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Photography Installation, 2015

Warning! Not Fixed /...
… a story about the act of looking, time image, the archive and 
future remembrance.

Photography as a process can be split and analysed as subse-
quent phases, acts and sequences in time. It seems most common 
to start with a certain kind of reality, something or someone that 
is in front of the camera. Followed by the exposure process. The 
shutter opens and exposes the film to light. We usually agree upon 
photography’s ability to stop time but as Barthes in his analysis 
of the sitter’s experience has shown, the question of the durati-
on of that stoppage is less clear. One could – following Barthes’ 
analysis of the sitter‘s experience of the unhinging of time – split 
time into two 'dissymmetrical jets' – one towards the past, the 
other towards the future: one preserves the past while the other 
makes the present pass on (Plummer 2013:5). Whereas most 
theory so far is inspired by the act of taking a picture, our project 
focuses on the opposite end of photography as a process. In the 
special case of photography as an archival object, the processual 
aspect of photography is linked to future in two ways: First in the 
sense of remembrance as it expands into future and secondly as 
the archive as a venture that is about the construction of future 
figurations of histories. Our venture starts with images from the 
archive, in this case the archive of Iwalewahaus and a collection of 
photo prints by the late Ulli Beier. We try to shed light on archival 
processes and on the relation photography, spectator and image 
have. 
Iwalewahaus currently is custodian of the Ulli Beier estate that 
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includes about 60.000 photographic images. The highlights are 
about 12.000 negatives and paper prints he produced in the 1950s 
and 1960s. 'He produced' literally means that he had built himself 
a small dark room in his home in Ibadan where he processed the 
photo material that he shot himself. Delio Jasse during his first 
residency at Iwalewahaus in 2014 and 2015 worked intensively on 
that collection and made use of two bodies within this collection 
to create a series of works for the 2015 exhibition “MashUp”. The 
two bodies that he used were portraits of Yoruba priests, kings 
and children that Ulli Beier had taken in the 1950s during religious 
ceremonies and later published in his exhibition “The Face of 
Gods” and another series that Ulli Beier also had extensively pu-
blished and exhibited showing so called Brazilian architecture in 
Nigeria. Jasse fused these source images in his work by applying 
analogue repro techniques and double exposure. 

This time we were looking for photographic images in the Beier 
estate that were connected with Mozambique. During my last 
visit to Ulli Beier during 2010 in Sidney I talked with him about my 
recent interest in lusophone Africa and his experience in Moz-
ambique. I stayed in Ulli and Georgina’s home and due to the jet 
lag I spent several nights looking through Ulli’s photo collection. 
I found one envelope Ulli had labelled “Mozambique”. It contai-
ned portraits of the Mozambican painter Valente Ngwenya Ma-
langatana (1936-2011). The black and white paper prints show 
Malangatana at work and reproductions of the finished painting 
he had been working on in the previous images. Ulli also had docu-
mented murals of Malangatana and some traditional or popular 
wall paintings on Mozambican mud huts. In 2010 I had assumed 
– also based on my conversation with Ulli – that the envelope 
just contained the prints and that somewhere else in the collec-
tion one could find the negatives and presumably more images. 
Our 2015 search did not bear any further results. In the end, we 
cannot even be sure about the authorship of the images in the 
envelope. It is Ulli’s handwriting “Mozambique” and he selected 
the content of this envelope. He talked about photos from Moz-
ambique in his collection – but he did not explicitly say, “photos 
I took”. Ulli Beier has been to Mozambique and he met Malanga-



tana. When we talked in 2010, I had the images in the envelope 
in mind and I assumed he did so as well with many additional 
ones that he remembered and that I could later on identify in the 
estate. Now thinking about my first encounter with the images, it 
becomes more and more difficult for me to push aside the current 
images I see in front of me. The 2015 images have become a veil 
that distances the 2010 images. I am sure about the envelope 
but somehow I think there were more Mozambican images in the 
envelope in 2010, there were different ones. Do I look at the same 
images now?

