
      

          .    .  

T h e   reader  of  th is  essay may have a l ready not iced the t wo smal l  dots  

      p laced under  the t i t le  of  th is  essay.  Readers  cognizant  of  E l isabet  Norseng’s  

      ar t  dur ing the past  15 years  wi l l  a l ready have not iced a  s imi lar i t y  bet ween 

      these per iods  or  black  points  and her  ar t  works  which of ten consist  of  smal l  

      drawn points,  dots  or  par t ic les  on white  paper.  Connoisseurs  of  Norseng’s  

      drawings who have ref lec ted upon the aesthet ic  qual i t ies  of  her  ar t  wi l l  have 

      a l ready drawn the conclus ion that  the t wo dots  above this  paragraph have only

      a  ver y  super f ic ia l  s imi lar i t y  to  her  works.  No reader  of  th is  essay wi l l  

      presumably  have not iced that  the t wo dots  pr inted on this  page are  the same 

      s ize  as,  and posit ioned at  approximately  the same distance f rom each other  as  

the drawing “ Two Dots” 1993 which hangs on my own l iv ing room wal l .

      
         I  have chosen to  begin this  essay with such an inadequate and quite  

mis leading “reproduc t ion” or  “re -representat ion” of  “ Two Dots” f rom 1993 in  

order  to  emphasize  both the conceptual  nature  of  her  work ,  whi le  at  the same 

t ime emphasiz ing the fundamental  d i f ference bet ween or iginal  Norseng 

drawings and reproduc t ions.
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                              U  n  r  e  p  r  o  d  u  c  a  b  i  l  i  t  y

   I n  h is  famous essay “Das  Kunst werk  im Zeita l ter  se iner  technischen Re -

produzierbarkeit ” f rom 1936,  Walter  Benjamin ref lec ts  on the impossibi l i t y  of

captur ing the essence of  an or iginal  ar t work  in  pr inted reproduc t ions.  

Benjamin’s  ref lec t ions  are  uniquely  re levant  for  the work  of  Norseng.  I t  i s  

impossible  to  reproduce E l isabet ’s  ar t  -  a  fac t  that  i s  essent ia l  for  an under

standing of  i ts  aesthet ic  qual i t ies.  Let  us  dwel l  for  an instant  on this  sometimes 

quite  annoying fac t  -  in  an ef for t  to  isolate  the qual i t ies  of  her  works  that  make 

them impossible  to  reproduce in  i l lustrat ions.

           S ize ;  scale ;  paper  and ink  color,  t ype and qual i t y ;  tex ture,  composit ion,  form,       

        ca l l igraphic  qual i t y  and f raming of  the work  are  some of  the qual i t ies  which 

have to  be reproduced correc t ly  in  any i l lustrat ion of  an ar t  work .  Some ar t  

works  on paper  can be reproduced more successful ly  than Norseng’s  drawings.  

I f  one chooses  the same t ype,  color  and tex ture  of  the paper ;  i f  the photograph 

and photographic  reproduc t ion of  the or iginal  i s  done careful ly  with  inks  s imi-

lar  in  color  and qual i t y  to  those used by draf tsman,  only  a  h ighly  sk i l led con-

ser vator  with  a  microscope can dist inguish the reproduc t ion f rom the or iginal .  

A  pr inted reproduc t ion of  some ar t  works  can be made in  such a  way as  to  have 

the same s ize,  composit ion,  pr inted in  dentat ion,  paper,  watermark ,  tex ture  

and cal l igraphic  qual i t y  as  the or iginal .

   E l i sabet  Norseng’s  ar t  works  on paper  are  drawn,  not  pr inted.  This  fac t  a lone 

makes  i t  ex tremely  di f f icult  to  reproduce her  works  in  a  pr inted medium such 

as  this  essay.  However,  the speci f ic  qual i t ies  of  Norseng’s  ar t  works  make them

even less  reproducible  than most  other  drawings.  Fi rst ly,  her  “dots” or  “marks” 
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are  of ten ver y  smal l  and a lways  highly  complex.  I f  v iewed up c lose,  or  through 

a  magnify ing glass,  they seem to have been drawn with ver y  smal l  brushes  and 

pens.  The ink  used can be more or  less  di luted,  leading to  var y ing degrees  of  

absorpt ion and capi l lar y  ef fec ts  -  depending on the qual i t y  of  the paper.  The 

