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Abstract 

In this project, landscape is understood in terms of process and the event. The time-

based medium of video allows for an approach to landscape that recognizes multiple, 

layered temporalities: human, biological, geologic and atmospheric. Seen in these terms, 

landscape is not a static surface—not topographic or cartographic—but a vital process. 

In video works offering sustained attention to three different sites, ostensible landscape 

stillness is the theatre for the appearance of manifold events, both human and non-

human. Duration (durée) as conceived by Bergson and Deleuze is discussed in terms of 

its relevance to the single camera shot. Throughout, the process philosophy of Alfred 

North Whitehead provides a theoretical support, specifically through his concepts of 

prehension and concrescence. These concepts open the door to an exploration of how 

the image-making characteristics of different cameras could be windows onto seeing the 

world in a new way, a less anthropocentric way. 

Keywords:  landscape; process philosophy; Alfred North Whitehead; video art; event; 
time 
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In the city of Coquitlam, along a bend in the Fraser River, a barren piece of land is the 

former site of a century-old sawmill. Awaiting transformation into a mixed-use waterfront 

housing development, the site is currently a depository for massive displaced boulders—

rocks collected over time from numerous excavations at other building sites in other 

places. 

A resplendent oak tree grows in a meadow in Hampstead Heath, a large, ancient park in 

London. English oak trees can live for 1,000 years or more, but live on average for 150-

250 years. Growth gradually slows at about 120 years. 

A gathering of commuter railway tracks passes overtop a tunnel on Culvert Place, a 

narrow street in south London’s Battersea neighbourhood. Below the tracks, a local 

scaffolding company is completely hidden from the street by a patchwork of rusting 

sheets of corrugated galvanized steel. 

the project 

The work in my graduating exhibition has grown out of a persistent, ongoing 

interest in working in transitional landscapes at the periphery of urban areas. Vacant 

land—awaiting ‘development’, overgrown, neglected, cleared, showing traces of 

wilderness—speaks of flux. ‘Derelict’ sites resonate with histories of use, yet human 

changes to a site are just part (too often the worst part) of what changes.  My 

experiments typically involved performative actions with a video camera at numerous 

sites in the Lower Mainland, actions such as walking with the camera away from my eye, 

liberating it in a sense. This approach of active interaction with a site extended to 

working with different cameras, and wanting to interact with the particular characteristics 

of each camera. This desire for a performative engagement with place and my 

apparatus was accompanied by a sense that dualisms such as nature-culture (and later 

mind-matter) seemed to be redundant categories that did not fit with my experience of 

place. As my project evolved, I found myself more consciously grappling with this need 

to escape dualist thinking, and I also found that this work could be done in a variety of 

landscapes. I eventually came to see all sites as transitional and alive with events. 
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My video investigations of landscapes in process, and my emerging monist view, 

have been encouraged by my study of process philosophy. A productive question driving 

my work over the course of sustained experimentation, and close observation of specific 

sites, was whether the concept of place could be understood as event, not as 

topography but as a dynamic zone of intensity, both spatial and temporal. Other 

questions arose: how is my obsession with the single shot and durational observation 

related to this kind of process thinking? (I had been using the single shot consistently 

since 2006, convinced of its necessity.) And how do these questions relate to my 

emerging conviction that a re-thinking of place involves a central position for the 

concepts of duration and emergent novelty?  –that at the heart of everything is an idea of 

place-in-flux? How can I foreground the non-human character of a camera’s output? My 

on-site experimental working process has allowed me to clarify these questions and 

seek out theoretical supports. 

I choose sites based on a feeling of intensity and potential; sometimes it is the 

opposite: I am attracted to perceived emptiness. I tend to choose sites with a minimum 

of human activity, but this is not a rule. I usually make numerous visits to a site, making 

photographs, observing, and waiting for a way of working to present itself. Often the site 

suggests whether I will stabilize the camera or set it into motion. Methods may appear 

quickly or develop gradually; for example, I worked at the Coquitlam site over a 12-

month period. Trains & Clouds was made over a couple of weeks. The effects of 

weather, even seasonal changes, can play a part in shaping how and when I work in a 

particular location. The soundscape of a place may also be part of its intensity for me. At 

the Coquitlam site, the three massive rock piles were enigmatic as human events (they 

evoked ancient ceremonies), incomprehensible as geologic events (their distant origins), 

and mystifying as material events (as granite-in-flux). 

duration 

A discussion of this body of work will benefit from beginning with a 

methodological consideration, one that is also related to my theoretical approach to the 

work. My working method has, for many years, involved a commitment to the use of the 

single continuous camera shot. Fundamentally, the use of the single shot foregrounds 



 

4 

duration, especially in the stilled image, for example in my video that begins with the first 

drop of rain on a boulder and continues until the end of the rain shower. An airplane is 

heard off-screen, seagulls are heard passing overhead, yet the rain is the main event. 

Duration becomes palpable—it is experienced. Uninflected by montage, the single long 

take offers a viewing situation where the time of viewing is equivalent to the time of 

recording, allowing the moving image to be experienced as ‘the present’. However, this 

equivalence is not the whole story. 

Effie Rassos, making reference to Mary Ann Doane’s terms “apparatus time” and 

“the temporality of reception” (or viewing time), proposes that an equivalence of these 

two temporalities can move beyond a simple notion of ‘real time’. She describes how an 

experience of viewing time is shaped by filmic structures but is also a function of a 

viewer’s affective engagement (Rassos 35-36). In discussing John Cassavetes’ Faces 

(1968), Rassos describes how the weight of duration—of time emptied of narrative 

momentum and detail—is felt as an entity in and of itself, supporting the plot and 

characters rather than caused by them (25-29). Cassavetes’ construction of time that is 

in a sense “completed” by the spectator, provides an interesting model for moving image 

landscape. Rassos’ analysis shows that the descriptor ‘real time’ can be inadequate to a 

spectator’s experience of duration in a moving image. The temporality of viewing time 

can ebb and flow with complexity and independence, in a fluid relation to an image’s 

ostensible forward progression. Peter Gidal identified a similar concept of viewing time in 

1976. Cutting to the heart of the matter, Deleuze equates image and movement to argue 

that the brain is “one image among others” (Cinema 1 60); thus a video is not a 

representation but a distinct image, as is the image created by it that I experience. 

Further, my experience of the duration of images will be unique. 

