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ARGUMENT 

 

The study About the Shadow - Doubling shape in a Shadow - Object, is motivated by a 

general curiosity but also an interest for the concept in which the shadow becomes, side by side to 

an existing object, a shape on its own that accompanies but also completes the object. 

This transposed shape is in itself represented with intention in tridimension as the volume 

it doubles. This concept is supported by an initial ideatic and thematic base, which takes shape in 

a research review, as a motif, symbol, phenomenon and concept in different arts. The personal 

preoccupation was enlightening and definitive regarding a certain control of the shadow aspect, in 

the context it appears. The propositions of this study together with the theme of the research, are 

argumentative factors of identification and evaluation.   

The forming stages of the study are: a careful theoretical documentation and research, with 

extensions in the figurative variety of classical as well as current examples (contemporary 

anticipation of the open dialogue between physical and represented shadow) and will be supported 

by examples of representations from the selection of landmarks in art. The theoretical content but 

also the approach related to this topic are based on the documentation, which aims not only to 

review this aspect of observation and study, but especially certain personal concerns of practical 

implementation of the stated theory. Specifically, the content of the study was bent to the context 

of the emergence of the concept of shadow as follows: 

● the phenomenon generated by the emergence of the concept of the shadow, Plato and the 

myth of the cave and the evocations of Pliny 

● the study on the theoretical and practical context of shadow representation through 

historical symbolism, sacred symbolism, the stage in Egyptian and Roman representations 

but also the exemplification according to its source of appearance in painting, sculpture, 

theater and literature 

● the contribution of philosophical concepts 

● the influence of the phenomenon in the period of occurrence in the chiarobscuro  

● Jung's contribution, the phenomenon of duplication, followed, shadow and imprint 

● sociological study - 10 questions about the shadow 

● concrete examples of three-dimensional representation and innovation, the partnership 

between the basic form and its image described by the shape, the formation and the 

deformation depending on the ambient space of the shadow 

● the experiments related to the representation, the examples that induce the importance of 

its appearance, the significance and the impact that it causes or has when it is represented 

in works of art, landmarks of modernity and contemporaneity 
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● integration of the shadow form as an object included in the compositional expression of 

some works of art from the first representations-appearances until the form that today takes 

over, the installation. 

CHAPTER I. THE ORIGINS OF THE SHADOW PHENOMENON 

Chapter I.1. Shadow-origin stages, ideal interpretations / beginnings and revelations 

The mythological origins, the appearance of the represented shadow, of the silhouette (as it was 

initially called), is closely linked in mythology to the origins of art. Pliny the Elder, in his book 

XXXIV and XXXV, Natural History (circa 77-79 AD) tells of the origin of painting and in chapter 

5 of book XXXV, he writes: “We have no concrete knowledge about the beginnings of the art of 

painting, nor this study does not reveal this. The Egyptians claim that it was invented by them, six 

thousand years before they went to Greece; a empty praise, it is very obvious. As for the Greeks, 

some say that it was invented in Sicyon, others in Corinth; but everyone agrees that its 

appeareance occurred along the lines of a human shadow (... omnes umbra hominis lineis 

circumducta).1 Later we have the story of Butades from Corinth, an extremely simple story, but 

eloquent in describing the beginning of a process of making the line, the shape and the color. The 

truth of the legend, whether it was or not, we will probably never know, but we can accept the 

simplicity and naturalness of a phenomenon. This event can be the basis of the gesture's appearance 

to create forms, to imitate and to try to transpose a living body into the artifact. 

The play with the lines and then with the form, is a first elementary phase of transposition. Of 

course we observe the rock drawings that show us in such a rudimentary, but so simple, a reality 

represented in the two-dimensional plane of the inspirational, three-dimensional reality. The drawn 

and cut out silhouettes constitute „detachment”, the first transposition that was clearly inevitable 

to produce, the depiction of a reality, the footprint but also the imprint destined to create an 

inspirational precedent. It was just the beginning! The story of these silhouettes, which appeared 

in a random way, leads us to believe that many of the transpositions of the shadow were not just 

mere forms, they had meaning. Even before it had a concept, it became a niche presence beyond 

the phenomenon, it accompanied certain representations, extra-valorizing an artistic product 

conferring mystical value to it. These kinds of myths reinforce the belief that the represented 

                                                
1 Victor Ieronim Stoichiță, Scurtă istorie a umbrei, Ed. Humanitas, București 2000, p. 9 
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shadow had to appear, be transposed, and each era found a way to do it. In most of the examples 

found in history we do not understand the logic of its occurrence, but each time there is a different 

aspect and another valence of the obligatory presence of it in a new frame of perception and 

expression. 

