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The author’s visual practice draws from the natural sciences. Playful
installations create “portraits” of naturally occurring phenomena. The
artworks invite the viewer fo witness the spontaneous emergence of
patterns and traces induced by water. Facilitated by the artist, the
drops and splashes are allowed to manifest in autographic renderings,
generated by exposing sensitized substrates to rainfall or to waves. The
article describes the empiric scientific method, followed by a discussion
of the information the visual inscriptions contain. Drawing analogies
between the experimental approaches of art and science, the article
considers the impact of images in shaping the world we inhabit.

ABTOP NPYW CO3AAHMM BU3YAbHBIX MPOM3BEAEHNI BOOXHOBNAETCS
ecTecTBeHHbIMI Haykamu. VHcTannaumm Tyyns Hapxumen
AESMOHCTPUPYIOT «MOPTPETE» NPUPOAHLIX ABNEHNHA, NPUMALLAS
3puTens CTaTb CBMAETENEM POXAEHUA CO3AABASMbIX BOLOM
y30poB. Kanam foxas 1 HakaTsl BOSIH NOKA3AHL KOK PE3ynsTaT
VX BO3AEMCTBMS HA BOCTIPUMMUMBYIO K HEMy OocHoBy. B ctaTee
OMUCLIBAETCS SMMNUPUYECKMIA HAYYHbI METOL M PACKPLIBAETCS
COMEPXaHMe BM3YanbHBIX SNeMEHTOB. B Helt Takxe nposoastes
QHANOTUM MEX[1Y SKCMEPUMEHTAMbHBIMM NOAXOAAMM UCKYCCTBA M
HOYKM W MOET peyb O PO M30OPAXEHUI B GOPMMPOBAHMIA MUPA,
B KOTOPOM Mbl XMBEM.

THE SEEDS OF RAIN

What does rain look like? Why are visual artists interested in
experimental natural sciences? My project Touch of Rain [1]
exhibits “signatures” of rain in the form of imprints, sculp-
tures, and music. When drops of rain fall on flour, paper, or
a piece of smoked glass, splash patterns are generated. The
work draws inspiration from early-twentieth-century rain re-
search, conducted at a time when the natural sciences set out
to explore precipitation in different parts of the world to un-
derstand how water circulates in the atmosphere. Scientists
used the marks and patterns left by droplets to investigate
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fleeting phenomena [2]. In adapting these early experiments
and in turning them into a “natural art,” I created installa-
tions that celebrate the autographic impressions that emerge
from an artist’s collaboration with rain (see Color Plate L,
Figs 1 and 2). Autographs are visual records that result from
processes where a naturally occurring phenomenon is al-
lowed to inscribe itself on a material substrate to leave a per-
manent mark of itself [3]. In this article, I elaborate on the
traces as a form of indexical, asemiotic writing that visually
mediates the behavior of a phenomenon.

Falling on dry, pigment-sensitized paper, raindrops gener-
ate patterns that remain visible even after the water has evap-
orated. Conceived by scientists, the filter paper method is
extremely sensitive to atmospheric humidity; the absorbent
material allows a fine drizzle or even fog to appear as tiny
dots on the round pieces of paper. The colored spot is always
larger than the diameter of the raindrop. I found these circles
dotted by raindrops reminiscent of bacterial cultures in petri
dishes. In the exhibition Touch of Rain (2011), I brought the
filter papers together to form a laboratory of “rain culture”
(see Color Plate L, Fig. 1). Color Plate L, Fig. 2 shows the
installations Rain Forest and Path of Rain, both created by
exposing pigment-sensitized paper to rainfall.

Watching the stains on paper reveals that the depictions
render individual drops distinctly and plain to see, unlike
observing rainfall with the naked eye. The filter paper ac-
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curately displays the size and spacing of raindrops, details
that normally escape us. The traces show that, while seem-
ingly uniform, rain is in fact variable, sometimes consist-
ing of big, widely dispersed drops, at other times dense and
finely granulated. Thus, the autographs allow us to learn more
about the phenomenon.

The scientists devised the filter paper method to answer
questions concerning the origin of rain. The stains were mea-
sured, and their diameter was compared to the traces left by
drops of known size dropped from a laboratory pipette. The
imprints produced new information about precipitation. The
experiments showed that the size of raindrops varies from 0.2
to 6 mm in diameter [4]. Later, the rain researchers gathered
the data from the drop samples to establish a numeric model
that enabled the discovery of universal laws that govern the
behavior of rainfall. The simple filter paper method gave rise
to the scientists” theory that raindrops grow by merging with
other drops on their way down from clouds to earth. This in
turn evolved into a branch of meteorology known as cloud
physics, which explained the complex process from evapora-
tion to precipitation and finally even succeeded in produc-
ing rain by seeding clouds with salt molecules such as silver
iodide [5]. These “seeds of rain” are tiny particles circulating
in the clouds; they work as saturation nuclei that allow the
invisible water vapor to condense and to build liquid droplets
that again freeze into ice crystals. In the low temperatures and
pressure of the upper atmosphere, the crystals grow heavier
and start falling to earth as snowflakes. As they travel through
the warmer layers, the crystals melt and create raindrops.
Rain is in fact snow that has lost its solid form [6].

In 1904 Wilson Bentley, an amateur scientist and well-
known photographer of snow crystals, invented a method
for making replicas of raindrops using wheat flour. He let
rain fall on a shallow frying pan filled with dry flour. Rain
resulted in small flour pellets, equal to the water volume of
the actual raindrops [7]. Color Plate L, Fig. 3 shows details
of my artwork Baked Rain (2011). It revisits the procedure
with flour and expands Bentley’s experiment into a sculptural
installation.

THE FACSIMILE OF RAIN

The name of telefax paper is derived from the Latin fac simile
(or factus simile), meaning “made to be similar” Not so long
ago, a facsimile copy was one of the fastest and cheapest
methods for transmitting information, yet today it is hope-
lessly outdated. For my purposes, however, the obsolete tech-
nology was perfect. It refers to the early days of the moving
image and reminds of the optical wonders associated with
the cinematic effect.

In my work Animated Rain (see Color Plate M, Fig. 4),
raindrops leave traces on a roll of fax paper, which darkens
when heated. The paper was first exposed to rain and then
dried with a hot air blower. Raindrops protected the surface
and prevented the water-covered areas from darkening when
heated. The drops resulted in white smudges against a dark
background. The fax roll with the heat-developed rain stills
constituted a “reel of film,” which I animated digitally. When

628 Narhinen, Do It Yourself, Rain! | Hspxuuen. Caenait sto cam, Joxas!

the roll is rotated, the drop marks begin to move, and the
records come to life as raindrops start fluttering, not unlike
the snow of television static. The white globules seem to shift
either up or down, depending on the viewer. The illusion of
motion is created by the speed with which the images change.

In the viewer’s eyes, the stop motion images transform into
seething rain. Yet, the artificial rain does not make us wet,
nor can we hear its patter. All we see is synthetic motion.
The rain is present, but only visually. Who or what is the
author of this virtual rain—is it the rain that left the traces
on the paper, the fax paper on which the image of the rain
was impressed, or perhaps the viewer, whose brain causes
the illusion of motion?

RAINMAKING WITH IMAGES

Experimental devices may function as pictorial interfaces
between nature and culture. How are material, temporal,
and three-dimensional events transformed into flat images?
My installations set out to explore autographic techniques
by exhibiting the DIY instruments and materials implicated
in the process of pictorial becoming along with the visual
outcomes.