The small selection of images in Ulli Beier’s “Mozambique” enve-
lope somehow followed the same trajectory that Jasse´s selec-
tion in 2014 did – human agent, art, modernity and contemporary 
context. With the content of this one paper envelope spread out 
in front of us, there is already such a broad scale of predescribed 
readings channelling our attempt to view the images afresh so 
it becomes difficult to regard the images as such. A superimpo-
sed meta-image already distances us from direct access to the 
images of the original prints. Rearranging them with passe-par-
touts and frames might help to overcome these dominant meta-
images. Thus, we would like to start our installation “Warning!” 
with images stripped of any further information. In the subse-
quent step, Délio Jasse will offer his own photo works that are 
based on the above-mentioned images Ulli Beier took in Mozam-
bique. This aesthetic venture and creation of new images at the 
same time allows another confrontation with the source material. 
Whereas the factor of time so far has been regarded following the 
trajectory from “now” to the “pasts”, our lens shifts and focusses 
on the future relations of spectator, image and remembrance. 
Jasse’s prints are not fixed, the chemical processing will continue 
every time they are exposed to light. Every time a visitor wants 
to look at them, he or she has to expose them to light. The act of 
looking at an image is bound to the act of modifying the image.

The photographic paper Jasse uses is prepared with a light sen-
sitive emulsion. The photography is not fixed and thus will change 
if it is exposed to light or not change if not exposed. The room is 



equipped with a red light (photo lab light). If the visitor wants to 
look at the works, he or she needs light and that light will further 
the chemical process. The visitor is not only in an active role but 
also learns about his/her agency (or responsibility). The installati-
on has an “epilogue” outside the dark room and the source works 
Ulli Beier produced also outside the dark room. The installation’s 
title works in the way that the warning text on cigarette boxes do 
and informs the visitor that, his or her consumption of the images 
will mutilate the image and subsequently the potential experience 
of the next person visiting.

 “Warning! Not Fixed” is a story about the act of looking and the 
illusion of images. It highlights the ephemeral that is also cha-
racteristic for this end of photography as process. There is one 
central question: How does the process of remembrance work? 
Images, namely strong images or artworks in our memory are dif-
ferent from what we usually call knowledge. Images ‘adhere’, they 
stick to our memory usually without being on hand immediately. 
But do they really become disposable in the sense of applicable 
knowledge later on? The hypothesis underlying our experimen-
tal installation rather assumes that the initial image stays intact 
without being remembered as such; in the process of remembe-
ring the image we create new images instead of bringing back the 
initial one. Thus like retouches we put layer over layer of new-re-
membered images on top of the initial one. A consequence of the 
“remembering” is not a destruction but distancing of the original 
image. In our installation every individual act of looking at the 
image pushes one-step away from the initial image. The individual 
process of remembering described above is turned into a collecti-
ve process. “Warning! Not Fixed” is as much about the individual’s 
process of remembering an image, as it is about the collective 
venture “archive”. The archive unfolds as a process which is not 
that much about the past but about futures, possible future re-
membrance.       
         Written by Ulf Vierke
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Délio Jasse (Luanda, 1980) was 
born and raised in Luanda. He 
now lives in Lisbon where he 
settled at the age of eighteen. 
His interest in different printing 
techniques was first aroused 

through his work with silk screens, although soon afterwards 
this led him to photography. He started experimenting with 
the different technical possibilities of this medium, especially  
alternative processes such as the cyanotype, the platinum/
palladium and the “Van Dyck Brown”.
After his first exhibitions in Lisbon in 2009 he won the ANTE-
CIPARTE awards with the series “Identidade Poética”. Since 
then, his work began enjoying widespread international reco-
gnition, as evident in the several residencies and exhibitions 
in Portugal, Angola, Brazil and France. He participated in the 
group exhibition “Present Tense” (Fundação Calouste Gul-
benkian, Lisbon, 2013), “Pour un monde durable” (Rencontres 
de Bamako – Biennale africaine de la photographie, Bamako, 
2011) and “África” (Museu Nacional de História Natural, 
Luanda, 2010). Solo show include “Pontus” (Galeria da UNAP 
– União Nacional dos Artistas Plásticos, Luanda, 2013) and 
“Schengen” (Baginski Galeria/ Projetos, Lisbon, 2010).
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Can you briefly explain your project/ research and your approach 
to this?

