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Abstract 
 
According to research, from a publication from Drexel University in 2015, the 
media plays a large role in what the general population and lawmakers 
associate with PTSD. It can shape public awareness about mental health 
issues and affect mental illness problem recognition, management, and 
treatment-seeking by providing information about risk factors, symptoms, 
coping strategies, and treatment options. It can also influence community 
attitudes about mental illness and educate policymakers about whether and 
how to address them. 
 
However, this focus could arguably inhibit awareness about PTSD resilience 
and recovery and constrain discourse about the social determinants of 
traumatic stress, if perceived in a way that offers little or no immersive 
inclusion.  
 
 
 



 
The aim of this study therefore was to determine how individual stories could 
be translated within an immersive, artistic experience. As one sufferer of 
PTSD explained to me, “the problem is that a therapist only knows what you 
disclose. They can’t fill in the blanks for you.”  Perhaps, in the creation of a 
video installation or a video variant, the client, counselor and general 
consumer might view the issues within, with a fresh perspective.  
 
The research question is investigated and aimed to be answered through a 
practical experiment that has resulted in a multi channel presentation that, I 
hope, stretches the boundaries of understanding. The piece is marked by a 
human presence as to evoke narrative and symbolism, yet is aimed to 
challenge the viewer’s vision and sense of perspective. 
 
 
 
 
 
Introduction 
 
Since the mid-1980s, primarily working with sculpture and video, the 
American artist Bruce Nauman (born 1941) began developing disturbing 
psychological and physical themes incorporating images of animal and human 
body parts, depicting sadistic allusions to games and torture together with 
themes of surveillance. In 1987, in a Clown Torture he depicts said character, 
smeary in grease paint and lipstick undergoing varying stages of a nervous 
breakdown. For Nauman, a clown’s mask was a potent metaphor of the 
fraught relationship between reality and artifice, which is such fertile ground 
for comedy as much as tragedy.  
 
In his 1997 installation World Piece, he had five projectors or video players 
displaying four women and a man each speaking simultaneous monologues 
about world peace and endlessly rehearsing the words 'We'll talk – They'll 
listen / You'll talk – We'll listen / They'll talk – You'll listen' 
 
Nauman has cited as major influences the following writers, philosophers, and 
artists: HC Westermann, Samuel Beckett and Ludwig Wittgenstein 
respectively.  
 
 
Over the past century, art as it should be collectively coined, has moved away 
from the decorative purpose to involve social engagement and political 
motives, and if artistic expression depends on influence, it begs the question 
to what extent has art's ability to affect change?  
 
From the early twentieth-century avant-gardes, like Dada and Surrealism, 
through Fluxus and Pop, to the work of contemporary artists today, sociality 
and reciprocity has come to be viewed as always implicit if not explicit, and 
this means that there is always the possibility for change, although what that 



is and for whom will inevitably vary. This is sometimes talked about as 
'readiness to receive' and that in and of itself has many dimensions.  
 
However, fundamentally, for me, there is no other way of understanding an 
stimulating change.  
 
Yet art, such a little word but very hard to pin down seems such an arbitrary 
designation and there are so many different definitions, it might be best to ask 
the question without getting into the art debate at all, and in other words, if 
creative behaviour is used as a therapy, it is the doing and not what is created 
that is important.  
 
So 'art' could be more correctly called creative therapy. 
 
A World Apart is a four Channel Video Installation based upon the theme of 
Post Traumatic Stress Disorder, presented on four screens in the form of a 
box. Being influenced by and taking inspiration from many varied sources my 
aim has been to explore the subject matter with an immersive awareness so 
as to expose the different psychological dynamics those challenged with 
PTSD experience, and I hope my creative behavior can remain undefined in 
order to remain, much like the study of the condition itself. 
 
In the mind of a PTSD sufferer, reflection can never be silenced, and often 
people find it difficult to remember anything from their day. This is because 
their memories are retained as a series of flashbacks that can be triggered by 
innocuous sights, smells or sounds.  Memories hide like a shadow in the brain 
and can't necessarily be consciously accessed, and there is increasing 
debate over whether we actually forget something, or if it just becomes more 
difficult to remember.   
 
If this sounds as though the two things are incongruous and dissociative, 
that’s good because those who experience severe depersonalization say that 
it feels as if they are watching themselves act from a distance without having 
a sense of complete control. Disassociation is at the core of the condition. A 
person with this condition will be aware that these are only feelings and not 
reality, yet the inability to make sense of memory can be "an unpleasant, 
chronic, and disabling alteration in the experience of self and environment."  
 
 
Many sufferers I’ve had the pleasure of speaking with on this topic over the 
past twelve months have indeed described themselves as feeling like a clown 
in an unwelcome circus, embroiled in a tragi-comedy in which they have little 
or no control of. 
 
With this in mind, this installation is designed to bring the viewer somewhat 
closer to the idea of what it might be like to experience PTSD, highlighting the 
dissociation and depersonalization detailed within the complexity of storing 
memories, and exposing how, in the midst of trauma, the brain may wander 
off and work to avoid the memory. This in turn might appropriately endorse 
recent speculations about the possibility of trauma through media being a 



conceptual link between visual media and contemporary conceptions of 
trauma. 
 
However, the piece is not meant to be a way a build a bridge between 
understanding PTSD and the experience of it. If anything, it should leave the 
viewer contemplating the relentless movement and unrest in the mind of 
someone challenged with the condition, in whatever context this may be. 
 
 

 
 
 
Working in this multi channel medium has enabled me to investigate the limits 
of cinema and art, fiction and documentary, blurring the lines between these 
different practices in a way that is not repetitive. Nevertheless, each video is 
also an attempt to define time in the context of PTSD, in that the stories within 
take on the memories of past people and past events. To this end, there is a 
repetitive rhythm to each narrative. 
 
My aim is to present the piece on four HD monitors in the centre of the given 
space. Monitor 01 will display the three screens in one, monitor 02 will display 
Migrant Story, monitor 03 Soldier Story and monitor 04 Artist Story. Monitor 
01 will be the only screen to play the sound-mixed audio, although the viewer 
will be able to dip into the individual narratives using headsets. It is important 
for this installation to feel unobtrusive and appreciated only if the viewer 
wishes to be immersed in it.  
 
 
 
 



 
Media installations can exist in a multiplicity of forms, and a multi channel 
video can offer the viewer an opportunity to experience a synchronization of 
image and sound perhaps unlike any other; a combination of configurations 
that differentiates a narrative, if there is one. Exhibition design can range from 
monitors, flat screens and large-scale projections to laptops, tablets and 
iPhones, such is the rich variety of platforms available.  
 
Importantly video art, as I will initially describe it as, often defines itself in 
terms of how it is not film or television and with this in mind the project was 
not only an exciting challenge as a departure from what I have been involved 
in for some years, but also a way to explore the conceptual and experimental 
rather than the conventional narrative in the context of mental health, a 
subject that I have a good deal of interest in. Whether I have succeeded in 
this remains to be seen, or screened.  