In creating the Drop Tracer (see Color Plate M, Fig. 5) I
drew from a scientific method coined by the meteorologist
Vincent J. Schaefer in 1940s. When a drop of water hits a
soot-coated glass surface, air trapped under the droplet lifts
tiny particles of soot, which scatter and result in splash pat-
terns [8]. In addition to adapting Schaefer’s method for the
artwork, I placed a contact microphone under the glass to
catch the sound of the collision. The slides with the splash
patterns were scanned and enlarged into black-and-white
pigment prints.

The drumming of rain was further explored using an air
microphone stuck in tin cans of different sizes. I noticed that
the pitch of the patter was dependent on the diameter of the
tin: A small tomato can produces higher resonances com-
pared to the lower tones of a large tin of cucumber pickle. In
Canned Rain (Color Plate M, Fig. 6), we hear the orchestra
of four tin cans play a rain concerto in unisono.

The Touch of Rain series provides rain with new, artistic
means of manifesting itself. The branches of painting, sculp-
ture, music, photography, cinema, and literature all provide
creative media for the rain to “express itself” in works of
“natural art” Rain leaves its own scrawl across soot or telefax,
and dapples pigmented stains on paper. Flour dusted across
an oven dish clumps together to form three-dimensional rain
sculptures. Tin cans perform a rain concerto. The temporal
nature of rain is captured in photographs and videos or on
paper.

Stage by stage, the works expose the indexical operations
that condition the analogue techniques of imaging. The so-
ciologist of science Bruno Latour analyzes similar chains of
representation characteristic of the scientific practice. In a
detailed study on fieldwork conducted in Amazonia, Latour
discusses the empirical method whereby evidence gathered
from soil and vegetation is turned into visual records, nu-
meric data, and text. None of these representations alone can



capture the real world, yet the chain of interlinked evidence
ultimately constitutes the rainforest as an object of study. By
analyzing the scientific cultures, Latour demonstrates how
the “facts” extracted from nature are in fact “fabricated” (sic)
by the researchers. Latour argues that we have no direct ac-
cess to knowledge. It is only through a chain of representa-
tions and the parsing of that chain in both directions that
natural phenomena are identified and understood [9].

In highlighting the embodied and processual aspects of
knowledge production, Latour targets the epistemic core of
scientific practices. With emphasis on the interaction be-
tween the researchers and their subject matter, Latour chal-
lenges the deeply ingrained duality that posits the scientist
as a knowing subject confronting a preestablished object of
knowledge—that is, nature. For Latour, the intermediate
stages of the scientific process—such as the gathering and
processing of data—are integral and ontologically constitu-
tive phases of the exploration. Knowing is not a one-way pro-
cess but arises from reciprocity. Thus, the agency of “nature,”
which formerly was regarded as a passive object of scientific
research, is now assigned an active role in the construction
of information.

Experimental methods such as the sampling of raindrops
revealed previously unknown aspects of precipitation and
water cycles. Drop patterns gave rise to an exploration that
extended the scale and scope of meteorology to the point that
it finally enabled scientists to play God and modify weather
by tampering with the atmosphere. The study of rain reached
a turning point in 1947, when a research program called Proj-
ect Cirrus was launched in the United States. Its purpose was
to develop existing technologies into a practical method for
seeding clouds to make rain, thus allowing weather to be
controlled on a large scale. The study was based on labora-
tory experiments conducted by Vincent Schaefer and Ber-
nard Vonnegut in which silver iodide or dry ice was used to
induce freezing nucleation [10]. Project Cirrus marked the
climax of scientific rain; with artificial rain, God the Creator
was superseded and humanity, unshackled, was finally able to
produce rain. Scientists succeeded in assuming control over
the climate by turning the innocent depictions of raindrops
into a powerful tool for making it rain. Visualizations do not
merely describe the external appearance of the phenomena.
The autographs of rain show that images are both innovative
and essentially worldmaking; through shaping our world-
view they impact the reality we live in.

REFLECTING THE CREATIVE AGENCY
OF NATURAL PHENOMENA

I believe that the concurrent co-conditioning of the observer
and the observed proposed by Latour applies for visual
practices as well. My works originate in experimental set-
ups where a naturally occurring phenomenon is allowed to
create an autographic record of itself. Offering insights into
the behavior of the phenomena, the inscriptions also allow
the manipulation of the nonhuman agencies at stake. My
project Clapotis (2009) involves DIY techniques that enable
the waves of the sea to create pictures of lapping water. I cre-

ated a Wave Tracer (see Color Plate N, Fig. 7a), which trans-
ferred underwater pressure waves onto a rubber membrane
while an attached stylus recorded the changes in pressure on
a graph. In Wave Screen (see Color Plate N, Fig. 7b), the sur-
face of the sea was mobilized to serve as convex and concave
lenses, which projected caustic wave patterns on the picture
plane of a black box equipped with a translucent screen [11].

Wave Screen draws from the camera obscura, a metaphor
ofknowledge and an optical model of the eye. Jonathan Crary
remarks that in the eighteenth century the camera obscura
was used to model human visual perception in explicating
the knowing subject’s relationship to the external world.
As the instrument rendered real-world objects into hover-
ing two-dimensional illusions, it also dissolved the physical
corporeality of the looking subject by turning perception to
immersive virtual experience. Inside the camera obscura, vi-
sion was detached from the body [12].

The Wave Screen installation includes a video, presented as
a wall projection in a darkened room [13]. When the camera
zooms inside the box, the viewer dives into a constantly shift-
ing network of caustic wave patterns. The surrounding walls
of the instrument disappear, and the entire screen is filled
with glittering footage. After dwelling among the patterns for
a while, the camera zooms back and returns to its original
position. The video finishes with a large wave drenching the
screen and shattering the illusion (see Color Plate N, Fig. 7b).
The wet surface reveals the materiality of the picture plane:
The moving image turns out to be a mere sheet of thin plastic.
The waves end up destroying their own reflections.

Both Wave Screen and Touch of Rain play with the optic-
chemical foundations of photography. In Wave Screen, water
provides a lens for sunlight to refract, whereas contact prints
such as the Rain Paintings are produced by exposing materi-
als to water instead of light. Rain is rendered one drop at a
time, not unlike the projective dot-by-dot correspondence
with reality characteristic to geometric optics. How does na-
ture assume a creative role? This question emerges in an in-
triguing way from discourses concerning the agency of light
and the affordances inherent to photographic technologies.

The contact printing technique employed in my works Wa-
vescapes and Pluviograms (see Color Plate N, Fig. 8) are both
reminiscent of the early experiments conducted by William
Henry Fox Talbot with light-sensitized materials. The debates
among nineteenth-century proto-photographers were domi-
nated by questions regarding the authorship of the images.
Was photographing a picture painted by the Sun (or nature) of
itself? If so, what was the role of the photographer and the me-
chanical apparatus operated? According to Geoffrey Batchen,
the uncertainty or downright unwillingness to draw a clear
line between nature and culture culminated in the problem
of naming the new technology. For Nicéphore Niépce, it was
heliography (“sun writing” or “sun drawing”); for Daguerre,
it was “the spontaneous reproduction of the images of nature
received in the camera obscura’; and for Talbot, “Photogenic
Drawing or Nature Painted by Herself” [14].

