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Kunstart  

Kunstarter er typer eller kategorier av kunst som skiller seg tydelig fra hverandre, 
f.eks. litteratur og dans. 

Det er i noen tilfeller vanskelig å skille mellom kunstarter og medier. Mediebegrepet 
omfatter primært det tekniske og kommunikative, mens kunstartbegrepet omfatter det 
kunstneriske og kreative. Noen kaller tegneserier et medium, andre en kunstart, eller 
det kan være begge deler.  

Kunstarter atskiller seg relativt tydelig fra vitenskap og ifølge noen kilder også fra 
håndverk (f.eks. gullsmedarbeid) (Glaser og Luserke 1996 s. 14). 

Tradisjonelt var det seks kunstarter (Aumont 2005 s. 238). Disse krevde ikke avansert 
moderne teknologi for å realiseres. “I århundrer hadde det bare fantes seks kunster: 
maleri, musikk, diktning, skulptur, dans, arkitektur.” (Germaine Dulac sitert fra 
Diederichs 2004 s. 235) 

Leonardo da Vinci “when writing about art in his notebooks, first published in 1651 
as Trattato della pittura – was clear that music or poetry or history could not match 
painting, and related this to the idea that the visual impact of art was instant, and yet 
its contemplation need have no limit.” (Camplin og Ranauro 2018 s. 27) 
 
Den franske forfatteren og filosofen Charles Batteux ga i 1773 ut verket De skjønne 
kunster forenklet til et felles prinsipp. Han definerer kunst som noe som er felles for 
de forskjellige kunstartene (Reckwitz 2019 s. 60). 

Kunstartene har noe grunnleggende forskjellig ved seg, som det går fram av en 
sentens som blir tilskrevet sangeren Elvis Costello: “Å skrive om musikk er som å 
danse arkitektur” (Lüdeke 2011 s. 73-74). 

“What we call art seems so very diverse. There are so many different artforms and so 
much variety within artforms. Why suppose that they share a single common property 
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or even a single set of common properties? Is it plausible to suppose that John Cage’s 
4' 33" has an essential property that corresponds to an essential feature of the Taj 
Mahal?” (Noël Carroll i Gaut og Lopes 2005 s. 116-117) 
 
“Every art can seek a path toward other arts in such a way that it stresses components 
which it has in common with them (e.g., theme connects literature, drama, painting, 
and film; rhythm and sound values link literature and music; the distribution of light 
and shadow, proportion, and outline are common to painting, sculpture, and film); on 
the other hand, every art strives by its own specific means to compete with the 
specific means of another art (e.g., literature trying to compete with the visual 
possibilities of painting, film competing with drama, and drama with film). […] Of 
course, it is also possible for a particular art to attempt to be itself in such a way that it 
emphasizes only the specific characteristics which differentiate it from other arts: for 
example, literature stressing purely linguistic elements, painting color, and so forth.” 
(Jan Mukařovský i Burbank og Steiner 1978 s. 148-149) 

Kunstarter kan deles inn på mange måter. Her er en mulighet (delvis basert på Munro 
1956):  

1. Skulptur  

2. Malerkunst  

3. Musikk  

4. Litteratur  

5. Dans og ballett  

6. Drama, opera, scenekunst 

7. Film og animasjoner  

8. Fotografi  

9. Tegneserier  

10. Radio-produksjoner 

11. TV-produksjoner  

12. Grafisk kunst, gravering, tegning, glassmosaikk, typografi  
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13. Arkitektur, landskapsarkitektur, hagekunst, by- og regionutforming  

14. Brukskunst, industriell kunst, industrielt design  

15. Videokunst, musikkvideo  

16. Dataspill  

Dette er ingen avsluttet liste. Nye kunstarter kommer til å oppstå. 

En av svakhetene ved denne måten å systematisere kunstarter på, er at den ikke viser 
den historiske utviklingen. Arkitektur som kunstart fantes før filmen som kunstart. 
Men film blir ofte kalt “den 7. kunstart”. Det var den franske filmregissøren Louis 
Delluc som kalte film for den 7. kunstart (ifølge han etter musikk, dans, maleri, 
litteratur, arkitektur og billedhuggerkunst) (Parkinson 2012 s. 64). 

