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ABSTRACT 

The city is an artwork in itself, as its urban and architectural structure creates unique spaces that 
offer emotions and experiences on various scales. Details and sculptures are used to build the cityôs 
nature and recognisability. The paper presents an approach to the city as an exhibition, where the 
relationship between the environment and the displayed object is created. What is the contemporary 
role of these works of art, such as sculpture, in urban space? Do they only fill the space or commem-
orate historical facts, or were they consciously arranged in relationship with their surroundings to 
create unique values?  

Key words: displaying, composition, relationship with the background. 

STRESZCZENIE 

Miasto samo w sobie jest dzieğem sztuki, urbanistyczno-architektoniczna struktura tworzy niepowta-
rzalne przestrzenie o r·Ũnych skalach doznaŒ i emocji. Detale i rzeŦby wykorzystuje siň do budowy 
jego charakteru i rozpoznawalnoŜci. Artykuğ przedstawia spojrzenia na miasto jako zagadnienie wy-
stawiennicze, gdzie budowana jest relacja pomiňdzy otoczeniem a obiektem eksponowanym. JakŃ 
rolň odgrywajŃ dziŜ wspomniane dzieğa sztuki, na przykğad rzeŦby w przestrzeni miasta ï czy tylko 
wypeğniajŃ przestrzeŒ lub sŃ Ŝwiadectwem historycznych fakt·w, a moŨe zostağy Ŝwiadomie wkom-
ponowane w relacji z otoczeniem w celu stworzenia unikatowej jakoŜci?  

Sğowa kluczowe: eksponowanie, kompozycja, relacja z tğem. 



26 s p a c e   &   FORM  |   p r z e s t r z e ŗ   i   FORMa    ô46_2021 

 

1. INTRODUCTION  

The conducted research was inspired by the presentation of sculptures by Igor Mitoraj in Poznan in 
2003 (Mitoraj, 2003) and in Krakow and Warsaw in 2004 (Badach, 2004, p.71). The works were dis-
played in the urban space in the Old Market (Stary Rynek) in Poznan, the Market Square (Rynek 
Gğ·wny) in Krakow, and in the front and back courtyards of the Royal Castle in Warsaw. Seventy sculp-
tures were also displayed in exhibition interiors, but it was the public spaces of three polish cities that 
became, for a while, the main ñexhibition hallsò. The exhibition of one artist at a unique scale, which 
was arranged in publicly available space amidst everyday life, revealed that markets and squares were 
interesting and stimulating exhibition environments. The sculptures by Mitoraj perfectly matched the 
scale and proportions of the place, while the locations added a distinctive historical narration to the 
presentation (Fig.1, 2, 5, and 12-15).The artist drew inspiration for his works from references to the 
Ancient and Renaissance periods, which interplayed with the display locations. This artistic event is not 
unusual. Urban spaces often host presentations of works of art (Fig.3, 4, and 8), performances, theatre 
events or exhibitions as separate presentation zones in various scales. Rarely is it possible to achieve 
cohesion between the urban surroundings and the artistic presentation. It is possible more often for the 
display of single objects or permanent locations. 

 

  

Fig 1, 2 Exhibition of Igor Mitorajôs sculptures, PoznaŒ. Source: Photo: Z. Kosicki 2003 

Ryc. 1, 2 Wystawa Mitoraja PoznaŒ. ťr·dğo: fot. Z. Kosicki 2003 

 

 

The beauty of a city is determined by its layout, the proportions of urban interiors, high quality level 
of architectural objects and well-arranged greenery (BardziŒska-Bonenberg, T., SobczyŒska, K. 
2018, p. 10), along with transportation solutions and a multitude of other factors. An indispensable 
factor that affects the perception of a city is also the quality of life of its inhabitants, which includes 
living conditions, and the sense of comfort and safety. The aesthetical quality of space is equally 
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important for its perception. The contact with works of art may improve the values mentioned above. 
Their roles are varied. Works of art are present around us as: 

- architectural works, whose location is strongly linked to the town-planning arrangement, 

- sculpture or painting as details of buildings, 

- objects with narrative references are those, whose function is to commemorate an event or a per-
son, and their location is strongly connected to the content or prestige of the location, 

- works of art (sculptures, murals, urban furniture) provide urban spaces with content, enhancing 
its artistic values. 

