
Perspective of the One on a Journey : the Staggering Time and 
Narrative- Kim Se-Jin’s Living on the Edge 
 
1. 
 
The language of video is for those who are on a journey. The process one who has set 
off on a journey goes through as s/he wanders about, throws his/her gaze upon the 
strange enviroments and objects, and thus creates different perspectives, discovers 
meaning and ruminates over them is similar to the nature of the language of video. 
Movement of the perspective takes place through the movement of the body, and 
movement of the body leads to movement of the mind. As one travels, his/her 
perspective flows as the body and mind flow. Everywhere the eyes rest upon, a narrative 
is created by the body and mind. Time begins to flow again within the narrative, and time 
is re-created. Time creates memories, flows above consciousness and penetrates 
beneath the unconsciousness. Memories are bound to each other with time, and endless 
stories are added along the winding belt of time. And time flows freely between the 
various layers of the stories that were added. It flows forwards, backwards and upside 
down, irregularly but continuously in every moment, as if it were following one’s 
breathing.  
 As long as Kim Se-Jin is working with video, she will always be someone going on a 
journey. Perhaps she makes the road as she goes, along the time, which flows into the 
newly given time and space, or along her memories; As long as she captures in her 
gaze, the process of endlessly reflecting on the relationships between memory and 
oblivion, I and the other, inside and outside myself, the individual and the group, the 
private and public, the unrevealed and the revealed, etc., while riding on the time which 
flows along consciousness and unconsciousness. Why does one work with video? 
Movies represent the object immediately, and thus prowl about the object and 
understand it as a sign, but in fact this is the result of a painstaking effort to experience 
the internal of the object. Hence, video language once more provides itself as an 
opportunity to flow along time, reverse its course transcending the concept of time, 
waver and cause the sequential order of time stagger. Why does one set off on a 
journey? It is no doubt to make time “unfamiliar,” and to take time out of its course of 
flow into the unconscious, and consequently turn time into “non-time.”   
 
2. 
 
Kim Se-Jin’s recent work was created during her stay in Taipei. It is an issue of the 
perspective in the given space of Taipei, and of the time within that perspective, and a 
story created by such time and perspective. The artist named that story “Living on the 
Edge.” A story was composed on how we, they, or anonymous beings who belong to 
neither, living on the edge, tell about their time. The edge always refers to an unstable, 
temporary and dangerous border, and therefore is interpreted as something that always 
involves movement or is engaged in a variable relationship. In a way, the edge is a 
different way of expressing the “aimlessness” of the metropolitan life; in the sense that 
we find ourselves repeatedly muttering that the city induces endless movement, 
everyone in it is classified as an anonymous being who cannot stand in the center of 
such movement, and therefore it is a time and space located at the end of people’s 
maintenance of life, holding onto isolation and alienation. Kim Se-Jin actually captures 
the landscape of this city, or the city as the edge, by turning it up from inside and out.  
Night Watch is a documentary that records the phenomena of solitude and alienation of 



the urban dwellers of Taipei which are not clearly revealed. People eating alone, the 
breath-taking song and harmonica sounds of a blind boy and the night scenery of the 
city are presented by three video projectors. The city reveals itself in spontaneous 
landscapes. The city carries a clear self-definitive of space, but at times, it can change 
according to unconscious choices. So the artist consciously decides the movements, 
and fixes the camera and selects the backgrounds accordingly, but in result, acquires 
changes in the space that the artist had not been aware of as a bonus. The artist, 
sensing that there are an extraordinary number of people eating alone in the city, reads 
the typical urbanized lifestyles of people, and thus reveals the business, emptiness and 
a certain sense of loss in the city, but is actually trying to say that a psychological 
tension dormant in a certain unconsciousness is flowing oddly between the unrealistic 
time and time. That business and solitude meets with the harmonica music of the blind 
boy, and as we experience the uniform and homogeneous time flowing along with the 
music at personal level, that time creates memories in a totally different appearance. It is 
the appearance of the logic of modernization, the typical lifestyle of the metropolis and 
the space and time of the city, endlessly changing and transforming, ultimately 
staggering into the city night which eventually covers everything with darkness.   
 