Det var franskmannen Francis Lacassin som gjorde betegnelsen “den niende kunstart” 
om tegneserier kjent på slutten av 1960-tallet (Porret 2009 s. 258). I 1971 ga han ut 
boka Tegneserien som den 9. kunstart, men denne nummereringen hadde også blitt 
brukt tidligere, f.eks. av en av skaperne av serien Lucky Luke, Maurice de Bévère 
(Porret 2009 s. 273). 

“[J]ust as the announcement in 1839, when photography was introduced, that 
‘painting is dead’ soon rang hollow, history seems to show that, rather than new forms 
and conceptions in art and aesthetics simply supplanting older ones, we find layerings 
of new forms over preceding ones, which persist, and indeed work interactively, with 
the newer ones to produce other aesthetic and artistic possibilities.” (Edward Winters i 
Gaut og Lopes 2005 s. 621) 
 
“[S]ome people today think photography is too easy to be an art” (Nickolas Pappas i 
Gaut og Lopes 2005 s. 21). 

Noen kunstarter kan nå ut til og verdsettes av nesten alle, også analfabeter (f.eks. 
musikk), mens andre krever bestemte ferdigheter (f.eks. å kunne lese). Noen 
kunstarter tilhører industrialiserte samfunn (blant annet TV-produksjoner med 
tilhørende sjangrer, f.eks. nyhetsreportasje med en journalist som rapporterer “live” til 
seerne fra et åsted). En kunstart kan romme mange ulike sjangrer.  

I antikken hadde kunster, sjangrer og vitenskaper såkalte muser, dvs. inspirasjons-
gudinner. De ni klassiske musene er Erato (lyrisk diktning), Evterpe (elegisk 
diktning), Kalliope (episk diktning), Polyhymnia (mimekunst), Thalia (komedie), 
Melpomene (tragedie), Terpsikhore (dans), Kleio (historieskriving) og Urania 
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(astronomi). I mytologien var disse døtre av Zevs og gudinnen Mnemosyne 
(hukommelsens gudinne). Også diktere kunne ha Urania som muse, noe den britiske 
dikteren John Milton mente at han hadde da han skrev eposet Paradise Lost (1667). 
 
“Architecture is not sculpture. That its works are designed to serve our purposes – 
designed to accommodate our practices of worship, work, rest and recreation – is not 
some accidental feature of them. Architecture, that is, requires a conception of its 
works that contains utility as a substratum of the aesthetic appreciation of them. […] 
Architecture is the art of building. Further, it peculiarly engages our aesthetic 
understanding by its functional aspect prescribing its form. And this functional 
prescription just is what provides architecture with its status as an art. Our responses 
to works of architecture constrain us to see how the built form is appropriate to the 
purpose of the building. Rather than reducing artistic concerns to secondary status, the 
expression of function becomes the peculiar aesthetic consideration intrinsic to works 
of architecture. […] The arts in general, but architecture in particular, provide focus 
for attention to our selves as moral agents, able to step aside from the burden of our 
natural state and to regard ourselves as free.” (Edward Winters i Gaut og Lopes 2005 
s. 655, 662 og 666) 
 
“[T]he graceful sweeping movement of a road-sweeper might be incorporated into a 
dance, with a literal choreographer even retaining the broom (McFee 1992a: 51, 
1994a: 106). But the sequence of movement is no longer mere sweeping (however 
much it resembles it): it has become dance. […] In our example of ‘sweeping’, the 
dance might be (for instance) witty in a way the mere sweeping could not be. […] the 
dance work as art […] treats this work too as valuable because it is dance, which 
means regarding it in ways one (appropriately) regards other dance works.” (Graham 
McFee i Gaut og Lopes 2005 s. 687-688) 
 
“Fine arts include visual arts such as painting, drawing, and sculpture, valued for their 
aesthetic qualities and artistic expression. In contrast, applied arts focus on practical or 
functional purposes, including design, ceramics, and textiles. On the other hand, 
performing arts involve live performances like theatre, music, and dance. With 20th-
century technological advances, new media and digital art forms have emerged, 
offering innovative means of creative expression. 
 
1. Visual Arts 
Visual arts are created from line, colour, shape, form, texture, and composition to 
convey ideas, emotions, and narratives. This art category includes traditional fine art 
forms like painting, drawing, and printmaking, as well as newer mediums such as 
photography and mixed media. Whether realism, abstract art, or pop art styles, visual 
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arts are crucial in challenging perceptions, fostering creativity and imagination, and 
enriching the cultural landscape of communities worldwide. 
 