or iginal  in  my possess ion which is  symbol ical ly  reproduced on the f i rst  page 

of  this  essay exhibits  for  example a  highly  unique “aura” which is  made up by 

the ink  being absorbed by the f ibers  of  the paper  upon which Norseng’s  pen 

or  brush rested for  a  cer ta in  t ime.  The color,  t ransparenc y and tone of  the 

result ing c i rc le  of  absorpt ion depend on many fac tors,  which could never  be 

reproduced.  I ndeed,  many of  the qual i t ies  of  her  drawings are  probably  

created by chance in  such a  way that  E l isabet  hersel f  could never  be able  to  

reproduce her  own works  even i f  she so desi red.   

   This  last  argument  -  that  the ar t ist  hersel f  could never  successful ly  repro -

duce her  own works  no matter  how hard she t r ied -  i s  interest ing and s igni-  

f icant .  An ar t work ,  which cannot  be reproduced by the ar t ist  hersel f,  must  for  

example be v iewed as  possess ing a  high degree of  uniqueness,  or  “aura” i f  one 

chooses  to  employ this  problematical  Benjamin concept .  The impl icat ion is  

a lso  of  course  that  no photographic  reproduc t ion can do just ice  to  Norseng’s

indiv idual  ar t  works.

   One can only  exper ience Norseng’s  ar t  by  c lose obser vat ion of  the or iginal  

drawings.   A l l  photographic  reproduc t ions  of  her  work  are  inadequate.  These 

t wo fac ts  a lone make Norseng’s  drawings highly  exclus ive,  inaccess ible  and 

di f f icult  to  appreciate,  yet  thought  provok ing,  chal lenging and immensely  re -

warding i f  we choose to  invest  the necessar y  t ime and energy to  ref lec t  and 

dwel l  upon them.

                                

                                           e inar  petterson
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                T  h  e    s  e  m i  o  t  i  c  s    o  f    “  L  e  s  s    i  s    M o r  e  ”

   M ies  van der  Rohe’s  of ten c i ted credo  “ less  i s  more” is  a  useful  star t ing 

point  for  an invest igat ion of  the pecul iar  aesthet ics  of  Norseng’s  drawings.

The l imitat ion of  the ar t ist ’s  v is ible  or  percept ible  marks  or  s igns  to  a  few 

smal l  dots  on white  paper  t ransfers  the ac t  of  creat ing meaning (semiosis )  

f rom the ar t ist  to  the obser ver.

   I t  would of  course  be poss ible  to  decipher  and analyze E l isabet ’s  ar t ist ic  

language and expla in  how her  drawings can be re lated to  other  ar t ists  and 

ar t ist ic  languages.  One could wr i te  an essay on her  minimal ism.  One could 

re late  her  sensit ive  and minute drawing techniques  to  other  accompl ished 

draf tsmen.  One could v iew her  ar t  as  a lmost  conceptual  ar t .  One could com-

ment  on her  drawings in  the contex t  of  the larger  ar t ist ic  movements  l ike  

abstrac t ion,  dada,  ac t ion paint ing,  and abstrac t  express ionism.  But  such cat-

egor izat ions  or  c lass i f icat ions  of  her  ar t ist ic  vocabular y  and syntax would not  

lead to  a  sat is fy ing interpretat ion of  her  work  -  at  least  not  for  this  obser ver.  

E l i sabet  Norseng rarely  mentions  or  comments  on her  work  in  the contex t  of  

other  ar t ist ic  movements  and their  formal  qual i t ies.  Her  ar t ist ic  language and 

utterances  seem to be of  a  more pr ivate,  personal  nature  -  not  produc ts  of  

theoret ical  s tudy or  immers ion in  the ar t ist ic  languages of  other  ar t ists  and 

movements.  

    I n  this  essay,  I  wi l l  therefore  re late  one,  l imited and ver y  personal  inter-

pretat ion of  what  I  v iew to be most  impor tant  and fasc inat ing about  Norseng’s  

cr ypt ic  and complex cal l igraphy.  I  leave i t  to  others  to  decide whether  my 

utterances  have any interpretat ive  s igni f icance or  meaning for  them.  
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            M e  t  a  p  h  y  s  i  c  a  l    r  e  f  l  e  c  t  i  o  n  s    o  n    t  h  e    d  o  t

   One of  man’s  most  impress ive  achievements  was  the postulat ion that  the 

cosmos in  a l l  of  i ts  complexit y  consisted of  one t ype of  substance -  the atom.  