However, in my understanding it is becoming increasingly evident that a 
single-channel presentation in the form of an independent film or television 
programme requires little effort on the part of the viewer, and the potential to 
create a inter-connected multi-channel video experience is a chance to reflect 
upon the larger metaphors engendered by processing trauma, in particular 
Post Traumatic Stress Disorder, with an active involvement on behalf of the 
viewer.  

 

To be or not to be: that is the reality. 

As I have come to ascertain through research, academic interviews and case 
study examination, the mind can be thought of as being like a factory. One of 
its jobs is to process life events so that they become memories. Most life 
events are of a size and type that the “mind factory” can quite easily cope 
with, however with PTSD sometimes events occur which are too difficult to 
process in the normal way. The difficulty may also be contributed to the idea 
that the person experiencing it is unable to understand adequately what is 
happening. In essence, because the event isn’t properly processed it is 
prevented from becoming a normal memory. It was upon this premise I began 
my initial research.  

As a Trustee of Oxfordshire Mind, a charity involved in the care of those 
suffering mental health issues, I have some experience of working with people 
challenged by PTSD, and I have come to realise that with such traumatic 
experiences at the root of their condition, treatment often needs to be done 
carefully and methodically, breaking the issues down into smaller pieces that 
can be adequately processed and turned into the kinds of memories that are 
not nearly so overwhelming.   

 

 



However, in order to represent PTSD to a wider public in a media installation, 
it was important for me to try to create a sense of the psychological rationale a 
sufferer may experience on any particular day, as well as representing the 
chaos that often overwhelms. For example, whilst there is often a 
synchronicity and minute attention to time and spatial awareness  (as 
highlighted in the soldier’s artwork), traumatic memories can also cause 
difficulties because images and sound tend to come into the person’s mind 
uninvited, and obscurely in colours not normally associated with cognitive 
memory.  

 

Immersive installation and the exploitation of space. 

There is a rich history of single-channel video art, from artists' early analog 
video experiments in the 1960s to new digital media works. However, from 
classic early video pieces, such as Vito Accond’s Remote Control (1971), to 
Christian Marclay's Video Quartet (2002), to more recent work that has 
influenced my piece, notably John Akomfrah’s Purple (2017), the immersive 
experience seems less passive and can be as disorientating, depending upon 
the space in which is it presented, as it might be directly challenging. This is 
what I hope to achieve with my project.  
 
To this end, the subject of PTSD seemed appropriate for a multi-channel 
video installation where active engagement is necessary for any processing to 
take place, and where the viewer can experience the sensation of a 
multifaceted narrative and thus try to understand experiences of trauma and 
survival from the intimate perspectives of those suffering, albeit 
representationally. In the appropriate space, I hope it might resonate.  
 
As an independent filmmaker, this process has been a way to hopefully 
expand my repertoire, and in producing this piece I have learned a lot about 
the way reflective commentary, in a multi-channel presentation might examine 
our capacity to actively consume the affects of unspeakable psychological 
horror, and in doing so offer an alternative to a conventional representation.  
 
By creating the installation with four monitors standing as if symbolizing a 
‘box’ in which horrific images, sounds, emotions and physical sensations are 
kept at bay, in the right space the viewer is invited to physically engage in the 
individual narratives.  
I would therefore like to hope A World Apart binds and unhinges, harmonizes 
and traumatizes in equal measure, although a positive and confident energy 
might emanate from the stories when viewed as separate entities.  
 
 
 
 
 
 
 



Style and Context 
 
The work aims to represent reality by mixing genre and symbolizing abstract 
meanings that converge at points to undermine the unpredictability of PTSD. 
Nowadays, traditional documentary filmmaking and what is known as 
documentary theatre are viewed equally as two alternative methods of 
philosophy. Yet new technology can have a huge influence, and this project 
was always intended to be i) a multichannel installation that challenges my 
work to date, and ii) a mixture of style and content, where a dramatic 
interpretation of the words of real people could contribute to a dynamic 
immersive testimony.  
 
In my understanding, a single channel documentary filmmaker, no less than a 
dramatic screenwriter strives to tell a strong, often character-driven story that 
has a beginning, middle and end, with something at stake, rising tension and 
a narrative arc that keeps viewers actively engaged. Unlike a dramatist, 
however, a non-fiction filmmaker cannot invent characters and plot points, but 
must instead find them in the raw material of real life.  
 
Moreover, single channel content is a linear medium - the viewer experiences 
it frame by frame in a sequence that moves forward in time, and real life also 
moves forward in time with events pegged to a factual chronology that should 
be adhered to.  However, that doesn't mean that, as the storyteller one must 
present these events in chronological order - in fact, it's often far more 
dramatic if they are not.  
 
With this in mind, as the philosophical premise for this project, the subject of 
PTSD is a topic of expose well suited to this multi channel medium, and I 
have attempted to create this to define the condition, to show the way it 
affects the sufferer in a irregular and often illogical manner and to highlight the 
day to day existence is anything but chronological or ordered.  
 
With PTSD, the hours do not appear to move forward in a linear fashion, and 
therefore thoughts, feelings and flashbacks of memory become less rational 
and the ability to sort information thus creates hyper-vigilance. I hope this 
piece represents this in some way. 
 
This topic is also an intriguing premise for a multichannel presentation 
because a stand-alone film, these days works against the nature of modern 
media, with its vortex of information, reaction and reassessment. Perhaps a 
multi channel work invites the involvement of an audience, rather than simply 
its attention.  
 
 
 
 
 
 
 
 



It was for these reasons, through research and contemplation, I wanted to 
take a cross-genre approach, mixing real life historical footage with simple 
dramatic reconstruction, with words trans-scripted from real conversations to 
create a hybrid reality that can be absorbed at the viewers leisure.  By mixing 
sharp, defined cinematic photography with verite footage, simple animation 
and archive from the case studies, I hope the viewer is able to appreciate a 
true representation of the reality a sufferer might experience.  In the mind of 
someone experiencing PTSD nothing is uniformed or coherent, and 
perceptions are altered. 
 
 
From an early age, we are all inherently aware of what is known as 
visual/spatial learning, that is seeing words as a series of pictures, almost to 
the exclusion of other kinds of thinking, and only a small percentage of us 
would think in any other way, especially when processing memory.  
 
However, PTSD results in often acute and chronic changes in neurochemical 
systems and specific brain regions, which in turn results in long-term changes 
in brain “circuits,” involved in the stress response. Therefore, as I have 
learned, differentiating between words and images can become confusing and 
the intentional recall of trauma memories is frequently disorganized or 
incomplete, whilst involuntary memory fragments are easily triggered by 
perceptual cues.  
 
With this information, it therefore seemed a natural decision to create a 
presentation that might appear as confused and disorganized as it is 
geometrically and rhythmically astute, in much the same way art is the 
indefinable or mysterious product of what might arise whenever one attempts 
to pin down definition. 
 
