
               A    w h  i  t  e    p  a  g  e    a  n  d    t  w o    d  o  t  s

   The f i rst  image I  had of  E l isabet  Norseng’s  work  was  a  sheet  of  paper  f rom a  

pad with t wo painted dots.  The ar t  sur faces  at  i ts  in i t ia l  s tate,  a f ter  recognis-

ing the c lear  f ie ld  of  the image i t  completes  i ts  f i rst  s tep,  an in i t ia l  gesture

which establ ishes  the moment  of  or igin ,  i ts  own Kosmos.  The punc t i form dust ,  

more than the forms which are  the negat ion of  being,  i s  tomb of  the absolute,  

both negat ing i tse l f  and la id  out  on the edge of  i ts  d isappearance,  progress ing 

through reduc t ion.  I t  becomes but  a  gra in  of  the explanator y  aspec t  of  the 

f igure,  though now eroded.  I t  shows nothingness .  I n  the end this  work  re -  

moves  a l l  representat ion,  i t  ends up deposing  the pr imac y of  f igurat ion 

whi le  indeterminac y,  negat ion and depr ivat ion prevai l .  But  i s  a l l  of  th is ,  I  ask  

mysel f,  born f rom a  Platonic  des i re  of  the reconci l iat ion of  the idea,  or  rather  

is  i t  only  the ex treme gesture  that  subtrac ts  ar t  to  i ts  posit ive  def in i teness.  

The form of  nothingness  holds  within  i tse l f  the total i t y  of  forms,  in  an ex-  

pec ted inexistence of  these forms in  the wor ld,  and i t  pushes  i tse l f  to  deter-

mine the indeterminable,  the appearance of  nothingness,  the white  page.  

   The paradigm of  white  is  empt y of  s igni f icat ion,  i t  condenses  into analogi-

cal  associat ions  which communicate  absolutely  nothing.  I t  can be deduced 

that ,  on the level  of  content ,  there  is  no s igni f icat ion in  the manifestat ions  of  

presence and of  opt ical  data ,  even i f  they can be bent  so  as  to  s igni fy.  This  

s igni f icant  void is  def inable  af ter  i t  has  been ent i t led by i ts  indicat ion,  a  

shi f t  f rom a  state  of  objec t ive  presence of  something in  the wor ld,  to  a  state  

of  something that  i s  not  in  the wor ld  but  is  to  the wor ld,  in  the sense that  i t  

shows i tse l f  to  the wor ld,  i t  makes  i ts  debut ,  s ince before  i t  was  not  there.  The

wor ld  plus  the white  page is  a  modif ied condit ion,  ‘meta-tac t ica l ly ’ poss ible  
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and i t  repeats  that  which i t  i s ,  through the negat ion of  an apparent  essence.  

With this  i t  does  not  want  to  be an ontological  subtrac t ion,  but  something

exist ing as  a  pure ‘non-s ignal ’ of  ex istence.  Categor ies  not  exist ing a  pr ior i ,  

the exhibit ion of  the void,  the manifestat ion of  the condit ion of  presence,  i s  

the way in  which i t  formal ly  presents  and s igni f ies  s ince i t  i s  nothing other  

than the s igni f ier  and,  at  the same t ime,  the s igni f ied in  i ts  pure  state.  Thus,  

th is  pure s igni f ied does  not  result  in  being the content  of  the white  page,  but  

the white  page i tse l f.  I t  i s  not ,  therefore,  the page to  be painted white  in  the 

same way in  which the paint ing is  not  a  paint ing before  i t  has  been painted.  I f  

th is  condit ion of  the objec t-paint ing exist ing before  i ts  being painted,  i t  would 

permit  the cr yptogenesis  of  a  condit ion in  absent ia  oper is ,  which we see in  

some ar t ists  who are  only  concerned with the components  of  paint ing in  the 

moment  which precedes  their  ef fec t ive  employment .  This  instrumental  pre -

disposit ion has  within  i tse l f  the potent ia l  construc t ion of  something gener ic ,  

the use of  ideas  rather  than the development  of  a  fac t .  I t  i s  an arena in  which 

the expec tat ion and the c la im to determine a  dest iny  of  th ings  becomes f rus-

trated through the analys is  that  precedes  the assembl ing of  canvases,  colours,  

s t retchers,  paper.  I n  real i t y,  the white  page star ts  to  exist  only  in  i ts  open 

exhibit ion,  in  the state  of  a  resolved paint ing,  not  as  the moment  of  paint ing 