Nature demonstrates its creative capacity by producing
“portraits” of itself. Writing about my works, I find myself
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in the same predicament as the early photographers. In my
installations, nature is simultaneously passive/created (im-
printed) and active/creative (paints itself). It seems to behave
like an artist, with all the human characteristics that entails.
The sea records its own pulse in Wave Tracer, while rain cre-
ates action paintings, challenging Jackson Pollock to compete
for the championship in drip painting. According to Batchen,
the proto-photographers were driven by a “desire to pho-
tograph,” which “exhibit[s] that disruptive play within and
between nature and culture, real and representation, fixity
and transience, observing subject and observed object” [15].
As avisual artist, I am possessed by that desire—the oscilla-
tion between romanticism and rationalism, between natura
naturans and naturata. According to the general theory of
imitation, the artist imitates the creativity of nature (or God
as the creator). Thus, the creative subject “reproduces” not
the external appearance but rather the productivity, the op-
eration, of nature. In my works, the configuration changes
yet again: Creativity is lent back to nonhuman agencies. Up

to a point, the artwork produces itself, since the autographic
techniques allow the phenomena to do just that. Nature is
set up to play itself.

My visual practice studies the relationship between im-
ages and the natural world. While depicting rain or waves,
the installations explore the techniques, tools, and equip-
ment implicated in the making of the representations. Rain
bursts forth from its own source and materializes right be-
fore the viewer’s eyes, while also being decomposed into its
constituent parts. Watching the stains on paper does not
leave us wet, nor does it risk soaking the viewer. Despite
the moist subject matter, my exploration of water is bone
dry. Unlike the showers induced by Project Cirrus, the rain
in my artworks is purely artificial, realized and mediated
through audiovisual techniques. My research interest re-
sides in the shifts and translations that showcase the natural
event—(re)produced by devices, images, and experimental
methods—from the generation of the traces to their play-
back in the exhibition.
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Cpenan ato cam, [loxab!

prl3rl1, BCrJj1eCkM1 1 BOJIHbI: 3KCMePMMEHTbl B MCKyCCTBE M HAOyKe

TYYJNIA HAPXUHEH

MEPEBOL C AHTIMMCKOTO CAMMOHA NMATTEPCOHA

CEMEHA JoXnas

Kak Boirrapnt goxp? IToueMy XygOXKHNMKY MHTEPECYIOTCA
9KCIePUMEHTaMI B OO/IACTM eCTeCTBEHHBIX Hayk? Moii
mpoekt «IIpuxocHoBeHue goxps» (Touch of Rain) [1] me-
MOHCTpPUPYeT JJOXKJieBble «aBTOrpadbl» B BUJe OTIEYATKOB,
CKY/IBNTYPHBIX M300pa>keHnit n My3biku. Korga xamm ma-
JAIOT Ha MYKY, OyMary mam 3akoIlYeHHOe CTeK/IO, BOSHM-
KaIOT y30pbI OpBI3T. BoxHOBeHMeM 11 3TOI pabOoThI CTanmn
UCCNIeOBaHNsA Havama XX BeKa, B XOfie KOTOPBIX y4eHbIe
HaO/IIofIa/IN 3 OCaJIKaMM B Pa3HBIX YaCTAX CBETA, YTOODI 1O-
HATbH, KaK BOJIa IMPKYIMUpyeT B arMochepe. OHM nsydanu
OCTaB/IAeMble KaIlJIAMU C/IefIbl U Y30PbI, YTOOBI MCCTIEOBATh
IpexopAme ABIeHu [2]. Ommpasach Ha 3TU SKCIIEPUMEHTHI
U TIPEBPATHB VX B «IIPUPOJHOE VICKYCCTBO», 5 CO3/jaa MH-
CTaJULALNY, KOTOPBle OTPAXKAIOT BIICYAT/ICHN A, BO3HIKAIO-
1iyie B COBMECTHOII pabore XyIO>KHVKa 1 B0/ (Bxmapka L,
puc. 1-2). VIHCTa/ULILUM IPeACTaB/IAIT COOO0IT aBTO3AINUCH,
(duKcHpyIoIIIe CTIefbl BO3EICTBIA IPVPOLHOTO SBIEHNsI Ha
MaTepuajbHyI0 OCHOBY [3]. B aToit cTaTbe 51 mogpo6HO pac-
CKa3bIBAI0 O TAKMX CTTefaX KaK BUJe MHAEKCaTbHOTO, AceM-
4ecK020 MICbMa, KOTOPOe 0TOOpaXKaeT CyTh ABJICHIIA.

ITapas Ha cyxy1o, 06paboTaHHYIO IUTMEHTOM byMary, 10-
JKJIeBbIe KaIlIi CO3[)AI0T Y30Pbl, KOTOPbIE OCTAIOTCS BUTHBI
II0CJIe TOTO, KaK ucnapunach Boga. Co3gaHHbI yYeHBIMU
MeToJ, GUIBTPOBAIbHOI OYMaru BBICOKOYYBCTBUTENIEH K
BJI&XHOCTU BO3[yXa; O/1arofiaps MCIONb30BaHUIO abcop-
6upyroLero MaTepuaa ierkas MOpoch I JjaXke TyMaH Ipo-
ABJIAIOTCS HAa KPYIVIBIX MCTaxX GyMaru B BUJie MaJeHbKUX
L[BETHBIX IIATHBIIIEK, JUaMeTP KOTOPBIX BCerga Oorblie,
4eM y [OXKMIeBOil KaImu. OTY yCesAHHBbIe TOYKaMM KPYTHU
HAIlOMMHAIOT Ky/IbTypbl GakTepnii B dauke Iletpu. B mpo-
exte «[[puKOCHOBeHE FOXK/s1» (2011) 51 00BEAMHIIIA TUCTHI
duabTpOBaNTBbHON OGyMary, 4To0bl HOMYYNIACh Taboparo-
YA «TOXKIeBLIX KynbTyp» (Bxmazmka L, puc. 1). Ha pucynke 2
MmokasaHbl uHcTasauun «JJoxmesoit mec» (Rain Forest) u
«Tpoma foxpsa» (Path of Rain), cosgaHHble Bo3aeiicTBIEM
HOX/isl Ha 00pabOTaHHYIO MUTMEHTOM OyMary.

B ornune ot HaOMIOFAOIIETO 33 TOXK/EM 3PUTE/b, pac-
CMaTpUBAIOLINII [IATHA HA GyMare, MOXKET YeTKO Pas/INiiTh
ot/enbHble Karmn. GuibTpoBanbHas 6ymara TOYHO 0TO6pa-
XKaeT X pasMep U PacCTOSHUE MeX/Y HUMY — JieTasIl, KO-
TOpbIe 0OBIYHO YCKO/IBb3aI0T OT Hac. Crrefibl IOKA3bIBAIOT, YTO,
HECMOTPS Ha KaXYIIYIOCA OfHOPOIHOCTD, HOX/b Ha CAMOM

Tyyna HspxuHen (BuayanbHbiii xynoxHuk, uccneposatens). Agpec
anektpoHHo# noutsi: tuula.narhinen@uniarts.fi. Caitr: www.tuulanarhinen.net.
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Ierne Bce BpeMs MEeHAETCA: IHOT/[A OH COCTONUT U3 KPYIIHBIX,
IIMPOKO Pa3OpOCAHHBIX KaIle/lb, @ MHOT/A IIOTHBIN M Mel-
Ko3epHuUcThIL. Taknm 0b6pasom, aBTorpaduueckue 3anucu
HO3BOJIIOT HaM JTy4llle HOHATb IPUPOJHOE sIB/ICHIE.