It is important to acknowledge, however that unlike a conventional 
documentary or drama, this video installation is not meant to be passively 
experienced, but actively immersed in only when it draws the attention in.   
 
Yet, this leaves me asking if installation art can ever denote anything and can 
A World Apart be experienced as art, or by contrast, as three separate entities 
pervading as stylized docu-drama? To my mind, it is meant as an artistic 
parallel for social commentary, an alternative to the pacifying effects of mass-
media television and/or mainstream film, in the hope that it might release the 
viewer from an oppressive, and perhaps uneducated understanding of PTSD.  
It is also meant to be an expose of a condition that thwarts the sufferer in 
complying with society’s demands, in the hope of making us feel out of sync 
with our own surroundings, contemplating a condition that it is hard to resolve.  
 
With this in mind, I would like to create a new genre or platform of installation 
and describe my piece as a Video Variant because this type of essential 
"seeing" may allow art to be pinned down in a certain sense. I shall attempt to 
define this in due course. 
 
 



 
 
 

Research and Development 

My initial investigation involved:- 

i) the history and influences on video art and multi channel video 
installation. 

ii) exploring the impact of multichannel video installation as social 
commentary.  

iii) Interviewing a dozen people currently being treated for a diagnosed 
condition of PTSD. 

This process essentially took the shape of a fishing expedition, where I began 
researching with the hope, though not the stated purpose, of discovering 
information, and it soon became clear that my original aims and objectives 
were to be altered.  
 
Video art, as I understand, it is a medium that essentially came to prominence 
in the 1960s and 70s, and whilst sharing the language of film, excludes many 
of the techniques; notably there are no actors, no plot or narrative and no 
dialogue.   
 
Whilst there is no plot in A World Apart, I was keen to use this opportunity as 
a means of developing from the work I have done in the past, however, I did 
want to mix genre in an attempt to create a multidisciplinary viewer 
experience, using elements of narrative and dialogue too.  
 
In any case, isn’t what constitutes 'art' is always a function of context? 
 
 

Does history teach us anything or do we ignore what we learnt, hoping it 
will be different? 

As we know, The 1960s was a decade of sweeping social change driven by 
political confrontation, creative and ideological activism. Radical theorists 
such as the American–German philosopher Herbert Marcuse (1898-1979)  
claimed that mass media had a direct relationship to social control. Little 
seems to have changed in this respect, and if media has created a “one-
dimensional man who lives in a bland world of conformity and has become too 
comfortable to engage in ideas that critiques or opposes mainstream society”, 
as Marcuse believed, then the concept of representing a disenfranchised 
group of people suffering a serious mental illness seemed to be a good 
premise for a new way of presenting art.  

 



 

Moreover, Marcuse’s concepts took several other forms besides political 
awareness and activism, including using drugs, free love, music, and master- 
ing Eastern philosophical and disciplinary practices, such as yoga and 
meditation. All were efforts to create, as he put it, “mind-altering states of 
consciousness to create a new, more enlightened self” and this, as I was 
learning through my early case study interviews. formed a part of the more 
alternative treatment with PTSD. 

With this in mind, the movement known as Fluxus was an interesting initial 
topic of research because it has often been described as ‘intermedia’, and 
whilst mainly focusing on experimental contributions to different artistic media, 
the community who embodied this movement was not just made of artists, but 
performers, composers, poets, designers, theologians, medics and scientists.  
 
The influence of the Fluxus movement and the work within, was to become an 
integral connection to my piece.  
 
Characterized by a strongly Dadaist attitude, and an avant-garde art 
movement that emerged in the late 1950s, Fluxus initially emerged as a group 
of artists who had become disenchanted with the elitist attitude they perceived 
in the art world at the time. The Dutch gallerist and art critic Harry Ruhé 
(1947) has described Fluxus as "the most radical and experimental art 
movement of the sixties”, although the collective had very different ideas 
about art and the role of art in society. 
 
Two dominant forces on Fluxus artists were the French- American painter and 
writer Marcel Duchamp (1887 – 1968) and the American composer and 
conceptual artist John Cage (1912 – 1992). Both championed the use of 
everyday objects and the element of chance in art, which became the 
fundamental attitude and practice of all Fluxus artists.  
 
Although Fluxus spanned the globe, it eventually had an especially strong 
presence in New York, and unlike previous artistic movements, it’s intention 
was to change the history of the world, not just the history of art. Indeed 
George Maciunas (1931-1978), one of the founding members and the central 
coordinator of Fluxus stated that it was infact  "anti-art," in order to underscore 
the revolutionary mode of thinking about the practice and process of art. This 
was interesting to me, in the sense that I was embarking on an art project that 
questioned the process of challenging a serious mental health condition, often 
misunderstood by the nature of its manifestation. This might also be described 
as "anti-art." 
 
Another central Fluxus tenet was to dismiss the elitist world of "high art" and 
to find any way possible to bring art to the masses, much in keeping with the 
social climate of the 1960s. This also resonated in respect of developing this 
multi channel piece, since my aim with A World Apart is to attempt to change 
a balance of perception. 
 



 
However, the Fluxus premise that most influenced my thinking came from 
Cage, who believed that one should embark on a piece without having a 
conception of the eventual end, and this was very much a consideration since 
whilst I had a general concept of the video installation I wished to create, each 
part of the process was always going to be experimental. This is because of i) 
the subject matter, ii) the personality of the participants, and iii) the multi 
channel platform I was aiming to achieve, especially as I was inevitably to go 
against the grain of traditional video art and include actors, narrative and 
dialogue. 



 
The Fluxus Manifesto (Circa 1963) 

 
 
 
 
 
 



With this in mind I needed to understand the idea of leaving parts of the 
process to chance, which as I was later to learn has been of some benefit.  
 
Cultural and political institutions were also at the centre of critique in the 
Fluxus manifesto, due mainly, and as stated they “preserve dominant cultural 
canons that create closed and exclusionary systems of power based on 
standards and histories.”  
 
This very much resonates in respect of my three case studies, all of who have 
been institutionalized at some point in their treatment, with questionable 
outcomes. To this end, I made the decision not to necessarily politicise the 
piece, but certainly attempt to convey a political sensibility in terms what has 
gone before and what is perhaps to come for these people.  
 

******** 

Having laid out the ideological agenda with this early research, I began to look 
at the work of some specific Fluxus artists, notably Joseph Beuys (1921-
1986), Wolf Vostell (1932-1998) and George Brecht (1926-2008). Brecht is 
particularly intriguing because not only was he a conceptual artist and 
composer, but also a professional chemist who, whilst a scientist became 
increasingly involved, as he stated, in “art that explored chance.”  