2. Literary Arts 
Literary arts captivate, inspire, and challenge audiences through the written and 
spoken forms of artistic expression. They weave tales that transport us to different 
worlds and make us ponder life’s mysteries. Think poetry, prose, drama, essays, and 
storytelling in different flavours, like fiction, non-fiction, and memoirs. From 
Shakespeare’s timeless plays to modern-day bestsellers, literary arts continue to 
evolve and shape our understanding of the human experience. 
 
3. Performing Arts 
Performing arts is where performers use their bodies, voices, and instruments to 
convey narratives, emotions, and ideas. From the graceful movements of ballet to the 
powerful vocals of a singer and mesmerising theatre production. Performing artists 
transcend language and cultural barriers and evoke profound emotional responses 
through movement and sound. 
 
4. New Media and Digital Art 
New media and digital art forms utilise digital technologies, software, and algorithms 
to create dynamic and interactive experiences, including digital painting, interactive 
installations, virtual reality experiences, and generative art. Artists working in this 
realm of art challenge established notions of art, authorship, authenticity, and 
ownership.” (Eden Young i https://bluethumb.com.au/blog/understanding-art/ 
different-types-of-art/; lesedato 16.04.26) 
 
“As the art world changes, so do the different forms of art. In fact, with the arrival of 
different types of art throughout the ages, the notion of the seven significant forms of 
art has been altered several times with the arrival of new media. […] The seven 
different art forms are Painting, Sculpture, Literature, Architecture, Theater, Film, and 
Music. […] During the Middle Ages, visual arts such as painting or sculpture were, in 
fact, seen as crafts and not ‘art’ as we know it today. The paintings were not signed, 
and the artist did not have any fame as he was merely a tool to realize a commissioned 
artwork. However, at a certain point in history, around 1300-1400, the craftsman 
became aware of their extraordinary talent and personal innovations and contribution 
to the history of their practice. A landmark was the Arnolfini portrait by Jan Van 
Eyck, who signed ‘Van Eyck was here’ above the mirror in the background, making a 
statement as an artist. […] 
 
1. Painting 
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We start with one of the most popular and thus – arguably – one of the most important 
art forms, painting. […] With painting, the artist works on a two-dimensional surface. 
This surface is mostly a stretched linen, cotton canvas, or wooden panel. Some artists 
also paint on other surfaces, such as metal or plastic. […] Although being vigorously 
contested in the 1960s and 1970s when painting was proclaimed dead, painting 
remains one of the most important art forms. When we look at auction results, the 
paintings break the auction records when it comes to art objects. […] 
 
2. Sculpture 
The second central pillar of visual arts is, without any doubt, sculpture. With 
sculpture, visual art is no longer limited to the dimensional surface of a painting, 
drawing, or photograph, as it consists of all three-dimensional artworks. A sculpture is 
most often produced using materials such as marble, wood, copper, or bronze. Even 
today, these materials are most frequently used. However, with the arrival of new 
technologies, think of 3D printing, plexiglass, fiberglass, steel, epoxy, or electronic 
devices, sculpture takes on various materials used by contemporary sculptors. […] 
One of the critical moments in recent art history is, without any doubt, Marcel 
Duchamp’s fountain, which introduced the ready-made into the three-dimensional 
world of sculpture. Ever since, daily objects, which can be pretty much everything, 
can be implemented in sculpture. Further, with the arrival of Installation Art, three-
dimensional artworks are no longer fixed objects but can also be decors or 
assemblages of objects in a room. Throughout the 20th century, sculpture has moved 
towards abstraction alongside painting. […] 
 
3. Literature 
[…] Literature as an art form consists of the art of words or written work. Think of 
poetry, prose, drama fiction, or non-fiction. […] 
 
4. Architecture 
[…] Architecture has always had an obvious and strong connection with art. 
Architecture is not only a practice of constructing buildings or other structures. It also 
has a powerful cultural, aesthetic, and even ideological purpose. Architectural 
monuments are cultural symbols that define not only a location, such as a city but also 
an era. They are a historical witness of a particular period as we have always strived 
towards grand achievements with our architecture. Architecture is a form of 
communication. It can tell a story, intimidate its visitors, convince someone of a 
specific belief or contribute to a spiritual experience. […] 
 