YdeHble MCIIOIb30BaIN MeTOZ, GUIBTPOBAIbHON Oymarn,
4T00BI OMY4NTH OOMbIIe CBefieHnit 06 ocaakax. OHM us-
MepsUIN ISITHA M CPABHYBAIN UX C KAIUISIMU 33/JAHHOTO pas-
Mepa, YIaBIIMMM U3 1ab0paTopHOI mumeTku. brarogaps
oTIeYaTkaM OblIa oTy4eHa HoBask MHpopManys 06 ocaz-
KaxX. DKCIIePUMEHTBI TI0KA3a/IN, YTO AMaMeTp JOXK/IEBDIX Ka-
Ie/Ib BapbUPYET OT 0,2 10 6 MM [4]. BiociencTeuu y4uenble
cobpasu faHHbIe U3 00Pa3I0B Kalle/lb 11 CO3/Ia/IN YUCIOBYIO
MOJIe/Tb, KOTOpast IOMOITIa OTKPBITh YHUBEPCaTbHbIE 3aKOHBI,
yIIpaBAoLIne oBefieHreM ocafkoB. OObIaHas PUIBTPO-
Ba/IbHasA OyMara IIOpOfM/Ia TEOPUIO O TOM, 4TO HOXKJieBbIe
KaIlIM pacTyT, CIMBAACD C APYTUMM IIO Iy TU U3 0OJIAKOB Ha
3eMJTI0. DTO, B CBOIO OUepelb, IIPUBETIO K IOSIBIEHIIO 00/1acTn
MeTeOpOJIOrNy, TIOyYUBIIell HasBaHMe (U3UKM 0OTaKOB.
Ona cMorIa 0O'BSICHUTD pasiIndHble CTIOXKHbBIE IIPOLIECCH,
OT MCIapeHMs 10 OCAAKOB, U fJaXKe Haydmia JTofell BbI3bl-
BaTh HOX[b, «3aceBasi» 0OaKa MOJIEKY/IaMI COMM, TaKOM
Kak 11oanz cepebpa [5]. DTu «ceMeHa TOXK/sI» IIPEACTABISIOT
c000i1 KpoIIeYHble IVPKYIMPYOLIe B 00/IaKaX 4acTHUIIBI;
OHI pabOTAOT KaK SIf{pa KOHIEHCALNN, KOTOPBIE IIO3BOLIIOT
HEBU/MIMOMY BOJISTHOMY Iapy KOHIEHCUPOBAThCs 11 06paso-
BaTh JKIJIKVE KaIl/II, 3aTeM [PEeBPAIAOIecs: B KPUCTa/UIbL
nbpa. [Tpy HU3KMX TeMIlepaTypax 1 JaB/IeHIN BEPXHUX CTIOEB
aTMocepbl KPUCTA/UIbI CTAHOBATCA TsDKeJIee 1 HAYMHAIOT
agaTh Ha 3eMJIIO B Bifie CHeXXIHOK. [Ipoxozist uepes Horiee Te-
IUIBIE /IO aTMOC(epBI, OHY TAIOT ¥ IPEBPALIAIOTCS B KaIlIn
Boxps. Kb, TakuM 06pasoM, — 3TO CHeT, IOTePSIBILIII
TBepAyIo Gpopmy [6].

B 1904 roay Yuncon Benrnu, ydensiii-noburens u us-
BecTHBIIT poTorpad CHeXXHBIX KPUCTAIUIOB, M300per criocob
M3TOTaBIMBATh MOJEIN OKIEBBIX Kalle/b U3 MIIeHNIHON
Mykut. OH BBICTABILSUI IIOJ, ZOXK/b HEITYOOKYI0 CKOBOPOLLY C
CyXoli MyKoii. B pesynbrare momy4Januch MaJeHbKUE Myd-
Hble [IAPVKI, 9KBUBA/IEHTHbIE 00BEMY BOJIBI B JOXKIEBBIX
Kawsx [7]. Ha Bxmapka L, pucyHke 3 IOKasaHBI AeTann
Moell paboTsl «3amedeHHslil foxAb» (Baked Rain, 2011).
B Heit s1 BHOBb 00paTHIach K MpOLEAype ¢ MYKOI U pac-
MIMpYIA 9KCIIEPUMEHT BeHT/IN 10 CO3aHNs CKY/IbITYPHOI
MHCTa/UIALAIL.

DAKCUMUINE AOXAA

HasBanue rtenedakcHoit 6ymarn IpOUCXOAUT OT JIATUH-
ckoro fac simile (nnu factus simile), 4T0 03HauaeT «CHIeNa
nopobHoe». Elfe coBceM HeaBHO (paKCHMMIbHAS KOIMS
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6bl7a OZHMM U3 CaAMBIX OBICTPBIX U [ELIEBBIX CIIOCO6OB
nepefauyt MHGOPMAIMHY, OFHAKO Ceffdac OH Ge3HaIeKHO
ycrapen. Tem He MeHee 9Ta ycTapeBIlIas TEXHOIOTWA Mpe-
KPacHO IOZOIIA A1 MouX Lieneit. OHa CBA3bIBaeT HAC CO
BpeMeHaMI 3aPOXKJICHMA IMHAMIYECKOT0 1300paXKeHA I
HAIIOMJHaeT 06 OITIYECKMX YyflecaX, KOTOpble aCCOLUMUpY-
I0TCSL y HAaC € KHeMaTorpadeit.

B moeit pabore « AHMMUPOBAHHBII ZOKAb» (Animated
Rain, Bxmagka M, puc. 4) Kamm FOX/s OCTAB/ISIOT CIIEbI
Ha pynoHe Oymaru i GaKCMMMIBHOTO aliapara, KOTo-
pas TeMHeeT IIpM Harpese. bymara cHauasa IoiBepriach
HeJICTBUIO HOXK[A, @ 3aTeM OblIa BBICYIIEHa BEHTHU/IATOP-
HBIM BO3[[yXOHArpeBaTeleM. B Tex MecTax, Ifje ee HOKPbIIH
KaIl/Ii, OHa He [IOTeMHesIa IIpy Harpese. Ilomyunmics 6embie
K/ISIKCBI Ha TeMHOM ¢oHe. Pynon daxcuMumipHolt 6ymaru ¢
OTIeYaTKaMy HOXKAA A MCIOMb30BaMa KaK «KIHOIITEHKY»,
aHMMHUPOBaB U306paxkeHne HUPPOBBIM crocoboM. Ecn
PYJIOH BpallaTh, OTHEYATKM Kalle/lb HAUMHAIOT ABUTATHCA,
MeJIbKaTh, II0ZOOHO «CHEry» OT IIOMeX Ha 9KpaHe TeleBM-
3opa. Berble IapuKy CIOBHO JBIYKYTCA BBEPX WM BHU3
nepey Ira3zaMu 3puTess. VIUIosuA [BIDKEHNA CO3/jaeTCH
CKOPOCTBIO, C KOTOPOIT MEHSIOTCS KAPTUHKIL.

MenpKamomue Kajpbl NPeBPAI[AIOTCS B HMEHALINMIICA
10X 1b. OfHAKO MCKYCCTBEHHBII JOXK/[b HE MOXKET Hac HaMO-
YUTD, ¥ CTYKa KaIle/Ib MbI He CTIbIINM. Bee, 4To MBI BUMIM, —
3TO CUHTeTHYeCKOoe ABIDKeHMe. [JOKIb IPUCYTCTBYeT
TOJIBKO KaK BU3yasIbHOE IIpeficTaBieHye. Ho KTo mnm 4To
ABJIACTCS ABTOPOM TOIO BUPTYa/IbHOTO IIOTOKA — JOXK/[ib,
OCTaBUBILINMIT C/Iefbl Ha OyMare, pakcuMMIbHaA Oymara, Ha
KOTOPOIT OTIIeYaTaI0Ch M300paXkeHNne JOXK/, UM XKe 3PH-
TeJIb, Yelt MO3T CO3JaeT MITIO3UIO [OXK/A?