James Benning’s work can be approached using this conception of time. Several 

of his works are assemblies of continuous long shots, where time becomes something 

almost material, a time that detaches from its origin in individual shots, to form a larger 

temporality for the spectator. In RR (2007), long stationary shots of trains in a variety of 

American landscapes follow a consistent pattern: the shot begins with the entry of a train 

into the frame, and continues as long as necessary until the last car of the train exits the 

frame. Here an experience of excessive time is founded on, yet surpasses, any notion of 
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‘real time’. The materiality of time in RR is welded to the sometimes glacially slow 

passing of trains, yet it also arises from the film’s implication that the transport of 

consumer goods by rail in North America is as incessant as consumption. The structure 

of Benning’s Casting a Glance (2007) and Small Roads (2011) leads to similar 

experiences of duration for the spectator, where the notion of ‘real time’ fails to account 

for the poetic resonance of time experienced as the films slowly and beautifully unfold. 

The centrality of duration in my video landscape work offers an entry point into a 

discussion of process philosophy. Duration in a moving image can be linked to the 

premise in process philosophy of a creative universe, of a future that is open, where the 

appearance of something new is possible. Duration is a property of an encompassing, 

changing whole. In Henri Bergson’s (1859-1941) solution of Zeno’s paradox, he argues 

that duration cannot be understood in terms of a succession of fixed instants; such a 

succession substitutes a spatial “path” for what is a temporal “journey” and effectively 

spatializes time—makes it a linear progression of slices. Time, for Bergson, is duration 

(durée), which is inseparable from the movement of a changing whole. Duration cannot 

be understood in terms of changes in position of a moving object, but rather as 

qualitative, incessant change within an encompassing whole (Deleuze, Cinema 1 9).  

In Cinema 1: The Movement-Image, Gilles Deleuze shows how Bergson’s 

concept of durée is the grounding for a creative universe, with reference to Bergson’s 

famous sugared water illustration, which links the experience of waiting for sugar to 

dissolve to ongoing change in an open Whole.  

But why does this spiritual duration bear witness, not only for me who 
wait, but for a whole which changes? According to Bergson the whole is 
neither given nor giveable… …if the whole is not giveable, it is because it 
is the Open, and because its nature is to change constantly, or to give 
rise to something new, in short, to endure. …So that each time we find 
ourselves confronted with a duration, or in a duration, we may conclude 
that there exists somewhere a whole which is changing, and which is 
open somewhere. (9-10) 

All five of my video works in the series How is it that there is always something 

new? are durational works, ranging from 3 to 12 minutes. (Trains and Clouds is edited, 

yet constructed from six discrete segments of a continuous 45-minute shot assembled 
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chronologically.) Whereas the continuous single shot can be seen here as an 

appropriate container for drawing attention to events in time (the planetary time of a 

sunset, the human time of children’s games, geologic time, the fleeting time of a rain 

shower, the unseen time of digital video processes measured in hertz), it can also be 

understood as offering a singular and primary experience of duration, the ‘now’ which is 

the ground for the ongoing appearance (and perishing) of the new. 

all is process 

To the process philosopher, nature, persons, and material substances are 

understood in process terms. Process philosophy is built upon a conception of the world 

in which change, novelty, and creativity are fundamental. In this view, processes rather 

than things constitute this world. According to philosopher Nicholas Rescher, process 

metaphysics prioritizes activity over substance, change over persistence, and novelty 

over continuity (31). The examination of a process leads to the identification of events: 

their inception, relationships, continuity, and inevitable demise. Thinking about the event 

and the centrality of novelty in the philosophy of Alfred North Whitehead (1861-1947) 

has significantly influenced my practice. For Whitehead, the world is composed 

exclusively of events, events happening on multiple registers: human events, geologic 

events, biological events, molecular events.  

Process philosophy understands material objects as things that appear and 

disappear in the unfolding of processes, in the passage of time. The solidity of an object 

or organism may endure, but ultimately dissolves, as is seen in biological and geological 

processes. A mountain, to the everyday human viewpoint, is an image of permanence, 

while to a geologist it is a participant in ongoing tectonic processes, and subject to 

erosion from rivers, weather and glaciers. Process philosophy does not deny the 

existence of things, but rather sees them as the temporary effects of processes.  
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In his essay “Nonorganic Life” Manuel DeLanda writes, 

…a rock may seem to us the archetypal example of permanence and 
stability, but when one takes the long view, even rocks flow: their atoms 
migrate along grain borders (self-diffusion), dislocation boundaries within 
grains move, cracks and fissures propagate. In this sense, the flow of 
rocks is very viscous; they constantly change, but at extremely slow 
speeds. (143) 

In addition, Jane Bennett’s writing on “material vitality” fits nicely with process 

philosophy: 

In this strange, vital materialism, there is no point of pure stillness, no 
indivisible atom that is not itself aquiver with virtual force. (57) 

…the vital materialist can invoke a theory of relativity (of sorts): the 
stones, tables, technologies, words, and edibles that confront us as fixed 
are mobile, internally heterogeneous materials whose rate of speed and 
pace of change are slow compared to the duration and velocity of the 
human bodies participating in and perceiving them. “Objects” appear as 
such because their becoming proceeds at a speed or a level below the 
threshold of human discernment. (57-58) 

An emphasis on process is inseparable from the position that the world is 

irrefutably dynamic. The abundant, evolving diversity of living forms and non-organic 

forms can be understood as flowing from manifold processes, from the molecular (and 

even smaller) levels up. 

Events allow for the appearance of novelty; or more precisely, novelty and the 

event are two sides of the same coin. A world understood in terms of events is a world 

that increases in complexity. For Whitehead, a discrete element or incident of becoming 

(his building blocks are temporal) is termed an “actual entity” or an “actual occasion”. An 

event may be comprised of a single actual occasion, but typically is formed by an 

association of occasions. 

I shall use the term ‘event’ in the more general sense of a nexus of actual 
occasions, inter-related in some determinate fashion… An actual 
occasion is the limiting type of an event with only one member. …It is 
sufficient to say that a molecule in the sense of a moving body, with a 
history of local change, is not an actual occasion; it must therefore be 
some kind of nexus of actual occasions. In this sense it is an event, but 
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not an actual occasion. The fundamental meaning of the notion of 
‘change’ is ‘the difference between actual occasions comprised in some 
determinate event.’ (Whitehead 73) 

Whitehead locates change at the microcosmic level in an ongoing process 

whereby an actual occasion is produced as a unity from pre-existing actual occasions 

(the process of concrescence). Novelty is inherent to the system; vitality is intrinsic to the 

process: 

‘Concrescence’ is the name for the process in which the universe of many 
things acquires an individual unity in a determinate relegation of each 
item of the ‘many’ to its subordination in the constitution of the novel ‘one’. 
(Whitehead 211) 

There is a becoming of continuity, but no continuity of becoming. The 
actual occasions are the creatures which become, and they constitute a 
continuously extensive world. In other words, extensiveness becomes, 
but ‘becoming’ is not itself extensive. Thus the ultimate metaphysical truth 
is atomism. (Whitehead 35) 

Whitehead’s well-known example of Cleopatra’s Needle, an ancient Egyptian 

obelisk now on the Victoria Embankment in London, illustrates the endurance of an 

object through ongoing renewal. The obelisk is eventful at each moment: it heats and 

cools, absorbs rain and dries, feels the vibrations of the city, gains and loses molecules. 