Chapter I.2. Shadow in a philosophical perspective: Plato - The generating myth 

When the myth of Plato's cave comes in at this point, our discourse is already oriented towards 

one of the most well-known philosophical analogies, but also to a possible scenario „about the 

theory of Western cognitive representation”...2  This myth is an exercise of imagination, a 

reference for reflection but also a look at the human nature, for its knowledge or lack, as the first 

paragraph reveals. The composition framework is, in fact, built like an installation: a cave where 

people are bound and bound by the created circumstance to stand almost aiming and to look at the 

wall in front of them, a wall on which different and strange shadows are cast that belong to both 

our protagonists, as well as various household items due to a fire behind them. This type of scene 

created, with the light coming from the entrance to the cave, the natural light but also an induced 

light, generated by the fire, describes the ideal environment for perceiving through different ways 

the created shadows. The analogies are related to the symbolism related to the making of this 

scene-frame. Only their simple design creates a sequential composition of forms and sensations 

meant to send us into the sphere of the oriental shadow theater, the one who has crossed the time 

through his force of essentialization, capture and playback of a depicted reality. This type of 

transposition of reality so simply suggested only with light and in the presence of shadows placing 

the reason but also the feeling in a unitary whole and yet at the boundary between truth-real and 

imaginary fiction. Later we discover what today we can consider an affirmation, which sends both 

to the sphere of psychology but also to that of sociology, respectively „… if they were able to talk 

to each other, you do not think that our people would think that by interpreting the meaning of the 

shadows, they would find the very meaning of reality?”3 This dialectical dialogue obliges us, but 

also guides us towards a reflection of the perception of reality through the spectra of situations, 

unbelievable, but which are anchored in reality by the power of symbol and persuasion. 

                                                
2 Victor-Ieronim-Stoichiță, Scurtă istorie a umbrei, Ed. Humanitas, București, 2000, p. 19 
3 Ibidem p. 18 
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Both the raising and the search and the healing of the absence of the mind are the decisive 

steps in accepting or denying what is known and known, it is the beginning of the search for truth 

strands. Obviously being a difficult step due to the preceding conditions, the very confrontation 

with the fire, with its illuminating and revealing image, the recognition of the source and the 

objects generating shadows, is that phenomenon of finding, of discovering, through light and 

through shadow, of form. Recognizing the contour of forms under the light itself is redefining 

reality, defining the basic characteristics of the world. The circle is starting to close. The stage of 

confrontation with the whole universe and not with the immediate one is materialized in the 

discovery of the true light of the sun and the discovery of the path. The phenomenon of the making, 

the work, the first truth discovered, the questions of reason arising from the sunlight, all converge 

and contribute to the functionality of the universe, the inner one but also the mechanisms of the 

reasons to be, to create, to understand. 

Chapter I.3. Shadow in evolutionary treatments of materiality - from concept to two-

dimensional and three-dimensional materialization. What became distinct or the 

detachment of art 

The phenomenon represented by the emergence as a term and the definition of the Shadow 

as a notion encompassed, from understanding and perception to interpretation - transposition is a 

succession of stages. A certain initial manifestation in the aesthetic world was seen as a pre-

concept. Both the phenomenon itself and the perception of it constituted an ambiguous, 

unstructured aspect. Almost neither the significance nor how this phenomenon related to the 

individual could influence this occurrence was known. Notions were speculated and the logos was 

a rather clumsy with no real basis in depicting the phenomenon in all its splendor. In the succession 

of times and civilizations, incursions were made and a certain theorizing of what had become a 

symbol, with a value and implications at a spiritual level, was studied and tried. The results focused 

even more on the configuration, according to the trends of the times, of more or less revolutionary 

theories. The shadow, of the self or all that surrounds us, in fact, is that great balance that consists 

of everything. It is that element that can confer stability, without which we do not imagine the 

physical presence, which can disappear only when the very being and the act of being disappears. 
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It is called a phenomenon for good reason and due to its consistency, and it does not have 

a perceivable palpability three-dimensional but only two-dimensional. But the transpositions have 

appeared in many extremely varied forms and have the strangest connotations. In this sense, it is 

extremely interesting the appearance of the perception of the shadow and how she not only 

followed the individual but also her memory, the imprint but also the first practical transpositions 

that were used by her. Subsequently, iconographic plays largely use the phenomenon at both 

symbolic and aesthetic level, as is the case with the chiaroscuro.  

Throughout the history of the world and of art, in the ancient world, the primordial 

landmark about the shadow is constituted by the writings that attest or tell us the histories of a 

parallel-ideal world. It seemed more than ever that people wanted to merge the worlds, the real 

one on the one hand, earthly and imaginary, and the gods lived on earth among humans and with 

them. It is as if the light met the gloom, and this in turn reached the shadow that later diluted in a 

reflection, and all these caused two parallel kaleidoscopic universes... This phenomenon is almost 

like a chemical process: capture (circum scripsit) - likeness, (similitudo) - statue (statua) - doll 

statue (athenagoras). And even simpler, more elementary than that. Pliny writes that the painting 

began by drawing a contour around the human shadow (umbra hominis). All with the starting point 

of the initial idea - invented primus, which gives shape relief - typum fecid. In agreement with a 

few studies, but in preference with that of Victor Ieronim Stoichiță4, this research is initiated in 

turn by the quotation and enunciation of those revealed by Pliny. Because there is no certainty 

about the appearance of understanding and perception or observation and study, assumptions are 

the basis of its occurrence as a phenomenon. Pliny makes a good observation exercise when he 

finds that „the appearance of the origins of the painting is unclear and represents a problem”.5 

Of course, this was not the real problem. The underlying problem was that there is no specific 

attribution or certification of the period of appearance, probably that both the art and the 

phenomenology of the speculations of the first representations happened concurrently or 

successively, but we do not know the order of their succession.  

