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ABSTRACT 
This paper addresses the significance of the temporal 
dimension of installation art and aims to discover new ways in 
which contemporary art practices illustrate the heterogeneous 
nature of time. It casts a wide net over understandings of time, 
temporality, and durations and how they relate to art through a 
variety of media. From the outset, the author examines several 
theories and ontologies surrounding time, in order to gain an 
understanding of how they can affect the practical and 
conceptual development of art. The author will then present an 
understanding of the significance of the introduction of the 
temporal dimension in gallery art in the post-minimalist era. 
Following post-minimalism and process art, the author 
explores how the introduction of new technologies has brought 
forth profound implications for the temporal elements of 
artworks. The author’s new-found understanding of the 
elasticity of time and durational experience in contemporary art 
practice is then translated into her own development of a 
multimedia digital art installation. 

1. INTRODUCTION 

Time and the human experience of it is a concept that can be 
difficult to comprehend. However, it is this peculiar nature of 
time that has served as an inspiration to many great thinkers 
and artists. The profound relationship human beings have with 
time is one that is laced with uncertainty. This is something 
that has become a prominent theme in contemporary art 
practices. Traditionally, gallery art would only deal with time 
in a sense that it would be an archival element of a specific 
cultural time. Today, there is a large amount of emphasis put 
on the transient and immersive experience of art. Because of 
this, there has been a great deal of research exploring the 
significance of the durational perceptions of art, connecting 
the conceptual outcomes of art with different ontologies of the 
human time-conscious experience. The conflict between the 
notion of a flowing linear timeline and the prominence of the 
human phenomenological experience of time has been 
manifested in artworks. The introduction of digital processes 
such as real-time video has made it easy for artists to disrupt 
the notion of “linear time” and represent it in new 
unconventional formats. In this paper, the author examines the 
aesthetic significance of this re-representation of time, and 
uses this in her own work in an attempt to create unusual 
durational experiences for viewers. 
 
 
 

2. A BRIEF OVERVIEW OF TIME AND TIME 
PERCEPTION 

Isaac Newton modelled time as universal, affecting everyone 
and everything the same way and having no relation to 
anything external [1]. Einstein’s theory of relativity was 
published in the early 20th century, and it challenged 
Newton’s idea that time was a constant. He proposed in his 
theory of Special Relativity that our universe is made up of 
three space dimensions and one time dimension, constituting 
the “space-time continuum”. This means that time is 
changeable relative to space [2]. According to Kathleen 
Brettkelly-Chalmers, Einstein’s Theory of Relativity 
profoundly affected the traditional understanding between 
viewer and artwork, by bringing forth a new temporal 
instability surrounding the viewer’s instantaneous visual 
reception of artwork [3].  
 
Various definitions of the phenomenological experience of 
time have also led to questions surrounding the temporal 
experience of art. Henri Bergson rejected Einstein’s theory 
that past, present, and future are fixed points in the space-time 
continuum. His theory of duration asserted that “pure time” is 
an individual and continuous flow that is experienced by the 
intuition of the human consciousness [4], [5]. The human 
durational experience, as Bergson illustrates it, is essential to 
recognizing the multiple and variable textures of time in 
contemporary art practices [3].  Edmund Husserl also rejected 
the empirical model of temporal flow as a succession of 
chronological instants. He proposed that the present contains 
residue of the past as well as an anticipation of the future [3].  
Whitehead’s process philosophy is also important to note in 
this collection of ontologies. It states that temporality is 
produced by processes, that events are not fixed points in time 
and space, but processes, and each event is an “act of 
becoming” [6]. Fundamentally, the author’s work also 
dismisses Einstein’s empirical model of time, functioning 
primarily with Bergson’s qualitative multiplicitous model of 
time. 

3. TEMPORAL ART 

3.1. What is temporal art? 

Artists and critics often question what makes an artwork 
“temporal art.” One could argue that at a fundamental level, 
all art is temporal because in order to contemplate, design or 
physically construct any form of art, one must employ the 
medium of time. In their paper “What is Temporal Art”, 
Jerrold Levinson and Philip Alperson attempt to pinpoint the 
central aesthetic ways in which artworks can be considered 
“temporal artworks.” They devised a list of fourteen different 
conditions, one or more of which must be met for a work to be 
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considered temporal. Music, literature, and film were named 
“the most temporal art forms” because each of them have an 
explicit element of duration in how they are experienced. They 
then assembled the art forms that are considered temporal 
according to their taxonomy of conditions into three different 
groups: “object-based” – referring to art which employs a 
temporal extent or a development over time, “experience-
based” – referring to art with which the interaction between it 
and the viewer involves duration, and “content-based” – 
referring to art which time or the temporal process is an 
essential element of its subject matter [7].  
 