Scrutinizing these two words and their meanings, in the context of my project, 
I broached the idea of art exploring chance with my case studies, in particular 
the soldier, Barry. His initial response to Brecht’s comment was that one may 
deny any relationship they have to one another. Infact, as he asked, how 
could the two, so opposite, merge; how could chance ever produce art? 
Moreover, as we further discussed, the unpredictability of chance counters the 
consciousness and thus the imagination of art, surely? 

However, as we agreed in today's society, many people find it difficult to 
define art anyway, and what some consider offensive, others highly respect 
as an art form. This therefore constitutes a discrepancy in defining the 
concept, and thus, if we begin to see that a random process can simulate the 
same type of qualities the human mind might produce, notably patterns of line 
and colour, by embracing chance as an avenue to expression you are 
arguably unconsciously using skill and creative imagination to create art. And 
this seemed to be precisely the case with Barry’s work (see below). 



 

Going further, it was also important, as I explained to my participants, that we 
must accept as art what we do not consider beautiful or coherent. Not a part 
of the three narratives I am attempting to visualize are either beautiful or 
coherent, indeed they highlight mental illness as being nothing but an 
oppressive condition, and using an artistic expression, abstract.  

The piece is therefore designed to be as unfathomable and isolating, as it 
might appear uniformed or representational because the source of the 
condition is the unconscious memory, and not necessarily with an imbuing 
pattern with coherent meaning. 

 

For more inspiration from the centre of the Fluxus ideology, I began 
researching the work of contemporary artists such as Alison Knowles (born 
1933) and Daniel Spoerri (born 1930).  

Knowles is an artist I have admired for many years, her work including 
installations, performances and soundworks. In the 1960s, she was an active 
participant in New York City's downtown art scene and often collaborated with 
Duchampp and Cage.  

A crucial aspect to appreciate about Knowles’ work is the visual, aural and 
tactile elements in her performances, and it sets her art apart from the work of 
other Fluxus artists, although I was specifically drawn to her soundworks and 
in particular her use of sounded objects, most notably that of a bean turner (a 
handcrafted flax paper pouch filled with beans) and wrist rubbers (flax paper 
“gloves” embedded with beans).   



With A World Apart, I was looking to create the audio timelines using sounds 
that were both accurate and representational, and I hope the mix is 
successful, although it may well not be apparent.  

With Daniel Spoerri, I was interested in his snare-pictures, a series of 
assemblages in which he captures a group of random objects, in order to 
make some representational sense of the collective image. In his book 
Topographie Anécdotée* du Hasard (An Anecdoted Topography of Chance), 
which is a literary analog to these snare-pictures, he explains how he mapped 
all the objects located on his table at a particular moment, describing each 
with his personal recollections evoked by the objects, and this seemed to me 
to very reflect the way my participants were dealing with their own, individual 
condition in that intrusive re-experiencing of the trauma is a hallmark symptom 
of PTSD. 
 
In my initial interviews, all of my proposed participants had eloquently 
described how, in their mind they would place memories in chance positions, 
in order or disorder in an attempt to create an assemblage that made some 
sense. Often this didn’t work, as has been the case with some of Spoerri’s 
work, yet the idea of picking up leftovers, whether they are inanimate objects 
or unwanted memories and creating a collage or assemblage in an attempt to 
portray a displaced reality is significant, certainly in the similarity of method.   
 
Upon understanding this, albeit as an aside, I came to the conclusion that it 
was also reasonable to use Spoerri’s influence due to his lifestyle, a nomadic 
existence which has seen him living variously in Bern, Paris, the Greek island 
of Symi, Düsseldorf, Basel, Munich and Vienna.  
 
The narratives of each of my case studies too depict an existence of nomadic 
survival, whether it be in Iraq, Afghanistan, the Calais Jungle or within the 
underbelly of the London’s Burlesque scene. And yet, from each experience, 
art has been created, although the very core of the condition that has been 
unearthed remains abstract.  
 
This is of no real consequence to my final piece, but an interesting 
observation nonetheless. 

Perhaps the key influence on my project’s development emerged from visiting 
the Joan Jonas (born 1933) exhibition at Tate Modern in June 2018. It was 
the largest exhibition of Jonas’ work ever held in the UK; her pioneering 
artistic escapades in performance, film and installation has made her one of 
the most important female artists to emerge from the late 1960s and early 
1970s.  

Jonas was also involved in the Fluxus movement, and there is a confusion 
and clutter to many of her installations that I find exhilarating and relevant. 
Moreover, she has been pushing experimentation with new media where 
video, performance, sculptures and drawings bleed beyond their boundaries, 
and this is, to an extent an aim for my piece. In considering such chance 
patterns of video presentation to be fate's work, correlating to Dada's premise 



of the artist trusting in an outside), there’s a mysterious collaborator, notably 
the participant, whose confusion and incoherence is at the centre of 
misunderstanding the lack the autonoetic awareness which is a defining 
feature of episodic memory recall. When thoughts, flashbacks, unwanted 
images and sounds  bleed beyond their own boundaries, it is inevitable there 
be little meaningful connection. 

With the embryonic aim of developing this piece as a mix of trans-scripted 
reportage, dramatic representation and art, in particular Jonas’ Reanimation 
left a resounding impression. It is an immersive installation in which layers of 
sound and image overlap and intertwine. Jonas includes footage of her 
drawing animal heads in the snow with black ink, and mixing the ink with 
chunks of ice, and in doing this she connects the act of drawing to nature. 

My goal has been to try to connect the act of drawing or painting to the idea of 
memory being better rationalized through art; in other words that art therapy 
can assist with trauma resolution. Having seen the Jonas exhibition and 
chosen my three participants whom I’d originally encountered at an art class 
at Oxfordshire Mind’s centre, The Mill, I was keen to explore further. 

For example, stark cultures exist between the military and art therapy. The 
military is an institution and a culture of rigid protocol, disciplined training and 
mission-focus. Art therapy is a profession based in creativity and the 
therapeutic relationship within a fluid and flexible approach that offers myriad 
ways to openly express one’s feelings and thoughts. As my soldier, Barry 
explained, advances in medical technology, such as brain imaging now allows 
physicians, therapists and scientists to literally see and understand what art 
therapists have known for many years: creating, such as art-making, can 
change neural pathways in the brain; and that potentially changes the way 
one thinks and feels.    

Furthermore, the concept of conscious and unconscious mental activity 
through a creative process was also explained when I met both Talluah and 
Allah. Talluah, a woman in her mid thirties was diagnosed with PTSD relating 
back to a series of childhood sexual abuses, and a relationship in her early 
twenties. Allah, a migrant whom I’d originally met on a shoot in the Calais 
Jungle in 2015 had been diagnosed with PTSD upon her arrival in the UK with 
her small daughter.  

Over a number of conversations with each, it became evident that the art 
therapy they were currently undergoing was demonstrating that traumatic 
memory could be readily accessed in a way that is far less threatening than 
traditional verbal therapies. In short, whilst all three of my chosen case studies 
were involved in more traditional neuro-scientific treatment, the multiple levels 
of trauma they were challenged with was being dealt with, at least from a 
personal observance, in some way by addressing their immediate symptoms 
and underlying conditions through art, systematically yet intuitively exploring 
different aspects of how it provides a safe way to depict and confront 
recurrent nightmares.  



