ABSTRACT

Net-art is heir to several artistic movements, which conditioned the production and the reception of the works created inside it. The conceptual and minimalist art influenced certain standpoint as for the esthetics of works. The sociological art and relational esthetics resulted in stressing the social sculpture dimension of works of Net-art. The interactivity is the Master word. But Net-art is at a turning point of its history, which pushes it to explore new forms of interactivity with reality. 

1 - certain works, like Annie Abrahams’s “Opera internnettika Protection and Sécurité” follow the traced way to the beginning of the XIX° century by Wagner, and seek their result in a total spectacle. The redistribution of the work of Net-art between several times and several procedures is a way of interacting with the public-actor by mobilizing several levels in perception and intellection.

2 - all contrary to the Net-art, which supposes a matric numerical file, the performance explores the giddiness of the moment. The artists Eva and Franco Mattes wanted to desecrate emblematic performances, by reproducing them in Second Life. But doesn't this killing turn to the advantage of the performance? In addition, can one exploit deaths indefinitely? Arts of collecting and  reproduction create new monsters, numerical Golem.

3 - certain works, as “the invisible work” of Antoine Moreau scramble the borders between Visual arts and Net-art. Refusing the physical and temporal framework of the exposure, these works do not consist any more of artifact, nor do not rest in a concept, but very whole are contained in the interactivity. They are the discussions within the framework of social networks which constitute these art works. One could speak about conversational works.
 4 - in echo with the famous axiom of Alfred Korzybski, “the chart is not the territory”, works of Net-art explored all dimensions of the difference between the concept and the thing. Today with the intrusion of the cameras of monitoring in all the aspects of our everyday life and highest than one can imagine with Google Earth - time came for the artists to find their role of agitators, while interacting with the anonymous glance of the monitoring systems. 
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Can Net-art go out the Net ?

Art is what makes the life more interesting than art” Robert Filliou

 “Each man is an artist” Joseph Beuys

 “Net-art functions only on the Net and takes for topic the Net or the myth of the Net. ” Joachim BLANK
 

“Among the infinity of the sensitive world, the screen of computer acts as the surface of a chart, withdrawing reality. ” Documented of Kassel X 
  

Born at the beginning of the Nineties, Net-art would have died there is a little more than ten years. If it was true, it would be the most meteoritic trajectory in the field of the artistic movements, and if one were to take literally the announcement of death of the Net-art, formulated by Vuk Cosic in 1997, much of art lovers would not have even seen passing that which however continues to exist, to develop, to exceed its borders, to hybrider its practices, not without putting many questions like that of its denomination.

But since it was question of artistic movements, still would it be necessary to draw in a few words the filiation of this nebula of artists, collectives, movements, that one would have sometimes sorrow to gather under the same label. Net-art, for some, like the artist Valéry Grancher
, is a movement of dadaïste influence, having started initially in Europe, thanks to the liberalization of the access to the networks.

Artists of different backgrounds, like Alexei Shulgin, Vuk Cosic, JODI, Olia Lialina, Heat Bunting, would have founded this art, in a collective but abstract way, before leaving each one on their side.

But what about the USA’s and Canada’s experiments in the field of the networks, which one can date some from the Eighties, like “Hole in the space”
 and even of the end of the Seventies, like “Communytree”
? What could we also say about the diversion experiments (Hijack), launched since 1996 by Ken Jones, on his site “Etoy.com”, which “mislaid” the Net surfers having launched a research on a minor matter, as the Porsche
 cars for example? 

It would be thus useless to seek an anteriority, between European and North American people, just as it would be useless to try to know who first used this term of Net-art. The term exists, it covers a reality which is now allowed, and Art Works under this label were defined by many exegete and experts in about similar terms. That it is about Joachim Blank, in his proclamation “What the Net-art”, quoted forward, or of Annick Bureaud and Nathalie Magnan for the following definition “It acts of Art Works which would not exist without Internet, which includes various protocols (email, ftp, telnet, listserv, the Web, etc). The artists, the digital technology and the networks merge there. The means of production are also the places of diffusion (and conversely).
 ” Net-art is this art thought for the Net, which could not exist without the Net, and which must exist only on the Net.

Lastly, as regards the reference to dadaism, like source of inspiration of Net-art, it would be a question to discuss by art historians, but one could find many other antecedents to Net-art like the conceptual art, the minimalist art, the sociological art, or relational art, without forgetting the Joseph Beuys’s concept of social sculpture. 