The existence of the Needle is dynamic, processual, unique at each instant—not to be 

taken for granted. An obelisk, or a rock, has solidity as an attribute, but its objecthood is 

given less priority than its vitality; it is an event (or more accurately for Whitehead’s 

macrocosmic scale, a nexus). 

For Whitehead, an incident of becoming, an actual occasion, can be analyzed. 

To repeat, an actual occasion is the unity that results from a process of concrescence, “a 

determinate relegation of each item of the ‘many’ to its subordination in the constitution 

of the novel ‘one’. …Thus a set of all actual occasions is by the nature of things a 

standpoint for another concrescence which elicits a concrete unity from those many 

actual occasions” (Whitehead 211). The concept of concrescence is embodied (with 

humour and on a macrocosmic scale) in Martin Creed’s Work No. 300, the whole world + 

the work = the whole world (2003). The fact of Creed’s text, painted large on the exterior 

of a building, demonstrates how “the whole world” is changed by the creation of “the 
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work”. In Whitehead’s words, “…we can never survey the actual world except from the 

standpoint of an immediate concrescence which is falsifying the presupposed 

completion. …‘the actual world’ is always a relative term, and refers to that basis of 

presupposed actual occasions which is a datum for the novel concrescence” (211). 

Concrescence is brought about by positive prehensions, also termed ‘feelings’. 

Donald W. Sherburne explains: 

An actual entity initiates its process by prehending many other datum 
occasions in its causal past. Then occur the complexities of concrescence 
during which the many initial single feelings of the world are integrated 
into one complex feeling of that occasion’s actual world. (Sherburne 13-
14) 

Whitehead’s writes, “The process of concrescence is divisible into an initial stage 

of many feelings, and a succession of subsequent phases of more complex feelings 

integrating the earlier simpler feelings, up to the satisfaction which is one complex unity 

of feeling” (220). “Satisfaction” is the situation in which concrescence has no remaining 

potential, where it is spent. Implicit here is a notion of perishing. In Circumambulation 

No.2, (Fig. 10; part of the series discussed here but not in the exhibition), a small Sony 

cellphone camera distinctively prehends1 passing rocks and dried vegetation in fading 

winter light at a rate of 15 frames per second, generating ghostly artifacts that dance 

across the surface of the undulating image. These artifacts appear as a result of 

concrescences within the apparatus. The disappearance of an artifact signals 

satisfaction and the new conditions for a subsequent concrescence. 

The specific characteristics of the event determine how it brings novelty into the 

world, and are useful to consider when applying process philosophy to artwork. In The 

Fold: Leibniz and the Baroque, Deleuze describes several components of the event 

found in the work of Whitehead (77-79). First, the event has extension, it occupies 

space. Second, the event has intensity—an actual entity increases its intensity through 

connections to other actual entities. For example, the intensity of my soundtrack of 
 
1 To be accurate, at the macrocosmic scale, prehension happens differently. Whitehead terms 

this complex process transmutation, whereby a nexus is prehended not as a collection of 
discrete parts but as a unity (Sherburne 73). 
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snowflakes percussively “clicking” as they hit the camera housing is the intensity of 

thousands of individual events. The microphone of the cellphone registers (prehends) 

the vibrations of the snowflakes directly, and through the surface of the device itself. On 

another scale, the transportation of these boulders to the Coquitlam site—by both 

glaciers and later human efforts—has resulted in an intensive condensation of profilmic 

events in a single location. The property developer’s speculation is another evental layer 

over the site: waiting precedes the anticipated intensities of development, housing 

construction, sales, and eventual disrepair. 

For Whitehead, the universe is moving towards greater and greater intensity. 

This relates to the third component identified by Deleuze: the fact that an actual 

occasion is the product of prehensions, a term which shares with the verb ‘apprehend’ 

the sense “to take up” or “to feel” or “to become aware”, with the stipulation that 

consciousness need not be involved. Prehension is analogous to feeling or experience, 

but without anthropomorphic, cognitive, or rationalistic connotations. It can be mental as 

well as physical. Our sense of ownership of our bodies is established through countless 

prehensions (Shaviro, Without Criteria 29). Prehension is the smallest unit in 

Whitehead’s scheme, occurring at the level of actual entities, yet it can be useful for 

understanding the creation of events at a human scale and for looking at a camera’s role 

in event-making. In Hampstead Heath, sunlight modulated by passing clouds is 

prehended by both the tree and the camera (and by computer software, and the monitor) 

as intensities. The prehension of the monitor results in highly saturated colour in the 

image of the leaves when the sun illuminates the tree. 

At the macrocosmic level, a camera, a person, or a rock is made up of a vast 

association of actual occasions known as a nexus. Donald W. Sherburne writes, 

A nexus is normally four-dimensional. A tree is a complex nexus. At any 
given moment it is composed of a generation of actual occasions spatially 
related in a three-dimensional pattern. But the total nexus that is the tree 
is temporally thick also—it consists of generation after generation of 
actual occasions succeeding one another. (78) 

Hampstead Heath exemplifies this temporal thickness. The rustling in the wind of 

innumerable individual oak leaves is an index of the vast number of ongoing 
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concrescences that ultimately constitute the lifespan of the tree (just as Cleopatra’s 

Needle is a process). The unexpected appearance of a pedestrian in Hampstead 

introduces another nexus and another temporal scale. In the central screen of the trio of 

monitors, multiple events transpire: the planetary event of the sunset and disappearing 

shadow of the camera (and the implied drop in temperature), the events of the children’s 

game, the unknown events within the distant warehouse, and the central event of the 

boulder itself. 