The relationship between these types of works of art and the space, in which they are displayed, 
significantly influences their perception. When describing the actions that result in the emergence of 
these objects, we use the terms: placement, location, mounting, placing. Why not talk about exhibit-
ing, displaying or presenting instead? It may seem merely a play of words, but in building spatial 
relations, expression and narrative, they operate on different levels of the design decisions. The city 
as an exhibition space (with the exclusion of parks and recreation zones1) and the analogies to inte-
riors of exhibition halls are the topic of this article. 

 

 

  

Fig. 3. Installation in urban space ï Barcelona.  So-
urce: Photo: M. Gyurkovich 2013 

Ryc. 3. Instalacja w przestrzeni miasta ï Barcelona.  
ťr·dğo: fot. M. Gyurkovich 2013 

Fig. 4. Sculptures on the roof of the Cathedral in Milan. Source: 
Photo: M. Gyurkovich 2015 

Ryc. 4. RzeŦby na dachu Katedry w Mediolanie. ťr·dğo: fot. M. 
Gyurkovich 2015 

                                                 
1  Artykuğ dotyczy relacji obiekt eksponowania a przestrzeŒ ekspozycji w zwartej czňŜci miasta, tereny rekreacyjne i parkowe 
wymagajŃ oddzielnego opracowania. 
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1.1. Methodology 

In research on the relationship between the exhibit and the exhibition space there are certain special 
cases, when the place and the object are equally important for the perception. Sculptures or murals 
are embedded in the urban space as elements of composition, of the aesthetic or symbolic narration. 
The exhibition of Igor Mitoraj is an example of a temporary exhibition that refreshed the interiors of 
markets and squares. In order to understand whether a city is an art gallery visited by viewers daily 
free of charge and without any restrictions, mixed research methodology was adopted, including: 
literature review, observational analysis of individual solutions, comparative analysis, and a case 
study of the exhibition in Poznan in 2003 and in Warsaw and Krakow in 2004. 

2. AN OBJECT OF ART IN THE CITY. THE NEED 

Cities are people. (Gehl J., 2014, p. 25). Their development so far has resulted in the depopulation  
of city centres, which is caused by urban sprawl, scattered functions, new functions, means of commu-
nication, and many other factors. People gather where something happens, in places that generate 
positive experiences (Gehl J., 2014, p.77). According to research conducted by Jan Gehl, varied details 
and attractive equipment of the public space result in increased activity and participation of the inhab-
itants of such space. Works of art are used to arrange these places, but their emergence does  
not guarantee success in itself. An uncomfortable bench, on which a sculpture is seated to make sure 
that anyone will sit there at all (Gehl J., 2014, p. 144), is an example of filling the space rather than 
displaying.  

 

 

 

  

Fig. 5. Exhibition of Igor Mitorajôs sculptures, PoznaŒ. Source: Photo: Z. Kosicki 2003 

Ryc. 5. Wystawa Mitoraja PoznaŒ. ťr·dğo: fot. Z. Kosicki 2003 
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Public spaces are the location of diverse phenomena, relations and needs. These spaces shape their 
nature, being a contemporary response to the cityôs needs. From the point of view of studies on public 
space, Katarzyna Pluta (Pluta K., 2012, p. 231) distinguished, among others: 

- Harmonious relationship between works of art, 

- Dominant originality of an architectural object in the public space, 

- Architectural objects that provide a background for modern public space solutions, i.e. the new 
cityscape. 

This author referred this dependence to the relationship between the work of art as an architectural 
object to the public space. Identified relationships are also assigned to works of art other than architec-
ture. Harmony is a specific relationship that improves the quality of a place, highlights its beauty, but 
also puts an order in the relationship that displays the object and is beneficial for its surroundings. This 
is one of the main differences between displaying art in urban space in comparison to exhibition halls. 
In a museum or art gallery the aim is to present the exhibit, while in the public space it is important what 
happens to the place where the object is presented. Ideally, the object, the place, and the background 
are displayed at the same time. The exhibition of sculptures by Igor Mitoraj is an example of such 
harmonious synergy of the location, sculptures, and historical background (Fig.1, 2, 5, and 12).  