5. Theater 
Our fifth form of art consists of theatre or the performing arts in general, with the 
exception of music. Think of dance or drama that must be performed in front of an 
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audience. Although very different in many ways compared to other visual arts, theatre 
or the performing arts are intensely expressive, marked by emotions and feelings, on 
stage and in the theatre hall. With this form of art, there is no object. The art itself is in 
the execution, making it temporary and volatile. As a result, every execution of a 
specific work is different than before, as it is impossible to reproduce the same 
performance exactly. […] In theatre or dance, there is more than just one artist, as 
many different actors influence the artwork. The choreographer or writer is often seen 
as the leading artist of the work in question. However, the stage designers, performers, 
light technicians, the composer of the music, the costume designers, and many more 
contribute to the final product and have a significant influence. […] 
 
6. Film 
[…] With the invention and experimentation of motion pictures, an entirely new art 
form was introduced. At first, people were intensely occupied with the so-called 
cinema of attractions, in which the film’s central idea was simply the wonder of 
moving pictures. As a result, the first films did not have an actual storyline. For 
instance, one of the most iconic early films is simply the arrival of a train at a railway 
station. However, as we entered the first few decades of the 20th century, the narrative 
became much more important as montage techniques became essential methods to 
produce films. Artists were very interested in film from the start. […] 
 
7. Music 
[…] As with theatre, music needs a performance. As a result, it is only temporary and 
volatile. Music is one of the most expressive forms of art and has a very direct 
impact.” (Sylvia Walker i https://www.contemporaryartissue.com/what-are-the-7-
forms-of-art-a-complete-overview/; lesedato 16.04.26) 
 
“We use “arts” to refer, for example, to the products and practices of painting, 
sculpture, and printmaking and “crafts” to those of ceramics, weaving, and wood- and 
metalwork. We also assume that the arts and the crafts are similar in important ways 
(or else why would we routinely group them together?) but also somehow different 
(or else why would we need two terms?). To get clear about these similarities and 
differences, though, is another story. Part of the problem is that “art” has a positive 
evaluative connotation that “craft” lacks. Some critics, with good reason, claim that 
this difference in evaluative meaning reflects our culture’s elitist values: what white 
European men make is dignified by the label “art,” while what everyone else makes 
counts only as craft.” (Markowitz 1994) 
 
“[A]ny distinction between art and craft must involve not only the objects themselves, 
but a background of practices, assumptions, values, and distinctions that determine 
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how we respond to particular objects and, indeed, how we understand our responses.” 
(Markowitz 1994) 
 
“Given a chance, students may well ask: Why should we assume that art objects are 
necessarily more valuable than mere things, especially when the things are beautiful, 
carefully made, useful bearers of tradition, and the art objects trite or boring? And 
why should we insist upon a notion of aesthetic experience that sharply distinguishes 
between practical, physical activities on the one hand and contemplative ones on the 
other? The critical awareness that informs such questions is crucial for understanding 
the conceptual basis and social implications of the distinction we make between art 
and craft.” (Markowitz 1994) 
 
“Examining the distinction between art and craft is one place to start. […] paintings, 
sculptures, prints count as art; pots, shawls, handmade furniture as craft […] For once 
classified as craft, a work has trouble counting not only as great art, but as any sort of 
art at all. Those who are suspicious of the art-craft distinction sometimes imply that 
this exclusion is arbitrary, resting on nothing but elitism; on this view, the only real 
distinction to be made may well be the one between the social status of those who 
become artists and those who become craftspeople.” (Markowitz 1994). 
 
“[C]raft objects often have what are loosely called practical or utilitarian functions, 
while paintings and sculptures (at least qua paintings and sculptures) have, depending 
on the view, no use at all, only an aesthetic use, or, on the most liberal of accounts, 
many appropriate uses. Everyone, however, will agree that we do not ordinarily use 
paintings and sculptures in certain ways – to sit on, eat from, wear, or pour tea with. 
Perhaps, then, the ends of art involve contemplation, while those of craft involve more 
mundane physical activity.” (Markowitz 1994) 
 