as  neither  potent ia l  nor  ac t .  Note wel l ,  in  saying this  I  do not  mean to  negate 

conceptual  ar t  i ts  legit imac y,  on the contrar y,  by  us ing paint ing as  a  t ypologi

cal  reference,  a  st ruc ture  of  ar t  can be rebui l t ,  a  st ruc ture  made with choices  

of  codes  which become organised,  bui ld ing that  ontological  system which

makes  us  def ine that  thing:  the ‘white  page’ and not  a  sheet  painted white ;  

i t  i s  l ike  saying that  ar t  ex ists  before  i ts  appl icat ion in  paint .  As  such i t  i s  a  

language which is  code preceding the Parole ,  and,  however  creat ively  i t  can be 

put  to  use,  i t  remains  a  f ixed code where the plane of  the content  essent ia l ly
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remains  the understanding of  the adequate spat ia l izat ion of  i ts  manifestat ion.  

Ar t  ex ists  before  the paint ing of  the pic ture,  and the white  page is  paint ing in  

i ts  universal i t y  not  in  i ts  speci f ic i t y  of  appl icat ion,  that  i s  how the plane of  

the s igni f ier  goes  to  jo in  with that  of  the s igni f ied.

   I n  a l l ,  i t  i s  a lso  fa i r  to  see the white  page f rom a  symbol ic  perspec t ive  of  

a  logical - l inguist ic  t ype;  I  am using the term ‘symbol ic ’ when this  des ignates  

that  process  where intel l igence arr ives  at  the point  of  d istancing i tse l f  f rom 

the mere presence of  things  in  the wor ld,  replacing them with a  compensa-

t ive  representat ion tak ing the form of  semi-abstrac t  images or  of  completely  

abstrac t  word- images,  only  thought  of  as  a  nominal  concept .  The symbol ic  be

comes the pr inciple  descr ipt ion of  a  process  of  ‘humanizat ion’,  phylo - genet i -

cal ly  when i t  enters  into spoken language,  and auto - genet ical ly  when i t  passes  

f rom sensor y-motor  data  to  imitat ive  and objec t  play  data .  

   The term symbol ic ,  to  give an example,  i s  a lso  used in  information technol-

ogy when denoting formal  languages which s impl i fy  cognit ive  operat ions.  The 

inconvenient  thing that  occurs  when we separate  our  white  page f rom our

selves  with a  ser ies  of  verbal ,  v isual  or  gestural  s igns,  i s  that  of  f lattening the 

symbol  on the s ign.  I n  invest igat ing the sheet  as  a  symbol ic  image,  one can 

run into an excess  of  specia l izat ion,  therefore  confronted with a l l  the fac ts  

inherent  to  the conceptual isat ion of  the ‘p ic ture -thing’,  we cannot  oppose 

anything apar t  f rom logical  formal ,  analyt ica l  and discont inuous invest iga-

t ions  and i ts  status  as  a  real  and true paint ing.  But  what  i f  we projec t  ever y

thing in  a  di f ferent  di rec t ion,  where the symbol  is  codi f iable  only  by someone 

who k nows the ‘coded’ language,  a  fasc inat ing depth of  latent  and second

ar y  s igni f ieds  would open up which emerge ever y  t ime the apparent  sense is  

subst i tuted by the secret  sense and v ice  versa ,  something considerably  more
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invit ing than cold semiot ics.

   We real ise,  in  this  case,  that  the white  page is  an anaphor ic  or  t ypological  

symbol,  s ince there  is  the pic ture  i tse l f  to  unite  the s igni f ier  and the s igni f ied 

which becomes,  according to  an argument  proposed by Al leau,  the “ t ypical  

s igni f icat ion which is  both model  and trace” 1.  I f  the objec t ive  presence of  the 

paper  is  t ranscended,  up to  the point  of  being considered express ion or  pro -

jec t ion,  i t  brushes  against  the Platonic  condemnation of  the image and begins  

to  accept  the condit ions  of  a  v is ion that  i s  essent ia l ly  l ight .  L ight ,  in  cer ta in  

cases,  i s  given the value of  form,  in  other  more gener ic  cases  of  v is ion,  the 

white  page,  in  such a  case,  i s  a  space that  has  a  mental  per imeter  and func-

t ions  as  threshold.  The space that  opens beyond ant ic ipates  ‘one who ac ts’ 

