibition, is

much more than what | showed.

An exhibition Space 1S not a book or
a school where information is laid out
throughout time, in terms of g semester

Or a year. So you have to alsg think ahout
whether this is ap exhibition that peo-
ple will revisit. Most people don’t. And
when they do, they’re in for 30 minutes,
an hr.)ur, or tw0 What are the things that

? So the Space becomes
— the colorg op
they walk around becomes

Very important

that the way

Installation view of Room
Museum of Art. Korea

Kim: Uag a'o '1aga ‘o 1da e Id

©RO[0H0l.0]0f, 2024 -2025
artist. Image by Stn K\

ant. As I was designing this e n‘lﬂnin lon;
I wanted to emulate a hlstory‘ museun.
You are learning about certain typestof
learning. T wanted to intervene ”ihu 1€
design of the exhibition in wh.lch n*’ eople
learn about a story that they’re used
but in a different way: | f

Room Three presents the p wn“
of dealing with Summer Days in Ke

-"

1._

written in 1937, a separate work M 3
made in 2007. The film is abnut 1 S it
tion where a medium that had r >OTC
the history is no longer relevant Jh\
Subject-wise, it has nothing to do wit
the [more recently made] work. I ; was d
film that I made visiting a text th: at

at®
written in 1937 by a Swedish e h nln:r T

pher, Sten Bergman, traveling in K¢
collect animals for the Swedish ﬁ“ tura
History Museum. And T had my “.-:“ :
Mieke Van de Voort, who's aphotq 41{ aphe

Play a character based on the ex "1‘,3

Ing these places, Obviously, the53‘ "ﬂ
Imked very dlffemnt in 2007 t

as a text to make a film. There a ' f It

g”: 1€

Sung Hwan Kim an
MlEhEiE:l DiGreco

problems with films like that. And I had
always known that there is a problem for
any artist to make a film like that. At the
same time, the film had been shown a lot

" and textual elements that manifest them-
~ selves in different ways in relation to the

five videos and sound in Room Two, but
a]ﬁﬂ youTe observing the machine, as you

around the world. I had always wantedtﬂ ‘ say; tfhath&s somehow created it.

one day deal with the problem of maki

a film like that about colonial history, a.nd n
present the result together with the ﬁlm. |

Room Two is a tongue. I want to:d

ture where ideas are bemg 4:5[a.a‘i.felt:lrﬂe‘sra
So it’'s not the ideas being dehveredﬁf
instead we're looking at how ideas are
being formed, which is different. I didn't
want to show process. It's not about 5110W

"me my pe::spectwe, Room Two

Mmmmﬂnmeﬁmt“dmm

eluc - whi

H?'s “g'memlial-.ﬂﬂﬁﬁ — I don't know
if you would consider it as a continuation

Qfmfrﬂapmqfh&li.but it really ex-

presented in the Figure
Ing the process of an unfinished work — B&ﬂﬁ& on ideas

[ want to show the machine that Spm A

out stories.

DMD: The way that I understood that
Was also that the tongue is, like you Sa¥;
ot necessarily showing the process. You
are observing the apparatus of delivery:
You're not only seeing what i delivered,
Meaning that room and the architectural

omplez works. You present a lineal con-
n ion to Halla Huhm, via her appren-
. tice, Mary Jo Freshley, whom you now
study traditional Korean dance under

MShley! as a character,
A JO unlikely connection

cu}mme via that history and

to your QuH Hawail. Sancia Miala

that migration (0

Shiba Nash appears in that video, dancing

under Mary Jo. and in turn evokes Halla
Huhm. Can you speak to that and your
process in working under Mary Jo? And
then the connections you make between
Halla Huhm, Mary Jo Freshley, and your
own experience in that. You also con-
nect Aunty Joan Lander and Puhipau
[Na Maka o ka ‘Aina ], whom Sancia now
works with to perpetuate their legacy. Itsa
beautiful connection in that video. There's
one quote in the SeMA exhibition guide
that says, “The unifying entity that con-
nects these individuals, transcending dif-
ferences of generation, gender, nationality,
and race, is Hawai'l.

SHK: As I said in the beginning, the
process is very organic and sensitive.
You don't just say, “This is what I want
to make. Do vou want to do this?” You
have to figure everything out. And what I
also realized in Hawai'i is that everybody
who I know is already busy with their
own existing and continuing projects.
People are willing to collaborate and
help out as much as they can, but it's not
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Top, production still, By Mary Jo Freshley Zzj4z|of o/
Bottom, Kim performs Chun Hung Kim Kibon (712) at
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ke they can put the whole time in gne
project of under somebody’s scheme, in
this case, TIRE:

So, it was interesting because when [
vas making By Mary Jo Freshley Tef|Al2|
o 2| (f%)8H, Drew said, “Oh, so this is about
(jo'omau Na Maka o ka ‘Aina.” He was

<ceing it alle gorically and metaphorically.

