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JNP PRODUCTION

Beck Jee-sook | Director, Arko Art Center, Arts Council Korea

Perhaps JNP Production should be renamed as JNP Postproduction. This collective is formed
of individual working artists who all acknowledge existing political, historical and cultural
incidents through mobilization of existing images and media. Within the Realm of Materialism,
there are solid substances in the world including established existences, incidents that
already happened and visible objects. However, these multi-dimensional ‘ready-made entities’
interconnect at each aspects or sides by chance and this ramified narrative fails to be clearly
defined. Instead, it is extremely confused, ambiguous and amiss. /t’s Clear (2006), applies
twisted codes from spy stories and uses the megalopolitan cities of Shanghai, Tokyo and
Seoul as the backdrop. A fake horror genre work And Extra (2007) appropriates the cultural
experience in Tokyo, which is itself a variation of MacGuffin. By mixing the semiotics of genre
films, local fantasies and pop culture, both productions display the collective’s working method
and its effects. JNP Production’s postproduction process especially emphasizes a certain
psyche associated with collective fear of wars, earthquakes, ghosts, viruses, animals and so on.
The ultimate danger however, evidently turns out to be memory itself, which anxiously contains
multiple layers of experiences. Therefore JNP Production’s work can be called a permanent
preproduction for a never-ending project dealing with the memories of future.
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Artist’s Statement
JNP Production

It’s Clear was modeled after Noh Jae-Oon’s
online artwork Calling, and based on the idea
of a fictional Korean-Chinese-Japanese spy
war movie. The piece comprises images for the
imagined film poster, a trailer, gadgets and a
movie theatre lobby. The film itself doesn’t exist
in reality, but only vague, fragmentary ideas.
For the display at the Gwangju Biennale,
we produced a replica of a cinema lobby,
the construction of which was kind of a
contemporary mandala that epitomized the
amalgamation of art and media ideology/

technology/entertainment on a global scale.
The exhibition at Tokyo Wonder Site Shibuya
includes a space that imitates an ordinary
living room, which, thanks to the spread of
multimedia technology, can nowadays be
easily converted into a movie theatre or lobby.

Narratively, the piece appears to be satirizing
forms of nationalism in each of the three
North East Asian countries. While referring
to the “desire to forget” that cross-connects
China, Korea and Japan on the level of
contemporary history, It’s Clear criticizes
not a specific nation or other general capital
“entity”, but rather discusses the way we find
our paths in the great and chaotic flood of
media and information between that entity
and ourselves. The idea is that we need

to clear out at least temporarily the huge
amount of information no matter how much
meaning it seems to contain. One of the key
notions of the work is the use of “MacGuffins”
as known from the realm of cinema.

A MacGuffin is a plot device that motivates
the characters or advances the story, but has
little or no actual relevance to the story. It’s
Clear works with a variety of MacGuffins, such
as a thermos bottle that is used as a bomb for
an assassination, but otherwise doesn’t really
have a deeper meaning. To the viewer the
piece suggests that not only the artwork, but
contemporary society as well is in fact full of
MacGuffins. The majority of the countless things
in life that promise us fortune and happiness are
based on MacGuffins, and after all, happiness
itself can be considered as just another

MacGuffin. Likewise, death is a life insurance
company’s MacGuffin.

Upon closer inspection of the exhibition
at TWS Shibuya and its concrete elements,
it becomes clear that we at JNP voluntarily
employ MacGuffins that “look totally
insignificant yet at once hazardous”. To
describe our intention even more accurately,
it all comes down to providing indications of
“danger”. While this refers on the one hand to
the real-life threat of wars, earthquakes, and
other disasters, it is at once also that “familiar
yet somehow special” feeling people in
present-day Tokyo, Seoul and Shanghai are
sharing, even if that’s perhaps just a delusion.
To us this seems to be a little different from
what people are generally feeling in cities in
the Western world.
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Consequently, the things and symbols we
utilize should not be understood as mere
objects or representations. The role of the
exhibited piano, for example, we define as
conveying an impression or image of the
exhibition and the space it is shown in, and a
certain architectonic sentiment, rather than
expressing a clear semantic or symbolic
meaning. This is exactly where we see the
real “meaning” of things and occurrences.
For example, if the piano subjectively
conjures up erotic images, or hints at oriental
people’s complex toward the West as well as
the lower class’s appreciation of the upper
class, this enables us to work on the same
kind of level. Or, when we interpret the piano
as being antagonistic to a material sense of
reality in popular culture, it becomes possible
to propose in the exhibition space a new
design of the relationship between the piano
and that material sense of reality.

In And Extra, our new work created at
Tokyo Wonder Site, we aimed to express
our interest in calamities, illness, traditional
culture, animals and ghosts. Tigers, fishes,
ghosts (of women) and bamboo are some of

the standard images in Korea, Japan, and
other Asian countries that have been avoided
because they are too hackneyed, and that
at the same time have been widely used just
because they’re so common. We at JNP felt
attracted to both of these extremes, and
began to explore in our work the question how
the phenomenon of people in Korea or Japan
dissociating themselves from such standard
images has to be interpreted. We have been
presenting images and icons that aren’t
really of importance in ways that make them
somehow “look important”. Assuming that
there exists an East Asian concept of “alien”
elements that we can’t define clearly within
a civilizational context, we made it our aim to
express that vague threat we are seeing in the
equally unclear alien existence. If It’s Clear
was based on political and economical ideas,
And Extra would be its culture psychological
pendant. For this time’s exhibition we created
another “make-believe story” (whereas we were
eager to make it particularly clear that everything is fake)
— another fantasy related to “danger”. Again, if
It’s Clear borrowed from the spy movie genre,
And Extra adopts a horror movie format.