place as event 

My intuition about the evental nature of place has received confirmation from 

Doreen Massey in her book For Space (2005), where space is understood in a manner 

not incompatible with Whitehead’s universe. Massey’s aim is to redress a long-standing 

tendency in philosophy to prioritize time at the expense of space. Although accepting of 

the need for a concept of duration that recognizes becoming, process, and the openness 

of the future, Massey argues that Bergson’s conception of time results in space being 

equated to representation, and effectively made static. For Bergson, duration could not 

be understood as a sequence of discrete time slices—it could not be spatialized, not be 

construed as linear progress. Massey points out that in the construction of this 

argument, in separating duration from the spatial, Bergson effectively denigrated 

space—made it the dimension of fixity, a static, lifeless surface. She asks the question: if 

a sequence of instants (the static “path”) is rejected as a model of time, should it not also 

be rejected as a model of space (23)? Massey argues that the conception of space 

implicit in Bergson’s work needs to be revised to prevent space from being equated with 

representation, and thus made instantaneous and bounded (20-30). She proposes 

space as always under construction, where human and non-human agents are always in 

motion. She reminds us that animals, plants, humans, and continents are always on the 

move (138). Even in the mineral world, nothing lasts, all is event. 

Massey quotes Open University: “There are tides in the solid earth as well as in 

the ocean—every day, for example, the interior of the North American continent goes up 

and down by about 20 cm” (138). She gives striking examples to illustrate the often-

unexamined belief that nature is still and that culture is in motion (97-98, 135-139). In 
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fact there are no fixed points. Geographical events may sometimes be glacially slow, but 

they are still events. 

My project involved investigating my intuition that the word ‘event’ held deep 

significance for my practice. It also involved, concurrently, my fascination with the 

concept of prehension and its consequence that human perception needed to be 

knocked off its philosophical pedestal. Whitehead shows that human prehension is not 

qualitatively different from the prehension of any other entity. “For Whitehead, human 

perception and cognition have no special or privileged status, because they simply take 

their place among the myriad ways in which all actual entities prehend other entities” 

(Shaviro, The Speculative Turn 281). The concept of prehension opened the door to an 

exploration of how the diverse prehensions of different cameras—cameras nudged and 

manipulated and coaxed—could be windows onto seeing the world in a new way, a less 

anthropocentric way, where human and non-human events appear, play out, and have 

their satisfaction. 
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Documentation 

 
Figure 1. How is it that there is always something new? 2013-14. Five single-

channel HD videos. Installation view. 
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Figure 2. How is it that there is always something new? 2013. Three single-channel 

HD videos: 9 min, sound/3 min, silent/6 min, sound. Installation detail. 
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Figure 3. (left) Hampstead Heath, 2014. Single-channel HD video, 12 min, silent. 
(right) Trains and Clouds, 2014. Single-channel HD video, 6 min, sound. Installation 

detail. 
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Figure 4. Untitled (Coquitlam), 2013. Location Photograph. 
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Figure 5. Untitled (Coquitlam), 2013. Location Photograph. 
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Figure 6. Untitled (Coquitlam), 2013. Location Photograph. 
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Figure 7. Untitled (Coquitlam), 2013. Location Photograph. 
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Figure 8. Untitled (Coquitlam), 2013. Location Photograph. 



 

23 

 
Figure 9. Untitled (Coquitlam), 2013. Location Photograph. 
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Figure 10. Circumambulation No. 2, 2014. Video Still. 
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Figure 11. Untitled (Battersea, London), 2014. Location Photograph. 
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Figure 12. Untitled (Battersea, London), 2014. Location Photograph. 
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Figure 13. Untitled (Battersea, London), 2014. Location Photograph. 
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Figure 14. Untitled (Battersea, London), 2014. Location Photograph. 
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Figure 15. Untitled (Hampstead Heath, London), 2014. Location Photograph. 
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Figure 16. Untitled (Hampstead Heath, London), 2014. Location Photograph. 
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Appendix  
 
Research Paper: 
 
The Play of Light: Process Philosophy and Moving 
Image Landscape Art 

Everything changes, even stone. 
Claude Monet 

process and event 

Process philosophy is built upon a conception of the world where change, 

novelty, and creativity are dynamic forces at the heart of existence.  In this view, 

processes rather than things are the constituent elements of this world. Process 

metaphysics—more a perspective than a doctrine—prioritizes activity over substance, 

change over persistence, and novelty over continuity (Rescher 31).  To the process 

philosopher, nature, persons, and material substances are best understood in process 

terms. The examination of any process always requires the identification of events, their 

inception, relationships, continuity, and eventual demise. The concept of the event and 

related concepts from process philosophy have rich application to understanding visual 

art. After a brief description of process philosophy and an examination of the event, 

these concepts will be applied to a series of paintings by Monet and to contemporary 

moving image landscape art by James Benning and Susan Collins. The concept of the 

event provides a useful lens for examining time-based landscape art, of which some of 

Monet’s paintings are an early example (Welsby). 

Process philosophy understands material objects as things that appear and 

disappear in the unfolding of processes, in the passage of time. The solidity of an object 

or organism may endure, but ultimately dissolves, as is seen in biological and geological 
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processes. A mountain in everyday human perception is an image of permanence, while 

to a geologist it is a participant in ongoing tectonic processes, and subject to erosion 

from rivers, weather and glaciers. Process philosophy does not deny the existence of 

things, but rather sees them as the temporary effects of processes. Process 

philosophers “hold that even where physical objects are concerned, the item is marked 

as the particular thing it is not by a continuity of its material components or its physical 

form but by a processual or functional unity” (Rescher 52). Nicholas Rescher 

summarizes two premises of process philosophy: 

• In a dynamic world, things cannot do without processes. Since substantial 
things change, their nature must encompass some impetus to internal 
development. 

• In a dynamic world, processes are more fundamental than things. Since 
substantial things emerge in and from the world’s course of changes, 
processes have priority over things. (Rescher 28) 

An emphasis on process is inseparable from the position that the world is 

irrefutably dynamic. The abundant, evolving diversity of living forms and non-organic 

forms can be understood as flowing from manifold processes, from the molecular level 

up. 