And this 18 about the way that Sancia is
Jealing with her relationship with Joan
[ ander. Because it is about what it means

(o see a person who's invested in a cul-
cure that they’re looking at, but not nec-

essarily from where they’re from. But in

2 way, you can say that even everybody
who is from that culture is also a foreigner,

hecause they are born without any knowl-

edge of their own and they start to learn
either from family, school, and so on, and
thus a history is learned. So one is learn-
ing a lot about who one is and where one
is from, the same way the people who
are not from that place could learn about
that place. So that aspect is present in
my film. While they're engaging i that
learning, they could become a master, a
professional, or somebody who has exper-
tise, knowledge of that culture space. And
then there’s a new one coming, a student
or a young person or another foreigner
from another place, another field, another
eenre. Then they are looking at it and they
think about what to do with this that they
are looking at. What do you do with this?
Do I belong here, or can I touch this?
They become engaged to the questions
while solving them.

The film By Mary Jo Freshley maj|Ale|

0l 2|(%)8H is a work that has a title in mul-
tiple languages, and the use of these lan-
guages give varied information. In English,

it says “By Mary Jo Freshley." In I{orean
newspapers and other media, she s called
by her surname, so in Korean, the title

only reads her surname, plus the prepo-

sition in Korean that indicates an agent

of cause or action: ~ui (~2|). This parti=

cle in Korean is coming from a Chinese
character that ideographically depicts a

person and clothing (f%). And this signi

fies “by,” which can unfold into the 53115:3
of “something is done by:" For mé this 18

Z?Ut:;] :ryl:h_ 4 costume, a person wearing
S g Ynu be_come_ something by wear-
_1_:‘:1g.s_ﬁn_1e_thmg, by wearing clothes by put-
ting something on, 1 think that answe;,;

your question, maybe. (Laughs)

DC: Sure. I mean, it does in

it definitely does. So, not to do};em;u? g’
open 'tﬁejla_st part of what T wanted to
talk about: T would love to hear both of
yf:-ur perspectives around the culmina-
tion of the workshops, of which I was
able to experience. In one sense, bringing
Halla Huhm's work via Mary Jo Freshley
back to Korea, which was then scored by
David. It just completely activated the
entire space, but really culminated when

Also, if you could speak to the Hawai-
ian sense of protocol and the closing of
the exhibition by bringing a lot of those
collaborators to Seoul with you. Its a
huge ball of wax, but I would love to hear
from you both about that night and the
closing of the workshops.

DMD: Before we made the work, Sung
Hwan wrote in a project statement
about Hair is a piece of head, “Often my
subject, and myself, do not seem to be

inside on a firm ground, having the

option to venture outside. We are already
implicated in ‘the outside’, without our
knowledge..” _

When I first was invited to come to
Hawai‘i in many capacities, I had not
expected that I would be so immediately
thrust into a state of learning. To talk
about “theylearn by them.” to be invited, to
have a plan with someone, to do research
in Hawai'i, to be invited to TRADES A.LR.,
to be invited by Maile Meyer mnto a space
to meet Kumu Aulit Mitchell, to meet
Ma,ry.l’@ Freshley. I had not e:xpectt?d that
I would be back in a place of learning. In
my work, song cycles began t0 €merss that
were related to being in place in Hawaty
and from wor ing on Hair s a‘paec‘e of
head. Some of these cycles were I‘IISPIIEd
by historical research, others poetic. Then
thér& was the music inspired by observing

FEATURE

rehearsals at the Halla Huhm Dance
Studio in Honolulu. The piece that you

hear at the very end of the final workshop
we did at SeMA, a moment during which
Sung Hwan was dancing, is my attempt
to copy a piece of music that I repeatedly
heard being played from a CD recording
at Halla Huhm Studio. This is the music
used for practice and presentation of Chun
Hung Kim Kibon (7|2), a dance of “the
basies” Halla Huhm invited Mr. Kim to
Hawai‘i, and Mary Jo Freshley calls him
her Korean father. Sung Hwan was per-
forming that kibon at the end of the cul-
minating workshop at SeMA. And I, fora
year, or two years, was trying to just make
a copy of this music I heard, and I just
could not understand the rhythm. I could
not internalize it for the longest time until
I learned to let go of expectations based on
my prior knowledge and training — this
was placing me outside the essence of the
music. Part of my process of letting go
involved understanding what Mary Jo
Freshley described as a “hiccup” in the
rhythm. There’s something, theres a
breath, a hesitation. This moved me to
the “inside”

What's really interesting about this
relationship to the workshop is that it
once again threw me again into that
place of learning while in Seoul. Tasked
with making music for a workshop with
a fluid form. I had to let go of the idea
that I had to know everything precisely.
It’s just like trying to remake that kibon
musics thythm. An arrogant thought is,

“Of course this should be easy because
I'm just copying it.” But one of the most
difficult ways to access it was to think
like that. When we finally got to Seoul
to prepare for the workshops, I realized
the importance of being in place, at a
site connected to so much of the history
linked to the works in the exhibition. It
again made me think of this notion of
going between “outside” and “inside.” We
were speaking of learning ‘dlelo Hawai'i
and Ka Lei Ha'aheo, this textbook that
Sung Hwan mentioned. We studied
that book, and also studied the language
in Honolulu under Ahukini Fuertes.
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Ahukini came to Korea to translate and
narrate the workshop in ‘0lelo Hawai'l.
To witness somebody else speak in ‘0lelo
Hawai‘i Sung Hwan’s poetic text that
was a backbone of the workshop, to let
go and sing witnessing fully formed ele-
ments of the workshop moving in paral-
lel, while I myself not insisting on know-
ing perfectly everything that was inside,
while still being inside — it was all very
much a learning experience for me, again.