From conceptual art, Net-art would inherit this idea that Robert Filliou synthesized under the formulation “well made, badly made, not made
” of a possibility of existence of work in the single form of its intention. From minimalist Art, one sees well that works like those of collective JODI
, with their apparently coarse esthetics, could result from, as for Vuk Cosic’s graphic creations, which stick to the minimal and historical language of the Internet, the ASCII code
. 

Much more surely than on the side of dadaism, one could find in the sociological art initiated by Fred Forrest
, Herve Fischer and Jean-Paul Thénot in the Seventies an unquestionable antecedent with Net-art. The creators of the sociological art, who were more turned towards the reflexion and the analysis that towards the production of artistic artifacts, stipulated for example that « (sociological art) art puts in relation to its sociological context, (and) the attention attracts on the channels of communication and of diffusion, new topic in the history of art, and who implies also a new practice
.»

This attention with respect to the social networks and this promotion of the social networks to the row of work of art, was one of the constants of the history of the Net art. Didn't one see a famous festival dedicated to the Web arts, that of Linz in Austria, to decree a price not with a work of art, but with a free software
, Linux, with the reason which it made it possible to exceed the seizure of Windows on world data processing and which it structured free developers networks?

From relational art, that Nicolas Bourriaud theorized in his essay “Relational esthetics
”, one could not say that it inspired Net-art, because it is contemporary, even posterior, but one can note as it accompanies a movement of ideas, which assigns to the work of art a dimension exceeding the esthetic considerations: work of art, consequently, is not any more this object which produces a feeling, an emotion, but this process which includes the spectator, the actor, and the fact of entering in relation to another thing that the work of art. What? Cosmos, the other, the society, for example, and even, why not, art.

Here to fix some reference marks, which enable us to draw two different perpectives according to which works of Net-art could be better understood. 

In the continuity of the conceptual art and minimalist art, one will thus have seen emerging in Net-art a certain number of tendencies having milked with the esthetics of works, which does not want to say their appearance. Here, it will be a question of not letting itself gain by the intoxication of technology, by the easy flutter of the colors, the race without end with the technical prowess.

While the sociological art and relational art could be regarded as the inspirers of a whole current of the Net-art more concerned by network, sharing, not without, to finish, some concerns of humanistic, libertarian, or even revolutionist nature.

For these artists, who for example created works that one calls participative, one will not be able to overlook the immense shade of Joseph Beuys, and the influence that a humanistic current, the theosophy, have had on his creation. 

The work of art consequently, can only have a reforming aiming, when it does not have a redeeming finality. What counts, it is still not the object, even if object it can  have, but what the object will be able to say of the society, how the object will be able to transform the society, and thanks to which object the men will be able to recreate social bond on the one hand, and bond with cosmos on the other hand. It is the concept of social sculpture. Mark Tribe
, the creator of the Rhizome.org site, one of the obliged footbridges of Net-art will not have other references to present its site only that one: Rhizome.org is a social sculpture. 

When the contents overflow of the Net…

If one had stand on the definition of Net-art given by Joachim Blank, by which this art could not leave its framework, one would however be found in front of certain difficulties of taxinomic order. How to explain that certain clearly identified works as belonging to Net-art escape, at one moment or another, of the Net to abound in reality - and we employ this term of “reality” like a facility, by specifying that if the Net formed also part of reality, it is not less in subjacent, invisible, contained, position, as the rhizomes of a plant carry the air part from there? Must they, consequently, lose their appellation? Does one have to divide them into two parts of which one would be on the Net and would be called work of Net-art, and the other would belong to the performance or any other kind? 

Certain art works of Annie Abrahams are the perfect example of this question put to net art criticism, since they start on the Net, continue in reality in the form of a public demonstration, before turning over towards the Net. “Opera Internettika Protection and Sécurité” was thus born from a call to participation near anonymous Net surfers on the topic of the fear
. What frightens you, why be afraid, these questions were posed on the site of the artist, which saw many answers arriving, of which certain astonishing, the other touching ones, the other incomprehensible ones, the other absurd ones. A “traditional” work of Net-art would have simply restored this sample of humanity, with the responsability for the reader to reconstitute a personal puzzle.