“The idea that to be art an artifact must have an aesthetic character is, of course, a 
commonplace, but there are different versions of what counts as aesthetic character. 
Often aesthetic character is understood as a property of the object: its beauty, its 
formal unity, or even its evocativeness. […] Granted, if one is interested exclusively 
in such formal aesthetic qualities, a preference for paintings over pots might seem 
natural, since one might fear that the utilitarian nature of the craft object will distract 
from appreciation of these formal aesthetic qualities. But this is to forget the difficulty 
of being a formalist even in one’s appreciation of representational painting or 
sculpture. Consider the view of formalist Clive Bell, for whom art’s essence, which he 
calls “significant form,” depends completely on arrangement of shape and color. In 
order to appreciate an artwork properly, Bell cautions, we must ignore its 
representational content: the representational element in a work, claims Bell, may or 
may not be harmful; always it is irrelevant. So on Bell’s view, to appreciate a painting 
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aesthetically, we must ignore representational character. But surely we can ignore the 
function of a pitcher just as easily. Of course, some pitchers may simply have no 
significant form to discover; but then there are paintings that fall short, too. So, on this 
view, craft objects may qualify as art objects as long as they possess formal aesthetic 
qualities, qualities that are independent of utilitarian function. But this is odd, odd in 
the same way as is Clive Bell’s insistence on the aesthetic insignificance of a 
painting’s content. Against Bell, one might well claim that a painting’s content is 
relevant to it as a painting, even relevant aesthetically; indeed, often a painting’s 
fitness of form to its content is exactly what we appreciate aesthetically. By the same 
token, then, one may insist that the utilitarian function of a craft object is neither in 
tension with nor even irrelevant to its aesthetic character, but rather essential to it. 
Indeed, we seem to have in mind here another sort of aesthetic quality, not a purely 
formal one, but one which involves fitness of form to some end. I shall call this a 
functional aesthetic quality. Craftspeople and architects discuss this sort of quality a 
great deal, but painters and sculptors care about it, too: while the craft object’s 
functional aesthetic quality will rest on the fitness of its form for its utilitarian purpose 
(or even its looking as though its form were fit for its purpose), the painting’s 
functional aesthetic qualities rest on the fitness of its form to its content, to what it is 
about. Surely such fitness counts as an aesthetic quality.” (Markowitz 1994) 
 
“Of course, not everyone accepts the aesthetic criterion for art. In The Transfiguration 
of the Commonplace, for example, Arthur Danto suggests that part of what makes 
something an artwork rather than what Danto calls “a mere thing” is its semantic 
character: the possibility and necessity of interpreting the work, of offering a theory as 
to what it is about, what its subject is. This interpretation, moreover, is motivated and 
made possible by the practices of the art world and must make sense within their 
context. For Danto, art theory “detaches objects from the real world and makes them 
part of a different world, an art world, a world of interpreted things.” It is not enough, 
then, that an artifact exhibit a pleasing array of forms or colors suitable for aesthetic 
contemplation. The artifact must be about these forms and colors, or emotions, or 
politics, or art (or something). As a descriptive definition of art, Danto’s proposal is 
controversial; like so many others, it may well be a normative one in disguise, 
prescribing what art ought to be rather than describing what it is. But even if Danto 
doesn’t manage to give us a definition of art, he is right to emphasize the activity of 
interpretation, which certainly seems central to our artistic practice. It may also 
suggest a difference between artworks and craft objects. We do not, after all, usually 
interpret finely crafted wooden benches, hand-thrown mugs, woven shawls; we sit on 
them, drink from them, wear them. In short, we use them. Of course we may 
contemplate them too, even contemplate them aesthetically. We may also talk about 
their form, how they are made, the tradition of which they are part. But they are still 
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mere things; and although they may be beautiful ones, they do not require an 
interpretation the way (according to Danto) paintings do.” (Markowitz 1994) 
 
“Perhaps interpretation is so important to our response to artworks partly because we 
don’t know what else to do with them. Perhaps, too, it’s significant that interpretation, 
like aesthetic response, is a mental activity rather than a physical one; that may be part 
of why we value paintings more than pots. […] Consider embroidery, which is usually 
classified (if not dismissed) as a craft even though its products are often 
representational and so call for an interpretation. […] But things could have worked 
out differently. We can imagine a cultural practice in which interpreting cups and 
chairs is as common and explicit a practice as interpreting paintings. (Indeed, 
craftspeople who title their pieces encourage such a practice.)” (Markowitz 1994) 
 
