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From Global 1.0 to Global 2.0

Almost every account of what is considered the first global satel-
lite installation goes like this: On January 1,1984, video art pioneer
Nam June Paik broadcast Good Morning, Mr. Orwell, connecting
the WNET TV studios in New York to the Centre Pompidou in Paris.
Also relayed by a South Korean television channel and a public
broadcaster in Germany, the WDR, Good Morning, Mr. Orwell fea-
tured artists and musicians performing to a global audience in real
time.They included Laurie Anderson, Peter Gabriel, who opened the
show; Charlotte Moorman, performing TV Cello; Merce Cunningham,
choreographing a dance; Allen Ginsberg, reciting poems; and John
Cage, improvising a soundtrack, while Paik supervised the whole
event from Paris. Video clips alternated with live performances.

But as with any grand narrative, the heroic figure of Paik abolishing
space through the staging of an audiovisual spectacle was accom-
panied by less visible protagonists, including several Swiss-Italians.
In New York, the Ticinese photographer Lorenzo Bianda documented
the event, while his hometown of Locarno simultaneously received
the broadcast as part of the VideoArt Festival Locarno (VAF,1980-
2001), a key European platform that showcased developments in
video art and later traced the transition toward new media, com-
putational visual culture, and the electronic image. Founded by his
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father, the gallerist Rinaldo Bianda, the VAF had long hosted Paik
as a regular guest, offering him various forms of support through-
out its history!

While not a direct antecedent to the exhibition of Korean moving-im-
age works presented today at MASI, Paik’s historical association
with the VAF—and his articulation of the moving image at the nexus
of technology, and the imagination of “Korea” within a context of
global circulation—provides a critical lens through which to recon-
sider Ticino’s position as a platform for film and video by Korean
practitioners. Indeed, that such an exhibition has come into exis-
tence is the result of both internal developments within the Korean
art ecosystem as well as the increased visibility of Korean artists
on the international stage. To take the example of London, in 2025
alone, projects by artists from the Land of the Morning Calm could
be seen all over major institutions: solo shows by Do Ho Suh and
Haegue Yang at Tate Modern and the Hayward Gallery, respec-
tively, and Mire Lee’s Turbine Hall commission at Tate Modern, to
name but a few2 Fueled by transnational connections, the interna-
tional institutional and curatorial visibility of contemporary Korean
artis paralleled at home with the consolidation of its centers of art
production and circulation. In addition to the historical significance
of Gwangju as the home of the first international mega-exhibition
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in East Asia, cities like Seoul, followed by Busan, have seen a rise
in contemporary art’s infrastructural expansion. The arrival of the
Frieze Art Fair in the Korean capital in 2022, new museum openings,
and the increasing prominence of the MMCA (National Museum of
Modern and Contemporary Art) and the Seoul Mediacity and Busan
Biennales, as a handful of examples, signal not merely internal dyna-
mism but a structural reconfiguration of the global art world itself,
in which Korea plays a large role.

Exhibitionary Infrastructures:

Spaces of the Moving Image
As one of the main medial manifestations of this rising exposure,
an exposition of Korean artists’ moving-image works raises several
issues, two of which the present essay attempts to examine: the
institutional and exhibitionary conditions of possibility that shaped
the trajectory of specific artists working with film and video, as well
as the artists’ aesthetic language and the content they explore. With
regard to the latter, | shall focus on two main issues that | see as
pivotal in recent developments, namely artists’ engagement with
technology and its impacts on the sensible, and a trend toward com-
plicating understandings of Korea. While acknowledging that | have
no velleity to comprehensively cover a field so rich and fast-chang-
ing, | begin, then, with the institutional and exhibitionary formations
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that enabled this moment, before turning to some of the artists
included in K-NOW! Korean Video Art Today at MASI.