The New Oxford American Dictionary defines process as “a series of actions or 

steps taken in order to achieve a particular end.” It can be “a natural or involuntary series 

of changes” or “a systematic series of mechanized or chemical operations…” The 

common-sense usage stresses an orientation to change, the future, and to the 

systematic. Rescher offers this definition: 

A process is a coordinated group of changes in the complexion of reality, 
an organized family of occurrences that are systematically linked to one 
another either causally or functionally. It is emphatically not necessarily a 
change in or of an individual thing, but can simply relate to some aspect 
of the general “condition of things.” (38) 

Processes involve coordination, organization and interconnection. The film 

industry, for example, depends upon highly formalized processes of pre-production, 

production, post-production, distribution and exhibition. The unfolding of a process—and 

the concomitant arrival of novelty—is achieved through events, perhaps at the level of 
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the editing of a particular scene within a narrative, perhaps through the gesture of an 

actor. The process of an election provides an additional example, wherein innumerable 

events within processes such as strategizing, policy writing, speech making, 

campaigning, polling, voting, and vote counting bring novelty into the world at each step, 

and eventually culminate in a novel political situation with international or global effects. 

A myriad of events combine and interact over months or years, and events from the local 

to the international scale emerge, play out and conclude within encompassing processes 

(“…events exist only in and through processes” (Rescher 38).). Events allow for the 

appearance of novelty, or more precisely, novelty and the event are two sides of the 

same coin. For Alfred North Whitehead, the creative dynamism of the world is a given, 

thus a fundamental question for philosophy to grapple with is “How is it that there is 

always something new?” (Shaviro ix) This question leads to an analysis of the event. 

For Whitehead, a world understood in terms of events is a world that can 

increase in complexity. For Whitehead, a discrete element or incident of becoming (his 

building blocks are temporal) is an “actual entity” or an “actual occasion”. An event may 

be comprised of a single actual occasion, but typically is formed by a group or series of 

occasions (Shaviro 18). For Whitehead, events unfold incident by incident, with novelty 

poised to emerge at every moment. Vitality is intrinsic to the stepwise progression of 

actual occasions. 

Becoming is not continuous, because each occasion, each act of 
becoming, is unique: a “production of novelty” that is also a new form of 
“concrete togetherness”… Something new has been added to the 
universe; it marks a radical break with whatever was there before. For its 
part, continuity always has to become, precisely because it is never given 
in advance. …an object can only endure insofar as it renews itself, or 
creates itself afresh, over and over again. (Shaviro 20) 

Whitehead’s well-known example of Cleopatra’s Needle, an obelisk now on the 

Victoria Embankment in London, illustrates the endurance of an object through ongoing 

renewal. The obelisk is eventful at each moment: it heats and cools, absorbs rain and 

dries, feels the vibrations of the city. Whitehead writes:   

A physicist who looks on that part of the life of nature as a dance of 
electrons, will tell you that daily it has lost some molecules and gained 



 

34 

others, and even the plain man can see that it gets dirtier and is 
occasionally washed. (quoted in Shaviro 18) 

The existence of the Needle is dynamic, processual, unique at each instant—not 

to be taken for granted. “For Whitehead, events do not ‘happen to’ things: rather, events 

themselves are the only things. An event is not ‘one of [the thing’s] predicates,’ but the 

very thing itself.” (Shaviro 25) An obelisk, or a rock, has solidity as an attribute, but its 

objecthood is given less priority than its vitality. 

Significant for an understanding of the event is the perhaps obvious fact that it 

begins, proceeds, and concludes. It begins with the introduction of novelty into the world: 

…the actual occasion is always a novelty beyond its conditions, to the 
point where these cannot be traced within it as that which it derives from. 
A novel creation brings such a degree of novelty to the processes it flows 
from that their relations are changed to the point where it does not make 
sense to say that the initial relations are components of the latter novelty. 
(Williams 9) 

Following the appearance of novelty, the event proceeds until it reaches its 

potential, concluding with what Whitehead terms “satisfaction”, the situation in which the 

event has no remaining potential, where it is spent. The budding of a leaf on a branch is 

the inception of an event. The leaf grows and fulfills its purpose, it changes colour, and 

finally falls from the tree. The leaf’s separation from the tree completes the event, and 

new events of decomposition then begin on the ground below (Marks, conversation). 

prehension 

The specific characteristics of the event determine how it brings novelty into the 

world, and will be useful to acknowledge when applying process philosophy to artwork. 

In The Fold: Leibniz and the Baroque, Gilles Deleuze describes four components of the 

event found in the work of both Whitehead and Leibniz (Deleuze 77-79). First, the event 

has extension, it occupies space. Second, the event has intensity—an actual entity 

increases its intensity through connections to other actual entities. For Whitehead an 

increasingly complex universe is desirable. The third component is the fact that an actual 

occasion engages in the activity of prehension, which shares with the verb ‘apprehend’ 
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the sense “to take up” or “to capture” or “to become aware”, with the proviso that 

consciousness need not be involved. Prehension is “the act by which one actual 

occasion takes up and responds to another” (Shaviro 28). Prehension is analogous to 

perception or experience, but without anthropomorphic, cognitive, or rationalistic 

connotations. It can be non-sensuous (Shaviro 28-29). Leaves prehend rainfall. My body 

prehends the warmth of the sun. Automobile tires prehend asphalt. My sense of being 

with my own body is established through countless prehensions (Shaviro 29). 

Prehension is the smallest unit in Whitehead’s scheme, and as such, as a unity, a 

prehension ushers in novelty. “For Whitehead the individual [prehension] is creativity, the 

formation of a New” (Deleuze 77). 

Further, the concept of prehension points to how Whitehead radically recasts the 

relationship between subject and object, putting them on equal footing in a sense, and 

requiring new terminology. “The vector of prehension moves from the world to the 

subject, from the prehended datum to the prehending one (a “superject”)(Deleuze 78). 

Prehensions occur prior to the arrival of a superject; experience, feelings, or prehensions 

construct the subject/superject. In Whitehead, “the subject emerges out of constructive 

experience, rather than being presupposed by it” (Shaviro 51). My continuous 

participation in events elicits my subjectivity. 

For Kant, the world emerges from the subject; for the philosophy of 
organism, the subject emerges from the world—a ‘superject’ rather than a 
‘subject.’ The word ‘object’ thus means an entity which is a potentiality for 
being a component in feeling [prehension]; and the word ’subject’ means 
the entity constituted by the process of feeling, and including this process. 
The feeler is the unity emergent from its own feelings; and feelings are 
the details of the process intermediary between this unity and its many 
data. The data are the potentials for feeling; that is to say, they are 
objects. The process is the elimination of indeterminateness of feeling 
from the unity of one subjective experience. The degree of order in the 
datum is measured by the degree of richness in the objective lure. The 
‘intensity’ achieved belongs to the subjective form of the satisfaction. 
(Whitehead 88-89) 

In other words, as superject, I am a product of my ongoing, active engagement 

with the world. Intensity of engagement is achieved as the process moves toward 

greater determinacy. A video work that privileges the single shot gains determinacy or 

intensity in part by virtue of its temporal containment as a discrete parcel of time 
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(on-screen action is bounded), and by the myriad of events that unfold in relation to the 

“cuts” that define its beginning and end. 