Although some of the points made by Alperson and Levinson 
were observed to be rather obvious, their paper served to 
inspire the author to form their own ideas on the temporal 
nature of digital installation art. One condition within this 
taxonomy that was found to be particularly intriguing was the 
ninth: “Objects of the art form generate a kind of time that is 
peculiar to them, that exists for a perceiver only in and through 
experience of the work.” [7] 

3.2. Photography and film: the temporal dimension 

Although Alperson and Levinson only refer to music and 
cinema for the ninth condition, Geoffrey Batchen’s thoughts 
on the multi-temporality of the photograph prompt the idea 
that capturing a fixed moment in the past and viewing it in the 
present as a photograph generates its own peculiar type of 
time. Batchen describes the experience of viewing a 
photograph as a transient experience of a movement back and 
forth between the past and the present [8].  
 
Film’s relationship with time is similar to that of photography 
as it also captures a moment from the past and etches that 
moment in the viewer’s present experience of it. However, it 
is much more elastic as a medium for generating its own 
peculiar type of time. The photograph is an extraction of an 
instant within the continuum of historical time. Film, on the 
other hand, is enslaved by a temporal sequence. Although it is 
interesting to examine the inner multiplicity of durations in a 
narrative film as it moves through its beginning, middle, and 
end, the author’s primary fascination lies in how film can 
generate its own time by rejecting a set linear order and in turn 
create peculiar changes in a viewer’s temporal experience. 

3.3. Process over product: the shift from static to 
temporal 

When one considers traditional art in a gallery and how it 
relates to time, one presumably thinks of a static sense of 
timelessness. Painting is not generally considered a temporal 
art form. However, it is interesting to examine paintings that 
appear static but obviously retain a temporal quality. A great 
example of this is Duchamp’s Nude Descending a Staircase, 
No. 2 (1912) [9]. Forms of the human body overlap in temporal 
succession, clearly embodying a narrative sequence. A 
comparison can be drawn here between how Duchamp has 
represented time in this painting and Husserl’s tripartite 
structure of time consciousness: past, present and future are 
merged into one. This painting from 1912 foreshadows 
thoughts on the temporal elements of art forged in the 1960s.  
 
The emergence of post-minimalism in the late 1960s brought 
about a new emphasis on the addition of a temporal dimension 
to art [10]. Arguably, the obvious use of time as an element in 
process art and site-specific installations is something that was 

wrongfully neglected by Levinson and Alperson when 
constructing their taxonomy. Artists began to reconsider the 
value of the autonomous object in art and a new-found 
significance for the role of the viewer in experiencing and 
interacting with artworks emerged. This new way of giving 
meaning to art gave way to a profound revision of the very 
nature of art, which has traditionally been defined as the 
creation of formal objects that are given value based on 
qualities such as aesthetics, permanence, and purity of medium 
[11]. Thus, the viewer’s temporal experience was given new 
ground in contemporary art. 
 
Robert Morris’s felt pieces are a good example of post-
minimalist work that focused on the process of creation of the 
work rather than its end form. Pink Felt (1970) was composed 
of a large number of pieces of pink felt which have been 
dropped informally on to the floor [12]. These pieces’ 
interaction with space and gravity highlights how the physical 
world affects material through duration, hence intensifying the 
viewer’s awareness of their own transient experience. The 
obvious connection must be drawn here between Morris’s 
process art and Whitehead’s process philosophy. The process 
of the felt folding due to gravity produces a durational 
dimension for the piece, adding to the viewer’s temporal 
experience. 

3.4. Dan Graham, David Claerbout, and Bill Viola: 
re-representing time 

The potential of the temporal dimensions of installation art is 
illustrated in works by Dan Graham, David Claerbout, and Bill 
Viola. The generation of temporality through what Barker 
describes as a “re-representation of time” [6] and the 
experience of it are fundamental aspects of the aesthetics of 
their work. Their use of looping, delays, and slow motion in 
their video artworks serve as tools that dismantle the linear 
concept of time and emphasize the qualitative multiplicity of 
duration. The viewer’s ability to perceive different durations 
and temporalities is an intrinsic element of the viewer’s 
experience of the works of these three artists. 