Looking at the history of exhibitions in South Korea, it seems that
from the outset, examining contemporaneity involved not only the
very practices and languages representative of this category but,
equally, the articulation of a type of space and institutional form
best suited to accommodate them. For instance, Ssack, the inaugu-
ral exhibition of the Art Sonje Center in 1995—an event that explic-
itly sought to articulate a notion of contemporaneity at a time of
deep transformation in South Korea—was staged in a hanok, a tra-
ditional Korean house, overbuilt with a Japanese-style interior,and a
later Western-style extension next to the institution’s modern facil-
ities, a material manifestation of the country’s then-defining ten-
sions between postcolonial hybridity and erasure3 In an overview
of the institutional transformations of the Korean art ecosystem
between 2000 and 2015, critic Hye Jin Mun notes that “in the late
2000s, with the emergence of several new exhibition spaces, the
center of artistic discourse shifted at an even faster pace. The mid-
to late 2000s greatly expanded the material base that made today’s
Korean art scene possible.” Mun goes on to state that “a number of
today’s hottest exhibition galleries were established during this
period.”4 Considering the presentation of moving-image works and
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the temporal factor they bring into play, the formation of this land-
scape parallels an expansion of exhibitionary sites and formats
generated through an ongoing encounter with the moving image.
Although some of the venues have now relocated, in the 2010s the
Tongui-dong neighborhood, and the area around Gyeongbokgung
Palace more broadly, was home to some of Seoul’s alternative con-
temporary art spaces noted for championing moving-image prac-
tices.These include Gallery Factory, founded by curator Bora Hong
in 2002, making it one of the longest-running independent spaces
in Seoul. Gallery Factory has presented projects by Hangjun Lee—
who is among the few practitioners of Expanded Cinema in Korea
and who served as program director of EXiS, the Experimental Film
& Video Festival in Seoul, founded in 2004—as well as one of Sojung
Jun’s earliest solo exhibitions, a fictional documentary project that
reconstructs incidents and events encountered through news media
from multiple perspectives, re-recording them through photogra-
phy and accompanying them with text-based works5 Also nearby
was Audio Visual Pavilion (AVP), cofounded by curators and writers
Seewon Hyun and Inyong An and located in a hanok. Although its
name might at first suggest a focus on media such as film, video,
and sound—having indeed supported artists’ film projects includ-
ing Hwayeon Nam’s Imjingawa (2017) and Jeewon Yoon’s 9 Days in
Summer (2019), which included the eponymous classic motorsport
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film—the term “audiovisual” may be understood here less as a des-
ignation of medium than as an index of method. In Korean, the com-
ponents of the word— “visual” (Al, %, to see), “audio” (&, ¥, to hear),
and “pavilion” (Zf, meaning feeling &, house & orangle f)—suggest
a sensory and spatial apparatus, a house for listening and seeing, or
a place where perception is refracted and reorganized. AVP’s pro-
gram thus articulates a mode of experimental and research-driven
practice attuned to the intermedial conditions of contemporary
art, unfolding across performance, artists’ publications, installa-
tion, and other expanded exhibitionary forms. Moreover, publishing
occupies a central place in the organization’s activities, conceived
not merely as documentation but as an extension of curatorial and
artistic research. This commitment draws, in part, from Korea’s
strong tradition of university newspapers and student journalism—
the environment in which AVP’s founders first met—and carries for-
ward that ethos of collective inquiry, self-education, and the public
circulation of ideas®

Although not an exhibition space per se, The Book Society, founded
in 2010, is worth mentioning. Operating as an art bookshop and proj-
ect space hosting, forinstance, Ayoung Kim’s lecture performance
and publication event Zepheth, Whale Oil, Hanging Gardens, Shell
(2015), and running its imprint Mediabus (founded earlier, in 2008),
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the collective has translated and published several important vol-
umes on the intersections of contemporary art, film, and video, such
as Jonas Mekas: Conversations with Film-makers (2023) and Okulo
(2016-ongoing), a journal of cinema and the moving image. Through
their support for translation and critical writing, the Book Society’s
founders, curator Helen Jungyeon Ku and publisher Kyung Yong
Lim, have helped cultivate a space in which publishing—consid-
ered not just as an object but as a networked space for the produc-
tion and circulation of information—intersects with the discursive
developments surrounding contemporary art as the ideal sphere
for cross-pollination between the visual arts and film?