                                                
4 Victor-Ieromin-Stoichita, Scurtă istorie a umbrei, Ed. Humanitas, București,  p. 11 
5 Ibidem, p. 13 
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Chapter I.4. Early transpositions 

 Another valence denoted by the shadow is that which does not occur nor orient, which is 

not even suggested, has no self-existence and no own law, because it is the symbol of an action 

that does not find its legitimate transposition into spontaneity. These may be the first artistic 

visions and thus one of the simplest and most complete artistic acts. There are magical actions on 

the silhouettes of the forms - the theater of shadows, which open different perspectives, the 

phenomenon appearing in these cases charged with the whole subtle essence of beings. In the 

Republic, Plato mentions a cave in India with an inscription from the 2nd century. The inscription 

refers to an interpretation of the shadows in which the silhouettes, in fact the puppets corresponding 

to the figures of humans and animals, were manipulated by a puppet in that cave. The fire behind 

the figurines casts shadows on them and, according to Plato, they are seen as a form of reality by 

the public. This story illustrates Plato's vision of the illusory character of all perceptions. However, 

it also illustrates a prime example of the use of shadows and the significance of caves as sacred 

places for religious ceremonies, as well as an early example of interpreting such a game. 

 The Shadow Theater has an old tradition and a long history in Southeast Asia, especially 

in Indonesia, Malaysia, Thailand and Cambodia. It has emerged as an ancient art and a popular 

tradition in China, India and Nepal. It is also predominantly known in Egypt, Turkey, Greece, 

Germany, France and the United States. It was known and became popular as the Chinese shadow 

theater and can be considered as the first process of invigorating, animating a contoured and 

illuminated silhouette in a special way. The shadow theater was brought to Europe quite late, by 

the eighteenth century and was quickly assimilated by those passionate about theater art, both 

spectators and artists. Even more, it was he who later inspired comic book creators. Thus the dual 

valence of the shadow is in the acceptance of many people, as a second nature of beings and things, 

and this determines the significance of the special connection between the shadow regarded as 

double of being and describes the symbolic binomial: the good and the evil. Traditional religions 

propose a conception of the soul as a double of the living one. The soul can separate from the body 

at the death of a man. This is possible during dreaming or because of a magical ritual to be 

reincarnated in the same body or in another. Transposition, so the representation of man using an 

introspective view is the dedublation. The definition sets out the term by „the action to deduce and 
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its result, the division into two”.6 I understand the dedubation as being determined by certain 

representations, but distinctly there is one of the most eloquent and this is represented by the 

profiles belonging to the shadow theater. This transposition of reality is, in fact, a transition to 

another dimension and perception formed by shadow and light in a three-dimensional way. The 

way of representing a reality with the illusion of two-dimensional, perforated silhouettes allows 

the light to create holes, details and perspectives, even certain shades of the combination of light 

and shading. It is a very expressive process in obtaining with minimum means a maximum effect. 

CHAPTER II. SHADOW IN ICONOGRAPHIC PERSPECTIVE 

Chapter II.1. About the Kingdom of Shadow and Chiaroscuro 

We cannot deny or ignore that evolution, the shadow, once a concept but also an element 

of balancing the processes of creation, also had a mystical role. It has been observed, it has begun 

to be transposed, but it also leaves room for studies on the impact on human consciousness. The 

present approach of the theme is not intended to be an inventory of the phenomenon or a 

description of it, it is desired an argumentative study of a phenomenon. Thus the perspective of 

the present research stops on its significance, the impact that selectively it has had both in the arts 

and in philosophy, psychoanalysis or its effect in the social, reaction on certain transpositions and 

or representations. 

At the center of the composition of the present study are the contributions of Pliny, 

Quintilian and Plato, which led to the development of theories and still do so by their force of 

persuasion or why not, by their eloquence. Thus the phenomenon developed by the shadow 

contributed to the emergence of the painting, it generated works of art, but it also has a certain 

contribution regarding the questions of perspective, physical or mathematical and their result. It is 

the example of Leonardo da Vinci after which, „... The idea is further clarified: all shadows are 

the result of a distortion that follows the laws of perspective”.7 And in his theories we discover 

valences of appearance and development, but also the corresponding interpretations received from 

the definition to the phenomenon and concept, so that later the disclosure and the generated cues 

                                                
6 https://dexonline.ro/definitie/dedublare 
7 Wilhelm - Worringer, Abstracție și intropatie, Ed. Univers, București, 1970, p. 83 
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can be revealed. „…Different lights throw different shadows; because if the illuminating object is 

greater than the illuminated object, the shadow will become smaller than the illuminated object; 

but if the light is smaller than the object, the shadow will always become larger”.8 The description 

of the shadow phenomenon is found in Da Vinci in the form of an expression Shadow and its 

kingdom, respectively a chapter in the Painting Treaty, where he demonstrates scientifically and 

mathematically through studies, the effects between shadow and light.  

