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1 Beginnings 

“The omnipresence of photographs in our everyday experience goes 

hand in hand with the desire to observe, record and archive our public 

and private histories” (Haustein 2012: 1) 

 
Figure 1: Timothy Stubbs Hughes (2021), ‘Remembrance of day-dreams’, self-portrait. 

As observed by Katja Haustein in ‘Regarding Lost Time’ and by 

Geoff Dyer in ‘See/Saw’, Barthes, Berger and Sontag are intrinsically 

linked and “all three had been influenced by Walter Benjamin” (Dyer 

2021:307). 

For Susan Sontag, she speaks of the moment before and after of 

seeing the photographs from the concentration camps Bergen-Belsen and 

Dachau. “Nothing I have seen… ever cut me as sharply” (Sontag 

1997:20). In the introduction of ‘Ways of Seeing Berger’ proposes that 

“Seeing comes before words.” (Berger et al, 1972:716). Berger perceived 

that photography had the ability to alter the perception of our self, that it 
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could “both document what was real and create an image of what is 

possible” (Papastergiadis 2013: 48). For Barthes, “The Photograph does 

not necessarily say what is no longer, but only and for certain what has 

been” (Barthes 1980:85) while Nicholas Muellner alludes to “a photograph 

is a surface for feeling” (Muellner 2019:xi). Benjamin speaks of aura 

within the image and Proust writes about how the photograph can lead to 

transportation to the time and place to the original location.  

 
Figure 2: Timothy Stubbs Hughes (2021), ‘Remembrance of day-dreams’, my room. 

Throughout the two years on the MA in Photography, I have been 

fascinated and inspired by the concept of how a photograph can resonate 

for the viewer, and through the reading of these practitioners I have been 

influenced by their writings and observations. These practitioners 

questioned and discussed the act of looking and its effect upon the 

viewer, and the internal dialogue that is created. In addition, the “writings 

of Proust, Benjamin and Barthes share this close association”, and 

through their analysis and reflections on photography, “their 
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autobiographical work also as a contribution to a history of looking” 

(Haustein 2012:4).  

At the beginning of the Final Module Project (FMP), my direction 

was to explore the concept and construction of self and identity. This 

developed throughout the module to explore my old bedroom through 

photography, text and an audio soundscape and to use this location of 

childhood and teenage dreams and compare against the person I have 

become and the journey I have had, presented in the form of self-

portraiture.  

 
Figure 3: Timothy Stubbs Hughes (2021), ‘Remembrance of day-dreams’ self-portrait. 

To kick-start my FMP process when I was just focusing on self-

portraiture, I emailed several peers, friends and family and asked them, 

through a series of simple questions, to describe how they saw me and if 

they were to take my photograph, how they would construct it (the 

location, clothes, attitude, etc.)? In essence I was asking them how they 
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perceived me. Nathan Jurgenson in ‘The Social Photo’ observes that the 

photograph of the self is not only an act to record yourself but a “mode of 

thinking about yourself” (Jurgenson 2019: 54), while Gen Doy notes in 

‘Picturing the Self’, “Postmodernist scholars has dismissed the notion of a 

coherent, individual self, able to position her/himself over and above the 

material world as a controlling, conscious agent” (Doy 2005: 2).  

 
Figure 4: Clare Wilson (2021), Response from Clare for my request. 

In terms of the project, I was giving up the agency of myself as to 

how others see me, while at the same time, being responsible for the 

taking of the self-portrait. As the module continued, and as the work was 

being produced and examined, I found myself drawn back to earlier 

considerations of my childhood self and the home that I had grown up in.  

In 2019, due to the ill-health of my father-in-law, I found myself 

more often travelling to my childhood home in Fleet, that my mother had 

lived in since 1963. 
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Figure 5: Timothy Stubbs Hughes (2019), Alan Gillespie. 