3.4.1. Dan Graham’s Present Continuous Past(s) 
(1974) 

Graham’s Present Continuous Past(s) is an installation that 
presents viewers with a multi-temporal version of time. For the 
viewer in a room a mirror reflects the present. A camera tapes 
the viewer and the reflection of the them and displays the 
recording on a monitor eight seconds after it happens. What is 
shown on the monitor is also reflected in the mirror which is 
then recorded by the camera again. The monitor shows a 
continuation of past moments at eight second intervals [13]. 
An infinite regression of timelines within timelines makes for 
a peculiar experience of time perception for viewers. This 
aesthetic experiment with temporality creates a disruption to 
the concept of linear time. Interestingly, eight seconds is the 
outer temporal limit of neurophysiological short-term 
memory, which is an intrinsic part of human perception and 
construction of images [14].  

3.4.2. David Claerbout’s Sections of a Happy Moment 
(2007) 

Claerbout’s Sections of a Happy Moment is a filmic work that 
explores a ruptured temporality through the repetition of one 
moment. The projection depicts a single moment in the life of 
a family on a sunny square, surrounded by housing [15]. The 
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approximately twenty-six-minute loop continuously re-
represents the past to the viewer and is juxtaposed with the 
present viewing moment. The type of temporality created is 
unusual because there is no longer anticipation of the 
uncertainty of the future as the loop remains the same. Viewers 
can examine it outside of linear time and become aware of 
their own durational rhythms in time as they experience the 
déjà-vu of the viewing iterations of the “happy moment.” 

3.4.3. Bill Viola’s The Ascension (2000) 
The Ascension evokes an extended duration for the viewer 
through the use of slow-motion. It opens with a dark void of 
water, highlighted by a gleaming ray of sunlight. Suddenly, a 
fully clothed man plunges into it, and time transitions from real 
time into super slow-motion. With his arms in a cruciform 
position, the man first floats toward the surface and then 
descends out of the field of vision. The footage of The 
Ascension is only a few seconds in real time, but is extended 
to ten minutes of extreme duration [16]. The viewer 
experiences a clashing of their own present temporality with 
the prolonged temporality of the video. This juxtaposition of 
the different momentums emphasizes the fast pace of modern 
life and heightens the temporal awareness of the viewer, 
potentially contributing to a slow moving durational 
experience. 

3.5. Real time: aesthetics of slowness & immediacy 

Not dissimilar to that which pervades Viola’s The Ascension, 
an aesthetically slow duration can be brought about using real-
time media in installation art. The aesthetics of the immediacy 
of real time can have the effect of “shocking” the viewer into 
the present moment and heightening their awareness of the 
passing of time. By realizing the present moment, greater 
emphasis is drawn on the anticipation of the next moment. 
Therefore, the temporal uncertainty of existence is brought to 
the viewer’s attention.  
 
Katie Paterson is one artist who makes use of this in her 
artworks. Her installation; As The World Turns consists of a 
turntable rotating in synchronization with the Earth, revolving 
once every twenty-four hours, playing Vivaldi’s Four Seasons 
[17]. Paterson’s slowly rotating record presents time through 
durations of stillness and suspension that compels viewers to 
consider their own temporal experience as they are exposed to 
the temporality of this work. This artwork provides the viewer 
with elongated durations, leading to a heightened awareness of 
the passing of time. 

4. NEW TECHNOLOGIES: INTERACTION 
AND NEW TEMPORAL DIMENSIONS 

Timothy Scott Barker proposed that the introduction of new 
technologies has had a profound impact on the way human 
beings perceive the world. In his book Time and the Digital, 
Barker examines how digital processes may produce new 
experiences of temporality [6]. These notions are reflected in 
the author’s own work through the use of digital video inputs, 
processes, and outputs to represent peculiar forms of time. 
Barker noted the temporal instability associated with the 
digital image. He explains: “The digital image, whether static 
or in motion, is the result of continuous and ongoing 
computations. It does not exist as a thing made, but as a thing 
that is continually in the making.” [6] Here, the continuous 

process of the digital image can be compared to Whitehead’s 
process philosophy. 
 