It is in a highly symbolic place, an opera, already place of the hybridization of arts, place of the hoped advent of Gesamtkunstwerk, total work of art, that on December 15, 2006 arrived the time of the restitution in the form of one… opera! The contributions of the Net surfers about fear would be read by the artist itself, who would make her libretto of it, in the role of Mutter Courage; the mezzo soprano Christine Kattner, in the role of the Secret agent, would read code HTML of a page of the site of the ministry for the interior, containing a “public safe” text of Dominique de Villepin, then Minister of France’s Interior Department; Igor Stromajer, in the role of Big Brother, mixed on line codes resulting from search engines.

Of all these sources - collective text, algorithmic text and coding, tells us the press kit - which were mixed during the time of a representation, did one arrived to a coherent work, it is a question which one can put, with all the more legitimacy that it is also recurring problems of the opera.

Rather than to force an answer, which could however come within the sphere of the opinion, let us focus on the specificity of this work which joined together several times and several modes of existence: the circumscribed time of the collection of the textual matter, on the Net, which lasted several months, and which was given in the shape of a participative work, whose one knows well the frameworks and the procedures; the single time of the restitution, within the Molière Opera of Montpellier, France, in the form of a living, strongly interactive spectacle; long time finally and as suspended trace of work, on Internet, on the web site of the artist, and in the media. Long time and as suspended, since any web site is eternal, but that other sites, would be this only that of Archive.org, keep a trace of what could leave without leaving an address.

Lastly, it would be necessary to add to it the collective time of the human memory, which will be composed of various sources, as different as those having been informed of the work, of which some will have made only take part in the interface on line, others will have be present at the opera, others still will take note of it only afterwards.

Obviously, this collective art work, impelled by Annie Abrahams, form a whole. It is not possible to dissociate the time and the procedure of one or the other of its stages. The Net will not have been the instrument of an advertisement, for an event which could have been the subject of any other form of publicity, but will have been used as column spinal with a multimedia, muti-modal work. Will one have to take again the Anglo-Saxon formulation “mixed-media” to give an account of this specific mode of existence? Or quite simply take again on its account the Wagnerian claim of total work? It will be a question to discuss.

Other artists, as Tamara Laï 
, also have, and since a long time, played of this duality between the presence of the body in the single event, and its absence, or supposed such, in the written or visual traces that one deposits on the Net. In a humorous way, in a video entitled “Red Fishes
”, Tamara Laï and Loiez Deniel show how the medium of evolution - Net or reality / Bocal or pond - is a highly reversible concept.

Among the artist-programmers mixing Net and performance, Christophe Bruno proposed on multiple occasions to make move his “Human Browser” in the middle of the public. An actor, famous “Human Browser” then reads on line sentences, words catched on the Net by a search engine, according to such or such criterion. During the french referendum on Europe campaign, in 2005, the actor Jerome Piques read thus, close to a Parisian subway station, newspapers quotes which reached him in its helmet
, without any rewriting, any filter. Like a way of transferring reality into reality, via a turning by the Net…

When the performance enters the Net

All contrary to this movement which sees the Net pointing in reality, performances realize today this oxymore to be represented on the Net. 

One knows Eva and Franco Mattes well, for their 0100101110101101.org site and their famous mystifications, of which most famous was to make believe that Nike had renamed famous Karlplatz of Vienna in Nikeplatz
. On this occasion, they had extended to reality a well-known practice of the Net under the denomination of “Fake”, namely a forgery authentically assumed by its creator. 

Today, and the reason for which this operating mode intervenes today will be able to raise question, it is all the reverse of this movement of the Net towards the reality to which one can assist thanks to the Mattes: it is the reality which returns towards the Net. Thus will be able one to assist in Second Life with the reproduction of some of the most famous performances, on media which a priori are all on the other hand. 

“The 7000 oaks” of Joseph Beuys, one of his more famous performances, are drawn up, be aware of it, in Second Life! If you want to see them, accompanied obviously by their basalt monolith, it is enough for you to go on the spot where they “were planted”
. 

Other performances, for some such famous, were thus moved in Second Life: that of Valie Export and Peter Weibel, “Tapp und Tastkino”, during which the public was invited to paw the chest of the performer, under cover of a masking equipment; that of Chris Burden, “Shot”, during which a real shot was to him drawn top, slightly wounding it. The performances, another “sacrilege”, did not improvise anything: all is preestablished, whereas it could very well have been of it differently.