It was this reconnection to my childhood home that now drove my 

FMP. I was inspired to explore the concept of my childhood self through 

the memories and objects of my childhood and the bedroom that I had 

from the age of 6-18. At the same time I did not want to lose the ideas 

that I had started with, of the self-portrait of myself from the perception 

of others. Drawing on my background as a theatre director and trained 

actor, I decided to push the work into the direction of an installation 

within a theatre space, where the room of my childhood self is explored. 

At the same time, and in the same space a concept of who I was then and 

who I am now is presented. 
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Figure 6: Timothy Stubbs Hughes (2021), Remembrance of day-dreams installation. 

It is this resonance, this interaction and reception, this journey that 

the viewer goes on, this dialogue with the image, this back and forth of 

communication, of feelings, of perception, and coming to a point of view 

or realisation about what is contained with the photography that I wished 

to examine and explore within the work.  

  
Figure 7: Timothy Stubbs Hughes (2021), 
Remembrance of day-dreams installation. 

Figure 8: Timothy Stubbs Hughes (2021), 
Remembrance of day-dreams installation. 
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2 The Work 

As the FMP continued, I realised was connected on a deeper level to 

the concepts within Bachelard’s “Poetics of Space” and its 

phenomenological and poetic interrogations of space, time and place.  

In Bachelard’s examining of the meaning of the spaces that preoccupy 

poetry, and how memories and experiences are recalled when past 

objects are found, and old homes and spaces revisited. These charged 

objects opened a closed world and standing within my old bedroom and 

home, its presence invoked past thoughts and experiences. I felt that in 

photographing Alan and my mother, my family home had imbedded itself 

into my subconscious and this led me to expand the reach and direction 

of my FMP towards an installation that brought many elements together: 

photography of that bedroom as well as self-portraiture; an audio 

soundscape of memories and music from that time; and finally an 

interaction through writing and poetry with the bedroom from its point of 

view, and my responses to it.  

2.1 Self-portraits 

In the book that accompanied the exhibition ‘Performing for the 

Camera’ the section on self-portraits as “a critical practice by artists who 

explore notions of identity through different aspects of performance” 

(Baker, Moran and Westerman, 2016:159). Through this idea I initially 

sought to create ideas of myself as presented to me by others. This then 

developed into the consideration of my younger self and the concept of 

where the older self-had come from.  

Two practitioners were of great influence upon my working 

processes: Sophie Calle and Elina Brotherus. Sophie Calle whose “work 

elaborates on the imaginative aspect of forming an identity” (Jones 2019) 

while with Elina Brotherus “self-portraits are windows into myself, 
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landscapes are windows opening outward from me” (Middlehurst 2016). 

Both of these artists use their personal stories, events and interactions 

with the world, and examine this within their own processes to bring it 

into art and a presentation which the viewer can interact with and 

experience.  

 
 

 

Figure 9: Elina Brotherus (2016), At Least 
One Egg (Avallon). 

Figure 10: Timothy Stubbs Hughes (2021), 
FMP module, self-portrait. 

Sophie Calle says of her work “In the process of turning these 

experiences into art, they somehow become a type of fiction” (Fraenkel 

Gallery, 2020). In the recent exhibition of ‘Because’ Calle presents 

photographs behind a felt curtain that is embroidered with an explanation 

of the photograph that lay behind. This presented me with the idea of 

exploring text to allude to meaning within the photographs, to expand on 

their nature and to allow the viewer to transport themselves to the time 

and place of each photograph while at a sometime drifting off on their 

own journey and experience. In the review of ‘Because’ for MUSÉE, 

Amanda Samimi writes “The viewer encounters the text before the 

photograph, inverting the usual order in which images in the gallery space 

are read… allowing one to feel a glimpse of Calle’s personal life in a type 

of measured intimacy and meditative acquaintanceship” (Samimi, 2020). 

In a recent interview with Elina Brotherus by Pixy Liao (who also 

influenced my thinking) Liao states she found Brotherus’ work “revealed 
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the most intimate psychological moments” (Warner, 2020). In the 

interview, Brotherus talks about her own work as there being two 

categories: one being autobiographical and the other being “it’s a human 

figure, a woman, or girl. I don’t even say it’s me when I’m talking about 

the pictures, I say ‘that person’” (Warner, 2020).  