Interactivity in digital art installations also generates new 
temporal dimensions. Barker compares our interactions with 
technology to events as Husserl understands them: a 
composite of both past and future, memory and anticipation 
[6]. Ulrike Gabriel’s Breath is a good example of how 
interactive art can be considered as a meshing of different 
times. The user wears a belt around their diaphragm and then 
uses the rhythm of their breathing to alter the dynamics of 
visuals and audio that is produced. The process of interaction 
between viewer and system suggests the viewer controls the 
system. However, the restrictions of how the system is 
controlled means the technology is also controlling the viewer. 
The learning aspect of how to use the interactive system 
determines that the experience is saturated in recollection and 
anticipation. 

5. SOUND ART: PERCEPTIONS IN TIME AND 
SPACE 

In Background Noise: Perspectives on Sound Art, Brandon 
LaBelle underlines the “here and now” of sound art. He points 
out that by comparison, the listening experience is less 
susceptible to human control than the visual experience and 
therefore intrinsically linked to the immediacy of the real [18]. 
By examining examples of sound art pieces by Max Neuhaus 
and the Fluxus artists such as John Cage, one can conclude that 
a sound has the potential to generate a temporal environment 
as well as a spatial environment and as a result have profound 
effects on the durational experience of the listener. 

5.1. John Cage and the Fluxus movement 

Fluxus was an artistic movement that involved artists 
employing a process of probability and possibility to create the 
outcome of a piece [19].  Fluxus works engage an unusual 
temporal dimension where the point in time of the creation of 
the piece is the same point in time as the presentation of the 
piece. The movement stemmed from the Cagean ideal that the 
process of creation was more important than the finished 
product. Again, Whitehead’s process philosophy would 
suggest that bringing process to the forefront of artworks in 
turn serves to generate their own unique temporality. Cage’s 
4’33” is a prime example of a Fluxus piece. Although the piece 
seems to be a duration of silence, it is in fact a duration of the 
listener’s own auditory environment. The sounds of the room 
unfold in real time and become the piece. Listeners experience 
the immediacy of the real as the various acoustic events 
unravel throughout the duration. Therefore, a heightened sense 
of temporal awareness is instilled. The listeners’ anticipation 
for the next sound is huge, because it is not a planned part of a 
composition and is left entirely up to chance. Thus, the 
duration experienced is potentially one that is slow-moving. 

5.2. Max Neuhaus 

In his sound works, Max Neuhaus reinforces LaBelle’s point 
that sound is fundamental in our perception of the immediacy 
of the real. This is taken into consideration in his Time Pieces, 
which create interesting irregularities in the listener’s 
experience of time and space. In these installations, sound 
builds so slowly and subtly that only when it is at its loudest 
and suddenly disappears, it is noticed that it was ever there at 
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all [20]. Like in 4’33”, the silent moment is not really silent, 
as it draws in the auditory environment of the listener. This 
sudden loss of a sound that was once constantly increasing can 
be viewed as a disruption to the viewers’ linear time. 
Suddenly, they are placed back in time to before the sound had 
built up to an audible point. 

6. DEVELOPMENT OF FRAGMENTS 

Drawing inspiration from the philosophies of time and the 
artists that manifested these philosophies in their work, the 
artwork, Fragments, aimed to create a re-representation of 
time using a live video feed and the Max Jitter library. The 
decision was made to accompany this visual aspect with a real-
time generated soundscape that takes into account the ideals of 
the Fluxus art movement. This soundscape was also created 
using Max. 

6.1. Development of visual system  

Extensive use is made of delayed time in Fragments. A 
program was written in Max to process a real-time external 
camera feed, delay it by different amounts, and output the 
individually delayed feeds through Syphon. Experimentation 
then began with different methods of displaying these delayed 
feeds, with the intention of creating a disorientating temporal 
environment for viewers.  

6.2. Experimentation with methods of display 

Projections were used rather than monitor screens to display 
the visuals created in Max, for the reason that projections are 
much more versatile. After harnessing inspiration from other 
artists’ projection techniques, projecting on a range different 
materials were experimented with. Lenka Nováková’s 
installation, Déjà-vu was particularly influential to the display 
of the real-time and delayed feeds in Fragments. In Déjà-vu 
Nováková uses security cameras to take a real-time video input 
from different angles. These video inputs are then projected in 
a carefully curated way on walls and mirrors in a room. In this 
piece, the mirrors are used to create a recursion of reflections 
of the present moment from several different angles. 
Nováková’s use of mirrors and projections conjures a 
disassociating spatial and temporal environment that prompted 
the author to begin experimenting with the combined use of 
mirrors and projections in Fragments. 
 