It could seem a total misinterpretation to reactualize performances, which by definition are held in the moment, and do not have to leave there. What the Mattes propose is not either a recording of performances, as the special issue of the Docks
 review had been able to clarify the problems of it, in its issue “Action”, in 2003. 

Then? Is this the simple pleasure of handling the paradox which will have been able to animate the Mattes? This is a way of underlining the conceptual exhaustion of the worlds known as virtual, whose Second Life is most known.

Does one have to believe the artists when they affirm to hate the performances, and to have to some extent wanted to demystify them? 

The fact that the performances are reproduced in Second Life and not elsewhere, not before, is enough to show us how much the exchanges between real world and Net became sufficiently complex so that the categories most firmly established - real/imaginary, history/fiction - are shaken today. Already, to name reality, one employs the expression “Real Life”, in reaction to the term “Second Life”, as if it were the copy which dictated the way to the original. 

Second Life, which realizes one of the Utopias having taken part in the birth of the Net, namely a virtual world where to make live an avatar, however puts to us in front of this new obviousness of a numerical world as low in imagination as it is rich in technological means. To reactualize performances in Second Life, it is not certainly to dismount the mechanisms of them, until abolishing them. All the ambiguity of the project, on the contrary, led to make sacred again the single moment of the performance. Second Life could not function without reference frame. That which is offered to it there shows more how much Second Life needs the spark of the present, the thin blade on which we stand up, between last and future, not to sink in the dull boredom.

On the other hand this irruption of reality - a reality belonging to the history - in Second Life shows us as it could become the nightmare of our developed worlds, in which the unique, the impromptu could not exist any more, since the still rudimentary means of Second Life could repeat the intangible indefinitely - just as missing actors are recruited today by publicity to sell their products. Certain artists, whose performance was reactualized, hated the idea besides.

Do the art works put on line by the Mattes, inside this set of themes, make part of Net-art? Certainly. The exchange with the out-Net goes far beyond the borrowing, or the recording. It is indeed about a new hybridization to which we assist, transplant of a died skin, wakening of a corpse, in a living artificial body: strangest of Golem ever imagined! 

When the Net scrambles the borders between visual art and Net-art
The performances which the Mattes seized were not transformed by their digitalization on Second Life. For those who saw them, who took part in them during their creation, they remain unchanged. On the other hand, they also became other thing, works of Net-art, created by the Mattes, according to a well-known logic of the borrowing, the imitation, the influence. 

“The Invisible Work” of Antoine Moreau will still ask us a question much more delicate than this altogether traditional work of diversion. First of all let us put in perspective the context of this “Invisible Work”, created during the Biennale of Paris, 2006. The Director of this artistic happening, Alexandre Gurita, proposes to the artist and organizer of the site Copyleft
, Antoine Moreau, to take part, with a work with “weak quotient of artistic visibility”, since it was the angle chosen for this Biennale.

Antoine Moreau will answer this invitation, by proposing a work whose quotient of artistic visibility will be zero. In a word, he will create a work which will be completely invisible, at the time of this 2006 Biennale, and which will not have to be even presented in the catalogue of the exposure.

However, this art work exists on the Net
. It exists by the trace of the mails that Alexandre Gurita and Antoine Moreau exchanged themselves, as well as the members of the collective of artists brought together under the Free Art licence. They are these mails and the considerations on work joined together within a pdf document which will constitute the traces of this “Invisible Work”, which traces practically merge with work itself. It is the social network of the sympathizers of the collective “Art Libre” which will have made it possible this work - minimal and conceptual - to exist. 

Finally, this work which was intended for a traditional space of exposure, the Biennale of Paris, 2006, will not have had any visibility within this framework, not even on its catalogue, but will have one existence, as an art work, on a site, Copyleft. One can, by typing in a search engine “œuvre+invisible+antoine+moreau”, find other traces of “Invisible Work” on the Net. 

This work, therefore, transgresses the tacit obligation of an identified framework, in time and place - here the Biennale of Paris, 2006- in which work is given to see. It also transgresses the concepts of authenticity and nonreproducibility since it is proposed under two formats of licence: a very traditional copyright for the intellectual property of the work, which remains that of Antoine Moreau, and “transgressive” Copyleft who authorizes whoever of to seize it and modify
, subject announcing the initial author of work. Lastly, this work shows how the Net makes it possible to transgress the physical and conceptual borders on which the contemporary art could be still pressed.