CO30AHME AOXAA C MTOMOLLbIO
U3OBPAXEHUN

OKCcIepUMeHTaIbHbIe YCTPOMCTBA MOTYT BBIIOTHATD
(yHKIMIO rpadmuecKuX NHTEPPEicOB MEXLY IIPUPOOI U
Ky/nbTypoit. Kak MaTepuaibHble, BpeMeHHbIe U TPeXMepHbIe
co6bITNA TPaHCHOPMUPYIOTCA B IVIOCKME M300PaKEeHNA?
Mou MHCTa/UTALUY CCIERYIOT aBTorpaduieckue TeXHUKU
U NOKa3bIBAIOT MHCTPYMEHTBI U MaTepUasIbl JId PyIHOI
paboThl, MCIIONb30BAHHBIE B CO3[AHUN M300paKeHMIL, U
BU3Ya/IbHbIII pe3y/IbTaT 3TON PabOThL.

CospaBas «Kanenpabiit camorucen» (The Drop Tracer,
Bxmapgka M, puc. 5), ONMpajach Ha HAyYHBI METOJ, pas-
paboTanHbIl MeTeoponorom Buucentom JIx. llledepom
B 1940-X rofax. Korja Kamisa BO#bI MafflaeT Ha TOKPHITYIO
caXkeil CTeK/IAHHYIO TIACTUHY, BO3JYX, 3allepTHIN ITOf Ka-
TI7Ieit, TIONHMMAeT KPOIIeYHbIe YaCTHUIBI CaXKM, M OHU pPas-
netatoTcs, popMupys y3opst 6poisr [8]. B cBoeit pabore s
pomonHuta MeTox [lleepa, moMecTUB IO CTEK/IO KOHTAKT-
HBIIl MUKPO(OH, KOTOPBIIT yIaBINBaeT 3BYK yAapa KaIlIi.
ITTacTUHBI € y30paMu OpBI3T 1 OTCKaHMPOBAJIa, a 3aTeM pac-
IevyaTaja yBe/IMdeHHbIe YepHO-0eble N300 paskeHN .

3BYK JJOX/A A UCCIEOBajla C MOMOLIbIO BO3YIIHOTO
MUKPO(]OHa, TOMEIEHHOTO B )KeCTAHbIe OaHKM Pa3HBIX pa3-
MepoB. S o6paTuia BHUMaHIe, YTO BHICOTA 3ByKa 3aBMCHUT
OT pa3Mepa eMKOCTH: MajlleHbKue GaHKU U3-TI0fi TOMATOB
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PE30OHUPYIOT Ha 60JIee BHICOKMX YaCTOTAX, 10 CPABHEHMIO C
HM3KMMM TOHaMM O0/IbIINMX 6AHOK M3-TI0J] MapMHOBaHHBIX
orypuos. B pabore «KoHcepBuposanHblit Box/ab» (Canned
Rain, Bxmazka M, puc. 6) opkecTp U3 YeTbIpeX KOHCEPBHBIX
6aHOK 8 YHUCOH UTPAeT KOHLEPT FOXK/A.

Cepus «IIprkocHOBeHUE JOX/A» [JaeT HOKAI0 HOBBIE,
XyI0XKeCTBEHHBIE CPEJICTBA BBIPAXKEHIIA.

PasHble 00/1aCTV >KMBOIMCY, CKYIBITYPBI, MY3bIKH,
¢dororpadu, KUHO U TUTEPATYPBI IPEOCTABIAIOT JOXKIIO
Xy/I0>KeCTBEHHbIE CPEICTBA /ISl «CAMOBBIPAKEHVsI» B IIPO-
U3BEJICHNUAX «IIPUPOJHOTO MCKYCCTBa». JJOX/b OCTaBIAET
pasBojbl Ha cake M (GaKCUMMIbHON OyMmare M IjBeTHbIE
IITHA Ha OYMa>KHBIX /IMCTax. MyKa, pacchllaHHAasI II0 IIPO-
THUBHIO, C/INIIAETCS B TPEXMEPHBIE JOXK/IEBbIE CKY/IBITYPBL
KoHcepBHbIe 6aHKV MCIIONHSAIOT KOHLEPT AOXKAA. IIpexo-
IsIIIast IPYPOJA JOXKAsI OTpakeHa Ha (pororpadusix, Buieo
u Oymare.

IlTar 3a marom paboOTHI IIOKA3bIBAIOT MHIEKCHbBIE OIIe-
paunu, oOycnaBaMBaiole aHaTOrOBble TeXHMKM U30-
6paxxennsA. Couuornor Haykn BpyHo JlaTyp aHanmsupyer
HOI00HBIE [IEMTOYKYM MOCPEIHNKOB B HAyYHOI IPaKTHUKe.
B moppo6HOM MCCIeOBaHUN TIONIEBBIX MaTePUAIOB, CO-
6paHHBIX B AMa30HNN, OH PacCMaTPUBAET SMIIMpPUIECKIe
METOJIbI, C IOMOIIIBIO KOTOPBIX MH(OpPMAaLN, M3BIeYeHHAS
U3 MOYBBI ¥ PACTUTENBHOCTH, IpeoOpasyeTcs B BU3yallb-
HBIe 3aITUCH, YNCTIOBble TaHHbIE U TeKCT. ITo oTnenbHOCTH
HY OJJHO V3 9TUX IIPEICTABICHNII He MOXKET OTPasuTh pe-
alIbHOCTD, OJHAKO IeII0YKa B3aMMOCBA3aHHBIX JJaHHBIX
B KOHEYHOM CYeTe CO3/aeT TPOIMYECKMII /IeC KaK 00BEKT
usydeHns. AHaIM3Mpysl HaydHble KyIbTYpsl, JlaTyp mo-
Ka3bIBaeT, 4TO «(aKTbl», M3BIEYCHHbIE 13 IPUPOIBI, B
mericTBUTENbHOCTI «chabpuKoBaHbl» (sic!) yuenpimu. OH
YTBEpP>KZIAeT, YTO Y HAC HeT IPAMOTr0 JOCTYIA K 3HAHIUAM.
Mbl npeHTHGUIMPYEM U IO3HAEM HPUPOIHBIC SABICHMA
TOJIbKO Yepe3 1IeTI0UKy pelipe3eHTalii 1 ee aHamm3 B 060X
HaIpaB/IeHmsxX [9].

Boifjenss MaTepyuaabHbIe U IIPOLECCyaTbHbIE aCIEKThI
HOJTy4eHus 3HaHuA, JIaTyp 3aTparnBaet mpobemMy snmcTe-
MOJIOTMYECKOTO Afipa HAyYHBIX IIPaKTUK. OH JiefiaeT aKIjeHT
Ha B3aVIMOJIeICTBUM MICCTIEOBATELA C IIPEMETOM U3YYeHUA
u 6pocaeT BbI3OB IIPOYHO YKOPEHMBILENCS JUXOTOMUM, B
KOTOPOJ! Y4eHBIII KaK CyO'beKT 3HaHNUS IPOTUBONOCTABIIEH
006BbeKTy IO3HaHMA, TO ecTb npupope. C Touky spenns Jla-
Typa, IPOMEXXYTOUYHBIE TAIbI HAYYHOTO IPOLiecca, Takue
Kak c60p 1 06paboTka MHPOpMALNY, SBISIOTCS HEOThEM-
JIEMBIMU OHTOJIOTMYECKY 00pasyrormmu GpasaMu ncCIeno-
BaHusA. [lo3HaHMe — He OJHOHAIIPABJICHHBIII IIPOLIECC, OHO
poxpaercs 3 B3anmopeiicTus. Takum o6paszoM, 3a Ipu-
POfI0i1, KOTOPAst 10 9TOTO PaCCMATPUBA/IACD KaK TaCCUBHBIN
00'beKT Hay4YHOTO MCCIIelOBaHIIA, Tellepb IIPU3HAaHA aKTHB-
Has POJIb B CO3aHNU NHPOPMALIUIL.