Once experimentation began with offsetting projections using 
small sheets of acrylic mirror, it was discovered that the 
displacement of space generated by a mirror was an 
appropriate effect to combine with the displacement of time 
that the author had intended by using differently delayed 
camera feeds. Subsequently, the design and construction 
process of the mirror box for Fragments began. 

6.3. The mirror box 

The design of the mirror box was predominantly influenced by 
Suzy Poling’s work. She makes extensive use of geometric 
slices of mirror coupled with projections to create incredibly 
stunning light art installations. In her piece, Time Dilation 
Geometry she uses sharp triangular pieces of mirrors, metal, 
plexi-glass, mylar and wood to create a beautiful displacement 
of light and space [21]. The unnatural sharp triangles of light 
reflected from geometric shapes of mirror create a striking 

aesthetic of fractured space that inspired the geometric 
structure of the mirror box. 

 
The mirror box consists of ten triangular mirrors, mounted on 
pieces of MDF, which sit on lengths of threaded bar that are 
embedded in a hinged lid of a wooden box structure. When 
fitted together, the mirrors are able to perfectly capture and 
reflect the incoming 3:2 live video feed from the camera. Each 
point of each triangle of mirror is adjustable by the length of 
threaded bar that can be twisted to sit either lower or higher in 
the lid of the box, allowing the fragments of projections to be 
focused on a specific area of the gallery space. Collectively, 
the angle of all the fragments of mirror are also adjustable, to 
ensure that the reflections are adaptable to various angles of 
the projection source. The hinged lid on the box structure 
allows for this as it can be propped up at different heights. 

6.4. Projection mapping 

Syphon made it possible to output two delayed feeds and one 
real-time feed from Max into Madmapper. In Madmapper, ten 
triangles were cropped out of each of the feeds from Max and 
then corresponded with the triangles of mirror. This resulted 
in the output of a video that was cut into triangular sections 
that were delayed by different amounts. These triangular 
sections were then mapped onto each triangle of mirror, which 
displaced the projection on to a wall or ceiling in a room. 

6.5. Development of auditory system 

The generative composition that was created in Max aimed to 
create an auditory environment that could add to the viewer’s 
disassociation with time and space by creating a sense of the 
surreal. The sounds used in it include: a low frequency AM 
synthesizer, reverberated bell and footstep recordings, phasing 
tones, and generative pink noise. 
 
Inspired by Neuhaus’ Time Pieces, using the AM synth that 
was built in Max, the author aimed to create surreal sonic 
experience through a means of removing sound. It builds 
slowly in the background and suddenly cuts out when it 
reaches a peak, leaving the listener with a heightened 
awareness of the generative pink noise, a stark contrast to the 
low frequencies of the synth. The phasing tones add to the 
spatial variation of the piece, as do the reverberated recordings 
which randomly pan from left to right. 

Figure 1: Mirror Box Design 
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7. EXECUTION OF FRAGMENTS  

7.1. Space adaptation 

The space allocated for the installation of Fragments was a 
sizable meeting room with grey brick walls and large hanging 
lights. Therefore, it was not an ideal space for projections. A 
small gallery space with white walls to catch projections would 
have been best, as reflected projections could be captured by a 
wide variety of surfaces. Adapting the installation to this room 
was indeed challenging. However, the author considers their 
adaptation to this particular space to be successful. 

7.2. Projections  

The projector used was already installed in the room. It was 
originally connected to a rig that pointed the lens toward the 
wall. In order to angle it downwards on to the mirrors it was 
unscrewed from the rig and reattached with safety cables so 
that it hung, pointing down on to the mirrors, which were 
placed beneath it. With the only white space in the room being 
located on the ceiling, it was decided that this was where most 
of the projections should be reflected. First, all the mirrors 
were angled using the wooden angle adjusters so that most 
reflections landed on a portion of the ceiling. The cornerstone 
function on the projector was used to align the projection 
output as accurately as possible to the rectangular array of 
mirrors. The points of each mirror were then individually 
adjusted to ensure that the projections were well spaced and 
were not caught on the hanging lights. Using Madmapper, it 
was possible to avoid a bleed of projection on the floor and 
between mirrors.  