This  breathtak ing abstrac t ion is  usual ly  attr ibuted to  the ancient  Greek phi-

losopher,  Democr i tus  in  the 5th c.  before  Chr ist .  The reduc t ion of  ever y  

substance in  the ent i re  manifold  universe  to  one indiv is ible  par t ic le  is  the 

greatest  conceptual  ar t  work  ever y  created.  I ts  reduc t ionism and high degree 

of  abstrac t ion has  inspired phi losophers,  natural  sc ient ists  and ar t ists  ever  

s ince.  E l isabet  Norseng’s  drawn dots  on white  paper  re late  in  many and var ied 

ways  to  this  great  body of  subsequent  e laborat ion of  Democr i tus`  d iv inely  

inspired v is ion.

   The point  re lates  to  v isual  percept ion and ar t ist ic  form,  as  the atom relates  

to  matter.  L ines  consist  of  points.  Shapes  and volumes are  construc ted 

by l ines.  Volumes,  tex tures  and f igures  are  perceived because of  the var y ing 

tonal  qual i t ies  of  the percept ible  dots  on the sur face of  objec ts.  Our  eyes  

perceive v isual  phenomena due to  the mi l l ions  rods  and cones  on our  ret ina 

which translate  v isual ly  perceivable  phenomena into mi l l ions  of  e lec trochemi-

cal  impulses  which our  brain  synthesizes  into larger  forms.  Dots  or  points  are  

the i r reducible  bui ld ing blocks  of  ar t ist ic  images and a lso the bas is  of  v isual  

percept ion i tse l f.

   I t  i s  therefore  completely  understandable  that  ar t  theor ists  f rom Leon

ardo da Vinci  to  K andinsk y have ref lec ted upon and wr it ten about  points  and 

dots,  as  metaphysic ians  have speculated about  the non-reducible  substance 

of  the universe ;  as  physic ists  have ref lec ted and invest igated the atom,  and 

later  subatomic  par t ic les ;  as  chemists  have invest igated molecules  and their  
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strange interac t ions  with each other.

   One could wr i te  many volumes of  tex t  of  def in i t ions  and interpretat ions  of  

Norseng’s  dots,  which re lated to  the r ich t radit ion of  metaphysical  specula-

t ion and sc ient i f ic  invest igat ion of  points  and par t ic les  and their  re lat ionship 

to  percept ion,  matter  and the universe.

   Neither  the reader  nor  the author  of  th is  work  has  the pat ience to  do this  

huge topic  just ice.  I  therefore  choose to  point  out  what  I  personal ly  v iew as  

the potent ia l ly  most  re levant  analogies  bet ween her  dots  and ref lec t ion on 

points  and par t ic les.

   A  point  or  atom in  Democr i tus’ sense of  the word is  completely  conceptual  

in  nature.  The def in i t ion of  both includes  the necessar y  precondit ion that  

both point  and atom are  i r reducible  phenomena.  An i r reducible  point  could 

never  be drawn or  perceived.  The 2000-year  long search for  a  physical  atom 

in  the Democr i tean sense of  being the i r reducible  bui ld ing block of  matter  

and the universe  presumably  a lways  wi l l  prove impossible.  N ie ls  Bohr ’s  atomic  

model  consisted of  other  smal ler  par t ic les :  neutrons,  protons and elec trons.  I n  

the 20th c. ,  one discovered that  even these par t ic les  consisted of  even smal ler  

par t ic les.  Heisenberg’s  uncer ta int y  pr inciple  taught  us  that  the ver y  attempt 

to  measure or  perceive such smal l  par t ic les  a l tered them and changed their  

charac ter ist ics .  H is  arguments  have perhaps taught  us  that  our  des i re  for  

k nowledge about  the universe  and i ts  bui ld ing blocks  wi l l  i tse l f  ensure that  

we never  wi l l  be  able  to  sat is fy  our  cur ios i t y,  s imply  because our  invest iga-

t ions  themselves  change the perceivable  nature  of  the universe.  One could 

therefore  conclude the fol lowing:  Points,  l ike  atoms or  even subatomic  

par t ic les,  can not  be perceived,  represented,  measured nor  fu l ly  understood.  
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Nonetheless  man paradoxical ly  must  employ them in  order  to  understand

the universe  and his  p lace in  i t .     