Understanding this again made me question whether my project was a piece 
of art in it’s own right or something else hiding behind the concept of art; 
perhaps a video variant. Yet it was from these initial conversations, about their 
stories within the piece as a whole came the idea of representing the 
protagonist of each trans-scripted narrative as a mask, since a part of the 
process undertaken by recipients of art therapy; creating painted masks to 
express how they feel. 

Most people wear masks to obscure or change their identities, however 
through art therapy service users are using them to reveal truths — often 
painful ones — about themselves. 

Barry: “A mask conceals the evils of war that mortally wounded my soul. It is 
pieced and held together by past hopes, dreams and happiness with loved 
ones that no longer exist the way they did before war’s horrors.” 

Talluah (on mask making): “It helps me to focus on activities that I am capable 
of doing, instead of the things my experiences no longer let me do. They 
become my friends.” 

Allah: “In the past, I’ve been at a loss for how to describe these feelings — 
until I made my masks. They help me look at the loss of sense of self, and the 
uncertainty of purpose in the future.” 

 

 

 

 

 

 

 

 

 

 

 

 

 



Masks 

Whether for protection, disguise, performance or entertainment, Masks have 
been used since antiquity for both ceremonial and practical purposes, and 
with the collective in agreement, an embryonic strategy was to employ a 
sculpturistic element to A World Apart by suggesting an otherworldly 
anatomical eminence.  

This brought me back to Fluxus, and specifically the Grotesque Face Mask 
created by George Maciunas. If Maciunas was sometimes uninhibited in 
borrowing ideas, usually those of format, from others this arguably reflects his 
alert observation of new ways of doing things and I had no doubts about doing 
the same in this respect. His Grotesque Face Mask, from 1973 (below) is a 
disturbing representation of disfigurement, and I began to consider how 
something similar might function as a fundamental existential part of the visual 
experience in each of my three narratives. 



 

However, it gradually became clear that this was perhaps too obvious a 
representation, and with further discussion the idea of making a single mask 
to convey each character’s dilemma was replaced with a more ambiguous 
one, that of transforming an actors appearance using an unsightly and 
unsettling type of prosthetic. 

 

 

 



	



	

	



	
Make Up : Marina Syki. 

 

Grotesque, the word originally a noun (1560s), from Italian grottesco (through 
Middle French), literally "of a cave", from Italian grotto, functions as a 
fundamental existential experience. as an anthropological device that 
societies through the centuries have used to conceptualize alterity and 
change. There are similarities in this to the image of the clown.  

Those suffering from PTSD demonstrate significant neurobiologic changes, 
not to mention psychological ones, so it was from this research we, as a 
collective began to develop the idea of prosthetic make up.  

Each of my three chosen case studies had described to me, in my recorded 
interviews, some hideous physical or emotional injuries and although I have 
heightened the dramatic impact of the piece by using prosthetic make up, I 
hope this highlights PTSD as a condition by design.  

Moreover, and going back to the Fluxus and the period of transformation in 
which it was born, it seemed apt to question the perception of reality by using 
prosthetics, in the sense that everything that we see as a memory is merely a 
perception of an event. The Fluxus collective undoubtedly believed in “art that 
bends the mind and plays with perception”. 

 



Furthermore, and interestingly, as has been discovered upon screening the 
videos to my case studies, it seems as though the make up acts not only a 
representational mirror, but doubles as a magnifying glass, allowing each to 
examine themselves reflectively, and in critical detail. This was not my 
intention at the outset, but a curious conclusion, when considering the aim of 
the piece is to create an illusion from real life experiences.  

Art as chance, you might say.	
Additionally, I have latterly learned from psychological interpretation, the 
prosthetic make up becomes an imprinted filter, and whilst this is not how the 
normal human brain works, it is how we ‘teach’ ourselves to see things, their 
meanings and values. This is a good example of how certain values can be 
purely perceptional, yet still get imprinted into one’s mind thus making a 
memory functional, which is one of the reoccurring traits of PTSD. 

 

Pre-Production - Locations, Footage, Graphics and thinking outside The 
Box. 

Despite trying to reinvent perception as an attempt to remain as true to the 
core issues of the subject matter, in a production sense it was key to 
represent the piece in an audio/visual way that was both documentative and 
dramatic. 

As a pathological response to a traumatic event, PTSD brings many 
unexpected challenges, and chronic and severe loneliness of any kind has a 
huge impact on those with the condition. Therefore, loneliness was to be a 
central theme to this video installation, and from my interview research it is 
typically defined as having a subjective sense of being emotionally or socially 
isolated or disconnected.  

This does not necessarily mean a person wants to be alone, but rather that 
one feels a significant qualitative lack of deep emotional bonds with others. As 
it has been explained to me, it is as if the sufferer is experiencing a different 
world than those around them, one in which people go about their lives as 
they always had when for them everything was different—everything had 
changed.  

Perhaps audacious to tip a nod to Orson Welles here, but his famous quote 
“we live alone. We die alone. Only through our love and friendship can we 
create an illusion for the moment that we’re not alone,” has some relevance, 
as it certainly influenced my choice of locations, and indeed the variety of 
cameras used in the shooting of this piece.  

 

 



In respect of the locations, in a paper published in The British Journal of 
Psychiatry, paradoxical findings show post-traumatic stress disorder may be 
less common in places more vulnerable to tragic events, and infact the 
highest levels were in countries that were far better off. Naturally, two of my 
case studies had clearly been affected by events that had occurred far from 
the United Kingdom, however the article confirmed in my mind that shooting 
the actors in various English (exterior) summer settings around Oxfordshire 
might signify not only a sense of solitude, but also an acute awareness, on the 
part of the viewer, that each one is equally estranged in their current 
environment. In creating this illusion, perhaps Welles’ quote might oscillate, 
albeit obscurely.  This is not pronounced within the piece, but it did play a part 
in the choice of countryside settings used for the actor’s sequences. 

There is also a through-thread within each narrative of faithfulness, whether it 
be to a religious belief (newly adopted or otherwise) or a set of rules dictated 
by being in a state of institutionalization, and I chose to shoot in a number of 
churches to highlight the fact that each of my case studies had admitted that 
prayer, in differing forms.  

The experience of prayer as solitude had, and continues to be a regular 
welcome break from the chaos of a sufferers experience, on a daily basis and 
it was at this point I came to focus on the potential rhythm, tempo and pulse of 
the immersive experience within this multi channel presentation, although 
there was still a symmetry missing to the vision in my minds eye. 

I returned to the influences of the Fluxus movement, and the artist Nam June 
Paik (1932-2006), a Korean-American painting, composer, performance artist 
and filmmaker widely considered the pioneer of video art and a leading 
contributor within the Neo-Dada community.  
 