Another majorindependent space that was instrumental in shaping
and platforming moving-image practices is Art Space Pool. Located
in the neighborhood of Gugi-dong, which slightly sets it apart from
nearby, more central Tongui-dong, it was founded in 1999 by a col-
lective of around twenty artists, curators, critics, writers, and think-
ers in Seoul. Known locally as just “Pool,” the organization emerged
amid Korea’s transition to civil democracy following decades of
military rule. Its formation was also shaped by the 1997 IMF finan-
cial crisis, which destabilized the art market and exposed the dom-
inance of commercial galleries and state institutions. Contrary to
this trend, Pool positioned itself as the inheritor of the region’s
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historical avant-garde ethos, aiming at articulating a critique of the
“art system, a revisionist analysis of history,” and the production of
“counter-publics.”8 Until it folded in 2021, through its dense exhibi-
tion program, Pool Production; publication program, Forum A; and
its study groups and symposia, Pool championed the work of art-
ists working mostly with the moving image, including Jae Oon Rho,
Youngzoo Im,and Yuri An. Pool’s historical position was grounded in
its role as mediator between the activist legacies of the 1980s and
the emergent media practices of the first decade of the twenty-first
century. Its collective structure, pedagogical ethos, and engage-
ment with the moving image established a discursive continuity
between the Minjung generation’s investment in art’s social agency
and the post-Minjung artists’ concern with mediation, technology,
and affect® Within this expanded landscape, artists such as Chan-
Kyong Park began to articulate a critical revision of the Minjung tra-
dition, transforming its iconography of struggle into what he later
described as an “Asian Gothic”—a mode attentive to the spectral
remains of modernization, colonialism, and suppressed spiritual
traditions. In works such as Sindoan (2008), Park traces the sub-
merged histories of Korean folk religion and dissident communi-
ties, reimagining them as counter-archives to the state’s narrative
of progress 0 If Sindoan seeks to retrieve the repressed “others”
of modernity through an archaeology of images, Citizen’s Forest
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(2016) expands this inquiry into a collective allegory of the afterlife,
where the ghosts of the Cold War, the democracy movement, and
the vernacular spiritual world converge. Read against the backdrop
of Pool’s commitment to “counter-publics,” Park’s work may be seen
as a cinematic continuation of that project—mapping, through rit-
ual and montage, the psychic and historical terrain to which moder-
nity’s victims return as spectral citizens of an as-yet-unrealized
community.

The Question Concerning
Technology in Korean Moving Images
Recent discussions of Korean moving-image art have often been
framed through two interrelated discourses: the media archaeologi-
cal and the techno-cultural. The first is exemplified by art critic Young
Bin Kwak’s “A Genealogy of Media in Contemporary Korean Video
Art,” which traces Korean moving-image art through a media-gene-
alogical lens that departs from linear or teleological models of art
historyM In his analysis, Kwak outlines a phantasmagoric disposi-
tive—a field of recurrent devices and perceptual structures that link
shadow play, optical toys, film, and virtual reality. Through works by
artists such as Sejin Kim, Ayoung Kim, Hye-won Kwon, and Byung-
soo Lee, he demonstrates how contemporary Korean artists reac-
tivate the material and conceptual strata of image technologies.
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Kwak also mentions Heecheon Kim’s 2019 exhibition at Art Sonje
Center, Deep in the Forking Tanks, which, for the author, “operates
as a phantasmagoric dispositif by reactivating the interplay between
image and embodied spectator, collapsing virtual and physical
space into a shared perceptual field where the viewer’s movement
and temporality become integral to the work’s unfolding”12 Kwak’s
genealogical reading does not present media art history as a suc-
cession of technological leaps but as a network of reappearances,
malfunctions, and embodied encounters in which the past persists
within the digital present.