The fourth component of the event that Deleuze identifies is the presence of 

“eternal objects”, which are “ingressions” into actual entities. Not objects in the usual 

sense, eternal objects introduce qualities such as colour, shape or texture and also 

“moral qualities (like bravery or cowardice), physical fundamentals (like gravitational 

attraction or electric charge), and much more besides” (Shaviro web) into an actual 

entity. For the purposes of this paper, eternal objects need only brief mention. 

painting 

Of the four components of the event that Deleuze finds in Whitehead’s work, both 

prehension and the impulse to intensity suggest new ways of thinking about art. The 

concept of prehension can be applied to the operations, qualities and specificities of 

artistic mediums (Marks, conversation), to an artist’s experience of both mediums and 

the world, and to a spectator’s encounter with a completed work. The tactile nature of 

the act of painting makes it a reasonable place to begin. The obsession with light among 

Impressionist painters and their interest in plein air painting is evidence of a desire for 

direct sensation, for understanding vision through the act—the process—of painting. 

From the perspective of prehensions, the question becomes: What is the relationship 

between events of paint application onto stretched canvas and events of changing 

sunlight, weather, and reflection? (To distinguish human events from events in nature is 

to impose a dualism that is not part of Whitehead’s ontology. Events encompass and are 

encompassed by other events in layered, flowing processes.) Claude Monet’s extensive 

series of paintings of the Rouen Cathedral is striking evidence of his interest in the 

quality of light and its effects at various times of the day on an enduring object. It is 

almost as if Monet anticipated Whitehead’s description of Cleopatra’s Needle in his 

treatment of the cathedral as event-like, perpetually renewed by subtle shifts of sunlight 

and atmospheric events. 
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Figure 17. Claude Monet (1840 - 1926) 

The Portal of Rouen Cathedral in Morning Light, 1894, Oil on canvas 
Unframed: 100.3 x 65.1 cm (39 1/2 x 25 5/8 in.) 

The J. Paul Getty Museum, Los Angeles 
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Figure 18. Claude Monet (1840 - 1926) 

Wheatstacks, Snow Effect, Morning, 1891, Oil on canvas 
Unframed: 64.8 x 99.7 cm (25 1/2 x 39 1/4 in.) 

The J. Paul Getty Museum, Los Angeles 

Monet’s Rouen Cathedral series was painted during two separate periods in 

1892 and 1893, each from February until mid-April. He painted outdoors at three 

different sites, and completed the paintings later in his studio at Giverny. The series 

includes about thirty paintings in a similar format. This single-minded focus upon the 

effects of light developed by means of a series of works was relatively new for Monet. 

Previously, it had seen full expression in his Wheatstacks of 1890-1891. According to 

John House, this series of paintings “marked a radical change in his practice” (27). 

Working in series signalled a conceptual shift for Monet; his subject became light and 

atmosphere rather than the wheatstack or cathedral itself. His subject could in fact only 

be revealed in a series, where time is inscribed by the representation of light over 

multiple experiences of painting. House observes, “…the effect of one of his series, 

when the paintings are viewed together as a group, is to diminish the significance of the 

subject. The viewer concentrates primarily on the variations of colour, tone and texture 

between the canvases, rather than on the motif depicted” (House 28). In Monet’s work, 

painting events and events of weather and the rotation of the earth are brought together 
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in a complex process that required expression over time—in series. For Monet, painting 

was clearly a time-based medium. 

Monet’s desire to capture “instantaneity” in painting was accompanied by great 

effort and struggle. In Whiteheadian terms it could be described as the artist’s struggle 

with the prehensive capacities of his medium (Marks, conversation). How could the 

relatively slow and incremental process of applying paint to canvas be used to capture 

the fleeting event of sunlight at dawn, or the qualities of a stone façade seen in fog? In a 

letter written in 1890 to Gustave Geffroy, friend and art critic, Monet described his 

frustrations in painting the Wheatstacks series: 

I slave away, persevering with a series of different effects (wheatstacks), 
but at this time of year the sun goes down so fast that I cannot keep up 
with it. I am becoming so slow at working that it is driving me to despair, 
but the further I go, the more I realize that it takes a great deal of work to 
succeed in rendering what I am looking for: “instantaneity”, especially the 
enveloppe, with the same light diffused everywhere, and more than ever 
I’m disgusted at things that come easily at the first attempt. In fact I am 
increasingly angered by the need to render what I feel, and hope and 
pray that the rest of my life will not be too impotent, as I feel I will make 
progress. (Patin 263) 

Monet’s “need to render what I feel”, and to paint “the same light diffused 

everywhere”, pitted him against a medium that, however expressive, is additive and 

gradual. The Impressionist technique of applying colour with little mixing involved Monet 

in a process of identifying correspondences between his prehensions (feelings) of 

complex patterns of light (on the façade of the cathedral, for example) and his 

prehensions of specific colours on his palette. His commitment to process is evident in 

his habit of working on several canvases in turn, depending upon the conditions of the 

sky. His was the challenge of responding, from within processes, with events, in a 

dynamic landscape by means of gestural events of paint manipulation. And events 

happen at different scales and speeds: at one scale, a brushstroke is an event; at 

another scale, the finished painting is an event, having reached “satisfaction” according 

to Monet. At yet another, the exhibition in 1895 of twenty-five paintings in the Rouen 

Cathedral series is an event. Further, each event potentially increases in intensity as 

relationships are established between and among events, for example, with the addition 

of new brushstrokes. 
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Impressionism can be described as a response to light using the technology of 

painting; as a process it is analogous to filmmaking—also a response to light using 

technology (Welsby, conversation). Both technologies are highly complex, and both vary 

widely in their manner of prehending landscape. Painters choose their tools carefully, as 

do filmmakers or artists using video. Seurat’s (post-impressionist) use of the technique 

of pointillism—more codified than Monet’s technique perhaps—is analogous to how 

digital cameras rely on algorithms to produce images that fulfill conventional 

expectations of what a “picture” should look like (in terms of colour, resolution, 

etc.)(Marks, conversation).  

digital video 

James Benning (born in 1942) is an American filmmaker who shares with Monet 

an interest in the pictorial effects of light and changing weather. His small roads, 2011, 

(digital video), is a series of 47 exquisitely composed landscape views that unfold over 

103 minutes. During a two-year period, Benning travelled from California to the South, 

then to the Midwest, and finally back to California, documenting secondary and rural 

two-lane roads in a sequence that follows the order of the seasons. The camera is 

stationary in each shot, and landscape stillness is only occasionally interrupted by a 

passing car, truck or train. The use of a regular, slow rhythm of long takes, combined 

with high-resolution images of hills, desert, flatlands and forest creates a powerful 

meditation on both human and environmental events. 