 
 

 

Figure 11: Elina Brotherus (2019), 
Measuring Wind Speed (Jabal). 

Figure 12: Timothy Stubbs Hughes (2021), 
FMP, hands self-portrait. 

As artists both Brotherus and Liao are using themselves as both 

object and subject and are exploring how they consider themselves as 

they grow old, comparing themselves to a younger self. In the interview 

they are both reflective on their ageing, either that has happened or will 

happen. I feel this is an important part of the reflective process. When 

looking at some of the images that I took of myself immediately after the 

shoot, I was not happy with how I looked, though after some time had 

passed, and though the person within the photograph was still me and I 

had not changed, there was more distance to the image, that some 

analysis and considerations had been considered and I no longer looked 

at just the person but explored more the meaning of the image in 

relationship to the whole work.   
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2.2 The Room 

An important break-through on the project was when I began to 

consider the bedroom as an entity within its own right and how that might 

influence the project. I felt the bedroom attempting to communicate 

through the images that I was creating.  

I began to feel a between-ness in the process, an in-between-ness, 

or obtuse meaning "a signifier without a signified" (Barthes 1977:61), 

that pulled at the images and that wanted to expand on itself. Nancy 

Newhall in ‘The Caption, The Mutual Relation of Words/Photographs’ 

identifies the differences between Title, Caption and Text that can 

accompany a photographic work. This became really important to me, as 

I began to look how other artists were using text within their photography 

practice and presentations. Two examples are: 

Newhall’s Narrative Caption: a piece of text associated with 

multiple images seen in a sequence – relates directly to images as 

reference expanding the story. 

 
Figure 13: Sophie Calle, Hotel Room. Screen shot from presentation by Beverley 
Carruthers and Dr Wiebke Leister at The Photographers Gallery Workshop (2021) 
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Newhall’s Additive Caption: Disruptive Strategies 

(transformative /imaginary) putting things together that were never by 

meaning relation from different context. Lorna Simpson juxtaposes text 

with staged images raising questions around the nature of representation, 

identity, gender, race and history. 

 
Figure 14: Lorna Simpson (1985-88): ‘Gesture / Reenactments’ (1985-88). Screen shot 
from presentation by Beverley Carruthers and Dr Wiebke Leister at The Photographers 
Gallery Workshop (2021) 

These considerations, of how artists were using photography and 

text to expand and deepen the signified resonance within the viewer of 

the work began to influence my direction. I not only wanted to present 

photographic work, but allow that photographic work to speak for itself.  

I then began to look at work such ‘The Girl Chewing Gum’ by John 

Smith made in 1976 where the director’s voiceover narrates the events of 

the film moments before they happen (watch here). Another inspiration 

was Fiona Tan’s ‘Ascent’, a film of 151 found images collected from the 

public of Mount Fuji that are presented as a film with a fragmented 

dialogue and is described by Ben Haram on the artist’s website as “A 

photo-film, a story of memory and grief through photographic steps in 

time, set against the permanence of a mountain.”  

In an exercise developed through a series of workshops at The 

Photographers Gallery, led by practitioners Beverley Carruthers and Dr 

Wiebke Leister, and inspired by Rosalind Krauss’s ‘Sculpture in the 
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Expanded Field’, we began a process allowing parts of a photograph to 

take on a personality and begin to ask questions.  

This oral and audio sensory experience became important and I 

began to write out short stories that I remembered when I was growing 

up, and to allow the bedroom to speak to me through poetic verse and 

questions.  

 
Figure 15: Tim Stubbs Hughes (2021), The room and I have a conversation. 
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Figure 16: Tim Stubbs Hughes (2021), The room writes a poem. 

These two pieces became the core of the audio soundscape.  

2.3 The Objects 

On my visits to my mother’s home in Fleet I gathered artifacts. 