ñDominant originalityò is a relationship that prevents displaying anything on such a background, as 
well as an overly dominant form, e.g. of a sculpture, may overshadow the background, making it 
impossible to achieve harmony. The sculpture by Richard Deacon ñBetween Fiction and Factsò in 
Vieleneuve-dôAacq (France) is an example of such dominance (Uffelen Ch., 2012, p. 136). Works of 
dominant originality, scale, or expression are exhibitions with the spotlight on one ñactorò, which may 
bring positive values to the space: a single leading gesture or form may give the place a unique 
nature, put aside the disharmony of relationship and establish an axis of the composition. Such role 
is played by numerous monuments, especially those that commemorate historical or political facts, 
but also the Trevi Fountain (Rome), created by Nicolo Salvi, which took over and dominated the 
space, giving it a distinctive nature (Uffelen Ch., 2012, p. 44). 

Jan Gehl notices the essence of the cityôs edge ï the meeting point of public space and the city and 
the role of its quality in maintaining the intensity of experiences (Gehl J., 2014, p. 75). The back-
ground being the frontages of streets or squares may affect various planes of display. What is attrac-
tive in a long compositional axis, the edge of the city or a building, may be monotonous or tiring in 
close display, and often, due to the requirements of its function ï lifeless (e.g. closed windows of 
grocery stores). This critical moment also becomes an opportunity for interesting interactions be-
tween the displayed object and the background. An example of such mutual complementariness in 
the arrangement of the sculptures ñNierozpoznaniò (Unrecognized) by Magdalena Abakanowicz in 
front of the front fa­ade of the ñBalticò building by MVRDV. The composition of five casts softens the 
ñcity edgeò. One may have the impression that the concept of the arrangement took into account how 
it will be perceived by pedestrians and those who drive along one of the main streets of Poznan. One 
of the sculptures is placed very close, so that the object and the background become integrated. It 
is worth noting that this is a typical transport space, and the selected works of art match this narration 
and significantly enhance the quality of the location (Fig.6, 7,and 10). 

Another important thing is that the cities accelerate, the time of spatial perception is shortened, the 
roads become wider, and many details tend to blur. Reconciling the pace of the city and the new 
details that emerge: information boards, signs, and advertisements, is becoming a challenge for 
shaping the way of displaying objects. This aspect was emphasised in the studies of Anna Januchta-
Szostak: 

Considering the uniformization of cultural patterns, objects of visual arts in public spaces take over 
a very responsible role ï the crystallisation of the cognitive map of the city and creating the identity 
of the place (Januchta-Szostak A. 2207, p. 53). 
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Fig. 6, 7. The Unrecognized by Magdalena Abakanowicz in front of the ñBalticò building.  
Source: Photo: M. Gyurkovich 2018 

Ryc. 6, 7. Nierozpoznani Magdaleny Abakanowicz przed Budynkiem ĂBağtykuò. ťr·dğo: fot. M. Gyurkovich 2018 

 

 

The essay by Adolf Loos of 1910 ñOrnament and Crimeò (Loos A., 2013, p. 133) is a manifesto of 
the architect against styles in architecture that he considers as equivalent to ornaments. According 
to Loos, ornaments and elaborate details should be removed, especially from utility objects. He con-
siders it to be a necessary evolution of culture (Loos A., 2013, p. 136). His manifesto is a kind of 
censorship, as the subsequent architectural styles will use elaborate details (sculptures, paintings) 
in the arrangement of city interiors to a lesser extent. Since that time, the location of sculptures in 
urban spaces has been determined rather by symbolic aspects than the will to create the beauty of 
a composition. 

3. THE CITY ï A SPACE DISPLAYED 

The end of the 17th century and the 19th century brought a development of exhibition spaces. Numer-
ous galleries and museums were established that have presented works of art collected by genera-
tions, artefacts of material culture, scientific achievements, and many other exhibits until the present 
day. The accessibility of the collections to citizens was very important: the works of art that had been 
collected by few until then became publicly accessible. Collections of paintings, graphic, ornamental 
fabrics, and sculptures from the royal gardens were displayed in public (Borusiewicz M., 2012, p. 32). 