“The Invisible Work”, which initially should have fitted in the field of the contemporary art - conceptual art -, can be regarded as belonging to the Net Art, having to some extent been « aspired » by the Net, to find there this famous visibility/legibility which it seemed to refuse.

On the contrary of this will of obliteration expressed by “Invisible work”, the inscription in public space, either it has an advertising or an informational character, must on the contrary go towards the greatest number, and be played of the networks, spaces of inscription, until making public space a literally gluted place of inscription.

It is what the book of Eric Sadin shows, “Times off the signs”
 during four hundred pages liberally illustrated, course in some communicating cities, Tokyo, New York, Monterrey etc…

While joining very skilfully written theoretical and critical with catches of urban sights colors sharp - inextricably mixed text and image, like a contemporary photo novel - Eric Sadin shows us how these cities are crossed territories, transpierced, by multiple channels of information, until making obsolete the questions relating to the support: book, portable phone, mini-reader DVD, PDA, giant screens, advertising bills, human skin, communicating walls, interactive terminals, all is pretext, all is woven of signs. 

One can taste the “poetry” of these urban landscapes - as instantaneous ready made - or worry about the saturation of the glance which is organized here, it does not matter. That which this book testifies, it is the way whose powerful industrial groups, but also the local authorities, were organized to collect the glance of the walker, of the worker. Opposite what some could feel like an aggression, it should be waited until the signs being added to the signs, the colors being superimposed on the colors, all ends up being cancelled, in a white satori…

When the chart and the territory cross

Some reproductions of the book of Eric Sadin shows us a superposition of real shooting and reticular squaring. The plan is superimposed on the territory, as one can also make of it the experiment with the satellite shooting of GoogleEarth or IGN
. The visible is in meshing with the invisible. 

From the famous axiom of Alfred Korzybski
, “a chart is not the territory”, many works of Net-art drew all the possible party, turning and turning over hundred times the proposal thousand times read, thousand times heard of the Polish philosopher and linguist - without always knowing exactly which could be its significance. What will remain of all these works
 and programs
 having charted the Net like a territory, and the real territory like the Net, it is finally an increasing integration of the tools associated with the information technologies in our day-to-day, and our vision of the territory.

Some works of Net-art, as Yellow Arrow
 played of this irruption in the reality of markers returning towards the Net, with their famous yellow arrows stuck in such or such place of the city - New York, Stockholm, Innsbruck, etc… - by the participants. Each yellow arrow, let us recall it, is provided with a code, that the walker will be able to activate, from its portable telephone, to read a SMS giving him the indications suitable for such or such arrow. Thus, the participants in this collective work, can let messages everywhere where they wish it, messages that will receive all those who, visiting for example in South America, will have taken the trouble to provide itself with a chart indicating the site of the yellow arrows to them.

One sees well here the degree of sophistication reached by this type of device, where the Net and the portable telephone, for the instruments of communication, the chart and the real territory for the interfaces of navigation cross, recross themselves, in a fine grid of labyrinthian references. Once the cartography of the territory is rather dense, the tourist tours are even organized, to visit the stamps places by the yellow arrows. “Different” tourism, tell us the articles of press listed on the site.

More claiming demonstrations of appearance are organized in certain cities where a collective “Yellow Arrow” sufficiently strong succeeded in being structured, like recently in Innsbruck, where under the whirring name of “Guerrilla Map Innsbruck”, of the yellow arrows were installed in all the points considered to be strategic - in a warlike meaning! - by the participants. But one reads the instructions of the site “Yellow Arrow” relating to the precautions of use to stick the arrows, and he will be learned that it is recommended to ask the permission to the owner of a building or the municipal services, before sticking an arrow on a wall or a traffic sign. Very responsible, like attitude, but not guerrilla at all!

One could present this collective and participative work like one of the most succeeded examples of the crossing between chart/screen and real territory, with all the concepts of fictitious territory and social network which one could evoke. Certainly. “Yellow Arrow” also shows a very current face of the market of art since, that will not have escaped with the reader, it is necessary to be able to take part in this network, to lay out of trademark arrows, each one provided with its single code, the arrows which one will have to buy at Yellow Arrow, which markets also Tee-shirts and other gadgets. Without adhering to the system by buying an arrow, any possible participation.