 
Figure 17: Tim Stubbs Hughes (2021), Artifacts from my childhood in the vitrine. 
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These became the physical presence of myself within the installation: 

the carpet and physical space would be presented by a painted floor; a 

vitrine would represent my cupboards; three plinths would take a number 

of objects.  

   
Figure 18: Tim Stubbs Hughes (2021), The three plinths (left to right); China piggybank; 
LPs and 45s; Books. 

I have been particularly inspired by the work of Clare Strand, who is 

using many different forms and mediums to push the boundaries of what 

photography can do and how work can be presented. On her website she 

describes herself as “British artist, working with and against the 

photographic medium” (Strand, 2021). When looking at her work, I am 

struck by the many different forms of presentation and methodologies 

that Strand employs to curate her work. In a recent interview for Source 

Magazine when questioned about the autobiographical and performance 

aspects of her work she answered that “My work is also a reflection of my 

life… I can’t make work that comes from a different type of life, I have to 

work with the life I have and this is how I do it” (Soutter, 2020: 55) 

 
Figure 19: Clare Strand (2017), Men Only Tower 
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3 Remembrance of day-dreams 

3.1 Jack Studio Theatre 

In 1995 I directed a play called ‘The Promise’ by A. Arbuzov that I 

premiered at the Jack Studio and taking ‘Remembrance of day-dreams’ 

there in 2021 added to my feelings of resonance within the piece and the 

direction I was heading. I was creating a room of memories within a 

theatre space that already contained strong memories for me.  

3.2 The Installation 

In my opinion I was stepping into my past, to present my current 

self. This concept is grounded in the Annette Kuhn’s book ‘Family Secrets’ 

when she breaks down in tears after seeing ‘Mandy’ about a little girl 

growing up in the UK in the 1950s: “that the future is rooted in the past, 

and the past will leave its mark on the future” (Kuhn 1995:44). That the 

childhood self is forever present within and that “Memory shapes our 

inner world” (Kuhn 1995:159). 

 
Figure 20: Timothy Stubbs Hughes (2021), ‘Remembrance of day-dreams, self-portrait. 
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My intention was to recreate my remembrances of the time spent in 

my bedroom and offer the viewers/audience an immersive experience. 

The choice of a theatre space over a gallery was important to me as it 

would allow those attending to both walk around the intallation and sit in 

the auditorium to experience the ‘performance’ of the room.  

At an early stage in my thinking, I did consider myself being a 

performance element within the installation, though moved away from 

this. Though over the three days of the installation I was a presence 

within the space, and available to anyone who wanted to approach me 

and ask questions or offer feedback on what they were experiences.  

Of importance to me was the fact that I was not re-creating a replica 

of my bedroom, but an abstract impression of the room and the ordinary 

and mundane objects became focal points and snapshots within their own 

right. 

Finally, a soundscape, was the last element within this iteration. It 

brought together music from my teenage years which were mixed with 

short stories of my childhood, such as: my gran baking us cakes; my first 

Saturday job which enabled me to by my first camera; how drama at 

sixth form college enabled me to dream and led me to applying to drama 

school.  

  
Figure 21: Timothy Stubbs Hughes 
(2021), ‘Remembrance of day-dreams’, 
audience. 

Figure 22: Timothy Stubbs Hughes (2021), 
‘Remembrance of day-dreams’, audience. 
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Throughout my career I have been fascinated and absorbed by the 

reception of artistic work by its intended audience. At the culmination of 

my MA at Goldsmiths College in Theatre Arts (Directing Option) in 1996, I 

wrote my final dissertation on the idea that the resonances within of a 

piece of work change, adapt and shift through the prism of the society or 

the collective who are experiencing that work. I believe that when we 

meet a piece of work, whether theatre or photography, we are looking to 

find references to ourselves within that work, so that we can gain access 

and deepen our understanding. We are entering into a dialogue with the 

work.  