DC: Sung Hwan, speak to whatever you
want, but I'm still interested in the idea
of the protocol of closing, and then danc-
ing Halla Huhm’s teachings in Seoul via
that connection to Hawai'l.

SHK: You talked about this ending. What
I used to call a workshop now has a title.
It’s called Movement Drawing. Drawing
as in something you're drawing, the move-
ment, and the whole movement that vou
saw, the activity that you saw as a draw-
Ing, as a drawing in time, or “drawing in”
as something that is like youre gathering
something, as if youre catching fish. In
the first Movement Drawing workshop, I
gave the participants the prompts, the text
that directed the movements of the partic-
1pants, in Korean. They learned the move-
ment as much as they could in two hours.

The second and final workshops were
narrated in ‘olelo Hawai ‘i by Ahukini with
English and Korean titles projected in the
space. Most participants did not under-
stand ‘Olelo Hawai‘i, but their move-
ments seem as if they were directed by
‘Olelo Hawai'i because they have already
learned the movements. Students moved
as if they came before teachers who had
directions to give. This was the structure
of that workshop.

Like the undertow beneath every
wave, there are two flows of teaching, of
being taught. Here, learning is being de-
livered. One is a teacher. The other is a
student, but that person eventually be-
comes a teacher. That circuit of learning
has an infinite duration like waves, as the
message of learning evolves as you expe-
rience it.
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began with the audience
up outside. Then 1 brought these groups

orindividuals, and placed them
king

formance

of people, |
.1 the exhibition space. I was thin |
ahout what would happen 1n the perfor-
mance, so David could move around with-
out difficulty. Kumu Auli’i thought that
was just like how it is in hula. You do the
kahea. You ask the space if you may enter,
and then you enter in order. Space 1s not
just where you just go in and see things.
If Kumu Auli‘i came to see the Movement
Drawing at SeMA at the end, [1imagine ]
he might have felt very strongly in that

way, t0o0.

DMD: I remember now that after getting
over the idea of the challenge of the work-
shop as a performer, as a singer, thinking,
“How can I do this without knowing what
precision moves have to be done? Why
1sn't this just a composition? Why does it
deconstruct itself? What to do? What to
do?” I realized the thing that brought me
back was hearing Ahukini speak. Think-
ing about some of the things that Drew
had said to me. Then, also thinking that
this is a locus of witness. When 1 start-
ed to lean on that idea, “Oh, this is about
witness in all directions,” then it was 2

lot easier as a performer to understand
where I stood.

SHK: I was reminded of another thing:
We first met Kumu Auli‘i at an ‘ohe kapa
workshop. It was 2 two-day, all-day-long
workshop. In the middle of the workshop,
he told me about his halay and invited me
to come. Later, as I came to know him bet-

ter, Tlearned that he doesn’t goaround and

advertise. I found out that in his t

i eachin
not all information is for everybody s

When we were doing this workshop
[at SeMA], we had the music already,
I had practiced My Kim’s kibon for

vears, and Aiala had already made the

‘mstume [ could dance in. But I Was

qot certain that I was going to dance i

this exhibition. We had this very heate 1

debate a few days before about whethep

[ should dance this or not. When you're

standing in the space between what they
consider to be performers in a Museum
context, the audience thinks that they
deserve to be there. The informatiop j¢

provided and presented to them there, 1
can easily turn into a transactiona] eXpe-
rience: You go there, you pay for the ticket,
or your time to be there, and the artist
should perform for you, and you should
understand 1t.

DC: Youre performing. You're dancing,
[t's not just because you learned it. It’s

culmination of this connection. It’s not the

ending of this connection, but it’s sharing
a very personal connection, which is tying

all of your research together. You're invit-
ing these people to witness that part of
the process. We begin to understand the

process that both of you work through.

SHK: Some of the hula I was learning

from Halau ‘o Kahiwahiwa is hula kapu.
We do dance for people when Kumu

allows us to do it. Instead of being secre-
tive or being cut off from the world, it's

about when and where to put out some of
those things we learn in order for the form

to exist and also to continue. Similarly, an

artist can also decide whether something

should be performed or not. Can it be per-
formed? And does it function for some of
the ideas that I'm trying to respect within

this process? And in a way, a workshop or

performance format is the best medium

to decide to leave the decision-making

until the end because you can actually do

it or not do it.

DC: And what people don’t witness, they
don’t know what they didn’t witness:
But I think that’s a really wonderful way
of making that connection to pI‘OtUCOl
through your own responsibility in the
aspects of what you've learned and what
you choose to perpetuate, 4
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