Before examining the role of events in Benning’s images, or in his profilmic 

landscape, it is useful to look at how his medium prehends. High definition video 

projected in the dark setting of a theatre, with stereo sound, produces a rich sensory 

experience for the viewer. Deep focus, high-resolution details of sand, rocks and blades 

of grass, and the subtle modulations of light on the landscape, together produce a 

satisfying illusion. Similarly detailed audio recording brings dimensionality to the image, 

with the sound of the wind or a buzzing insect, or the movements of sound into or out of 

the frame (a manifold of prehensions). The sound of an approaching off-screen car, for 

example, creates a sensation of expansive space. This sense of space is also supported 

by the 16:9 aspect ratio of the image, a widescreen experience. The arrival of each new 



 

41 

shot is a startling moment of visual feasting as the eye explores the new frame; the 

meditative pace of the work allows an intense and active experience of looking. An 

image with a high degree of intensity, of visual information, is essential to the functioning 

of the work. 

At a question-and-answer session at the Rotterdam Film Festival in 2012, 

Benning reported that small roads was “highly manipulated” (Oleszczyk). The festival 

website made reference to digital compositing. In a Variety online review, Robert 

Koehler comments that it is unclear how Benning “manipulates his shots”, but that the 

work’s “masterful control of tech elements is the result of a thoroughgoing embrace of 

digital’s visual and audio capabilities” (Koehler). David Bordwell writes that “…he has 

discreetly inserted some CGI. I couldn’t spot any...”2 Regardless of the extent of 

Benning’s post-production manipulations, small roads still exists as a work that upholds 

the single take for its treatment of time. Digital compositing was presumably used to 

combine the most desirable parts of separate images to create a specific effect. In 

Whitehead’s terms, this manipulation of an image could be seen as a means of 

increasing intensity. An actual entity increases its intensity through establishing 

connections to other actual entities. In a moving image landscape, digital compositing 

could combine a dramatic sky, the “best take” of a landform, and the audio recording 

with the most information, thus increasing the intensity of the shot. Cameras typically 

struggle to expose a scene “correctly”, to record detail in shadows without losing detail in 

the highlights. Where Monet laboured to paint fleeting atmospheric events, Benning 

(possibly with less frustration) takes efforts to compensate for certain intrinsic properties 

of his medium, while exploiting others to the fullest. He has chosen to use an apparatus 

that prehends landscape in a manner that provides stunning visual and auditory detail; 

the effect of this detail is an image of remarkable intensity. 

 
2  Bordwell and Thompson cite correspondence with Benning: “Yes, lots of compositing, but no 

speed changing, although the border cops are going around 100 mph. . . . Shot 26 has a sky 
that was filmed the next day about 100 miles away.  And yes the moon was out, but that shot is 
pointing north so I filmed the moon in the southern sky during the day, and put it into the 
northern sky.  All the compositing was done with shots I made; always somewhere nearby. 
(100 miles is nearby when you circle 2/3 of the US.)” 
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The use of the long take demands two critical editing decisions: where to begin 

the shot and where to end it. This is especially evident in a work dependent on camera 

stasis and image stillness. A filmmaker composes with the frame, but the shot-as-event 

is defined by its beginning point, and then its progress towards a full realization of 

potential. In small roads, Benning uses the backdrop of a quiet rural scene to allow 

numerous events at different scales to emerge. In the opening shot of the work a paved 

road recedes into depth in the center of the frame. A railway parallels the road, as do 

power lines which drop into the frame from above, contributing to a feeling of deep 

space. The California shoreline extends to the horizon and anchors a pier that extends 

out into the water. White surf washes onto the beach in the middle distance. Lush green 

hills rise to the left. Puffy white clouds fill the blue sky. The textures of asphalt, gravel 

and grass are distinct in the foreground. 

Audio events mark the arrival of this opening image: the drone of traffic is heard 

(and seen) in the distance in equal amounts with twittering birds understood as off-

screen behind the camera. Life abounds. Visually, events range from the foreground 

movement of blades of grass in the wind (botanical scale), to the steady motion of 

vehicles in the distance, and the transmission of telephone signals or electricity (human 

scale and subatomic scale), to the erosion of the shoreline by the surf (geological scale), 

to the presence of low tide indicated by the pier (planetary scale). In addition, it is spring, 

another reference to planetary process. Towards the end of this shot a white pick-up 

truck appears with a crescendo of engine noise and then exits the frame. Quiet bird 

twittering for nine seconds, and then a cut to the next landscape. The quiet pause at the 

end of the shot allows the event of the truck’s passage to achieve full “satisfaction”. It is 

also a subtle articulation of the idea that a human event has concluded and landscape 

events at many other scales and speeds continue.  

In the next shot, undulating lush green hills are divided by a sinuous curve of 

grey road. Here, the main event is the dramatic play of light across the hills and trees as 

clouds pass over the sun. As in the previous shot, this one is introduced by pronounced 

off-screen (but nearby) audio events: the cawing of a crow and the intermittent buzzing 

of an insect. The specificity of these fleeting events is evidence of larger ecological 
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processes underway in the landscape, including the human activities of road building 

and ranching. All is process. 