Until then, people could see works of masters, e.g. painters, only in sacral buildings. However, as far 
as sculpture is concerned, it was not only sacral spaces that enabled to experience it. Since the 
ancient times, cities were equipped with excellent sculpture arrangements, monuments and foun-
tains. The representative ñsalonsò of cities were obviously the first publicly accessible sculpture gal-
leries. 
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Fig. 8. University of Architecture Catalonia, sgraffito by Pablo Picasso. Source: Photo: M. Gyurkovich 2013 

Ryc. 8. Uczelnia Architektury Katalonia, sgraffito Pablo Picassa. ťr·dğo: fot. M. Gyurkovich 2013 

 
 
This is proven, for example, by the sculptures by Phidias, the lions guarding the Lionsô Square on 
Delos Island (Watkin D., 1996, p. 40), the reports about the Colossus of Rhodes, and a multitude of 
monuments and sculptures. Although most of the ancient monuments were dedicated to gods, he-
roes and rulers, in ancient Greece, and later in Rome, also secular sculptures were created. The 
home towns of Olympic Games winners honoured them with sculptures, and statues of senators and 
commanders were placed on Roman forums. 

In the Renaissance period, which drew deeply from the traditions of the ancient era, and in the later 
Baroque period, sculptures, monuments, and water elements, apart from their aesthetical or ideo-
logical values, became important elements of the urban arrangements. The statue of the condottiero 
Gattamelata on a horse by Donatello, located on the square in front of the Basilica in Padua became 
a milestone in the history of town-planning (ŧ·rawski J.1962, p.124). It combined the sculptorôs art-
istry with excellent spatial arrangement. The monument allowed putting the space in order, to close 
the axes of the streets coming into the square, and to unite the broken space of the square in front 
of the church. This is an example of a site consciously dedicated to the exhibition. Thanks to consid-
ering the proportions of the square, the relationship between the dimensions of the interior walls, the 
analysis of compositional axes, and enhancing the expression of the form by raising the sculpture on 
a properly chosen pedestal, a synergy between the object and the location was achieved. Donatello 
chose the site by moving aside from the axis of the Basilica to honour it as an element that equally 
deserved a proper display. All these actions highlighted the artistic values of the monument, at the 
same time arranging and unifying the space (ŧ·rawski J.,1962, p.133). 
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In the Renaissance and Baroque periods the sculptural values were consciously combined with an 
awareness of the requirements of urban composition. This is when one of the spectacular open-air 
sculpture galleries was created ï i.e. Rome of the Baroque period. Here, the Pope ordered to place 
Egyptian obelisks on pilgrimage yards of churches to mark the routes of pilgrimages, and fountains 
with elaborate sculptures started to appear in the public spaces. With time, this sculptural ñfurnitureò 
has become one of the landmarks of Rome, which was then followed by numerous other European 
cities. 

The Four Rivers fountain by Bernini was located in the central point of the Piazza Navona in Rome 
(a former Roman circus) (Watkin D., 1996, p. 246). It consists of an Egyptian obelisk, as in many 
other places of the Holy City, which was mounted on a heavily sculpted base. The composition of 
the square, which is an elongated rectangle, is complemented by two other fountains with equally 
rich sculptures. The linear arrangement enhances the axis of the square, and a strong dominant sets 
the centre of gravity.  

What distinguishes this square interior is the fact that its characteristic cross-sections resemble rather 
those of a street instead of a square, forming an elongated exhibition hall. The central Baroque com-
plex with its one-storey composition matches the transverse arrangement of the square, while the 
obelisk complements the long axis of the square and the bell towers of the Santa Agnes church. The 
two-element structure of the sculpture arrangement responds with a relationship to all walls of the 
square and interior elements. Another example located nearby is the Piazza dei Fiori, where a statue 
designed by Ettore Ferrari was erected in a central point, too, to commemorate Giordano Bruno, who 
was executed there. This much smaller, square-shaped piazza with even frontage lines, but very 
diverse buildings, required the artist to use a completely different set of solutions. The figure of the 
philosopher was raised on a massive pedestal, while creating a very cohesive, concentrated sculp-
ture. The resulting form is characterised by vertical dynamics, but an equally massive shape. One 
may easily understand the sculptorôs intentions when the square is full of its everyday life, with a mar-
ket selling flowers, fruits, and vegetables with the figure of the philosopher towering above it.  