   Norseng’s  dots  appear  to  be points  when one v iews them from a  distance.  

This  i s  due to  our  inherent  need to  abstrac t  complex v isual  phenomena into 

eas i ly  understandable  concepts.  I f  one v iews her  dots  up c lose or  with  a  mag-

ni fy ing glass,  one sees  that  they are  complex and tex tured.  Whether  or  not  the 

ar t ist  has  created these dots  with the help of  opt ical  enhancing devices  -  as  

d id  ar t ists  in  previous  generat ions  who painted with brushes  consist ing of  one 

boar-hair  and large magnify ing glasses ;  whether  or  not  the ar t ist  wishes  or  

intended the v iewer  to  obser ve them through a  magnify ing glass  i s  uncer ta in .   

I f,  however,  one does  so,  one is  amazed at  how ver y  subt le  these dots  appear.  

Seen through a  microscope,  they t ransform themselves  f rom the “points” seen 

f rom a  distance to  galaxies  of  points  and tones.  And this  i s  no coincidence,  nor  

is  i t  surpr is ing to  those with only  a  super f ic ia l  k nowledge of  the histor y  of  

sc ience and thought .  The most  pers istent  model  of  the atom with e lec trons  

rotat ing around a  nucleus  ver y  much resembles  the most  pers istent  suncen-

tered model  of  the universe  -  with  planets  rotat ing around a  centra l  s tar  or  

sun.  M icrocosmic  and macrocosmic  models  have a lways  been int imately  

re lated,  and perhaps a lways  must  be.  For  both entai l  ex treme abstrac t ions  cre -

ated by the same human intel lec t .  Sc ient i f ic  breakthroughs in  the study of  the 

macrocosm are  quick ly  appropr iated by research into the nature  of  the micro -

cosm.     

   Aesthet ical ly,  one can therefore  v iew Norseng’s  dots  as  abstrac t ions,  concep -

t ions  and representat ions  of  both the subatomic  wor ld  and the ent i re  universe.  

Paradoxical ly,  the smal ler  her  dots  become,  the more ef fec t ively  they repre -

sent  the ent i re  universe.  This  i s  due to  the conceptual  power  of  such funda-

                                 

                                           e inar  petterson
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                                    R  e  l  a  t  i  o  n  s  h  i  p  s
 

   So  far,  I  have only  commented on the bas ic  component  of  Norseng’s  ar t  -  the 

dot  or  point .  Norseng’s  drawings,  however,  a lways  consist  of  at  least  t wo and 

of ten several  dots.  The jux taposit ion of  t wo dots  on a  white  piece of  paper  

compromises  and reduces  the drawings’ abstrac t  conceptual  qual i t y,  and in

troduces  another  aspec t  -  the aspec t  of  re lat ionships.

   The v iewer  of  her  drawings are  therefore  forced to  ask  themselves :  why t wo,  

three or  more dots.   How does  the ar t ist  decide where to  place them on the 

white,  unmarked paper?  What  is  the re lat ionship bet ween the marks  to  each 

other,  and to  the s ize,  shape and tex ture  of  the medium upon which they are  

drawn? Two dots  a lways  imply  a  l ine.   More than t wo dots  can imply  e i ther  

several  l ines,  or  bodies  f loat ing or  moving somewhere in  an i l lus ionar y  space.  

How should we read or  expla in  the conf igurat ion of  the dots?  Do they exist  

on the same geometr ic  plane of  the sur face of  the paper?  Does  the whiteness  

around them imply  a  spat ia l  universe  in  which they f loat  or  res ide?  Should we

view them as  s igns,  marks  or  representat ions?  Does  the ar t ist  prefer  one pos-

s ible  interpretat ion or  percept ion to  others?

   The quest ions  about  re lat ionships  bet ween the marks,  s igns  or  dots  in  her  

drawings are  much more ins istent  and pers istent  than any s ingle  poss ible  

explanat ion.  Renewed study of  the concrete  drawing and ref lec t ion about  i ts  

poss ible  meanings only  leads  to  increas ing uncer ta int y  about  their  “correc t ” 

interpretat ion.  The v iewer  who dwel ls  upon and contemplates  the re lat ion-

ships  impl ied or  created in  Norseng’s  drawings gradual ly  becomes aware of  an 

increas ing number  of  poss ible  interpretat ive  strategies,  and perhaps abandons 

the desi re  to  ever  atta ining cer ta int y  about  a  or  the meaning(s)  of  the draw-
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   The tension created in  the v iewer  bet ween the wish to  decipher  and the 

impossibi l i t y  of  decipher ing the dots  and their  re lat ionship to  each other  and 

the blank ,  white  minimal ly  contex tual  paper  remains  one of  the most  endur-

ing aesthet ic  qual i t ies  of  Norseng’s  drawings.