-  π_____– in  this  real  f ie ld,  t ransf igured by an internal  ‘ I ’.  Within  the total i t y  

i t  looks  for  the l imit  of  ar t iculat ion up to  the point  of  compromis ing the last  

poss ibi l i t ies  of  something mater ia l is ing.  I n  the ef for t  of  ‘seeing-within’ ( ‘ve

der- c i ’ )  something,  we see something and we f ree the form from ever y  mimetic  

t r ibute,  in  a  few words,  we see i t  s igni fy  i tse l f.  The image of  this  represented 

‘nothingness’ i s  set  f ree  f rom an apparent  state  to  a  cer ta in  idea of  the void 

which has  as  i ts  ex treme consequences  the c la im of  bear ing witness  to  the 

invis ible,  count ing on a  specia l  pass ive  condit ion of  look ing,  for  which:  par-

t ic ipat ing in  the contemplat ion of  the void,  one ‘ i s  looked at  f rom the void ’.  

Par t ic ipat ion and immers ion are  charac ter ist ics  of  the pass ion which dr ives  

towards  ecstasy :  ek-stas is ,  that  i s  to  come out  of  onesel f  towards  somewhere 

e lse.  I n  this  state  of  th ings,  aspec ts  generated by the white  are  present ,  which,  

apar t  f rom the absence of  colour  and i ts  own zero degree,  i t  t races  back to  a  

sense of  or iginar y  fear  and def ines  the method of  handl ing on the par t  of  ar t

ists .  There  is  something a lmost  div ine in  the inf in i te  potent ia l  of  whiteness,  
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whether  accepted as  emptiness  or  essent ia l ly  saturated by human exper ience,
 
when i t  i s  real ized through thick  lay ing,  through tensions  resolved through

outrage,  as  with  Fontana or  Burr i ,  for  example.  And yet ,  the dawn of  the white  

page is  the metaphor  of  a  wor ld  on which s igns  can be incised so as  to  invent  

a  pr ivate  space.  This  space is  essent ia l ly  a  par t icular  sur face which ceases  to  

be the agonised spec tre  of  an ideal  state,  unmovable  f rom that  ex tra-temporal  

wor ld  where,  f rom Neoclass ic ism,  the highest  form of  beaut y  arose.

   The sur face is  one of  the fundamental  p last ic  means,  in  a  grammer k nown to 

a l l  f rom K andinsk y ’s  wr i t ings.  I t  i s  understood as  the ground and i t  i s  dest ined 

to  accommodate the content  of  the work .

                                          T  w o   d  o  t  s

   The dot ,  which is  the discrete  and denotat ive  presence of  this  sur face,  be

comes a  s ign of  reference for  the eye and,  once again the l ink  bet ween s i lence 

and word,  i t  i s  test imony of  a  mater ia l i t y.  I n  wr i t ing i t  measures  language and 

i t  s igni f ies  s i lence.  I n  this  analogy with wr i t ing we f ind the logical  anchorage 

of  paint ing,  a lmost  an explanat ion of  i t  or  a  cont inuat ion,  a  comment .  Jose`  

Saramago says  in  the Manual  of  Paint ing and Cal l igraphy:  “ Two days  af ter  I  

s tar ted wr i t ing,  and in  a l l  th is  t ime the t wo paint ings  had progressed towards  

their  inevitable  end [ . . . ] ’ 2.  The introduc t ion to  the paradigm of  phonet ic  wr i t-

ing is  crucia l :  i t  establ ishes  the representat ion dependent  on language,  the 

same language which gives  things  their  names and with which the t ime of  

things  is  narrated.  Language in  western t radit ion is  voice,  hear ing and,  there

fore,  word,  f rom which wr i t ing is  a  representat ive  by-produc t  and an ideal  

st ruc ture  which ser ves  to  give,  in  a  cer ta in  sense,  a  func t ioning to  the sur face 
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as  does  paint ing.  There  is  a  l ink ,  in  a  cer ta in  sense,  a  func t ioning to  the 

sur face as  does  paint ing.  There  is  a  l ink ,  in  fac t ,  with  some theor ies  of  ar t  

surrounding the ownership which paint ing has  to  mark  out  the contours  of  

sur faces,  to  de -wr ite,  in  such a  way so as  to  reduce i tse l f  to  the indiv is ible  es-

sence of  the dot .  Without  this ,  the coherent  cont inuit y  of  the plane assumes 

the phantasmic  value of  the f rontal -abyss,  of  the disturbing impossibi l i t y  of  

the penetrat ion of  a  void cont inuously  put  into discuss ion by the hypothesis  

of  depth which def ines  i ts  l imits  and essence.  I n  i ts  apodeic t ic  vulnerabi l i t y  