“Ceramicist Carl Borgeson, who started out making utilitarian objects, now makes 
deliberately nonfunctional teapots whose lids are glued on. He intends his pots to 
make “a personal statement.” Other craftspeople make utilitarian objects but title 
them. Consider a functional bench, entitled “Mid-Western Thunder Storm,” whose 
trapezoidal top is split about a third from its thin end by a diagonal stake. Or a 
functional (if uncomfortable-looking) piece by Paul Ludic entitled “Apartheid Chair,” 
of which a critic has this to say: “ “Apartheid Chair” with its chain-link fence seat 
back has obvious political meaning. The wooden frame of the chair is purposely 
house-shaped and the multi-colored paint pattern is representative of a mix of races. 
Note that the back panel at the rear of the chair is without the painted pattern, a subtle 
reference to segregation.” Here we begin to see an interpretative practice that may 
transform certain mere things into things-in-need-of-interpretation.” (Markowitz 
1994) 
 
“Contemporary feminist embroiderers also have used a craft medium to produce 
works with decidedly artlike semantic content. Unlike some feminists, they do not 
simply demand that critics apply to women’s crafts the same formalist standards they 
apply to abstract art; to find women’s work aesthetically pleasing simply for its color 
and form seems to some feminists dangerously close to perpetuating the sexist image 
of women’s art as nonintellectual, decorative, and intuitive – reflecting, indeed, the 
sexist image of woman herself. Instead, some embroiderers choose to make an 
explicitly political comment, often one about the place of embroidery in the 
subjugation of women. Beryl Weaver, for example, embroiders traditional motifs 
expressing the ideals of rural femininity – flowers, cottages, ladies in crinolines – but 
changes their significance by such touches as a flower-filled vase decorated with 
women’s symbols, or captions expressing the needlewoman’s isolation and 
frustration. Catherine Riley, in an exhibition of pieces entirely in various shades of 
white, comments on whitework embroidery’s confirmation and reinforcement of the 
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myth of feminine spiritual and passionless purity; one work consists of a white sardine 
tin, mounted and framed in white, in which the word “sex” is spelled in bonesilk and 
flowers. Not surprisingly, some critics have refused to call such work art; but this 
refusal seems motivated by their conviction that art and politics (especially feminist 
politics) don’t mix, not by their suspicion that the works are craft. In all of these cases, 
people from craft traditions have produced work that encourages interpretation and so 
confounds the art-craft distinction which, to complicate matters further, is itself 
sometimes the point of the work. On the other hand, by focusing on interpretation, 
they accept the principle behind the semantic conception of art; their intent is to 
expand interpretative practice rather than to challenge it.” (Markowitz 1994) 
 
“The debate between art and craft has long been a topic of discussion among creators, 
but what does it really mean to separate – or unify – these two forms of expression? 
[…] The arts encompass a huge spectrum of human creativity and self-expression. 
Examples include the visual arts of ceramics, painting, sculpting, filmmaking, 
drawing, jewellery; the literary arts – poetry, prose, playwriting; as well as the 
performing arts of dance, theatre and music. […] art and craft are connected but are 
different in purpose. If art focuses on pure self-expression and results in work made to 
be engaged with for its own sake, craft has more of an emphasis on making skills and 
functionality, resulting in work that has a utilitarian purpose. But that doesn’t mean 
that craft isn’t beautiful to look at or doesn’t provoke thought and engagement […] 
highly skilled and innovative craft has just as much vision and self-expression as art. 
Art and craft are aligned through their shared emphasis on setting out to create 
something with mastery. […] Ultimately, it’s about the expressive, engaging, 
communicative, and transformative power of the work, regardless of the medium or 
discipline, or how we choose to label it. […] the distinction between art and craft is 
less about the medium or the discipline and more about the intention behind the work, 
which doesn’t necessarily mean that all work has to have some kind of deep, 
meaningful content” (Claire Benn i https://www.fibreartstaketwo.com/articles/art-vs-
craft-insights-from-claire-benn; lesedato 20.05.26). 
 