7.3. Camera placement and lighting 

The decision was made to place the camera at the back of the 
room to guarantee that it would capture the main area where 
people would stand and move the space. It was pointed towards 
the space in front of the mirror box, assuming that upon 
entering the room, viewers’ interest may be sparked by this 
large reflective item placed on the floor. Therefore, they would 
be more likely to navigate towards the space in front of it. Due 
to the necessary darkness for projection, the room lights were 
turned off. However, this meant that there was not enough light 
for the camera to take in clear footage. To combat this, two 
standing LED lights were placed in the room pointing towards 
the area being captured by the camera and their intensity was 
set to the minimum amount needed for the camera input. 

7.4. Speaker placement 

A second computer was used to run the generative soundscape 
program in order minimize the processes undertaken by the 
computer running the visual program. The speakers were 
positioned on plinths, facing out from behind the location of 
the mirror box so that a stereo image of the sound scape was 
cast into the area where viewers were most likely to stand. 
Plinths were used to ensure that the sound was emitted from the 
speakers at a height close to that of the ears of the viewers. The 
speakers were connected to a sound card which was linked to 
the computer running the sound program. 

7.5. Viewer Interaction 

The artwork saw approximately fifty viewers throughout the 
duration of its installation. The author was there to observe 
fifteen of them. These fifteen people included twelve adults 
and three children that were between the ages of three and 
eight. The adults spent approximately two to three minutes in 
the room, while the children spent an average of five minutes, 
often running back inside to play with the projections of 
themselves. 
 
The adults demonstrated confusion initially, as they were 
uncertain as to what was supposed to happen in the room. 
Some did not notice the projections located on the ceiling at 
first. Eight of the adults noticed the ceiling projections after a 
few seconds. For four of the adults, only upon inspecting the 
mirror box up close they noticed the projections in the 
reflection of the mirrors and became aware of them. They then 
spent the short amount of time to slowly navigating the space 
and noticing the triangular projections that encapsulated past 
moments.  
 
The children interacted with the installation in a playful way. 
The novelty of seeing themselves projected appeared to be 
enjoyable for them. They engaged with both the spatial and 
temporal aspects of the piece. By running around the room, 
they saw themselves dispersed in the fragments of projections 
on the ceiling. They interacted by jumping in front of the 
camera and then quickly turning their gaze to the ceiling to 
catch themselves in the real-time feeds, and then laughing and 
pointing at how they could see their actions happen in the 
delayed feeds seconds after they were performed. It is clear 
from the level of engagement that the piece was captivating 
for young children. Their enthusiasm appeared to emanate 
primarily from the novelty of seeing themselves in the 
projections and the immediate reactivity of the video 
projections. On the contrary, the interest from the adults’ point 

Figure 2: The Mirror Box 

Figure 3: Resulting reflected projections 
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of view seemed to stem from a sense of confusion and 
disorientation. 
 
One reviewer commented: 
“Experiencing Fragments, one’s first encounter is with an 
organization of refracted images that surround a significant 
portion of the ceiling’s surface, as well as with the three 
mechanisms enabling these refractions: a camera, a projector 
and a box-like structure upon which an array of mirrors rest. 
The camera captures the room and so you, the viewer, are the 
projected subject, albeit divided across a range of small image 
fields that are spread out too wide to be embraced at once by 
the eye. The fragmentation seems initially simple, and one’s 
attention is drawn between the various enabling mechanisms, 
and the resulting image fields above. Yet this illusion of 
simplicity is gradually diminished; the fragments seem hard to 
grasp, shattered not only across space but also in time. The 
expectation of a synchronous image experience is 
disconcertingly frustrated as one begins to become aware that 
each refraction is temporally independent, presenting its own 
portion of the room’s image with various delays. The 
immersive experience, though somewhat disconcerting, 
becomes increasingly gripping as the viewer and subject 
becomes involved in an attempt to comprehend the nature of 
these fragmented refractions and their strange temporal 
independence.” [22]  
 
From this reviewer’s comment, it can be concluded that the 
temporal aspects of the piece are in fact engaging and provide 
a peculiar experience for viewers that can be deemed 
aesthetically valuable. The immersive visual experience of 
Fragments is one that is mesmerizing, evoking feelings of 
frustration and apprehension.   
 