Plate-78 (Video of And Extra)
2007

EF7 . Video

10mins
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Reference for Plate-78 (Video) of And Extra
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Kokyu Murakami, IKAI-MANGEKYO, Exhibition Catalogue, National Museum of Japanese History, 2007

The sense of danger we want to communicate
here can also be identified as the East Asian
people’s fear toward things “alien” (or otherness)
which can be divided into three categories.
The first is related to animals and nature
(mountains and oceans), including traditional
images of imaginary creatures such as tigers
and dragons, as well as the tradition of
mountain worshipping. The second comprises
traditional images and ceremonies related to
ancestry and death (ghosts, tombs, etc.), and the
third all other traditional aspects that are still
alive in our conscious daily routine. We found
many images of ghosts linked to traditional
society in Japanese manga and movies
[fig.1], and became interested in 7100 Ghost
Stories. In Korea, demons and gods are not as
multifarious as in Japan, but there still exist a
variety of gods in temples and shaman places.
We are considering this Asian “other” — not
only from a western perspective but also for
us Asian people - that is deeply buried in our
subconscious minds but that we tend to shun,
ignore or suppress as something scary or as
mere superstition, to be a vast territory that
has yet to be explored.

The video in And Extra represents a

Fig.1
BRE [LHIA K] (1954) #EEITR
Film Sansho The Bailiff, Still Cut, 1954

contemporary interpretation of a text on
Japanese traditional images of female ghosts
that was published in the catalogue of the /kai
Mangekyo (kaleidoscope of alien worlds) exhibition
at the National Museum of Japanese History.
The screening of this quasi-horror movie is
accompanied with a straight recital of a text
explaining traditional depictions of ghosts.
The circular painting is based on a painting
made by a French journalist in 1909 [fig.2],
illustrating an exaggerated scene of attacking
tigers drawn from the perspective and with the
techniques of the West. Looking at it makes us
wiggle between eastern and western culture.
The photographs show setups combining
creatures that frequently appear in Japanese
popular culture with expressions of fear of
earthquakes and ghosts, which represents in
fact a very real aspect of our mental life that
we want to stress.

One might think that the distinction
between Western and Asian is all just “set-
up” as well. The semiotics, however, that we
created for this exhibition, question wheter it is
really only imagined. Consequently, the “Asian
Other” concept can either refer to “influential
setups” or “uncompelling truths”.

Fig.2
The reign of the tiger in Korea, Petit Journal, 1909
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Exhibitions

2007 “Activating Korea: Tides of Collective Action,”
Govett-Brewster Art Gallery, New Plymouth,
New Zealand

2006 “The 6th Gwangju Biennale 2006,” Gwangju
Biennale Exhibition Hall, Gwangju, South
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1975 Born in South Korea
2001 MFA Graduate School of Kyung-Won

University, Korea

Selected Solo Exhibitions

2005 “Do not Question,” Alternative Space Pool,
Seoul

2001 “I saw the Myeong Rang!,” Insa Art Space,
Seoul

Selected Group Exhibitions

2007 “Peppermint Candy: Contemporary Korea
Art,” Contemporary Art Museum, Santiago,
Chile

2005 “3rd Fukuoka Asian Art Triennale 2005,
Fukuoka Asian Art Museum, Fukuoka, Japan
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1971 Born in South Korea
1997 Graduated B.F.A. in Fine Art, Hong lk

University, Seoul

Selected Solo Exhibitions

2006 “Black Gold in Switzerland,” Alternative
Space Pool, Seoul

2004 “Skins of South Korea,” Insa Art Space,
Seoul

Selected Group Exhibitions

2006 “On Difference #2,” Kunstverein Stuttgart,
Stuttgart, Germany

2005 “Incongruent: Contemporary Art from South
Korea,” Richard Brush Gallery, NY

2000- VIMALAKI.NET, www.vimalaki.net (Web
Project)

TEINV-TE

2006 [Move on Asia: BREFVRT—7 | ZHERA
EifigE. LB P—Fa—T 4 —H(r TR

2005 [/INTLI-F1T]TF2TTIVNILRNT TS
A2 TF2TTIVN, K1Y

1965 Born in South Korea
1995 California Institute of the Arts, Art/
Photography, California(MFA)

Selected Solo Exhibitions

2005 “Flying,” Ssamzie Art Space, Seoul
2003 “Koreans Who Went to Germany,” Akademie
Schloss Solitude, Stuttgart, Germany

Selected Group Exhibitions

2006 “Move on Asia: Clash and Network,”
Shanghai Duolun Museum of Modern
Art, Shanghai/Tokyo Wonder Site, Tokyo

2005 “Parallel Life,” Frankfurt Kunstverin,
Frankfurt, Germany
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TOKYO WONDER SITE

Since its opening in 2001 as a new platform for art in
Tokyo, Tokyo Wonder Site (TWS) has been functioning
as a gateway for young Japanese artists in coalition
with the Tokyo government-hosted “Tokyo Wonder
Wall” competition. With a variety of exhibitions by
internationally active artists, events introducing
contemporary music, collaboration projects with
traditional arts and crafts, artist-in-residence, and even
club nights involving artists and art fans, TWS has been
covering wide-ranging grounds. The opening of TWS
Shibuya in 2005 marked significant steps toward the
envisioned establishment of an international art network
platform. In 2006, TWS Aoyama Creator-in-Residence
was launched to function as a base for internationally
oriented creative work and platform for true dialogue
and exchange, and to offer the artist-in-residence
program focusing on the process of production.

TWSBIW:IVI—4— AV LIFUABRRRERE
JNP 70447 av R

TWS Aoyama: Creator-in-Residence Program Exhibition
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