The statue of the executed humanist brings us to another, equally important aspect of the city-gallery, 
which is the overlapping of symbolic, historical, and cultural layers. Monuments founded to commem-
orate people or events usually have the form of sculptures. The more historical the given place is the 
more difficult it becomes to choose the right form of the sculpture, as the architectural and historical 
context often accompanies the historical aspects. This is particularly important in contemporary re-
alisations, when a new object is to be included in a historical cultural and architectural space. The 
more noble the place, or the exhibition site, and the more it is historically conditioned, the more 
difficult it becomes to select the right form. The activity of the ñbackgroundò of the location gains new, 
abstract meanings and multi-faceted contexts, apart from its actual physical properties. The choice 
between narrative and illustration, symbolism and representation, becomes an important element of 
selecting the means of artistic expression and form. 

The initiators of Romeôs reconstruction in the Baroque period used the belfries of newly built and 
historic churches to mark pilgrimage routes. They also introduced Egyptian obelisks into the city 
structure. Apart from their artistic, symbolic, or compositional function, as it was in the case of the 
Piazza Navona mentioned above, tall monuments, due to their scale, became part of the city layout, 
becoming landmarks. 

After the Ancient era, the Renaissance and Baroque periods proved the role of sculptures in the 
composition of urban spaces once again. However, they did were not always monuments of historical 
or religious importance. The arrangements were dedicated to individual spaces, with the aim to im-
prove their quality. These experiments were continued and developed in the subsequent centuries. 
The end of the 18th century and the 19th century was the age of developing a new type of institutions 
designed for exhibition purposes, such as museums and art galleries. Until that time, the city had 
been a natural publicly available space, apart from the temples, where people could contact works 
of art. The process of developing the ways to shape the space of such object began. The first solu-
tions were similar to those used to shape and decorate palace interiors. The first private gallery Ufitzzi 
(Borusiewicz M., 2012, p. 27), had been built a long time before that for the Medici family. The top 
floor of a building that accommodated clerksô offices was adapted for this purpose. Starting from the 
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beginning of the 19th century, when the first buildings dedicated to exhibitions were erected, the 
development of these objects drew from various models of organising space. New patterns were 
developed for the interiors and spatial arrangements inside the museums. What became important 
was the choreography of the viewerôs walk, or creating a specific path of experiences.  

4. THE RELATIONSHIP BETWEEN THE EXHIBIT AND THE EXHIBITION SPACE 

4.1. The analogies between exhibition spaces in cities and exhibition facilities 

The basic types of arrangement of exhibition spaces have been identified. Five basic schemas may 
be distinguished (Hoffman H. W. 2016, p. 56): 

- circuit ï the rooms are organised around a yard, and the visitors follow a closed path from one 
room to another, with the entrance and exit in the same place;  

- linear ï the rooms are arranged in line, the viewer follows a pre-determined axis, moving from 
one room to the next one; 

- network ï the rooms are connected in a linear way, but they are located on crossed axes, so the 
visitor may explore the structure according to their own plan, limited only by the exit and entrance 
from the arrangement; 

- hierarchical space ï one big hall that allows to enter smaller exhibition spaces. To move from 
one room to another, the viewers have to cross the main exhibition space; 

- open plan ï a single large space, whose form does not define the path of the visitors.  

The presented layouts correspond to the organisation of the space in the building. An element that 
links it strongly to the public space is the fact that structural solutions depend on the movements of 
the visitor at the place of exhibition and on the paths of a city inhabitant. The space is arranged for 
its functions and to please the eye. The layout of museums has been shaped by numerous patterns. 
City structures are far references, but some analogies to the public spaces used to present works of 
art may be noticed. The circuit arrangement shows certain analogies to market squares with a cen-
trally located town hall, where the zone of the square may be interpreted as interrelated interiors. 
One of the examples may be the Poznan Market Square, which is an exhibition space for 7 fountains 
and sculptures. Its linear layout corresponds to the public spaces of main streets that consist of 
a series of consecutive urban interiors. Another example is the Krakowskie PrzedmieŜcie Street in 
Lublin (Wejchert K. 1984, p. 170). It is, however, difficult to find clear analogies to urban space ar-
rangement in the network layout: the analogy can be found in connected yards and courtyards. 
A similar situation is with the hierarchical layout in urban space: it may be noticed in the historical 
structures of series of market squares or squares connected by the main square or a network of 
streets. The square, market square or the agora bear the strongest resemblance to the single-space 
layout. One of such interiors is also the roof of the cathedral in Milan, which was adapted as a space 
to display modern sculptures. It is an extraordinary combination of a Gothic cathedral and contem-
porary objects, with the cityscape acting as the background for this dialogue (Fig. 4, 9).  