Paik was influenced himself by John Cage as his view of art rejected 
traditional hierarchies and incorporated chance and the everyday world, and 
as I have mentioned, this was playing an intrinsic role in the development and 
production of my project. 
 
The totality of Nam June Paik’s work is such a tour-de-force, and interestingly 
his medium of choice was television, a relatively novel means of viewing in 
the 1960s.  
 
The journalist Roberta Smith wrote that “he (Paik) was simply “the most Pop 
of the Pop artists”, because his work borrowed directly from the culture at 
large, reworked its most pervasive medium and gave back something that 
was both familiar and otherworldly.	

 

 

 



Paik sighted a coming future in which communication was predominantly 
digital and one-way, and although the interactivity of new media projects, 
video games and virtual reality may somewhat dispel the myth of this 
prediction, his impact is lasting.  

In 1963 he debuted his first exhibit in West Germany that incorporated, 
perhaps for the first time ever in the installation art world, a collection of 
television sets. From then on, he’d utilize TVs en masse, with each exhibit 
cleverly broadcasting distorted arrays of compiled video reels, channel signals 
bending on magnet-tweaked screens, frozen images as one puzzle piece to 
larger multi-set constructions.  

His abstract approach to thinking outside the box literally allowed him to 
reinvent and revitalize what was inside the box in the first place, and in 1969 
he famously claimed that his aim was to “to shape the TV screen canvas as 
precisely as Leonardo, as freely as Picasso, as colourfully as Renoir, as 
profoundly as Mondrian, as violently as Pollock, and as lyrically as Jasper 
Johns.” 

I think this is the reason I finally decided upon A World Apart should be 
presented on televisions as opposed to large screen projections, and to colour 
grade with the dramatic intention I hope it might achieve. 

 

 

 



 
Nam June Paik, TV Cello 

 

 

 



In any case, in a faith-based context, there’s a particular work of Paik’s that 
has an in-direct relevance to my project. Bakelite Robot is a smaller than life-
size sculpture of a robot constructed from nine vintage Bakelite radios. The 
radios, which are black, red and orange in colour, are joined together in a 
humanoid shape that includes a head, torso, arms and legs. The dials on the 
front of four of the radios have been removed, creating hollow circular spaces 
into which LCD television monitors have been inserted. These television 
monitors screen videotape specifically developed for the artwork, composed 
of footage from robot and science fiction films, recordings of vintage robot 
toys and footage from earlier video edits.  
 
Given that Bakelite Robot was created in 2002, relatively late in Pail’s career 
in New York, and I began to wonder what musings on mortality the artist may 
have had in the process of creating such a piece. Bakelite had been 
developed by Belgian-born chemist Leo Baekland (1863-1944) in New York in 
1907 and was one of the earliest plastics to be introduced into the modern 
home, as it was favoured for its heat-resistant properties. Perhaps there was 
also a crematory-resistance in Paik’s choosing of this medium. Perhaps too, it 
was an attempt to ‘humanize the technology and the electronic medium’ in the 
wake of an increasing robot-ruled world, where the extinction of the human 
species was ever a threat. 
 

 

Archive Footage 

The entwining narrative that I was trying to achieve in terms of the historical 
context of this piece required a level of integration, but also of identity, and the 
use of archive footages, whether my own or from another ethical source, I 
hope brings these three stories closer to the real world of the real experiences 
the narratives uphold. Archive material can be anchored by formal language, 
and in some points in A World Apart, or it can be solely visually 
representational and I hope I have managed a balance that contextualizes 
each story without overwhelming the viewer with vérité video contrasting the 
stylization of the drama. Without these archive footages, I feel the 
presentation would fall short of the impact I’ve attempted to achieve, 
and to an extent not do justice to the narratives. With this in mind I have 
used i) footages from a past documentary that I had made in the Calais 
Jungle in 2015, which is where I’d first met Allah, ii) Go Pro footages from 
Barry’s experience in Iraq and Afghanistan, iii) licensed footage from the ITN 
library and footages I shot at The Café de Paris in Leicester Square, London, 
and also with the South Oxfordshire Ambulance Services, which is when I’d 
first met Tallulah.  

 

 



Other incidental footages, notably the raindrop window, feather pillows, 
clocks, subways, Barry’s artwork and Tallulah’s portrait sitting were shot after 
the rough assembly had been created. These footages and the interpretive B-
roll, were twelve days of shooting in total, between July 15th and August 1st 
2018, in Oxfordshire, London, Llandudno, New York (since I was working 
there), and Staines, the latter being a particularly poignant day given it was 
the only one I met and filmed a member of any case study’s family. This is the 
playground in the Migrant story.  

 

Casting, and the actor in a verbatim role 

With the aim of presenting a video installation that mixed metaphors, media 
and genre in the cluttered and clamorous way it is meant, in order to define 
disorder and the atypical visual processing in PTSD, I came to contemplate 
whether an actor playing a real person, using their own words was 
qualitatively different than appearing in a fiction and if so, whether the 
figurative representation of each case study was best portrayed by a 
professional or not.   

The one aspect of this piece that was never in question was that of using the 
real person to reflectively ‘perform’, and whilst it was key to hear the trans-
scripted voice over, it was equally significant that the image conflicted with 
this. Therefore, this project was always going to involve the juxtaposition of a 
non-speaking acting role, and an interpretative recording of real words.  

I’m aware, from my experience of directing drama for both the fringe stage 
and independent screen, that it is an actor’s nature to interpret through 
emphasis, so my initial instinct was to use the original interview recordings as 
a voice over narrative, making little or no alterations other than the necessary 
editing. However upon asking each actor to record their individual trans-script, 
in their own time and with little direction, it became plain that their words 
appeared subtly alienated from the reality of the interview, and this supported 
the vision of creating conflict and dis-association.  

Another consideration in the casting of this project was the need for the actor 
to be emotionally engaged with the subject matter from the outset, and not 
just because it was a ‘paid gig’. As I have always appreciated, acting is a 
vocation and people are motivated, first and foremost by the sheer love of 
doing it. But one can’t live on love; you also need to be able to eat, and the 
acting culture that has evolved in which a lot of work is expected to be done 
for nothing is simply untenable, at least in professional terms. To this end, I 
was always expecting to pay my actors minimum wage, although it was key to 
the piece that the performer be readily understanding, and especially to the 
idea that I was putting together a piece of work that required method actors by 
virtue of the fact it is essentially written my method authors.  



Like actors, in the sensations of being someone other than themselves, my 
case studies are existing in various states of role-play every day PTSD affects 
them.  

The fundamental difference is that actors need to all agree that the actor 
should believe, or practically believe, that he or she really is the part they're 
playing. With PTSD, one has no choice.  