Chiaroscuro, in fact clear-obscure, became a term, it described a graphic and pictorial 

technique through which it was desired to obtain effects, to suggest volumes, perspectives but also 

the depth of an image. The process was achieved either by a gradual but also clear rendering of 

shadows and light, or by using strong contrasts between light and darkness. The result was the 

balance between the clear playback of the illuminated and the dim part or the clear rendering of 

light and darkness. Thus during the Renaissance it appears as a favorite technique and which was 

very successful, making this period of great innovations distinct. Thus this use of strong contrasts 

between light and dark, usually bold contrasts, conquers an overall composition and is in fact the 

maximum effect used to obtain volume in the most accurate rendering of the general atmosphere 

or in the modeling of three-dimensional objects and figures. The use of similar effects, of 

chiaroscuro, we rediscover it much later in cinematography and photography, arts that are 

determined by this phenomenon. In the painting, the functionality of the process consists in the 

application, as an effect of the so-called modeling of light, by rendering volumes and depth of 

images by contrasting suggestion of light, shadows and darkness. The technique of chiarobscuro 

was continuously developed and perfected during the fifteenth century, by Italian and Flemish 

artists of the time. 

Chapter II.2. The pre-reflective premises of shadow redesign. Duplication. 

       The period of German romanticism has given the idea of the double a tragic and fatal aspect, 

so that the double may be our complement, but often it comes under the guise of an opponent who 

invites us to a duel. Ancient beliefs subscribe to the idea that the encounter with the double is an 

ominous event or even, sometimes, a foreshadowing of death. The shadow, the fairy tale of Hans 

Christian Andersen, illustrates this emergence of dedublation, the existence of a person dominated 

                                                
8 Ibidem, p. 85 
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by the presence of the phenomenon, the equivalent of his double. From the same angle we can also 

interpret the gesture of Narcissus (see Narcissus’ Myth), his fall in the water in which he is 

reflected. Another aspect is that, frequently, the shadow in human life, real, is strictly related to 

the idea of passage, a portal to the non-being, the absence of the transfiguration being. The 

literature provides examples and a variety of shades of duplication as a phenomenon related to the 

existence of shadow. In the Portrait of Dorian Gray, Oscar Wilde takes over the old themes, the 

pact with the devil and the obsession of eternal youth in Faustus or in Youth without old age and 

life without death, cases in which the day and night regime of the personality, accentuated by the 

representation of the double, are described. Thus, unlike the innocent Narcissus, Dorian Gray 

represents the force to penetrate the evil in the myth, that is in reality. The interconnection between 

art and the real is seen through the duality of ascending-descending, which obviously influences 

the evolution and involution of the character and his artistic reflection, the portrait created by his 

friend. No act of the gods can be considered profane. Thus, in the Christian and pre-Christian 

traditions, there are numerous beliefs related to ghost as evil incarnations of the shadow. The ghost 

can be a new appearance of the self, an appearance that would be the renegade reality, feared. This 

can be understood as a return to the surface of the discharged, as particles belonging to the 

unconscious. 

 

Chapter II.3. The premises and significance of the shadow in psychoanalysis  

 This chapter continues the process - the product of the shadow study. It has a particular 

significance because in my quests to outline and then define as explicitly as possible the shadow 

phenomenon, the most complex contribution I found was that of Carl Gustav Jung. His own study 

with many references had the role of both delving into this issue but also revealing surprising texts 

and concepts. Of course, the pillars of the study remained anchored in explaining the phenomenon 

in art as this ubiquitous symbol becomes not only a phenomenon, but also a state, a notion, a 

concept. Therefore, it is definitive to observe that all beings and phenomena tend to have a basis, 

a consistency of belonging, a „stored memory”, to which they are in a correlational 

interdependence. It is probably one of the most solid bases of training and becoming, by what we 

become, to which we contribute, that conscious „staying”.  
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Although it is fundamental, in Plato: ,,the first, initial, ideal model of sensitive objects, considered 

as imperfect representations and copies of them, however, represents each of the universal 

ancestral modules of intuition and intellect that appear, according to abyssal psychology, in the 

dream and in myths”.9 In the first situation the occurrence is present in the content of the 

unconscious, it is related to the dreamlike appearances, which represent personalized soul traits of 

the dreamer or simultaneous overlaps, a matryoska-projection. In the second situation, a person 

belonging to the environment or indeed a random occurrence is the carrier of the projection of 

certain experiences or traits hidden in the unconscious. Thus we find at Jung two types of shadow: 

personal shadow which has the ineffective or repressed soul traits and the collective shadow found 

in the area of the figures of the collective unconscious which may correspond to a negative figure 

of the Old Wise be the dark side of the self, symbolizing the dark „the reverse” of the prevailing 

spirit of the time, its hidden opposite. 