OKcrnepuMeHTaIbHble METOABI, TaKue Kak oTOop 06-
PasIioB JOX/IEBBIX Kalle/lb, II0Ka3a/Ii paHee HeM3BeCTHbIE
aCIEKTBI OCA/IKOB 1 KPyrOBOPOTA BOJDL. VI3ydeHe XxapaKTe-
PUCTUK C/IeIOB Kalle/Ib pacIIpIUIO BO3MOXKHOCTHU METEOPO-
JIOTUY IO TaKOJ CTEIEHU, YTO ydYeHble CMOITIM UIpaTh B
bora 1 M3MeHATDb MOTOAY, BMEIINBAasACh B aTMOC(hepHbIe



mporeccel. IIOBOPOTHBIT MOMEHT B U3y4eHUN AOXKHAA Ha-
CTYIINII B 1947 TORLY, KOIZIa ObIIa 3aIlylieHa mporpaMma yuc-
crenoBanuii o HasBanueM «IIpoekr ,,[TepucToie o6maka“s.
Ee menbio ObIIO pasBUTDb CYIIECTBYIOMIME TEXHOMTOIUU IO
IIPaKTUYeCKOTO MeTOAa 3aceBa O0IAKOB HJISI CTUMYIINU-
POBaHMUSA TOXK/S, YTO IO3BOMMIO ObI LIMPOKOMACIITAOHO
KOHTPO/IMPOBATh MOrOAy. VlccnenoBanne onmpaaoch Ha
nabopaTopHble aKcriepumenTsl Buncenra Illedepa u Bep-
Happa BoHHeryTa, B KOTOPBIX CYXOI1 JIef 11 iofup cepebpa
JCIIOBb30BA/INCH B Ka4eCTBeE sifiep /Ib006pasoBanus [10].
«IIpoext ,ITepucTpie 06maka“» cTal BeX0ii B M3y4eHUN [O-
XKJis1; OCBOOOXK/IEHHOE OT OKOB 4YeT0BEYeCTBO IPEB3OIIIO
Tociopa Bora, n306peTst MCKYCCTBEHHBIN JOX/b. YYeHbIe
HIO/Ty 41T KOHTPOJIb HaJl K/IMMATOM, IPEBPATIB HEBUHHbIE
CIIefIbl Kalle/lb B MOLIHBIN MHCTPYMEHT CO3JJaHM JOXK/A.
Busyanusanuy He TOJIBKO OIJCHIBAIOT BHEIIHIO CTOPOHY
(beHOMeHa. ABTO3aINCK TOXK/IA — 9TO HOBALIMA U, 11O CYTH,
COTBOpEHME HOBOTO Mupa; GOpMMPYs Hallle MMPOBO33pe-
HII€, OH! BJIMAIOT HA PeaIbHOCTD, B KOTOPOJI MBI )K/BEM.

OTPAXXASl TBOPYECKOE HAYAJIO
MPUPOAHBIX BJIEHUN

Sl momarato, 4TO OHOBpeMEHHOE B3aIMHOE BIMAHIE Ha-
6nropaTens u HabIOaeMoro, mpenaoxeHHoe Jlatrypom,
IIPMMEHMMO U K BU3YaJIbHBIM IIpaKTUKaM. B Moux npous-
BefIeHMAX JMCIO/NIb3YIOTCA 9KCIIePUMEHTa/IbHbIEe YCTAaHOBKU
IS aBTO3ANUCU IPUPOJHBIX ABIeHuUIL. [To3BOMNAA TIIy6xKe
MIOHATDb CUJIBI IPUPOJIBL, STU 3aIIMUCYU B TO XKe BpeMs AT
HaM BO3MOXXHOCTb YIPaBIATb MMu. B Mmoem npoekte «Tor-
vest» (Clapotis, 2009) ¢ TOMOLIBIO IIPOCTHIX TEXHNK MOPCKIIE
BOJIHBI CO3/IAI0T M300paXKeHNMs IIIelyLIelics BOabL. 5 co3-
mana «Bomuosoit camomnmcer» (Wave Tracer, Bkmagka N,
PUC. 7, a), KOTOPBIII IepeHOCUT IOBOJHOE TaBJIeHIe BOTH
Ha Pe3MHOBYIO MEMOPAHY, B TO BpeMsI KaK IIPUKPeTIEHHBII
UYL 971eMeHT PUKCUPOBAI MSMEHEHNs IaB/ICHNS Ha
rpa¢uxe. B «BomHoBoM skpane» (Wave Screen, Bkmagka N,
puc. 7, b) IOBEPXHOCTL MOpsI ObI/Ia UCIIONb30BAHA KaK BBI-
IIyK/Ible U BOTHYTbIE IMH3bI, KOTOPbIe IPOeLpOBaIN Kay-
CTIYeCKNe CIefibl BOH Ha KAPTMHHYIO IVIOCKOCTDb YePHOTO
SAIMKA, OCHAII[EHHOTO ITPO3PauyHbIM 9KPAHOM [11].
«BoTHOBOIT 9KpaH» BJOXHOBJIEH KaMepoii1-00CKypoii, Me-
Tadopoit IO3HAHNUS M ONTUYECKOI MOfebIo Imasa. JIxo-
HataH Kpapu rosopur, uro B XVIII Beke kaMepy-06cKypy
JCIO/Ib30BaNN KaK MOJe/Ib 4e/I0BEYECKOTO 3PUTENIbHOTO
BOCIIPUATHSL, YTOOBI OOBSICHUTD OTHOLLIEHVE CYOBEKTa 110-
3HAHMA K BHEIIHEMY MMPY. OTOT MHCTPYMEHT IIpeBpalljal
peasbHble 0OBEKTDI B [IByXMEPHBIE MITIO3MH, & TAKXKE pac-
TBOPSI/L TJIECHOCTh CMOTPSILIETO, Ipeobpasys 3puTebHOe
BOCIIPUATIE B IMMEPCYUBHBIN BUPTYa/IbHBII ONBIT. BHyTpNM
KaMepblI-00CKYpBI 3peHIe OTAEe/sIOCh OT Tera [12].
Mucrannanus «BonHOBONM 3KpaH» CONEPXXUT BUJIEO,
IIpeICTaB/IeHHOE B BU/ICOIPOEKINI Ha CTeHe TeMHOI KOM-
Harbl [13]. Korga kamepa KpyIHbBIM ITAHOM IOKasblBaeT
BHYTpeHHee IIPOCTPAHCTBO AIIMKA, 3pUTEIb HOTPY>KaeTcs
B IOCTOSTHHO MEHAIOIIYIOCS KayCTUYECKYI0 CeTb M300paske-
Huit BonH. CTeHbl, OKpY>Kalolllie UHCTPYMEHT, pacTBOPs-
I0TCS, M BeCb 9KPaH HAIIOTHAETCA CUAHNEM. 3aJlepKaBILICh

Ha HEKOTOpOe BpeMsi Ha N300pakeHNsX, KaMepa BO3Bpa-
maeTcsA B MCXOJHOE TONOXKeHMe. Bueo 3akanumBaerca
0O0JIbIIIOI BOMTHOM, 3a/IMBAIOLIEll 9KPaH U paspylIaloliel
wto3nio (cm. Bkmagka N, puc. 7, b). Braxxrasi moBepxHOCTh
00HapyX1BaeT MaTepUaTbHOCTb KAPTUHHOI IIOCKOCTIH:
IBIDKYyIIeecs M300pakeHIe OKa3bIBaeTCsA IPOCTO TOHKIM
JIMCTOM ITACTHKA. B (pyiHa/Ie BOMHBI YHUUTOXAIOT CBOU COO-
CTBEHHBIE OTPa’KeHNA.