3. 
 
Their Sheraton is a video taken of the Sheraton Hotel in Taipei at night. The overall 
screen draws rectangle frames around people moving around in their rooms without 
noticing the camera’s gaze upon them. The gaze of the camera is “detached” and “dry.” 
The frames reminds us of the frames of film. We recall the principle of the motion 
picture, which presents an illusion of movement as the film moves at a speed of 24 
frames per second. In fact, there is no movement in a movie but just the sequence of 
stationary scenes (time). That is also how the time of the Sheraton is read. In other 
words, the time taking place in each room is revealed separately while detached with 
time in general. The work seems to show certain gaps as each of the frames fail to 
interconnect, as if the windows of each room were film frames. The times divided within 
the rectangles seem to guarantee unique life rhythms for each individual, but ultimately, 
reveal a phenomenon where they are integrated in the uniform rhythm of the social 
community, to which similar patterns of life apply.  
In a way, the Sheraton Hotel has been plundered by the perspective of Kim Se-Jin. This 
is because though it is a voyeuristic view, in reality, it reveals itself as a device that 
socializes the private and intimate spaces. That is the structure of Video work. The 
realistic documentation of the camera is a social behavior, but on the other hand, it is an 
invasion of a forbidden private domain. Thus, viewpoints trying to unravel the tangled 
threads of social views, private experiences and unconsciousness coexist in the 
windows of the Sheraton. And they come back as weapons of self-observation by those 
who attempt to fixate that scene. Hence the scenes reveal a discontinuous time of the 
unconscious, which reveals our not-yet-discovered context of desires of me, myself, the 
seemingly understandable self and the self projected through others. Consequently, the 
motion picture is not realistic, but rather something that makes us imagine the dreams of 
each of the guests staying in the rooms. The minimalist composition of space and the 
simple movements within the rectangles do not make us fall into a customary narrative 
of cause and effect, but rather, reinforce our viewing experiences, which enables us to 
dig into their insides.  
 
4. 
 



“About YS, Chae” is a continuation of the work the artist displayed during her past solo 
exhibition. It is a story about a second-generation American named Yeon-Seon Chae, 
who had been working as an interpretor while Kim Se-Jin was working on a film in New 
Zealand for two months. It is an interview of the Korean film-making staff on their 
memories of collisions and conflicts with Chae that took place during the production 
process of the film due to cultural and social differences between the Korean-American 
and the Korean staff members. The interviewees talk about the happenings one year 
after they occurred as if they were testifying on her personal life or some scandal. The 
nature of the interview documentary causes spectators to react placidly, but the stories 
spat out by each interviewee conjures a certain strange tension. This is because, most 
of all, it premises moral and ethical judgement on an individual, and is designed in a to 
reveal the values of the speakers. Under such circumstances, we imagine the person 
called “Yeon-Seon Chae,” according to their testimony. But eventually, we realize that no 
one can condemn her life in any form.  
Talking about someone based on certain values constitutes social behavior. But 
regardless of the type of social behavior, internal factors such as unconscious or 
subjective judgement, or unfavorable desires can intervene in the form of violence. That 
is why the language of video is said to be a means to dig into individuals’ internal 
perspectives, as well as a socialized perspective. Perhaps it is constituted of individuals’ 
lifes which cannot be uniformly categorized in social norms, divers levels of values which 
cannot be matched to frameworks of generally accepted ideas or practices, and different 
times and rhythms. Hence, no matter how hard we listen to the testimonies, we will 
never be able to know the subject of the stories. She cannot reveal herself. In the way 
time is not homogeneous, and in the way time does not only flow forwards, we are well 
aware of the fact that time can be damaged, injured, distorted and transformed. To 
recover time is to separate it from the uniform order. That is why Kim Se-Jin makes time 
stagger in dreams and fantasies through her video works. They are the embodiment of 
her strong will to record the inner worlds, which are the most realistic but transcend 
reality; the most conscious but transcend consciousness; and the most social but non-
social as well; in other words, her will to document the external and experience the 
internal of subjects at the same time.  
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