In his studies Carl Gustav Jung recognizes as a shadow everything that the subject refuses 

to accept and which he is always required directly or indirectly - namely the essential aspects of 

the character which may be inferior or may have other tendencies incompatible with his tangible 

being. It is projected into dreams, transposed into people who are merely reflections of an 

unconscious self and is also manifested by impulsive and uncontrolled words and acts, which 

denote a certain aspect of psychism, become emotion, and certain personal influences and 

collective, awakening and seeing in the being, hidden tendencies. Their characteristic is not evil, 

but it can become so, as long as they remain rejected in the shadow of the unconscious; even 

though they should converge towards the light of consciousness. Their presence is intimidating, 

there is a certain fear of assuming them, to master them and to make them beneficial. Finding 

them in front of their complexity means both a coexistence of opposites that is difficult to sustain, 

but also something that can be the appertaining of virtues. 

 

                                                
9 https://dexonline.ro/definitie/arhetip 
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CHAPTER III - Dyhotomic aspects of the shadow - Transposition 

Chapter III.1. The pre-existence of a non-conceptual aesthetic world. Silhouettes, 

contours, profiles and shadows 

Let's look at beauty from this level, see the transpositions of our self concretely propagating 

in the external objects, or simply look at the Shadow within us, starting from us or from others... 

We discover shadow in childhood, we observe it initially the one belonging to the objects and later 

the personal one and this happens late when the personality is already outlining itself due to the 

notions of perception, understanding and knowledge. But the phenomenon has certain specific 

valences, being interrelated with the light. Otherwise we have day shadows, when the light 

intensity consumes from the shadow, from its outline, when it has a terrible contrast and we cannot 

ignore it at all. The shadows of the night are made up of visual refinements, a mystery and they 

are wider and wider, almost enveloping us. The shadows of the clouds unfold like a filter for light 

and coat the relief, the landscape creating the ideal effects of a modern painting and the „static” 

ones, of the buildings or objects anchored in space, offer us sketches of theater scenario, 

performing like characters, designing and giving us a perfect everyday framework. When they go 

beyond their physical condition and their phenomenology of understanding and perception goes 

into another register, they become metaphysical. 

Thus we encounter a game of imagination and overflowing fantasy and we find here 

Giorgio De Chirico. He produces chemistry. The sensations imprinted in his extremely theatrical 

compositions really do tend to look like scenes from a pre-apocalyptic landscape, that silence 

before the storm, nothing to disturb, nothing but the strange details of a cut architecture. But they 

seem to be dreamlike images, outlined precisely by the black lines, described by the contrast, by 

the lights and shadows clearly cut in the composition, by the spatiality given by the shadows that 

run beneath a view towards a horizon that is unknown as a landmark. Black shadows appear as 

templates that open horizontal or diagonal windows, and contrast so clearly with the brightness of 

the colors in the light. They break into a latent ferment with the umbrellas supporting the absence 

of a humanoid presence ... Gradually, he turned his attention introspectively to studies of deposits, 

sometimes crowded inhabited by hybrid-dummy figures, closing an imaginary circle or 

transposing a universe into a surface. How exciting is the association of Apollo, the god of light 

with the shadows that seem to open in the negative, the shading, the path to a republishing of the 
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being, of the world ... Later another artist attracted by the same theme and symbol followed the 

example of De Chirico. a memorable encounter this legacy „ ... However, because of the unusual 

light, what might have remained a mere document to a worldly gathering, it became the image of 

a transfer of power through a whim of the picture, De Chirico transmits to Warhol, his world of 

shadows and the plea of being their master.” 10 In 1979, a series of 66 canvases, all entitled 

"Shadows", followed. They sat down successively, following each other at a sustained pace, 

capturing the observer's line of sight, describing a concentric path. Warhol's decryption - the 

shadow, by its transposition, does not have the character of a retrieval and processing of abstract 

expressionism, driven by personal filters, it confers a particular consistency, in a personal way, 

recontextualizing them. It is the effect of a hyperrealistic approach, a synthetic treatment, a 

takeover-metamorphosis-transposition into a paradoxical configuration ,,... Warhol replaces the 

stories with shadows of the Italian master (De Chirico), with shades without history, and their 

seriality is only a reflection of the irrevocable disappearance of the pictorial narrative and its 

replacement with an infinite diffraction and with the infinite unfolding of the learnings”. 11 

Chapter III.2. The aesthetic logos of the shadow in recent history. Inventory of a 

concept 

 

Whether they are day or night, the shadows look like diluted spots, have a specific 

expressiveness and have a dynamic presence. Or maybe our diverse movement, more alert or 

gentle, approaching or distancing us from the light or the brightness of the light itself, also 

generates a phenomenon: „As long as you have shade you exist in all the fullness of matter, when 

you no longer shade it means you turned into a ghost without knowing it. Don't forget to look back 

to make sure the shadows are following you secretly”.12 The American painters were inspired by 

the „automatic" techniques used by the European surrealists in the 1920s and 1930s. They believe 

that the painting is not only a finished product, but also a history of its creation process. Gestural 

abstraction is also related to the abstract expressionism of the 1950s. Action painting or gestural 

abstraction is a style of direct, dynamic, instinctive painting, which implies spontaneity in the 

application of color. It is dripped, spilled and spread on the canvas by rapid gestures. The term was 