Critic Gangsan Jeung, by contrast, advances a techno-cultural read-
ing in “Representations/Machines/Objects as the World,” situating
moving-image practices within the infrastructural and algorith-
mic conditions of late capitalism.!3 His writing emphasizes how
Korean artists engage the interpenetration of image, information,
and labor, reconfiguring the moving image not as representation
but as an operational field through which the sensible is organized.
Both frameworks, though distinct, share an archaeological impulse:
They regard the moving image as a site where technological medi-
ation, aesthetic form, and social production converge. Within this
discursive terrain, the practices of Kim Heecheon and Ayoung Kim
mark two distinct yet convergent trajectories.
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Ayoung Kim’s projects—Porosity Valley, Portable Holes (2017) and
Porosity Valley 2: Tricksters’ Plot (2019)—extend the speculative
ambitions of media art into a “cosmotechnical”4 inquiry that fuses
mythic narrative, networked infrastructure, and postcolonial tem-
porality. Tricksters’Plot, her installation at the MMCA in 2019, exem-
plified this shift. Drawing on the philosophical concept of “porosity”
elaborated by philosopher Reza Negarestani, the work reimagines
migration, data flow, and planetary exchange as entangled systems
of circulation. As for Heecheon Kim, he operates within the vernac-
ular of digital culture and gaming, a trajectory first made legible in
the 2015 group exhibition New Skin: Modeling and Attaching, and
later through his participation in Game Society at the MMCA, an
exhibition in which real-time rendering, screen capture, and simu-
lation foregrounded the image as an operational event rather than
representation1® New Skin sought to question Post-Internet Art with
regards the “Korean Internet” which was “changing more thoroughly
and at a pace much faster than art”16 and in which Kim showed
Lifting Barbells (2015), a meditation on the construction of online
subjectivities and their physically non-existent bodies, evolving in
an illusory, made-up city scape constructed by the artist with data.
As for Sleigh Ride Chill (2016), made with a game engine, Kim’s main
intention was to question whether, in real-time rendering, the game
engine generates its own sense of time or merely synchronizes with
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human time, much like how contemporary life makes us question
whether we truly experience time or simply move within its pre-set
frame. Overall, his work traces the oscillation between embodied
perception and machinic mediation, using screenshots, 3D anima-
tion, and architectural simulation that foregrounds the image not as
representation but as event—an unfolding topology in which time,
code, and gesture coalesce. Both Ayoung Kim and Heecheon Kim
thus complicate the categories through which Korean moving-im-
age art has been theorized. Against the genealogical tendency to
narrate media art as a historical continuum, and beyond the tech-
no-cultural framing that equates mediation with control, their works
propose a more porous ontology of the image—one that is simul-
taneously sensory and speculative, infrastructural and affective.
In doing so, these two artists articulate a distinctive Korean con-
tribution to the global discourse on the post-cinematic: an art of
transmission that is less about visibility than about the circulation
of feeling, data, and thought.

“Korea”: Toward Hybridity and Multiplicity
The persistence of tanil minjok—the idea of Korea as a “one-blooded
nation”—continues to cast a long shadow over the imagination of
Korean identity. As sociologist Gi-Wook Shin argues, ethnic nation-
alism in Korea, forged under Japanese colonial rule and weaponized
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during the Cold War, produced a paradoxical structure of belonging
that proclaims unity while enforcing division. Its racialized ideal of
purity defined “Koreanness” not only against the colonial and impe-
rial other but against its own internal others—the political, diasporic,
or ideological “deviants” who disrupted the fantasy of homogene-
ity. This exclusionary logic still haunts contemporary culture, where
the myth of shared blood has been both a source of solidarity and
an obstacle to pluralism. In this context, the works of Onejoon Che,
Sojung Jun, and Jane Jin Kaisen can be read as sustained attempts
to unmake the racial and territorial imaginaries that underpin this
nationalist discourse. Each artist reveals how “Korean identity” is
less a given reality than a contested play of displacements, migra-
tions, and rearticulations.