Table 1. Presentation of the analogies between exhibition facilities and urban structures. Source: own study 

Type of exhibition Space in museums and art galleries Urban spaces 

Circuit 
Exhibition rooms are arranged around a 
courtyard or staircase. 

Market square, a square with a centrally 
placed architectural object. 

Linear 
Corridor or hallway arrangement of the exhi-
bition. 

Streets, avenues, elongated squares.  

Hierarchical One main hall with adjacent exhibition rooms. 
Main space interconnected with other ur-
ban interiors.  

Network A set of equally important exhibition spaces, 
which the viewers may choose freely.  

A set of available courtyards.  

Open plan/hall Single-space exhibition hall Open square or market square  
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Fig. 9. Sculptures on the roof of the Cathedral in Milan. Source: Photo: M. Gyurkovich 2015 

Ryc. 9. RzeŦby na dachu Katedry w Mediolanie. ťr·dğo: fot. M. Gyurkovich 2015 

 

4.2. Exhibition strategies in arranging urban exhibitions  

Three approaches or strategies may be distinguished in designing the exhibition space: 

- detail-oriented ï focusing on the exhibit and its nearest surroundings, 

- narrative-oriented ï where the content or telling a story becomes the most important, 

- space-oriented ï the essence is composing and building relationships between the object and 
the site and between other displayed objects.  

The same approaches may be found in the concepts of presentation in urban spaces. Informational 
or commemorative exhibitions are examples of using the first strategy. The quality and form of the 
presentation concept determine the perception. The manner of displaying focuses on what is pre-
sented, not on the location: a city square or market square, or a street. The equivalent of such ap-
proach in cities is placing the works of art with reference to the closest exhibition plane, without any 
wider references, and when the decisions are focused on the work and its author.  

The narrative approach is dominated by the content, and communicating it becomes the main goal. 
The rank and content of the story influence the location, scale, references, or their absence. The 
statue of Karol Marcinkowski in Poznan (Fig. 11) is a contemporary example of such decisions (Poz-
naŒ, 2018). 
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Fig. 10. The Unrecognized by Magdalena Abakanowicz in 
front of the ñBalticò building. Source: Photo: M. Gyurkovich 
2018 

Ryc. 10. Nierozpoznani Magdaleny Abakanowicz  
przed budynkiem ĂBağtykuò. ŧr·dğo: fot. M. Gyurkovich 
2018 

Fig. 11. The statue of Karol Marcinkowski in Poznan.  
Source: Photo: M. Gyurkovich 2021 

Ryc.11. Pomnik Karola Marcinkowskiego w Poznaniu.  
ťr·dğo: fot. M. Gyurkovich 2021 

 

 

The third strategy enables to seek harmony in the work of art and to improve the values mentioned 
above. As the points of reference expand, many important factors emerge. Displaying works of art 
requires selecting the appropriate means and manner of presentation. In the neutral spaces of mu-
seums and art galleries sculptures are displayed according to various selection criteria, such as the 
author, the period, the art trend, historical context, the purchase chronology, the owner of the collec-
tion, cultural context, or the size and dimensions of the collection. The aim of all these criteria and 
actions is to highlight the artistic values of the object, the expression of form, and to enhance the 
clarity of the selected collection. The viewers contact the works of art ñface to faceò in an environment 
that has been created especially for this purpose, which should interfere with the exhibit as little as 
possible. Such prepared space allows to control not only the spatial arrangement, colour, lighting, 
and the number of visitors, but also the sound or smell and permanence. Urban spaces do not offer 
such comfortable conditions, as the possibility to control the dynamics of changes in the environment 
is limited. One may search for a specific location for the given object, or look for an appropriate object 
for the chosen space. Although the surroundings or the sculpture form are selected, the aspect of 
changeability remains strong. It is difficult to find uniform background for the display in urban spaces, 
as every fa­ade or every view may differ from the other or it may change with time, like, for example, 
a wall of greenery that changes with the seasons.  

Apart from the changeable background, other important factors are the distance from the background 
and the relation of scale. Distance enables to strengthen or weaken the relationship with the back-
ground, i.e. to decide on the background on which the object will be displayed. In general one may 
distinguish three cases: 

- The distance that exists between the object and the background allows to establish relations 
between forms and scales. At the same time, each of them is clearly a separate object that has 