     A  b  s  t  r  a  c  t    i  n  d  i  v  i  d  u  a  l  i  z  a  t  i  o  n    a  n  d    e  x  p  r  e  s  s  i  o  n

   Having re l inquished the hope of  being able  to  establ ish  any s ingle  def in i -

t ive  meaning of  the manifold  re lat ionships  created by Norseng’s  dots,  one 

sometimes chooses  to  study their  indiv idual  qual i t ies.  And there  is  a  great  

var iet y  to  be found in  Norseng’s  dots  or  “marks”.  Some are  larger  than 

others.  They are  drawn in  di f ferent  ways,  with  var y ing amounts  of  inner  

detai l .  Sometimes the pen is  fu l l  of  ink  and a l lowed to  rest  on the sur face so 

that  the paper  f ibers  absorb the ink  creat ing an aura  of  tone around the dark  

center.  Sometimes charcoal  i s  deposited unevenly,  par t ly  smudged and par t ly  

densely  cover ing the del icate  f ibrous  paper  sur face.  Each dot  is  d i f ferent  and 

intent ional ly  unique -  a  fac t  which gives  them a l i fe l ike  qual i t y,  even a  per-

sonal i t y.  Groups of  dots  or  marks  can therefore  be perceived analogously  to  

populat ions  or  groups of  indiv iduals .  And the obser ver  can be led to  attr ibute 

human qual i t ies  to  dot  or  mark  conf igurat ions  or  composit ions.

   The obser ver ’s  attempt to  f ind any a  pr ior i  or  s impl ist ic  explanat ion for  the 

var iat ions  in  the s ize,  form,  detai l  and conf igurat ion of  the dots  is  f rustrated 

-  forc ing the v iewer  again and again to  re ly  on his  and her  own subjec t ive  

interpretat ive  strategies.  The obser ver ’s  exper ience of  Norseng’s  drawings can 

therefore  be compared to  the v iewer  of  Rorschach- ink-blots  whose non-

representat ional ,  yet  f igurat ive - l ike  qual i t ies  s imi lar ly  force the v iewer  to  
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construc t  h ighly  personal ,  subjec t ive  interpretat ions  which reveal  more about  

the obser ver ’s  inner  soul  than about  the drawings themselves.  

  
   Despite  or  perhaps because of  the indiv idual ,  complex yet  abstrac t  qual i t ies  

of  Norseng’s  dot  drawings they of ten appear  to  express  ver y  human qual i t ies  

-  at  least  to  this  obser ver.  The tendenc y of  human beings  to  interpret  the wor ld  

in  l ight  of  their  own emotional  qual i t ies  and charac ter ist ics  i s  ver y  strong.  

Some composit ions  seem comical .  O thers  appear  to  be t ragic,  pathet ic ,  angr y,  

involved,  intel l igent ,  convent ional  or  insane.  Any v iewer  who a l lows himsel f  to  

dwel l  upon and contemplate  her  drawings for  a  whi le  wi l l  begin to  exper ience 

how power ful ly  express ive  her  minimal ist  composit ions  become.  

                                  T  h  e    e  m p t  y    s  h  e  e  t  

   There  is  no doubt  that  the white  paper  sheet  upon which Norseng makes  her  

marks  is  h ighly  impor tant  in  the aesthet ic  exper ience of  her  works.  The white

ness  and emptiness  of  the sheet  is  int imately  and indissoluble  re lated to  the 

placement  and charac ter ist ics  of  the drawn marks.  The percept ion of  marks  

and medium cannot  be exper ienced or  understood in  isolat ion f rom each an-

other.  The s ize,  shape,  tex ture  and f raming of  the white  sheet  determine and 

are  determined by the marks  that  are  made upon them.  One can therefore  not  

a l ter  the f raming of  a  Norseng drawing without  destroying the or iginal  work .   