N «BonHoBoilt akpan», u «IIpukocHOBeHMEe NOXA» TO-
CTPOEHBl Ha UIPe C ONTUKO-XMMMYECKUMM OCHOBAMU
¢dororpapun. B «BorHoBOM 9KkpaHe» BOfja — ITO JIMH3A
IJLAL TIPETIOM/IEHNS COJTHEYHOTO CBETA, B TO BpeMs KaK KOH-
TaKTHbIe OTIeYaTKy, Takue kak «Kaprunsl goxasa» (Rain
Paintings) cospatoTcs fieiicTBMEeM Ha MaTepya He CBeTa, B
BOABL JJOXKIb IOfIaeTCst 10 Kallle HOJOOHO TOMY, KaK 9TO
TlelaeTCA B IYHKTUPHBIX IIPOEKLMAX peanbHbIX sABIEHNUII B
reoMeTpuyeckoii ontuke. Kak mpupopa 6epet Ha cebst ponb
TBOpIa? TOT MHTPUTYIOUINIT BOIIPOC BO3HUKAET U3 JIUC-
Kypca O AeVICTBUM CBETA ¥ BO3MOXXHOCTSX (oTorpadude-
CKMX TE€XHOJIOTHIA.

ITpencraBnenHble Ha Bxmagka N, pucyHke 8 cospa-
Hble B TEXHIKe KOHTAKTHOII I1e4aTy «BoNHOBbIE Meii3aKm»
(Wavescapes) u «IInyBuorpammer» (Pluviograms) namo-
MUHAKT paHHUE 3KCIepuMeHThl Yunbama lenpu Pokca
Tanb60Ta cO CBETOUYBCTBUTEIbHBIMI MaTepuaaamit. B guc-
Kyccusx ¢ororpados XIX Beka 60/IbIIOe MECTO 3aHMMAIN
BOIIPOCHI aBTOPCTBA M306pakeHuit. SBnsercsa mu ¢oro-
rpadus CoNMHIA N300 pakeHNeM, CO3JaHHbIM UM camMuM? V1
ecnu f1a, To KakoBa poib ororpada 1 MexaHIMYeCKOro all-
mapara, KOTOpbIM OH Hojb3oBascsi? Kak yreepxpaer [Ixed-
¢&pu BaTueH, HepeIMTENbHOCTD MM HeXKelaHe IIPOBECTH
YeTKYIO TPAHNILy MEeXJY MPUPOJON 1 KYIbTYpOIl IIPUBENIO
K IIpo6ieMe HaMeHOBaH s HOBOI TexHonoruu. s Huce-
¢dopa Heerca ato 6bi1a renmorpadst («ConHeYHOE MIChMO»
WU «CONTHEYHBIN PUCYHOK»); A/ Jlarepa — «CTIOHTaHHOE
BOCIIpOU3BeJieHNe 1300paXKeHNil IPUPONIBI B KaMepe-00-
cKkype»; a mnst Tampb6oTa — «POTOTEHHBI PUCYHOK, WIN
IpUpPOJa, HAPUCOBAHHAS cama co60i» [14].

ITpupopa feMOHCTPUPYET CBOJ TBOPYECKUIT IIOTEHIUAT,
pucys «aBronoprpersl». Korga s muiy o cBonx paborax, s
UCIIBITBIBAIO Te XK€ TPYAHOCTH, YTO U HepBble poTorpadsr
B MoMX MHCTa/ULALMAX IPUPOJAa OFHOBPEMEHHO IacCHBHa,
cospaeTcs (omneuamoviéaemcs), I aKTUBHA, TBOPUT (u30-
6pascaem cama ce6s). Kaxkercs, 4To oHa BeieT cebs1 KaK Xy-
TO>KHIUK, CO BCEMY BBITEKAIOIMMM OTCIOIA YeTOBeYeCKIMM
XapakTepuctukammu. Mope 3amuceiBaeT OueHue CBOEro
mynbca B « BomHOBOM caMomiicIie, a JOXK/Ib CO3/laeT aKTUB-
HYIO )KMBOIINCD, COpeBHYACH ¢ [Ixekconom Ilomnokom sa
3BaHIe YeMIIOHA B JIbOIIelicsa TeXHMKe. baTdeH rosopur,
4TO TepBpIMU (oTorpadamm ABUTANO «KeraHMe POTo-
rpadupoBaTh», KOTOPOE «OOHAPY>KUBAET Pas3pyLINTeNb-
HYIO UTPY BHYTPU IPUPOABI ¥ KYIbTYPbl ¥ MEXAY HUMI,
MeX/y PeanbHOCTBIO U IpeficTaB/leHeM, IIOCTOAHHBIM I
IIPeXOAIINM, HAOTIOAOIIM CYOBEKTOM 1 HaO/TI0aeMbIM
06bekTOM» [15]. Kak XymoXHUK 5 [BIDKMMA TeMM XKe JyB-
CTBaMI — KOJIeO/II0Ch MKy POMaHTI3MOM U PallMOHA/IN3-
MOM, MEXAY natura naturans u naturata. CormacHo oougeit
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TEOPMI UMUTALIUN, XYTOXHIK IIOpaXkaeT TBOPYECTBY M-
poxsl (mm Bora kak TBopia). Takim 06pazom, TBOpUECKMIt
CyOBEKT «BOCIPOUSBOJUT» He CTOJIBKO BHEIHIOK CTOPOHY,
CKOJIBKO IPOU3BOAMUTEIBHOCTD, AeATeNbHOCTD, IIPUPOJDL.
OpHako B MOVX Pab0OTaX POy pacpesieNieHbl HO-IPYTroMy:
TBOpYeCKas MHUIMATHBA BO3BPAllleHa CUIaM IIpUpOfibL. B
KaKOM-TO CMBIC/IE ITPOU3BeIeHNe VICKYCCTBA CO3/jaeT CaMo
ce0s1, TaK KaK TeXHMKa aBTOrpaduuecKoil 3almucu HafesieT
3TO1 CIIOCOOHOCTBIO IPUPOAHBIE siB/TeHus. [Ipupopa momy-
JaeT BO3MO>KHOCTb UIPATh caMa ¢ COOOIL.