there  is  a  potent ia l  barr ier  of  the idea of  the inf in i te.  However,  “ the inf in i te”,  

according to  Jules  Vui l lermin,  “is  the genus of  which the cont inuum is  a  spe -

c ies”,  therefore  i t  i s  unfai r  to  attr ibute to  the lack ing edging or  mark ing of  

the space the discouragement  generated by a  place that  i s  too big  for  the eye 

and for  the consciousness  of  the man who,  in  i ts  presence,  fa l ters  and fears  

for  h imsel f.  The space is  coherence of  form,  because i t  conf igures  the urgen-

c y.  And i t  i s  inevitable  to  def ine how the ent i t l ing of  the empt y white  sheet  

manages to  give the co - ordinates  of  the imaginat ion.  Alphonse Al la is  ent i t led 

one of  seven monochromes f rom Album pr imo -avr i lesque edited by Ol lendor f f  

in  1897,  Première  communion de jeunesf i l les  chlorot iques  par  un temps de 

neige.  This  untouched ‘Br istol ’ board,   of  a  whiteness  in  which the hypothesis  

thickened l ike  a  fog which only  the reading of  the t i t le  managed to  diss ipate.  

This  re jec t ion of  colour  has  ancient  roots.  Al ready with Ar istot le  this  route 

was  the only  way out  of  Platonic  ‘ iconophobia’.  The place of  ar t  was  the l ine  

and in  the Poet ics  the super ior i t y  of  the white  space c i rcumscr ibed by draw

ing was susta ined,  compared to  a  casual ly  coloured sur face.  From then on a  

cer ta in  academic  credo has  been formulated on the bas is  of  a  secret  opposi -

t ion bet ween a  r igorous dawn and the chaot ic  sensual i t y  of  colour.  I n  white

ness,  in  fac t ,  the poss ibi l i t y  of  achieving a  pur i t y  creeps in ,  which is  a lso  the 
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possibi l i t y  of  ac t ion and a  receptacle  of  mental  images,  a  s i lence r ich in  pos-

s ibi l i t ies.  I n  this  idea of  pur i t y  a  myth is  h idden,  a  power ful  aesthet ic  fantasy,  

which can reach a  moral  ac t .  The desperate  need to  c lar i fy  and highl ight  in  

order  to  achieve the ex treme graduat ion of  colour,  i s  the desi re  to  restore  the 

Absence.  I  would l ike  to  take this  absence as  a  star t ing point  to  speak about  

E l isabet  Norseng,  about  her  works,  f rom that  which Sergio  R ispol i  holds :  the 

“inter ior isat ion of  an ex treme Nordic  landscape,  dominated by the absolute  

whiteness  of  expanses  of  snow,  by l imit less  voids  and by s i lence.’ 3 I nstant ly  

the v is ion of  such a  hor izon te l ls  of  the anxiet y  of  the ar t ist  projec ted and in

cluded in  this  enveloping expanse.  Here,  ever y  ac t ion def ines  a  background,  

a  l imit ,  and creates  the suppor t  to  br ing the hand back down from that  existe -

t ia l  leap into a  nothingness  which is ,  essent ia l ly,  the lack  of  references.  This  

state  of  th ings  stops  at  the moment  in  which a  spat ia l  consciousness  is  formed 

which moves in  response to  bodies  or  minute ent i t ies,  the only  redemption of  

the white  page f rom the hyperbol ic  acceptat ion of  the ‘empt y nothingness’,  a  

def in i t ion that  over laps  into the dizz iness  of  the subl ime.  These are  the dots  

of  Norseng:

   The dots  make the forms

   and down they fa l l

   with  the nascent  shadows. 4

The sol id i t y  of  the minute ent i t y,  the dot ,  has  in  i tse l f  the charge of  the ac-

t ion in  what  K andinsk y cal led:  “ The f i rst  meet ing bet ween the instrument  and 

the mater ia l  sur face,  the bas ic  sur face”.  The impac t  is  a lso  the moment  of  

recognit ion of  the physical  charac ter ist ics  of  the sur face,  which becomes the 

ex ternal  and f inal  objec t ive  layer,  the most  ex ternal  of  something.  The eman-

cipat ion of  the sheet  f rom i ts  own gener ic  condit ion of  space to  reach the 

         42                     43



par t icular  of  the construc ted suppor t ,  takes  place with the recognit ion of  an 

image -aspec t  of  i t .  “ The conf igurat ion”,  in  Ol ivett i ’s  reasoning,  “of  the inten-

t ioned posit ioning of  the suppor t  i s  real ized as  resolved cont iguit y :  contac t ” 5.  