With the AfroAsia Collective and his International Friendship series,
Che excavates the transnational entanglements through which
Korea’s modernity was shaped. His research into Cold War infra-
structures and diplomatic exchanges between Korea and African
nations unearths an overlooked history of South—-South solidar-
ity, complicity, and aspiration. By staging the visual residues of
this history—monuments, development projects, archives—Che
reframes Korea not as an ethnically bounded nation-state but as
an actor within a shifting network of postcolonial alignments. His
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work destabilizes the nationalist binary of purity and contamina-
tion, revealing instead a history of hybrid encounters and geopo-
litical mimicry. In this light, the Afro-Asian imaginary becomes a
counter-horizon to tanil minjok: a vision of identity premised on con-
nection rather than lineage, on translation rather than inheritance.

Sojung Jun’s practice, by contrast, works within the intimate regis-
ters of voice, body, and recollection to reimagine belonging beyond
national and linguistic borders. Her recent work / Do, Nine-Tailed Fox
(2025), presented at The Showroom in London, extends her meth-
odology of “plasticity”! to the history of the Koryo Saram, ethnic
Koreans exiled to central Asia under Stalin. Through collaboration with
the Koryo Theatre in Aimaty, Kazakhstan, Jun explores how stories of
myth and displacement intertwine, drawing on the trickster figure of
the nine-tailed fox as a metaphor for survival and transformation. In
this work, as in her earlier pieces, identity becomes mutable and mul-
tilingual, a choreography of voices rather than a singular origin. Jun’s
evocation of the Koryo Saram foregrounds a diasporic Korean sub-
jectivity excluded from nationalist narratives, rendering visible what
Shin describes as “internal others” of the nation.

Jane Jin Kaisen’s Community of Parting (2019) similarly dismantles
the myth of homogeneity by invoking the mythic figure of Princess
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Bari as a paradigm of exile, mediation, and return. Through a poly-
phonic structure that weaves oral testimony, archival imagery, and
ritual performance, Kaisen extends the notion of parting from the
peninsula’s division to the broader diasporic condition. The work
articulates a Korea dispersed across bodies, languages, and tempo-
ralities—where mourning and memory exceed state borders. In this
regard, Che, Jun, and Kaisen transform the frame through which the
notion of “Korean” has been imagined. Their works unbind identity
from blood, race, and territory, proposing instead a porous, migra-
tory, and relational model of belonging that pushes back against the
ethnonational logic of unity through sameness. The exhibited artists
offer avision of Korea conceived not as an origin to return to but as
a continually reconfigured horizon of crossings and transmissions.

As in other places, within the Korean context, the moving image has
repeatedly redefined how space, technology, and perception are
organized, with artists’ moving-image works emerging as a phenom-
enon that tends to construct its own architectures of spectatorship,
durations of attention, and modes of encounter across heteroge-
neous exhibitionary sites that are both locally specific and adaptive
to global frameworks. Nowhere is this dynamic more visible than in
Seoul itself—dubbed the “perfect recombinant city” by Franco “Bifo”
Berardi—where most of the artists in K-NOW! are based and where
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the logics of transmission, circulation, and simulation converge 18
In such a landscape, screens do not merely mediate images but pro-
duce the social and psychic infrastructures through which attention
and relation unfold. Korean artists’ films and videos, in turn, reflect
and critique this condition, transforming their physical and digi-
tal environments into zones of reflection, resistance, and renewed
forms of collective vision through exhibited moving images.

K-NOw! 157
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stessa Seoul - definita da Franco “Bifo” Berardi “la perfetta citta
ricombinante”8 — dove risiede la maggior parte dei protagonisti di
K-NOW!, e dove convergono le logiche di trasmissione, circolazione
e simulazione. In questo panorama, gli schermi non mediano sempli-
cemente le immagini, ma producono le infrastrutture sociali e psi-
chiche attraverso le quali si sviluppano I’'attenzione e la relazione.
| film e i video degli artisti coreani, a loro volta, riflettono e criticano
questa condizione, trasformando i loro ambienti fisici e digitali in
zone di riflessione, resistenza e forme rinnovate di visione collet-
tiva attraverso le immagini in movimento presentate.
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