After a series of casting meetings, which took some time, I eventually chose 
five actors who not only had the intrigue and commitment, but also (and 
luckily for me) some experience with the condition of PTSD.  I was unaware of 
this in the beginning, but it slowly emerged that each had either direct or an 
otherwise observational understanding of the condition through family or an 
event in their lives that had left them ‘unbalanced’. One could, of course put 
this down to simply being a part of an actors DNA, although with numerous 
conversations, it was clear that this experience was crucial for an artistic 
representational performance.  

Another example, perhaps of the chance of art.  

With the Fluxus inspiration now inherently cemented in my vision, I took some 
time to research how the movement incorporated performance into specific 
works, and the performance pieces of Charlotte Moorman (1933 – 1991) 
struck a cord, not least because of long standing collaborative professional 
relationship with Nam June Paik. Moore was an American cellist, performance 
artist and , as she has been referred, the "Jeanne d'Arc of new music." She 
was drawn into the word of avant-garde performance art in the 1960s through 
her friend and then flat mate Yoko Ono, a performance artist in her own right, 
and found some notoriety when performing John Cage's "26 Minutes, 1.1499 
Seconds for a String Player," in which, among other things, requires the 
performer to prepare and eat mushrooms.  

It was at this juncture, I introduced my cast to the idea that whilst method 
acting was advantageous to the project, it was not necessarily the subject 
matter or the real life people they were visually representing that was 
essential, but more the understanding of the medium.  

In her performances throughout an illustrious and original avant-garde career, 
Charlotte Moore did not act as such and in the literal sense, but rather 
performed to make a statement. Indeed, she famously found nationwide 
notoriety as the "topless cellist”, having been charged with indecent exposure 
after she played the second movement of International Lullaby by Max 
Matthews in 1967, as part of Paik's Opera Sextronique at the Film-Makers 
Cinematheque in New York. As I have read, in the program for the 
performance, Paik wrote: "The purge of sex under the excuse of being 
'serious' exactly undermines the so-called 'seriousness' of music as a 
classical art, ranking with literature and painting." What he was actually 
alluding to was the performance being representative of an interpretation or 
perception of music, and although in a slightly different context, in that my 
actors are never meant to undermine the so-called 'seriousness' of a story, 



this is precisely what I was looking for in their performances. Had I wanted 
them to ‘act’, I would have requested they relay, orate or perform words to 
camera, and as I’ve mentioned, this was not the intention.  

 

Cast :- 

• Soldier: Adrian Hewitt, Barnaby Kemp, Dave Maybrick. 
• Artist: Patricia Serbert. 
• Migrant: Amy Burns. 

 

 

Post Production 

Other than research and writing, my favourite part of the filmmaking process 
has grown in various directions over the course of my relatively inauspicious 
career, and editing, whilst often being a lonely, mysterious process ever 
continues to intrigue me.  

It is the almost surreal reality that you can have an idea, and in time are able 
to present it with a myriad of minute alterations that will inevitably be 
unnoticed, yet as something new and fresh from the original.  Perhaps also, 
as a part time percussionist and having busked as a bucket drummer on the 
cobbled streets of Covent Garden, the editing process affords a visceral 
adventure into the rhythm of an audio/visual structure, and in terms of the 
camera equipment and lenses one uses (or has at their disposal), linking 
great depth of field footage to standard Go Pro or iPhone stock can be as 
satisfying as sculpture.  

However, as I have come to learn and indeed become fascinated with, the 
process of a multi channel edit is very different from a single channel edit, 
especially, as was the case with this piece, I was trying to superimpose 
fantasies of genre to illuminate the shattering truths and complexity of a 
condition which is nothing if not complicated. 

Creatively speaking, I began with storyboarding each of the rudimentary 
narratives as single timelines. With technical explanation, this lead  to cutting 
each sequence separately, with the aim of getting a rough assembly of each 
structural narrative.  
 
 
 
 
 
 
 



This was done by creating three source sequences at 1920x1080 in Adobe 
Premiere Pro 2017, then creating a new sequence that was three times that 
wide  (5760 x 1080), and then dragging in the three source sequences with 
the timeline toggles to bring in sequences as nests. By placing the first 
sequence on V1, the second on V2, and the third on V3, and then selecting 
the nest on V1, it was possible to use the Effect Controls panel to move it 
horizontally so that V1 was sitting on the left hand side of the extended frame. 
By selecting the nest on V3, and moving it so that it sat on the right hand side 
of frame provided the broadcast safe boundary and I could see all three 
sequences side by side.  
 

 
 
Challenging as it was it was a very enjoyable experience since this is a 
methodology I have never explored before. It was helpful to have a 27inch, 
calibrated second Mac monitor at hand, but essentially this process gave me 
the chance to begin to stitch each sequence of video and voice over together, 
in conjunction with the others, and this allowed the process to be more fluid 
and experimental than I had anticipated.  
 
This technical process also allows you to see the three sequences playing 
back together, and making edit decisions based on this view is vital in a multi 
channel piece, unless, as I learned, one is suffering from PTSD, in which case 
morphing sound and visuals, superimposing visuals, decoding imagery in 
illogical patterns or cutting to a frame by frame, picture perfect tempo would 
seem to come naturally, at least in one’s mind.  
 
From the rough assembly I moved towards a rough cut in a similar way, 
slowly layering each sequence step by step, although I was also using the 
multi-cam editing option on a separate suite, as a reference.  
 
 
 
 



 
Premiere Pro allows you to create a multi-camera source sequence using 
clips from multiple camera sources, and in so doing synchronize clips by 
manually setting In points. However, as a point of note this is not possible 
when working on three sequences side by side. 
 
Having reached a rough cut of each individual sequence and with the 
essential narrative time-line for each laid down, I chose to edit each story as a 
separate entity, although this required a far more acute sense of a visual 
stream of consciousness, given I was working on a single sequence, yet 
referencing a multi-edit rough assembly.  
 
 
It was at this rough cut point I sought some further assistance and inspiration. 
There was something about the rhythmic structure that didn’t reverberate and 
there was little point in seeking the advice of an accidental observer since the 
clutterous nature of the cut might deem the entire piece in a general state of 
disrepair.  
 
In his book on editing, In the Blink of an Eye, Walter Murch (born 1943) writes 
about the violence of the cut. "Nothing in our day-to-day experience seems to 
prepare us for such a thing.”, he states, and yet, the interesting aspect of 
working on a multi channel piece is that, in the editing this happens all the 
time, and we accept it without giving it a second thought. 
 
Murch was born in New York, and as a boy began to experiment with sound 
recording, taping unusual sounds and layering them into new combinations. A 
little later, in the 1960s, just as the Fluxus was taking shape, he was involved 
in a number of ‘happenings’ in the city, which was influenced by Fluxus. He 
later, as is documented went on to cut many Hollywood movies. 
 