Ulf Vierke: During the last year, Delio Jasse has been visiting Iwa-
lewahaus twice, working on the archive and his photo installation 
for the 2015 “Mash Up” project. There are two strands that we 
followed in our discussions: We talked a lot about the archive and 
what it means in the context of his oeuvre – usually he works with 
photo prints he finds at flee markets. So our starting point was 
the question how his work is affected if the source material is 
coming from an archive proper. In the “Mash Up” work it was the 
effect of iconic images, that have a lot of ascriptions already, as 
source material. This time we were interested to show as many of 
these inscriptive ties. And in addition we wanted to approach time 
as factor. Time as it is embedded in the archival project as well as 
time embedded in photography as process. What happens if he 
does not fix the prints? Can we still talk about photography then? 
But isn’t any photograph ephemeral? Shouldn’t we understand 
fixation rather as a reduction of the speed of the disintegration 
process of any print? The photographic print creates the illusion of 
an eternal remembrance. 

Délio Jasse: Here I will show images which are revealed but not 
fixed, so that when the prints will be exposed to light it will get 
darker and darker, showing a new image. I want to show a part of 
the analogic process which normally no one but me see, which is 
what happen in my dark room. I want to make visible to the public 
this “invisible” process.
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Which format/ method did you choose as the way of researching/ 
communicating your findings or questions?

UV: In our installation we are interested in processes of physical 
and cognitive processes of remembrance. We will show prints 
that are not fixed. Every time the visitor wants to look at them he 
or she has to expose them to light and subsequently allow the 
chemical process to continue and change the image. Thus the 
visitor’s visual dialogue with the image does not only change his or 
her own memory but also the future conditions for any following 
visitor. Remembrance thus is addressed as a complex individual 
and collective act.

DJ: I always use photography to express myself: without photogra-
phy my artwork wouldn’t exist.

Can you explain how the term „Future” is reflected in your 
project? How do you relate to the topic Future Africa and Visions 
in Time and did your idea of the terms change?

UV: Future is addressed in two ways: First of all regarding the 
archive which we understand as a project about the future. Delio´s 
installation is a metaphor for the archive as a space where con-
temporary decisions and actions shape what in future can be 
written as history. Secondly the installation is about the epheme-
ral aspects of photography. It is about the discrepancy that exists 
between the illusion of fixing the now and creating an awareness 
for the human and the objects agency in the photographic process 
as well as in the archival process that conditions any future gaze.



DJ: Each step I take in my work is a step toward the future, toward 
what is coming next. At the same time my work is a reflection 
about the fact that we cannot look at the future without conside-
ring our past.

How did the cooperation with your partner (artist/scientist) influ-
ence you in your thinking about your project?

UV: In the conversations with Délio I learned how much photo-
graphy is a process that expands into future. Photography is like 
glass – after fixation we regard it like a stone like monument, but 
like glass it stays liquid. A 19th century window glass is conside-
rably thicker in its lower parts, you can see it with your own eyes 
that the glass has been slowly following gravity. With photography 
it is the same – fixation of the chemical process as well as of the 
figurations of images in our memory is an illusion. Délio Jasse 
turns this observation into an aesthetic experience. 

DJ: It was really interesting because his approach was far more 
coherent than mine; usually my starting point are the images and 
then I develop a concept, here it was the other way around.

What are your overlapping fields and why is this cooperation pro-
ductive/ enriching/ interesting?

UV: The whole process started with conversations about the 
archive: the archive as an institution (like the Iwalewahaus archive 
we both were working with) as well as the archive in the sense of 
collective memory (Assmann). Furthermore, we both agreed that 
there is a third perspective on the archive – this time in the Fou-
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cauldian sense – that preconditions any future remembrances. To 
understand the latter is the most exciting challenge for both of us. 
Plus the question of the aesthetic and its potential in our struggle 
with the above questions.

How do you think an interdisciplinary approach (Science and 
Arts) like this can create new knowledge?

UV: Delio’s work allows an aesthetic approach to questions about 
the ephemeral or about liquidity. It is difficult to grasp these in 
words since they are static; they are only capable of snap shots, 
whereas the aesthetic experience allows bringing in time and its 
fluidity. It inspired me also concerning the relation of academic 
and artistic work. The sensual experience of the artwork allows 
us to experience time as a process and thus reach beyond, that 
conceptual academic work is bound to.

DJ: Definetely. Each discipline can add something to the other 
discipline’s approach, creating new knowledge which is a mix of 
the two different approaches.

In conversation with
Délio Jasse & Ulf Vierke