The results of how the viewers engaged with the temporal 
nature of the generative audio aspect of the piece are 
inconclusive. The installation was part of a degree show of 
media art and technology. Therefore, to not take away from 
other project demonstrations, the volume of the audio could 
not be too loud. Because of this, the quick drop in the volume 
of the building AM synth was not as noticeable as the author 
intended it to be. Therefore, the conclusions made on how this 
may affect one’s durational experience are only speculations 
based on research. 

8. CONCLUSIONS 

8.1. Art’s temporal dimension and our durational 
experience 

The author can conclude from the research section of this 
paper that the aesthetics of temporality are incredibly relevant 
in contemporary digital art practice. Fragments is the product 
of this research into the temporal dimension of artworks and 
our experience of them, under the Bergsonian assumption that 
our durational experience is one that is qualitative rather than 
quantitative.  Digital art installation and its innately temporal 
qualities can be examined from a Whiteheadian point of view, 
wherein temporality is produced by process. If an artwork’s 
process is at its forefront, it has the ability to generate its own 
temporality. Therefore, when a viewer engages with such an 
artwork, a merging of temporalities between viewer and 
artwork takes effect. The author feels that this type of 
engagement, characteristic of artworks that hold a temporal 
dimension, is of great aesthetic value.  

 
As in Ulrike Gabriel’s Breath, the temporal experience of 
Fragments can be compared to Husserl’s tripartite structure of 
time-consciousness. A blending of past and future happens as 
the viewer learns that the camera is capturing them in the 
room. Drawing on this past experience, they anticipate seeing 
themselves projected in the fragments on the ceiling.  The 
intentional movements made by young viewers in front of the 
camera to view themselves in the reflected projections 
strengthens this hypothesis. 

8.2. Aesthetics of real time 

The immediacy of real time in installation art can have the 
effect of creating a heightened sense of temporal awareness for 
viewers and shocking them into the present moment. In 
Fragments, the real-time camera feed is contained in some of 
the fragments of projection. The processing of this camera feed 
could not possibly be done entirely in real time but viewers can 
see themselves reflected in actual real time when they approach 
the mirror box. When the mirrors are observed closely, viewers 
can see the projections that are reflected on the ceiling. This is 
a depiction of an infinite regression of merging timelines and 
realities. One can deduct from the observation of how children 
interacted with the camera in Fragments that the use of real-
time video had an effect of highlighting the immediate present. 
The way in which they would try and see themselves in the 
real-time feeds as they jumped or waved in front of the camera, 
showed how they were brought into the present moment, as 
they could not look into the camera and see themselves in the 
real-time projections at the same time. 
 
The real-time generation of the auditory environment of 
Fragments, as well as its visual environment, is reminiscent of 
the Fluxus art movement. The generative soundscape unfolds 
in real time and makes use of random distributions to employ a 
method of chance. The aesthetics of real-time art are without a 
doubt rooted in process. 

8.3. Disruptions to linear time 

In Fragments, the author took the conventional linear time of 
real-time video and delayed sections of it, thereby presenting a 
broken timeline to viewers. Paying homage to Dan Graham and 
his Time Delay Room, the two different delayed feeds are 
within the eight second limit of short-term memory, with one 
delayed by two seconds and the other delayed by eight seconds. 
These delays, coupled with real-time video, create a blending 
of past and present and further disorder in linear time. From the 
comment made by the reviewer, it can be concluded that the 
presentation of a disrupted linear timeline resulted in an 
“increasingly gripping” experience. The temporally 
independent projections can serve to evoke a disassociation 
with time and therefore, can result in a surreal experience for 
viewers.  
 
Disruptions in linearity are also found in the sound aspects of 
Fragments. The sudden vanishing low frequency AM synth is 
perhaps not as noticeable as Neuhaus’ Time Pieces. However, 
it does introduce a breach in linear time. Viewers are suddenly 
placed back in time to the moment before the low synth began 
to build and the sound of the pink noise was louder.  
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9. FUTURE WORK 

Following this exploration of time and durational experience 
in digital art installation, the author’s ongoing practice 
continues to focus the phenomenological experience of 
artwork. A fascination with the philosophies of technology has 
led the author to delve into phenomenological questions of 
embodiment of technology and the virtual in interactive digital 
art. While continuing to make extensive use of real-time video 
in her work, the author has begun experimenting with the use 
of infrared cameras as sensors to manipulate lights as well as 
projection in real time. 
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