Shots are often structured around the passage of an automobile through the 

frame, but not as a rule. Empty roads are given longer screen time and feel just as 

eventful. (Oleszczyk) Bird and insect sounds and shifting light become the subjects of 

many shots. Other events include a wind squall, fog drifting over bulky deciduous trees, 

the passage of farm machinery, and “a consideration of the world’s oldest living things—

the redwoods in Giant Sequoia National Forest.” (Koehler)  Wind, fog and the lifespan of 

redwoods defy the bounds of a two-minute shot but find their satisfaction as events 

within the overall aesthetic of the work. The redwoods, for example, stand in defiance 

against the speeding car that careens around them on a road that is a relatively recent 

incursion into the forest. As Monet’s cathedral was a stage for atmospheric events, so 

for Benning’s roads, but it must be said that the roads themselves acquire a sculptural 

presence. (Oleszczyk) 

digital video, software, and the internet 

British artist Susan Collins (born in 1964) works directly with how her apparatus 

prehends the landscape. Using computer technology, she has devised a way of creating 

“live” images that compress or archive time, yet exist in real time on the internet. In her 

version of time-lapse, images are created one pixel at a time over many hours. This 

work was inspired by the idea of the first transatlantic Morse code messages sent by 

Marconi—as dots and dashes. Collins was also working on a live video exchange 

between cities and had little bandwidth left for transmitting images.  She arrived at the 

idea of sending the smallest amount of data possible in order to make a picture. She 

developed the following process: 

Using basic desktop webcams, images were transmitted between the two 
locations via the internet. A program updated the images a pixel every 
second, starting in the top left-hand corner of the screen and writing 
horizontally, like text on a page until reaching the bottom right-hand 
corner, when it would start again, writing over the previous image, 
continuously. The images were a low resolution of 320 x 240, so that at 
the rate of a pixel a second, a whole image was made up of individual 
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pixels collected over 76,800 seconds (or 21.33 hours), taking just less 
than a day to complete. (Collins 15) 

The resulting images are recognizable as landscapes, but with horizontal bands 

of varying intensity as a result of fluctuations of light during the day. A broad band of 

black results from the hours of darkness each night. “The presence of a passing bird, 

person, car or other object… appeared as stray pixels, miniscule interruptions in the 

image…” (Collins 15) After the initial project in 2002, Collins went on to make Fenlandia 

(2004-05). 

For Fenlandia, Collins was working in response to a site known as Silicon Fen, 

the location of a concentration of technology companies in Cambridgeshire, eastern 

England, where, in addition, “technology is literally embedded in the flat horizons, which 

evidence an earlier technological age, a reclaimed landscape of canals, sluices, dykes 

and ditches. This presented an opportunity to marry the horizontality of the pixel 

landscapes to their subject—the fens being very flat…” (Collins 15) For this new work, 

Collins developed a live online version and also archived and “harvested” images over 

the period of a year, producing large and small-scale digital prints. She describes how, 

because of the process of image production, a viewer’s reception of the prints is quite 

different from that of the live version. The constantly changing internet image—a full-

screen image in a gallery installation—elicited “active engagement” (Collins 23) because 

the position of the just-refreshed pixel in the image could be followed: 

It could be seen effectively as a moving still, focusing on the ‘now’ 
moment, often mesmerizing with its slowness and this concentration on 
finding and then following one tiny moving pixel. In the moving still, the 
point of ‘right now’ shifts constantly through each image… (Collins 23) 

Time is inscribed in Fenlandia in a radically different manner than in Benning’s 

work. 

Both artists arguably use the long take and a static camera, but with each the 

apparatus prehends differently. Benning’s image is scanned likely at 30 frames per 

second whereas Collins’ process produces an image in about one day. Collins writes 

that in her pixel-by-pixel process “the permanent and the ephemeral become more 

apparent” (15). Passing objects register as a single pixel, night as a broad interval of 
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black, and the variable sunlight that Monet sought to capture appears as horizontal 

banding. Although Collins uses a low-resolution camera, the relatively slow, precise 

method of image capture results in an image of high intensity: the change “experienced” 

by a pixel in one of Collins’ live images is an actual entity, a discrete event, with novel 

relationships to adjacent pixels. Novelty and complexity is produced each second. 

Although not live (in real time), a similar process activates the pixels in Benning’s work, 

but below the threshold of a viewer’s awareness. 

Once a viewer of the images from Fenlandia is aware of their process of 

production, they are immediately perceived as events, confirmed by the broad bands of 

black indicating night. (And summer images contain less black than winter images, an 

inscription of planetary change.) Each image is an event lasting 21.33 hours. However, 

within this image other horizontal bands and streaks can be decoded as atmospheric 

and light events of shorter duration. Interestingly, not all landscape events here are 

easily read; Collins writes about a later work using the same process: “…in Seascape, 

the most violent lightning storm would appear as just a few stray pixels giving away little 

sense of a turbulent sea.” Time is embedded in Fenlandia in an unfamiliar manner, yet 

despite their otherworldly quality, the images are familiar (Collins 19). On the one hand 

an archaeology of the image, on the other a live image in flux. Distinctions between 

photograph and moving image are collapsed. 

Because Fenlandia is a process, it necessarily creates manifold events. The 

electricity that propels it, change in the profilmic landscape, and the prehensions of its 

webcam support a system that produces novelty at each moment. The image is literally 

refreshed every second. Collins writes: “I consider this work as a kind of ‘open system:’ 

one inhabited and activated by light, day, night, weather, movement of the sun, the 

moon, the seasons and all these analogue variables that conspire to produce an infinite 

variety of unique images” (18). In Collin’s system, ephemeral events appear as “stray” 

individual pixels. A car parked long enough will appear in its entirety. Changes in light on 

the fen might appear as a ripple stretched across the image. Collins’ work inscribes time 

in a way that reveals the very process of image making, and reveals it as the “becoming 

of continuity” that Whitehead describes. Collins’ online live images contain the 

perpetually shifting “point of right now”, the continuous arrival of novelty within the 
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image, an instance of the becoming of actual occasions, what Whitehead terms 

concrescence: 

‘Concrescence’ is the name for the process in which the universe of many 
things acquires an individual unity in a determinate relegation of each 
item of the ‘many’ to its subordination in the constitution of the novel ‘one’.  

…Thus a set of all actual occasions is by the nature of things a standpoint 
for another concrescence which elicits a concrete unity from those many 
actual occasions. Thus we can never survey the actual world except from 
the standpoint of an immediate concrescence which is falsifying the 
presupposed completion. (Whitehead 211) 

In Fenlandia, pixel-by-pixel, second-by-second, atomistic renewal of the image is 

a kind of software-mediated example of Whitehead’s “becoming of continuity” (35).  

For Monet, Benning, and Collins the pictorial is a means for examining deeper, 

temporal processes at work in landscape. The significance of the movement of light on a 

hillside, or human intervention in a landscape is that it is evidence of the fact that 

processes underlie a dynamic world, a world of matter-energy flows. Monet struggled to 

capture the immediacy of light on surfaces, and Benning and Collins both offer a viewer 

an experience of the “now” within duration. In the work of all three artists, concepts of a 

static cartographic or topographic landscape have given way to more fluid, temporal 

concepts acknowledging the presence and evental nature of place. Whitehead’s 

philosophy of the event and his recognition of novelty and creativity at all levels provide 

a valuable approach for an investigation of time-based landscape art. 
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