                                                
10 Victor Ieronim. Stoichiță, Scurtă istorie a umbrei, Ed. Humanitas, București, 2000, p. 213 
11 http://www.wikiart.org/en/andy-warhol/shadow-1977 
12 Revista de artă Forma, Nr. 9/2012, p.76 
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first used in reference to Jackson Pollock's work. After long searches, from naturalist-figurative 

painting to surrealism, from 1946 his period of truly innovative creation begins, when he 

completely breaks from the figurative support, the poetics of representation. The context of 

postmodern times alienates us from certain states of contemplation, replacing them with a siege of 

the visual, which visibly distances itself from the state of grace, the joy of being in the proximity 

of the image and receiving it in a more focused, calmer way. These aspects have reduced the visual 

communication, diminishing it considerably and becoming a negotiation of sensations, which can 

no longer be correctly described in the muddy maze of special effects, but even in this context, it 

is worth evaluating certain aspects of metaphysics as aesthetic experience as the possible 

metaphysics … 

Chapter III. 3. About receiving shadows - A study 

„Art is becoming less and more contemplative today and more comprehensive”. 13 I 

propose for analysis the following scenario: we have a selection of artistic experiments in which 

the shadow has a predominant role, in which it is not only suggested, but it is transposition, it is 

not an imitation and it is not an expression of reality, it maintains its supremacy, despite the stylistic 

revivals or the fundamental formalism. There is still the need for a represented object and the desire 

for its recognition (for example anatomical), that it continues to capture the perception and damage 

the aesthetic experience, becoming empty, devoid of substance. We can consider that the 

psychology of the consumer public, of the aesthetic and informational mediums is directed towards 

the ready-digested messages of those who demand reflexivity and a subjective response. 

Due to this qualitative leap of the work, it is possible the famous effect of purification 

through art, catharsis. Finally, let us recall that the Neoplatonists observe in the sensory reality a 

metaphor of the supernatural universe and that, for them, art is a means of contemplating in 

particular these essences of spiritual aspect. As we find in Plotinus' ideas: „We turn our eyes too 

far on the outer appearance of objects and do not know that what is moving us is hidden within 

them.”14 We must accept that between the vision of the wise ancient Greeks and the 

conceptualizations of the modern age, there is a connection underlined in an essential expression 

                                                
13 http://www.fotocabinet.ro/index.pl/arta_ntre_imitare_i_ironie_eseu_de_eugen_ciocan_pentru_revista_dilema 
14 http://www.fotocabinet.ro/index.pl/arta_ntre_imitare_i_ironie_eseu_de_eugen_ciocan_pentru_revista_dilema 
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by Paul Klee „ … Art makes the invisible visible”. 15 But the question, the unseen part in the 

undiluted state, can give certain specific answers or on the contrary intended to elucidate a 

research. In this regard, we asked a sample of one hundred people, both artists and art consumers, 

questions to elucidate the concept regarding the perception of shadow representation. Thus the 

interrogation exists only as a guarantee of a correct understanding but also as an interactive act: 1. 

Describe in a few sentences a shadow (it may be your own, worn or one that you have noticed or 

impressed in a particular way); 2. How often do you "observe" your own shadow? 3. How do you 

perceive the shadow as a color, ie what color does the shadow have in your acceptance? 4. Have 

you ever thought of the shadow as something tangible, as a texture or as a 3D image? 5. How 

faithful is or can be a shadow: can it be deformed by certain factors such as light, bodies, or objects? 

6. Is the shade projected or is it projected? 7. Do you think the perception of the shadow changes 

with age? 8. But depending on your mood? 9. Can you make a connection between the shadow 

and the mirror? 10. Do you think that shadow has or can have an aesthetic role? The purpose of 

this chapter is to investigate how art consumers perceive the shadow. Certain formulations and 

answers are constituted in reflective exercises on the questions that open our access to the 

knowledge of the symbol and its significance or in the boundless universe of the imaginary. 

Throughout this process, of course, there may be saturations or expansions of clichés related to 

how we understand the shadow and which denotes a certain automatism, a standardization of the 

perception of its appearance as a phenomenon. Resuming the shadow questioning exercise, we 

apply the latter observation to the theme and we should recognize that contemporary artistic praxis 

has gradually integrated into industry and consumerism, transforming one phenomenon into 

another, losing consistency in the multiplicity of mass media. These types of expression reveal the 

depths, they are accessible, they are reinvented in an apparently camouflaged way, masked by the 

concrete nature, but this intermediary appears is the premise of the correct perception of the 

represented object. Compensatory transpositions are the justification for what is intensely 

produced for those significant artistic gestures. When we consciously look at and assume an object 

that has become more than an experiment, we must see in it beyond the conventionality of a 

representation, to place it in front of the material non-conformity of reality. I had such a feeling 

watching Kumi Yamashita's Light & Shadow phenomenon, experiments created in a variety of 
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material-physical transpositions for the creation of one's own object and with a directed light of an 

induced shadow.  

When we encounter an object somewhat associated and superimposed with the direction 

of the light source it describes its volume in a larger space, it has contrast, it becomes completely 

delimited and displaying its three-dimensionality. Other random objects placed in different lights, 

mean overlapping shadows. But if we talk about a control of the shadows, of another artist who 

develops the theme of his achievement, we meet Lutz Wagner, known as Moto Waganari. Moto 

creates transparent-space sculptures from welded rod networks that outline a delicate body frame. 