That a trade company seizes the gimmicks of Net-art to make an object quite perfectly imperceptible, at the border of the work of art and the marketing, at the boundary between the territory and the screen, it is perhaps the best way of marking convergence between the supports, for the advent of a pluri-media art - which would be played not only of several media but also of several space and temporal dimensions.

Much less cynical, at least can one think it, it is necessary to consider the way in which the artists divert the multiple cameras which spy us - that it is in the street or since the sky - as a salutary reaction to an undertaking of generalized coercion. 

In revolt against the cameras of monitoring which asphyxiate the large cities, the airports, all public spaces, some groups of activists were made a speciality to locate some of them, located in strategic places, then to come to position in their field in order to carry out a veritable ritual of charm. The USA collective “Surveillance Players Camera”
 shows us thus how to come to ravel, or make thousand and one artistic actions, in front of the cameras of monitoring.

One will be able to wonder what a is the utility of such an activity, as since the group exists - middle of the Nineties - the number of cameras of monitoring did not drop by an inch! It would be rather the opposite. 

Admittedly…

However, while seeing how this initiative makes oil task, and exports itself until Turkey
, however little known to be tender towards the democratic movements, one can only wish to see the citizens rebelling, one day, counters this prefiguration of Big Brother. For this reason, it is necessary to quote the initiative of Big Brother Awards
, which decrees each year its “rewards” with those which fight best against public freedoms.

The fact of coming “to show its buttocks” with the cameras, for a public which one guesses not very receptive with the irony and the opposite direction, the agents of monitoring, is the example of an extremely thorough interaction between reality - that one could say captured by the devices of monitoring - and the Net, which makes it possible to put in scene this artistic company of denunciation. We are there on the level where art endorses in a very strong way its responsibilities, with the means which are them his. 

To handle the instruments of monitoring and collecting of the reality which enclose us more each day in a numerical nightshirt, it is also what many artists start to do while making use of space of the vastest inscription which is, the ground. 

One will be able to see many examples thus of what is yet only at its beginnings, on a page dedicated to the inscriptions on the ground captured by the satellites and settings on line in Google Earth
. In this vast data base, which mixes the commercial inscriptions, the jokes, the works of Land Art, the geographical curiosities, it will be necessary to make the sorting…  

On a site like “Graffiti for God
”, it will be interesting to note how page HTML is presented, with these anchors which indicate the points of inscription, the same anchors that all the sites of geolocalisation propose. 

For solving the question of knowing if Net-art can leave the Net, and how to call this new form of art, which would be based on the Net, then would leave there before returning there, it is necessary to question one of last works of the Canadian artist Adam Brandejs, Gen Pets
, which presents genetically modified pets, in their plastic packing, like monstrous hybrids, halfway of the dog, the human and the chicken.

Presented on the site of the artist like “toys” available in store, one could let oneself there take and find in an ethic way very debatable. A more attentive reading will reveal us trickery, with the way of famous “fake” already seen on the Net. These genetically modified animals do not exist as toys marketed in the great distribution, but they despite were manufactured by the artist, with plastic materials and electronic components. 

It will have thus been necessary this setting in scene, this manufacture of reality, so that the site and the headstocks arrive at the statute of a work of art, which will live its life to some extent on the Net and in reality, during exposures in art centers.

The artist had to pass by reality, the material manufacture of these false modified animals, so that its work on line achieves its goal. 

Does one have to call that art multi-media, plurimédia, numerical, media-related, mixed-media? - all terms which now cover about all and anything, and which especially would not give an account of this passage obliged by reality, the matter, which characterizes many hybrid works appeared lately - whose in addition L’Agence Topo could be made echo with its demonstrations “Leave the screen”
. In addition, the evoked terms would leave side this essential dimension of works of art quoted here, namely this heritage come from Net-art, and through it of the various artistic currents which we indicated.

The Net is always what them structure, even if these works learned how to play with the codes other forms of art, with other territories. “The artist without head
” Etienne Joubert, whose decapitated body “lives” in Second Life, while the head, built in origami, imposes its materiality in our world would be a new and brilliant demonstration of these plays of reference between the Net and the reality - to which, finally, could one say, Net-art leaves its aridity, its confidentiality, and its somewhat autistic fold.   

In the same way that the Web became Web2.0, one could advance that these hybrid works, hybrided with reality, belong to the Net-art2.0.

Xavier Malbreil
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