As I worked in the space, installing the work, I formed in my mind a 

journey for the photographs, which the viewer may or may not have 

picked up on. Entering the space on the right, they journeyed through the 

room as it now, mingled with self-portrait, then a back wall of images just 

from the room, giving us a sense of time past and echoes of my old space 

and then a journey out of the room, again through images of now and 

portraiture as I alluded to who I have become.  

  
Figure 23: Timothy Stubbs Hughes 
(2021), ‘Remembrance of day-dreams’, 
work suspended by fishing wire and 
bulldog clips. 

Figure 24: Timothy Stubbs Hughes (2021), 
‘Remembrance of day-dreams’, work 
suspended by pins and bulldog clips, and 
playing with different size of images. 

The photographs were simply displayed, either hung from fishing 

wire suspended from the theatre’s lighting rig and attached by bulldog 

clips, or with small tacks nailed into the walls.  
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I wanted the photographs to feel suspended within the space, trace 

like memories and moments. I played with different sizes of the images, 

from A3 to A5, to encourage close inspection, and had a few repeat 

images placed selectively, introducing the feeling of ‘have I seen this 

image before’, acting like an internal echo.   

The grouping of the images was also important; reconnecting with 

the room; the room itself; and a new self-coming out of the room. The 

lighting design was also important, as through the forty-five-minute 

length of the soundscape, it travelled with subtle changes thus allowing 

the room to breathe. This, with the soundscape, added to the immersive 

qualities of the installation that I was looking for.  

Underpinning intent was to allow those attending to consider and re-

connect with their own childhoods. I feel that the installation achieved 

this:  

“Intensely honest, personal, and beautifully executed, really making 

the viewer find their own world within it too. Very impressive.” Kate 

Bannister (Artistic Director of Jack Studio Theatre) 

“The exhibition was great, and it certainly showed your talent as an 

artist and creative maker” (Karl Swinyard, Jack Studio Theatre) 

“The photographic fragments chosen for this exhibition are, in many 

ways mundane: the porcelain tiger on the windowsill and a door catch or 

partly dismantled shelves. They are significant because they are fixtures 

in an otherwise empty bedroom. The archive of those missing pieces 

contained at the centre of the exhibition and placed around a space the 

shape and size of Tim’s room are pieces of a jigsaw. They challenge the 

viewer to fill in the puzzle with the photos and scattered fragments.” 

(Joanne Jones, audience member) 
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In addition, a number of those who attended personally commented 

to me on how that by looking at someone else’s childhood they 

considered their own.  

 
Figure 25: Timothy Stubbs Hughes (2021), ‘Remembrance of day-dreams, my room. 
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4 Future Directions 

When asked by Melvyn Bragg about the “driving themes in your 

work”, the playwright and dramatist Dennis Potter in his final interview 

replied: “They come as you grow, and your childhood remains.” (Potter 

1994) 

As I have journeyed through the MA at Falmouth, and the creation 

of my work on the FMP, this concept has stayed with me.  

The poet Billy Collins in his Masterclass talks about that there is the 

“starting” subject within a poem, and the “discovery” you find along the 

way (Billy Collins 2019).  

Alec Soth talks about the line breaks in poetry as the moment for 

the reader to “put themselves in there, to fill out the information, and 

create this little universe” (Soth 2019). Similarly, I am passionate about 

the experience a viewer has with my work, and the internal and external 

dialogues that can then occur and develop.  

I see photography as part of my practice as an artist and 

practitioner, and that the work created in the FMP as only the beginning 

of a future direction. Taking Collins’ idea that this is only the starting 

point, I would like to see this project develop further with more 

experimentation in self-portrait and different iterations of the concept in 

other installations and the creation of a book of photography and text.  

My work is founded on the concept that photography has the power 

of storytelling and that a single image can encapsulate an entire life. It 

can challenge our personal understanding and vision of the world, and in 

this moment of consideration and observation the subconscious can 

breathe, and new thoughts and feelings can occur. 
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Figure 26: Timothy Stubbs Hughes (2021), Remembrance of day-dreams, my room. 
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