Mon BU3ya/ibHbIe NPAKTUKM MCCAEHYIOT OTHOIIEHUS
MeXIy obpasaMy 1 MMPOM HpUpopsl. VI3obpaxkas Box/b
JWIN BOJIHBI, MHCTQ/UIALMU B TO K€ BPeMsA HMCCIEHYIOT
TEXHUKY, MHCTPYMEHTHI 1 060pyIOBaHIUe, HEOOXOAVMbIE

U1 co3flaHMsA pemnpeseHTanuit. JJoXXb BbIpbIBaeTCA U3
COOCTBEHHOTrO MCTOYHMKA M MaTepraau3yeTcs Ha I/lasax
y 3pUTeIs, B TO Ke BpeMs paclafasch Ha COCTABIIAIIe
4yacTy. Mbl He IPOMOKHeM, HaOJTIofjast 3a AATHAMY Ha GyMare,
3pUTEIb TOKe He PUCKyeT IIPOMOKHYTb. XOTA A U U3y4al0
BJIOYKHBIIT 00BEKT, MOE MICCTIeIoBaHNe BOABI aOCOMIOTHO CYXO.
B omimmune ot poxpeit B «IIpoekre ,,Ilepuctsie obmaka“s,
IZOX/b B MOMX paboTax MOMTHOCTBIO MCKYCCTBEHHBIN, OH
peanu3oBaH ¥ CO3/laH C IIOMOILIbIO Ay/IMOBU3YyaTbHBIX
TeXHUK. MeHA Kak McClefoBaTens MHTEPECYIOT CABUTU
M Iepexojibl, KOTOpbleé HATNANHO [eMOHCTPUPYIOT
IIPUPOJHBIE SIB/IEHISL, (BOC)IPOM3BEEHHbIE YCTPOIICTBAMIL,
M300pKEHVSIMI 1 9KCIIEPUMEHTAIbHBIMI METOAMM, — OT
CO3/jaHNs N300 PA>KEHNIT IO X IIPECTAB/ICHNS Ha BBICTABKE.
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DO IT YOURSELF, RAIN!
COEJIAN 3TO CAM, AO0XAb!

See the article in this issue on page 627.

Cwm. cTaTsio B 5TOM HoMepe Ha c. 627,

Fig. 1. The installation Rain Culture
(2011) consists of filter paper circles
sensitized by rubbing fine textile
pigment on them. Exposed to rain,
the pigment is instantly dissolved

by the raindrops, and each drop

is replicated in a dark stain on the
paper. (© Tuula Nérhinen)
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Puc. 1. Tyyna Hspxuuen. Joxaesas
kynstypa. 2011. Muctannsums cospaxa
13 Kpyros GpuALTpoBANLHOM Gymary,
NOKPLITON TOHKUM TEKCTUMBHBIM

et s

nurmeHToMm. Nog faoxaem nUrMeHT
MrHOBEHHO PACTBOPSIETCS KAMISIMH,
KOTOpble oTreyaTbiBaloTcs Ha Gymare

TemHbiMu naTHamu (© Tyyna HapxuHen)

-

Fig. 3. The installation Baked Rain (2011) presents rain with

Fig. 2. | further explored the filter paper method in Rain Paintings (2011). Path of Rain consists flour pellets that were first hardened by baking the contents in
of a row of 30-x-42-cm dye-sensitized sheets exposed to rain from a horizontal position. The an oven and then sieved out from the flour. Water-soluble food
path was exhibited on the floor accompanied by the Rain Forest, an installation of 3-m-high dye was added to accentuate the visual impact of the iny blue
and 28-cm-wide rolls of Japanese sumi paper exposed to rain vertically by unrolling the drop sculptures. (© Tuula Nérhinen)

pre-sensitized paper from a balcony. (© Tuula Nérhinen) Puc. 3. Tyyna Hpxwren. 3anedentsiit soxas. 2011,

Puc. 2. B nanbHeiiwem s uccnegosana meton ¢Mnb‘rposcnbuoﬁ 6qur14 B <<K(]pTl4HOX ooXas» MHctannsums nokaseiBaeT A0Xab B B1aE rPAHYN MyKM, AneYeHHbIX
(2011). «Tpona poxas» npeacTasnseT coboit cepuio 06PABOTAHHBIX KPACUTENEM TUCTOB PAZMEPOM B [lyXOBKE, O 3aTeM NPocesHHbIX. YTo6bl yCUnuTh BU3yanbHbii

30 x 42 cm, noaBeprHyThIX BO3AEHCTBUIO AOXAS B TOPUIOHTANBHOM MOOXEHMM. «Tpona» 3¢ deKT KpoleyHbIX ronyBeix kanenb-ckynbnTyp,

BbICTABNISNIACH COBMECTHO € paboToM «TpONUYECKUI NECH, BBIMOMHEHHOM C UCMONb3OBAHMEM 5 A06ABMNG BOAOPACTBOPHMBIF MULLEBOH KpaCHTENb

SANOHCKOM 6qurM CYMM B PYSIOHOX ANMHOM 3 M M WMpKHOM 28 cM, KoTopble st noaBepra (© Tyyna H"PX”HEH)

BO3.Elel:1CTBMlO AO0XAA B BEPTUKANIbLHOM MOJNTOXEHMU, PA3BOPAYMBASA PYNOHbI C 6ankoHa

(© Tyyna HspxuteH)
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Fig. 4. Animated Rain (2011),
installation. The DIY contraption
included thermosensitive fax paper
running from one roll to another
over the lid of a metal box.

(© Tuula Nérhinen)

Puc. 4. Tyyna HapxuHeH.
AHumupoBsaHHbii aoxas. 2011,
MHCTOHHHLI,HH npeacraenset
CAMOAENbHYIO KOHCTPYKLMIO

C TEPMOYYBCTBUTENBHOM
bakcmunbHo Gymarom, mayLe
OT O[IHOTO BAMMKA K APYTOMY

no KPbILIJKe MEeTanIn4yeCckoro swmka

(© Tyyna Hapxuren)

Fig. 5. The tools and equipment involved in the making of Drop Tracer (2011) include glass slide mounts used in photography, sensitized with soot and exposed
to rain; photographic enlargements of the splash patterns made by the raindrops; and footage that allows the viewer to experience the momentum of the raindrops’

collision captured on video. (© Tuula Nérhinen)

Puc. 5. VHctpymenTsl n 060opyaoBaHme, McnonbaosakHblie ans cosaanms «KanensHoro camonucua» (2011), BKAIOYAIOT yCTAHOBKM CO CTEKASIHHBIMK GOTONNACTMHAMM,

KOTOpbIE BbINM NOKPLITHI CAXEN M NOABEPTHY Th AEHCTBMIO JOXAS; YBENUYEHHbIE CHUMKW Y30POB BpbI3T, OCTABEHHbIX AOXAEBLIMM KANMSMM, U BUAEO, KOTOPOE NO3BONsET

3pUTENIO NOYYBCTBOBATL CMTY CTOAKHOBEHMWS Kanenb ¢ nosepxHoctsio (© Tyyna Hapxunen)

(© Tuula Nérhinen)

Fig. 6. Canned Rain, audiovisual installation, 2011.

Puc. 6. KorcepsuposaHHsii goxae. 2011.
AyanosusyansHas uxctannsums (© Tyyna Hapxunen)
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Fig. 7. (a) Wave Tracer, 2009. (b) Screen shots from the Wave Screen video. (© Tuula Nérhinen)

Puc. 7a, b. (a) BonHosoit camonuceu. 2009. (b) BonHoeoit skpat (© Tyyna Hapxunen)

Fig. 8. The Wavescapes (2009) and the Pluviograms (2009) are both based on photograms, contact prints made without
a camera. The works are produced by exposing photographic paper to seawater or rainfall. (© Tuula Nérhinen)

Puc. 8. «BonHosbie neisaxu» (2009) u «Mnysuorpammsl» (2009) ocHOBAHBI HO POTOFPAMMAX — KOHTAKTHBIX OTNEYATKAX,
caenaHHeix 6e3 kamepel. [ns cospaxms 3TUx npousseaeHui s noaseprna ¢potobymary BO3AEACTBMIO MOPCKOW M AOXAEBOM BOMbI
(© Tyyna Hspxuren)
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