
 

 

SUN RAIN WIND 

A conversation with Julia Carrillo 

  

by Luca Panaro 

 

The project that we have published in this book shows images created using a darkroom. In 

technical jargon, these images are called photograms. They are created using a technique that 

goes back to the origins of photography. They allow the artist to draw directly with light on 

photosensitive paper without using a camera. It’s for this reasons that it’s called “off-camera” 

photography. How do you approach this mode of expression?  

 

I started making photograms as I was looking for a way to capture some of the images, I 

observed in experiments carried out in the dark. I have dedicated part of my practice to 

investigating light. I do it in different ways, for this I have built several optical devices, some 

of which have resulted in sculptures or installations. My studio is divided into different spaces 

and one of them is a dark space that I use to create light experiences. At some point, I tried 

to capture images that were projected in this space and at first I started using a camera to 

take pictures but the results did not convince me since they ended up being records of the 

works and not works in themselves. So, thinking about alternatives to capture these lights 

and searching for a more “honest” way to capture the images, I came up with the idea of 

trying to make photograms. The results were just what I was looking for. I found enormous 

freedom to create when I was not restricting myself to the camera. Little by little, I have been 

replacing the camera with my own lenses, filters and lamps. 

  

Today, it’s becoming more common to find artists interested in ancient techniques for 

shooting and printing. Why do you think this is happening in a technological and digital era 

like ours?  

 

I think that digital and analog techniques have very different results. While digital techniques 

have many benefits, they also lack some of the characteristics of older techniques. Each 

artist's motives for choosing to use an older technique will be different. In my case, 

photograms enable the meticulous study of light I am looking for. For me, photograms are 

almost scientific records in which I obtain results that could be observed through a 

microscope or a telescope. The images would not be the same if I used a camera. Since my 

work not only uses optics but also studies it, the quality of the image has become 

fundamental. What I find particularly attractive about this technique is that there is no loss 

of quality in the captures. They are direct captures of light – there are no pixels or distortions. 

I find great value in this. 

 

 



 

 

This work took shape during your residency at the Zenato winery in Peschiera del Garda and 

in Valpolicella in 2024. You had the opportunity to observe work in the vineyard and in the 

cellar there during harvest. But more than anything else, you also got a sense of the 

importance of nature in the production process. Where will we find sun, rain, and wind in your 

images?  

 

During my visit to Peschiera del Garda and in Valpolicella I was struck by the fact that the 

conditions of the land were determined by the last ice age. It seems that the conditions are 

quite unique, very good for agriculture and particular for growing grapes. The way in which 

vineyards are designed and planted rely in an understanding that fosters a kind of 

choreography between the sun, the rain and the wind. For several years, I have been 

interested in natural phenomena and the forces that construct our surroundings, and they 

have become a central theme of my research. The photograms that we show in this book are 

also a choreography between the sun, rain and wind. The images were generated using light, 

water and air. In some cases they were created using direct sunlight or by generating rain and 

wind inside the darkroom. The images are traces of the interaction of these motifs: light and 

rain, water and wind, sun and air. They are captures of moments that result in abstract forms 

or landscapes that are open to interpretation. 

 

To create some photographs, you worked directly with wine, experimenting with its color and 

the texture of the liquid and discovering how much they affect the aesthetic of the image. I 

believe that water is the element that most closely connects wine to your images, wouldn’t 

you agree? 

 

What initially led me to work with water was the search for bodies that would allow me to 

visualize the paths that light travels. Translucent bodies become optical mediums, since light 

can pass through them. I was initially interested in water because it is a translucent body that 

can modify its shape. Through water I could observe a continuous modification of the paths 

of light. The objects and materials that I have been using in the darkroom become optical 

artifacts. I have been fascinated by this. As I worked in this project, I decided to use red wine 

as a lens. It became a medium for light, and that appears in some of the images. The color 

and shape of an optical body affect the paths of light and determine the images that can be 

generated with them. The result is in black and white, but it is still possible to observe a 

difference in the contrast of the images when the liquid changes color. It functions as a filter. 

In the darkroom I use filters that run between red and magenta. They create different 

contrasts in the final image. It is all a matter of optics.  

 

 

 

 

 



 

 

 

 

 

 

What makes your photograms different from the famous Rayographs created by Man Ray? I 

believe that the dynamism between the image and the subject’s loss of recognizability could 

be two defining elements of your camera obscura technique. 

 

Man Ray is certainly a reference for me and perhaps without his precedent, I would not be 

doing this work. The photograms I have making have a direct reference to what Man Ray 

called “Rayograms”. However he made photographic prints by placing objects on 

photosensitive paper and exposing them to light, getting rid of the camera. In a way, this is 

what I am doing, but the objects I use are for me optical devices or “lenses.” In some ways, 

this can be understood as a “camera.” But I have focused on the study of light itself, not on 

using it to reveal something else. This is probably why you notice that there is no particular 

interest in seeking to recognize the elements I use to generate an image. For me the subject 

is light and its dynamics. 

 

You alternate black and white photographs with color ones in this book. From a technical point 

of view, are the differences? How does this relate to the desired effect in visual terms?  

 

Yes, the process for black and white, or colour images, is quite different. Black and white 

photograms are slow and cautious. Black and white paper is not sensitive to red, so it is 

possible to illuminate the darkroom with red light and this allows you to read the shapes in 

quite a bit of detail. Working in colour in the darkroom is different because you lose control. 

You are completely blind, so it becomes a dynamic of imagination and touch. The surprise in 

that sense is quite pleasant. In the case of the colour photograms, some were exposed directly 

to the sun. Others were exposed in the darkroom and the resulting images are quite different. 

In the end, in both cases, the idea is the study of light, and it seems to me that in that sense 

the images complement each other. In black and white, you appreciate shapes that you 

probably wouldn't pay attention to if they were in colour. But at the same time, when 

investigating light, colour becomes central. 

 

  



 

 

In your previous works, you reveal that your interest in images is not limited solely to 

photography. You often work with light and the refraction of rays of sunlight through prism. 

You construct large kaleidoscopes. How important is it for you to give your projects an 

environmental dimension where the viewer can have an immersive experience?  

 

I like having the freedom to use different media and I try not to restrict myself to any specific 

one so that the projects guide the media used in each work. Environmental experiences are 

recurrent in my work, and I think that in part it is because I have a way of thinking that is quite 

spatial. I am interested in abstraction thought and many times it is more natural for me to 

express it in a sensorial way. Several of these works are explorations that I have done with 

optics, the transport of light or sound waves, the behavior of these frequencies in matter or 

in the absence of matter, which is, in some way, transport in space or time. The devices 

function as a means of transport, like entering a telescope that brings you closer to the stars, 

allowing us to describe them in some way. It seems to me that photographic medium and 

immersive experiences complement each other. The results obtained are not redundant but 

rather add up, and I find it refreshing to be able to go from one to the other. In the creative 

process they also feed off each other, the photograms can result in sketches of sculptures, 

and the installations can be used as cameras for the darkroom. 

  

  

 