What is particularly interesting about Murch’ work, especially when he was 
editing directly on film, is the crude splicing used for the daily rough-cuts; 
essentially he invented a modification which concealed the splice by using 
extremely narrow but strongly adhesive strips of special polyester-silicone 
tape. He called his invention "N-vis-o", and is noticeably used (in a non-linear 
editing example, since it was cut on Final Cut Pro 7) in Cold Mountain, Antony 
Minghella’s (1954-2008) epic war drama based upon the novel by Charles 
Frazier (born 1950). 
 
From a rough cut, I moved cautiously towards a picture lock, although with 
this in mind, my aim had been to visually compliment the narrative of each 
story whilst interpreting much of it in varying locations, situations and 
scenarios that may or may not be relevant specific. Given that this piece is 
designed to be as ambiguous as it might be deemed antagonistic, awkward or 
acute this was something of a challenge, and again, whether I have 
succeeded remains to be seen.  
 

 



Conclusion 

I like to work always with a sense of challenge and this project has been an 
eye-opening opportunity, not only to learn about experimenting with style, but 
as an attempt to represent a serious mental health condition in a way I’d 
previously not considered. 

As 'neo-dadaism' or 'renewed dadaism', as Maciunas initially referred to 
Fluxus as, I understand it to have been a re-invention of the passionate 
coverage of art, politics and culture in a variety of media. However, with 
architects, economists, mathematicians, medics, scientists and theologians 
becoming a part of this early 60s international, interdisciplinary community, 
Fluxus and its ideology seems far further reaching than the movement from 
which it had been inspired, especially as it was originally, in 1961, the title a 
proposed magazine who’s purpose was to celebrate and encourage anti-
commercial poetry, visual art, urban planning, architecture, design, literature, 
and publishing. To my mind, Fluxus therefore appears to have been a variant 
to Dadaism. 

Art, as Da Vinci (1452 –1519 stated is “never finished, only abandoned”, and 
it’s most certainly an apt statement in this circumstance. However, in the 
abandonment of this piece, I am left wondering whether I have created a 
piece of video art or indeed a video variant, and I hope it might be defined as 
the latter. The very definition of the word is a form or version of something that 
differs in some respect from other forms of the same thing or from a standard, 
and in being rooted in the investigation of a psychological condition, notably 
PTSD, I would like to think I have attempted, at least to offer an artistic 
perspective to what is, to a large degree, a medical mystery. 

With that thought, in the same way a single channel documentary or feature 
drama needs to be put within a specific marketplace to best attain attention, I 
am left pondering the most appropriate environment my piece might resonate. 
At this point, one begins to realize that anything is better understood or 
appreciated in an appropriate space. For example, I would never expect A 
World Apart to be taken seriously, or indeed appreciated if presented on the 
walls of a hotel lobby. Yet, I would like to imagine that it could be a part of a 
themed exhibition in a gallery or perhaps at an academic health gathering.  

In September 2017, at the beginning of the program, the group visited St 
Paul's Cathedral to see a video piece created by contemporary artist Bill Viola 
(born 1951). Viola’s work spans five decades, and perhaps because of an 
accident when he was a child in which he almost drowned, it largely focuses 
on the ideas behind fundamental human experiences such as birth, death and 
aspects of consciousness and this video sets a Christian notion of martyrdom 
against the concept of the four elements. Over the course of five minutes, 
viewers are presented with a man rising from a heap of earth that pours 
heavenward; a woman suspended by her arms blown by a current of air; a 
man seated amidst flames that threaten to consume him; and another man 
hoisted out of view amid a torrent of water. 



It was the first moving image art work to be installed in a British church on a 
long-term basis, and it had me contemplating the significance of the 
relationship between the artist, the art and the arena in which any piece is 
placed. I think this is a key consideration if any piece of work is to make a 
notable contribution to the advancement of human, philosophical, cultural, 
medical or scientific values. 

Viola was also influenced by the Fluxus movement, especially in New York, 
although he encountered Nam June Paik whilst working as technical director 
of Arts/Tapes/22, a pioneering video studio in Florence. It was during this 
time, he began to develop his theory of Three Structures, and this greatly 
interests me, in the psychological context of both the formation of video 
installation and the understanding of mental health.  

Viola considered there to three different structures to describe patterns of data 
structures, or video content; the branching structure, matrix structure, and 
schizo structure. 

As a brief explanation, the branching structure of presenting data is the typical 
narrative and linear structure, where the viewer proceeds from a set point A to 
point B by taking an exact path, the same path any other reader would take. 

The matrix structure describes media when it follows a non-linear progression 
through information, and the viewer could enter at any point, move in any 
direction, at any speed, pop in and out at any place.  

The schizo structure pertains to pure or mostly randomness. As Viola 
describes, "Everything is irrelevant and significant at the same time. Viewers 
may become lost in this structure and never find their way out." 

In respect of A World Apart, these three structures, and indeed the space or 
arena that it might best suit has been at the core of my idea, it’s development, 
production and delivery, and in attempting to follow these structures the piece 
will inevitably be challenging for the viewer because of the concentration 
required to follow the narratives.  

However, once experienced as a three screen presentation, the viewer can 
move around the ‘box’ of screens and immerse themselves in each individual 
narrative as a way of perhaps cognitively understanding the piece as a whole; 
the feeling of disassociation that might initially be perceived may eventually 
find association. 

This is a fairly pertinent consideration given the nature of the subject matter, 
since those challenged with PTSD find themselves constantly struggling with 
the notion of disassociation. As I have come to understand, it is as if one is 
outside something, detached from it, observing life from afar and where 
unwelcomed memories are dislodged from a coherent timeline, obscured in 
detail and, more often than not unacceptable to any desirable reality. 



The ability to associate or dissociate at will is a very worthwhile ability to 
develop, although with PTSD brought about by trauma, it can be a time-
consuming, terrifying and tormenting challenge, and quite possibly 
unattainable. 

To this end, a first-time viewer may find this piece harrowing, confusing and 
convoluted. However, with further consideration I hope the viewer will see it 
as somewhat ambitiousness, striving toward meaning and attempting to deal 
with big themes of human life, most notably states of anguish. 

In summary, with the influence of the Fluxus movement and some of the 
artists that help cement it’s reputation for fighting the 'traditional artificialities of 
art', I have enjoyed the conception, research, development, production, post 
production and delivery process immensely.  

Whether the piece is ultimately forgettable, or impressive and resonant is not 
for me to dictate, although I appreciate it may be more memorable in a 
relevant-specific arena, and I hope to present it as an installation at the World 
Innovation Summit for Health (WISH) in Doha in November 2018. The forum 
reflects the vision to build a healthier world through global collaboration.  

At WISH 2018 delegates will have the opportunity to openly share, collaborate 
and innovate in order to advance innovation in healthcare. I hope they will 
also have the opportunity to view A World Apart as a video variant. 

Thomas Merton (1915–1968) said, “Art enables us to find ourselves and lose 
ourselves at the same time,” and I wholly concur with this idea. But art can 
also be found in the word variant, and perhaps there is a permutation of 
perception with this in mind.  
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