The punc t i form ent i t y  i s  susta ined by a  sol id  real i t y  which is  the a l terat ion of  

the physical  d imensions  of  an objec t  that  i s  l imited,  bordered and separated 

f rom the rest  of  the wor ld  by a  marginal  l ine  which emphasises  the depth.

   [ . . . ]  A  conscious  touch

   suspended,  l ike  music.

   I ts  ver y  form

   of  a  paint ing.

   L ike  opinion

   change in  var ious  ways.

I f  the conscious  gesture  generates  a  space,  i t  a lso  generates  a  ‘mutated con-

sc iousness’ of  that  place that  assumes the speci f ic  charac ter ist ics  of  a  pic ture.

Among the works  of  E l isabet  Norseng there  are  some of  the late -E ight ies  such 

as  Terst  (1988,  150 x  69 cm,  I ndian ink  on paper,  Pr ivate  Col lec t ion,  Rome)  

with a  ‘ Tachiste’ f lavour,  for  no other  reason than the repeated tra jec tor y  of  

the s ign which a l lows the radius  of  the wr ist  as  a  psychophysic  projec t ion to  

be sensed.  A  k ind of  ‘ra in’ of  s igns  able  to  t wist  the or iginar y  f latness  so  as  to  

suggest  hypothet ical  depth.  I nevitably  the semantics  of  or iental  ca l l igraphy 

enter  into the game which ant ic ipate  an ef fec t ive  presence of  the emptiness  of  

the page,  such a  condit ion being highl ighted by a  Gestal t ic  idea,  I  would sug-

gest ,  for  which the background is  never  a  space where the s ign is  p laced but  

has  a  formative  func t ion as  i t  i s  a  const i tut ive  fac tor  of  an image:  th is  image 

produces  i ts  own space.
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   The complete  pic ture  redeems the void f rom i ts  charac ter ist ic  as  mere

container,  e levat ing i t  to  a  construc t ive  and dynamic  func t ion.  Such a  func-

t ion can charac ter ise  in  three - dimensions  that  which in  pr inciple  had an ex-

c lus ively  t wo - dimensional  value,  as  i t  does  not  place i tse l f  sole ly  as  a  pause 

bet ween t wo inter vent ions  but  i t  c i rc les  them and provides  the s ign with a  

depth.  And so the t ra jec tor ies  of  the s ign make themselves  sometimes thinner  

and other  t imes heavier,  suggest ing a  t ime of  produc t ion no longer  read f rom 

r ight  to  lef t  or  f rom top to  bottom but  f rom near  to  far  and v ice  versa .  This  

weak ness  of  the sharpness  of  the s ign in  i ts  ar rangement  on the sur face does  

not  produce l i s t less  evanescence but  developments  of  that  which is  by  nature  

graphic  to  a  body in  a  plast ic  space,  suspensions,  I  would suggest ,  of  masses  

in  expansion.   I  am think ing about  one of  E l isabet ’s  works  of  1989,  Tagen 

(39 x  27.5  cm,  I nk  on paper,  Tener i fe) :  where t wo ent i t ies  of  the s ign share  

the same space,  one dense,  a lmost  scratched,  the other  ar t iculated and domi-

nant .  A  l iquid yet  sol id  sta in .  The void is  not  divorced f rom the ful lness,  i t  i s  

not  ex ternal ,  i f  anything i t  i s  in  the hear t  of  fu l lness,  whether  a  dot  or  an ar-

t iculated l ine,  ever ything is  permeated in  i ts  densit y  by a  v i ta l  breath.  

   Having vanquished the void

   The new is  unvei led

   You can create  universes  

   I mpossible  to  ant ic ipate

I t  seems c lear  by  now how the objec t ive  phenomenon is  the only  one responsi -

ble  to  open the doors  to  the imaginat ion,  in  the moment  of  v is ion,  indeed,  the 

the super ior i t y  of  the ontology of  the work  is  mater ia l ized and understood as

an unconceivable  Universe  in  absent ia  rerum.  This  der ives  f rom a  predispo -
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s i t ion on the par t  of  the of  the ar t ist  to  face up to  the or iginar y  e lements  of  

the work  which do not  a l low condit ions  that  precede i ts  manifestat ion,  i t  does  

not  belong to  any system of  re lat ions  i f  not  to  that  f ixed by those e lements  

which,  a l though minimal ,  regulate  the whole.

