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19 Sung Hwan Kim
Dog Video, 2006

MiniDV to DV/DVCPRO NTSC file,

4:3, colour and stereo sound in
musical collaboration with David
Michael DiGregorio aka dogr

6 mins 55 secs

Installation view at The Tanks,
Tate Modern, London, 2012

: C ity in Korean Art

20 Sung Hwan Kim

From the Commanding
Heights..., 2007

MiniDV and 16 mm to DV/
DVCPRO NTSC file, 4:3,
colour and stereo sound in
musical collaboration with
David Michael DiGregorio
aka dogr

26 mins 57 secs

works generate an anthropologically ‘liminal’ space, or ‘intermediary position’#
on the threshold of art and non-art, the sensory and non-sensory, political and
non-political, civilization (the industrial) and non-civilization (the primitive/
indigenous). Although Yang’s works are fragmentary, indirect and metaphorical,
mirroring an impossible resolution, they explicitly explore recurring subject
matters of postcolonialism, geopolitical issues, diaspora, political displacement,
social migration and mobility through interpretative critique. As curator Doryun
Chong has noted, Yang seems to be ‘attracted to under-recognized histories as an
alternative narrative to our materialist understanding of art history’.+

Sung Hwan Kim (b. 1975) is a Korean-born artist who also explores the inherent
paradox of individual and collective memory, through the intermediality of
video and performance art.# In short videos like Dog Video (2006), From the
Commanding Heights... (2007), Summer Days in Keijo - Written in 1937 (2007) and
Washing Brain and Corn (2010), Sung Hwan Kim writes, directs and choreographs
personal stories that represent the mixture of real and fictional elements (figs.
19-21). In Washing Brain and Corn Kim recounts and distorts a particularly well-
known story among the Korean post-war generations from the 1970s and 1980s,
in which a boy shouts ‘T hate the communists!” in response to the arrival of North
Korean insurgents in northeast South Korea in 1968.4 According to the tale,
the boy’s mouth was subsequently torn open by the insurgents and he was killed.
This story became so renowned that it was included in Moral Studies textbooks
in Korea, but it gradually faded from the South Korean public’s collective memory
with the end of the Cold War.

This question of individual and collective memory also resonates in Kim’s
quasi-documentary work, Summer Days in Keijo - Written in 1937, first exhibited
at Atelier Hermes, Seoul in 2007 and then at the sth Berlin Biennale in 2008.
The work is based on Swedish zoologist Sten Bergman’s (1895-1975) travelogue
In Korean Wilds and Villages, which, while examining various animal species, also
included ethnographic detail of Korean life and culture in Keijo and the northern
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province.* Kim’s work follows a protagonist, a Dutch woman, who walks through
contemporary Seoul and recalls Bergman’s vision of Keijo (the Japanese name
for Seoul in the colonial era). The work’s utilization of anachronistic ‘points of
reference within a vast web of social, political and historical citation’ reminds us
of the web of the past in the experience of the present.* It exemplifies the way in
which Kim’s works explore personal and collective stories, tales, episodes, myth
and memories through a lyrical and poetically confessional mode of presentation.
In his use of a variety of mediums including video, music, poetry, architecture
and performance, Kim deals with the postmodern transference of memory
under contemporary media conditions, and ultimately, like Yang, suggests the
indeterminacy of meaning in even the most mundane stories.

21 Sung Hwan Kim

Washing Brain and Corn, 2010

HD MiniDV to ProRes 422 (HQ) file, 16:9,
colour and stereo sound in musical
collaboration with David Michael DiGregorio
aka dogr

10 mins 22 secs
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