By illuminating the sculptures, the artist creates the illusion of a duplicate, of a multiplication of 

three-dimensional objects with a two-dimensional shadow that reveals the immaterial alter ego of 

each figure. Using both real and artificial light the created parallel shadows become the networks 

that send to the drawing rendered by a designed polymeric network. The idea is shaped around the 

concept of real virtual art, of an augmented reality, revealing new valences created by a sculptural 

object that sits in a light induced and controlled being the environment in which it is presented, 

becomes by association with its shadow, which is bigger, more important, its subsidiary. Reputed 

contradictions and preconceived incongruities between tradition and modernism, process and 

result, artificiality and authenticity, prototype and copy, virtual and real - are not perceived as 

antagonistic, but also creative within the realm of 21st century possibilities. 

In a similar register Larry Kagan is a sculptor who also uses steel, light and shadow to 

obtain a creative environment relevant to his objects. Talking about his works we get explanations 

about his target „... We are more or less aware of the presence of shadows, because they tell us 

something about our environment, but in fact we do not look at them unless we pay attention to 

unfamiliar or unexpected behaviors. My challenge was to make the viewers actually look at the 

shadow, not just the steel, the matter from which the object is made. I started changing the 

narrative by redirecting it to the shadow. The more eye-catching content the eye can detect in the 

shade, the more time and attention it takes to explore the details of it.”16 The idea of incorporating 

shadows actually means consciously focusing on the projected drawing. The shadows generate a 

real visceral reaction and thus, they make an extremely expressive environment. While shadows 

are largely considered as secondary byproducts of light blocking and as such, not worthy of very 
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conscious attention, they are in fact a cognitive source that serves as a basis for seeing beyond two-

dimensional description. He has not always worked in steel. He began to think of the potential of 

the material almost by accident, having access to it living in areas under reconstruction, and steel 

scrap was everywhere. And if for most passers-by, steel fragments were useless, for Kagan they 

were the moment of revelation „…What drew me to this material was a range of lines and textures 

that steel fragments acquired throughout their lives, while they were broken, bent, rusted, thus 

bearing the scars of their history. I suppose, in that sense, my own history is reflected to some 

extent in that attraction”17, Kagan says. Until then, he had studied engraving, lithography and 

sculpture, but when he began to notice the scraps from thrown steel pieces, he actually saw a raw 

creative potential. His decision consisted of combining the drawing with the new discovery and 

fascination for the elongated steel shapes in the idea of rendering a significant shadow. 

Thus we witness a phenomenon in which some aesthetic experiments, do not necessarily 

identify with an object but mainly with the projected shadow. Behind the process a sensation can 

be detected which can mean the elimination of a direct representation and the introduction of an 

induced materiality, towards a simulation by the pregnant presence of the shadow. The design of 

these compositions, the duplication of the object having a variable function but which can be 

understood as „representational dimension”.18 We tend to consider the shadow as an imitation, 

but at a closer look it is actually something that is represented has both content and transposition 

... and a life of its own. Often in contemporary art we witness the emergence of an intermediary, 

the attempt to create a parallel effect or too much suggestion, to surrogates with an obvious role to 

distort the immediate perception of the message „… The new regime of representation also affects 

the relation of possession of the author, on his work. By sterilization, one tries to short-circuit the 

classical dichotomies, of the relation of hierarchical descent (the work comes from the author), 

and he attends, at the same time, to the idea of uniqueness and authenticity of the work, as well as 

to that the work of art is more than its reference.”19 

                                                
17 http://larrykagansculpture.com/ 
18 Malița,Liviu, Extremele artei, Ed.Accent 2010, p.131 
19 Liviu Malița, Extremele artei, Ed. Accent 2010,Cluj-Napoca,p. 194 
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Chapter III.3. One last consideration about the shadow 

 When we try to understand the cognitive role of receiving the work of art, we try to 

understand the revealing encounter between the consumer and a work of art, but we also look 

carefully at the changes on the initial goals, which produces in Thomas Kuhn's vision of Gelstat ... 

changing perspective, angle and depth related to ... '' what you see ''. Such a meeting can have an 

effect on an entire optic, related not only to a close look at an object, not just observation or 

contemplation, even an understanding related to the phenomenon produced on a personal level. 