   Norseng’s  dots  thicken mak ing themselves  the dust  of  the invis ible,  i t  es-

capes  f rom the centre  of  the work ,  mark ing a  hor izon of  l iquid impr ints.  The 

t race is  the test imony of  a  passage,  i t  i s  the synthet ic  re lat ionship of  a  con-

cept ,  the paint ing for  antonomasia  (B lue Pic ture ,  1996)  or  the or iginar y  geo -

metr ic  e lements,  the c i rc le  and the square,  pure  forms which never  abandon 

their  emotive matr ix .

   That  which appears  to  be a  Suprematist  composit ion based on ‘super impos

t ion’ i s  in  real i t y  colourat ion.  The t i t les  of  the works  test i fy  to  this ,  d i lut ing 

the glac ia l  qual i t y  of  the geometr y  through the gradual  t ransparenc y of  

colour.

   Norseng,  a l though an expl ic i t ly  convinced asser tor  of  an ‘addit ive’ ar t  made 

of  ‘ few elements  posit ioned on a  sur face maintaining a  cer ta in  openness’ 6,  she 

dedicates  hersel f  to  reduc t ive  synthesis  of  the cognit ive  process  represented 

by those isolated gestures  in  a  space which is  a l ready the contex t  of  the work .  

I n  this  way we can understand the obvious  tear ing of f  of  the page as  an incon

trover t ible  s ign of  the connec t ion with the ever yday.  This  ac t ion,  intended as  

an ordinar y  prac t ice,  t ransforms the paper  of  E l isabet  Norseng into the notes  

of  a  d iar y  which does  not  at  a l l  want  to  break away and isolate  i tse l f  f rom the 

pass ing of  ex istence.  At  the same t ime,  by  not  evok ing par t icular  stages  of  an 

event ,  these notes  are  not  the prose of  a  l ived exper ience,  but  rather  an equi-

l ibr ium achieved in  a  moment  of  h igh concentrat ion,  in  a  moment  in  which a  
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close re lat ionship bet ween the sensit ive  and the intel l igible  is  establ ished;  a

re lat ionship which can f i l ter  into the cont inuous quest ioning of  the void of  

the page as  i f  that  were the chosen place to  exper iment  with a  re - employment  

of  emotion.  I  am not  surpr ised when I  hear  about  the subl imit y  of  E l isabet  

Norseng’s  work ,  provided that  this  term is  intended as  an attempt to  show 

that  which ex tends across  the power  of  representat ion in  sensibi l i t y.  Only  in  

this  way,  i t  seems to  me,  can one understand Norseng’s  ‘mi l i tant ’ poetr y :  an 

occas ion of  the renewal  of  the func t ion of  the images.  We can hypothesise,  at  

th is  point ,  a  condit ion of  work ing suggested by Blanchot ,  who susta ins  the 

sacr i f ice  of  the ar t ist  for  the work  generates  an empt y space in  which only  the 

cal l  of  the work  i tse l f  resonates,  a  point  in  which the paint ing has  nothing to  

say,  s ince i t  a lways  star ts  again f rom scratch;  bas ical ly  this  i s  turned in  

search of  nothingness,  which is  the anonymous par t  of  i ts  ver y  existence,  a  

double  sense of  l i fe  with  no gr ip  on the real .  We cal l  a l l  of  th is  ‘vacuit y ’,  as  

Ar taud cal led i t ,  or  Non-Being as  i t  was  instead for  Valèr y,  cer ta inly  i t  i s  a  

suspension that  tends towards  a  state  of  nothingness  of  the image that  i s  no 

longer  psychological ly  analysable,  nor  an ack nowledging ref lec t ion of  a  for

mal ly  f ixed archet ype.  Undoubtedly  col lec ted f rom a  reper toire  of  real  

percept ions,  the l i t t le  inter vent ions,  E l isabet  Norseng’s  ‘ac t ions’ on the torn 

out  pages  of  a  pad pushing their  per forated edges into the wor ld,  the margin 

catching hold real  l i fe.  Chronic le  of  an int imate event ,  they fol low one an-

other  l ike  a  meditat ive  prac t ice  result ing f rom a  temporar y  suspension f rom 

the success ion of  cont ingent  fac ts ,  th is  white  page with t wo dots,  a  revelat ion 

of  an existent ia l  punc tum.

    B  y    M a  r  c  e  l  l  o    C  a  r  r  i  e  r  o  

    T  r  a  n  s  l  a  t  e  d    b  y    S  a  r  a  h    C  i  a  c  c  i
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