   One could construc t  a  Greenberg- l ike  cr i t ica l  t radit ion around Norseng’s  

drawings,  analogous to  the ar t  cr i t ica l  d iscuss ions  of  the 1960s  and 1970s  re -

lat ing to  the empt y canvas,  monochrome paint ings  and minimal  ar t .  One could 

argue that  Norseng’s  drawings chal lenge our  ver y  concept ions  of  what  a  draw-
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ing or  pr int  should or  can be.  One could postulate  that  Norseng systematical ly  

reduces  the cal l igraphic  marks  necessar y  for  const i tut ing a  drawing or  pr int ;  

that  she ins ists  upon the aesthet ic  pr imac y of  the f lat  white  sheet ;  and that

her  ar t ist ic  development  steadi ly  moves  c loser  to  the empt ying of  the sheet  

and the end of  drawing.  Posed per i lously  c lose to  the annihi lat ion of  the aes-

thet ic  categor y  which infuses  her  marked sheets  with aesthet ic  s igni f icance 

and the status  of  ar t ;  she plays  a  ver y  dangerous game.  How wi l l  th is  f l i r t  with  

ar t ist ic  suic ide,  or  genocide i f  i t  means the end of  drawing as  an ar t  form,  

end? One could surmise that  the last  work  could be a  large white  sheet  with a  

barely  v is ible  s ignature  ent i t led “ The end of  drawing”.  I t  might  perhaps be 

appropr iate  that  last  mark  made by a  draf tsman ar t ist  would be the s ignature  

or  s ign referr ing to  the author- destroyer  of  the drawing as  an ar t  form.  How

ever  one could a lso  argue that  even a  blank sheet  with no mark  would be -  

l ike  an empt y canvas  -  a  semiot ic  s ign of  a  non- existent  drawing.  Could one 

then expec t  a  prol i ferat ion of  empt y sheets,  each contr ibut ing a  renewed 

interpretat ive  contex t  to  “drawing without  marks”,  and of fer ing us  a  new 

star t ing point  for  the re - emergence of  the mark ,  dot  or  point  in  three -

dimensions?  

   Norseng hersel f  would never  accept  such a  Greenberg- l ike  analys is  of  the 

empt ying of  the white  sheet  because she hersel f  perceives  both her  marks  and 

the sheet  as  equal ly  impor tant  aesthet ic  components  of  her  ar t .  Nonetheless  

the potent ia l  for  this  a l ternat ive  reading exists  and thereby enr iches  her  ar t ’s  

express ive  qual i t y.
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                                   L  e  s  s    a  n  d    m o r  e

   The most  impor tant  feature  of  Norseng’s  drawings is  their  capacit y  to  st im-

ulate  ref lec t ion and contemplat ion about  fundamental  quest ions,  which have 

no ult imate answers.  More than other  ar t ists ,  who f reely  reduce their  reper-

toire  of  aesthet ic  tools  to  a  minimum, Norseng’s  dots  cont inual ly  f rustrate  and 

refuse adequate explanat ion.  Color  f ie ld  painters  l ike  Barnett  Newman have 

for  example reduced their  means of  express ion to  color,  sometimes to  a  s in-

huge f ie lds  of  color  of fer  occas ional  compensat ion.  Donald Judd’s  minimal ist  

a luminum boxes  exhibit  mathematical  and propor t ional  re lat ionships  which 

can eas i ly  be obser ved and sometimes super f ic ia l ly  or  non- cognit ively  appre -

c iated.  The high qual i t y  of  h is  craf tsmanship can a lso be enjoyed and admired 

in  a  s imple,  non- intel lec tual ly  demanding way.  Franz K l ine’s  monumental  

ca l l igraphic  paint ings  evoke emotional  responses,  int imat ions  of  a  larger  and 

perhaps heroic  wor ld  outs ide our  own which can produce emotional  p leasure.  

Norseng’s  drawings in i t ia l ly  of fer  less  tangible,  sensual  or  aesthet ic  enjoyment  

and demand more involvement  f rom the v iewer.  The more the v iewer  invests  

in  their  contemplat ion,  the greater  becomes his  aesthet ic ,  cognit ive  and 

emotional  reward.  And this  i s  perhaps their  most  impor tant  and endur ing 

qual i t y.

   B  y    E  i  n  a  r    P  e  t  t  e  r  s  o  n
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