“Like a painting or sculpture, jewelry as an art form can be produced in many 
different media, incorporating every imaginable material, and available not just to 
elite collectors but to anyone. High-end jewelry also maintains its intrinsic and 
sentimental value. Whatever it is, if you have an eye for it, you can probably find an 
artist creating it in some form. Jewelry design is approached in a creatively conscious 
way, as is with other forms of art. With a sensitivity to the relationship of the pieces to 
the human body, designers are essentially creating art to be worn, rather than hung on 
a wall or placed in a courtyard. It’s a process of observation and design. Jewelry can 
be cutting edge or highly refined, all equally as expressive as paintings and sculptures 
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whilst being much more heartfelt and personal.” (Sarah Muse i https://sarahmuse.com/ 
blogs/musings/jewelry-as-art; lesedato 20.05.26) 
 
Rozsika Parkers bok The Subversive Stitch: Embroidery and the Making of the 
Feminine (1984) “uses household accounts, women’s magazines, letters, novels and 
the works of art themselves to trace through history how the separation of the craft of 
embroidery from the fine arts came to be a major force in the marginalisation of 
women’s work. Beautifully illustrated, her book also discusses the contradictory 
nature of women’s experience of embroidery: how it has inculcated female 
subservience while providing an immensely pleasurable source of creativity, forging 
links between women.” (https://www.bloomsbury.com/uk/subversive-stitch-
9781350132290/; lesedato 01.06.26) 
 
“[T]here is no clear analogue in European tradition for the Japanese tea ceremony, 
which is nevertheless considered by many to be an artform (Okakura 1906).” (Denis 
Dutton i Gaut og Lopes 2005 s. 279) 
 
“Is Gastronomy an Art? […] Yes, of course, it has all of the artistic characteristics; 
and that has actually been the case since the most ancient of times; though the word 
“gastronomy” is very recent […] The practice of cooking for the benefit of others, 
whether he is a paying guest or not, adheres to all the principles of the artistic 
professions: those who create, combine products according to their inspiration, to 
make unique creations. Instead of being named painters, sculptors, writers, musicians, 
or performers, they are called cooks. Of course, their work is of a particular kind: 
unlike paintings or sculptures, it is ephemeral; it cannot be re-sold, stored, rented or 
made available to a large audience. It is exclusive and can only be appreciated by 
those who destroy it by consuming it. Finally, unlike other art forms, gastronomy 
derives from man exercising a vital function, because he cannot live without eating. 
While some may think that we can live without paintings, sculptures, or music. As in 
all other artistic activities, these artists are often grouped in movements and at times 
comply with the trends. Similar to other artistic endeavours, some of these artists sell 
their works at obscene prices, though there are many others, of high quality, that are 
within the reach of those with modest means. Of the other artistic activities that come 
closest to cooking, we can think of music, dance, theatre, performance and live 
performance. Similar to the aforementioned art forms, the artistic works of 
gastronomy are both unique and reproducible by other performers. Moreover, 
similarly, if something is amiss, the artist can lose his audience for a long time.” 
(Jacques Attali i https://www.attali.com/en/art-and-culture/is-gastronomy-an-art/; 
lesedato 20.05.26) 
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Det har blitt foreslått at dataprogrammering er en kunstart (Marie Bélisle og Abraham 
Moles i Saint-Gelais 1998 s. 216). 
 
“Martial arts are usually associated with self-defense and physical techniques […] 
martial art practice actually includes a very creative and artistic side […] Practically 
speaking, they are a combat art. Over time, however, many martial artists discover 
that the world of martial arts is immense and transcends the typical physical 
application. They become the art and a canvas for creative expression. […] There are 
a variety of disciplines in martial arts from Karate to Capoeira. Each embodies its own 
unique artistry. Practitioners learn to master techniques, balance, and precision. These 
physical movements are a lot like choreographed dances in a sense, where fluidity and 
rhythm are paramount […] martial art practice has movements that are choregraphed 
in order to learn technique and timing. Through this, they also become a personal 
creative endeavor of self-improvement. […] Think of martial arts as a form of self-
expression. Martial artists use their bodies to communicate via their practice, through 
a swift and agile kick or a slow, deliberate stance. They adapt and evolve techniques 
and explore new strategies, styles, and experiences that push the boundaries of their 
art. They embrace the aesthetics of movement through precision in motion. In many 
ways, they make every strike, block, and pivot a carefully orchestrated and artistic 
display.” (Andrea F. Harkins i https://themartialartswoman.com/the-art-in-martial-
arts/; lesedato 20.05.26) 
 
 
Litteraturliste (for hele leksikonet): https://www.litteraturogmedieleksikon.no/gallery/litteraturliste.pdf  
 
Alle artiklene i leksikonet er tilgjengelig på https://www.litteraturogmedieleksikon.no   
 