Often this cognitive role means understanding - that is, perception. It is a mechanism that we can 

adopt, an attitude opposed to a passive, or inhibited state, an exercise of dynamic involvement, a 

pragmatic activity. Of course the evolution regarding the affective availability related to an 

aesthetic experience, has a clear evolution over time. Managing these types of affections is part of 

the process of contemplation-assimilation and awareness-concept. In this century we only know 

the observers-receivers from the space modified in the background and where the change of 

perspective has the coordinates of an agreement. From here, we observe the freedom that the 

receiver gives to receive the emotion, and somehow regurgitate it to see what the imagination or 

fantasy builds mentally within it. There is a niche, a permissiveness, an invitation to understand, 

to enter into the depths of the otherwise too descriptive or impenetrable complex art product 

„…The work (only) exists only in the imagination of the viewer, incited by that of the author. It is 

updated only when it has contact with its circumstances and varies according to the developer 

who are the recipients. Only art is substantial but procedural. The new type of aesthetics thus 

focuses on the public's response, becoming the author's true goal: a work of art that has no 

audience is not art.”20 The concept of the shadow that has its source as a source, but when we 

encounter this symbol influencing the works of art then it acquires metaphysical value. His 

perception is an exercise in finding and accepting an omnipresence. The accompanying shadow is 

attached, glued, incorporated into each body, object or being. It has self-worth and in certain 

visions it has color and even palpability. The artistic experiments constantly utilize the 

dematerialization of the shadow and the transformation, after its radiography, by metamorphosing 
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it from a „primate of matter”21, in a complex, multivalent and kaleidoscopic physical presence. A 

simple idea that may seem very complex. 

Because of the most frequent times, the Shadow is the simple way of expressing states, 

emotions and feelings, imprinted by the aspects of the centuries through which it has transitioned 

to the contemporary. The load of this phenomenon-symbol has a content and a certain presence of 

a contour, of the mystery, even of fear, of concealment, of the trace, it can be a type of imprint, a 

spot, a thin and fine form, a dilution of the being or objects, an impression... Maybe even the 

ferment of the being, its physical projection, an existential proof. The shadow does not create 

tension between the forms, it does not harmonize the colors nor limit the contour, most of the time 

it is neither diffused nor very defined. It is a combination of factors, effects, blends of planes, 

surfaces and textures, materialities so different, it is a visual emotion, but also an absolute intimate 

and human appearance. Its thematic-semantic chromaticism captivates us and squeezes us out of 

emotions, but it is precisely then that all things receive a diffuse meaning and the corporeality 

branches into infinite nervous endings. Shadow is that substrate, that formulation but that does not 

have the last layer of understanding. It only has a nodal role. 

These forms in space, forms that induce and suggest types or typologies of volumes, more 

or less influenced by the figurative or having no more than a formal anatomy, they not only 

populate the space in which it is located and mark it. This type of represented forms, are not mere 

objects to admire, it changes the space in which it is but it also changes the viewer, it makes him 

more aware of the role he has of the consumer, of an actor in a chess game, in which they have 

remained. only the reference parts. Of course, what you want to determine consciously and 

emotionally during this viewing time are not just the emotions or the access to some of them, not 

an illusion of understanding by manipulating the matter like traditional transpositions. 

The series of works, the compositions-conglomerate made the study and constituted a 

personal research of the valences related to the shadow, light and that Shadow Object. The 12 basic 

forms, black cubes bear the imprint of an intervention but also represent a support, are the forms 

that generate the appearance and presence of the Shadow Object as an appendix indispensable to 

be present. The shadows formed are transposed into a diversity and characterized by an 

uncontrolled dynamism. This adjacent form together with the accompanying object can become 
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an integral part of an installation, that is, a work-composition that is designed to react physically 

to the space or environment in which it was installed and to the influence exerted here. The clues 

from the anatomy of the well placed detail can reveal as much as we can understand the correlation 

between the forms, the location in space but also the message that must be seen and perceived. A 

clear message, perhaps at times controversial, in which the monochrome shades "dress up" the 

cosmetic form but envelops it in neutrality and the desire to look for those details that in contrast 

give us small hints of light, of brilliance described by Shadow Objects, has the appearance of post-

apocalyptic compositions made up of consumed and blackened forms, recounting fragments of a 

life. All the details carefully placed, (apparently negligent) are calibrated, in balance with the form-

surrogate, speak for the idea of formativity about what it means to transpose but also about a certain 

type of description, about form and surfaces, about the concentration of the fluid and the solid of 

the forms. in space. You can see both an ensemble and countless details, its volume and color, but 

especially as the shadow follows and accompanies the object becoming a visual factor. Shadow 

objects are experiment forms that describe a concept that is broader than the strictly objective one, 

not only an effect produced by a composition, but unfolds in space, revealing a dynamic concept, 

relating space, object and consumer. We can say that in this case, in a „sculptural paradigm” it 

can be stated that these sets of forms, are forms of interaction, maybe even pretexts for 

understanding the phenomenon of the Shadow through them, of exposing experiments and coming 

to meet expectations. Of course, there is a dynamic that we discover in their construction, of the 

installation as a whole which is related to a development that resembles a decoration, a broad 

scenographic composition. This aesthetic aspect delimits a frame of discourse about and with the 

matter and the illusion of the form in which symbols, answers of an aesthetic definition are 

identified and recognized. 

Shadow Objects Series: Object-Shadow-Ossuary, About anatomy fragment, Organic-Shadow-

Conglomerate, Object-Shadow-Artificial Shadow, Object-shade-structure- texture, Object-

Shadow Metal Mania, Object-Shadow-White imprint, Object-Shadow-Black Shadow-obsession, 

Object-Shadow-About fluid, Meta-Object-Shadow-Shadow 

 


