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New Galerie’s first transatlantic exhibition features dual openings at their Paris and New York locations, singly titled “Rematerialized.” 
The exhibition presents a new crop of artists from America and Europe – interrelated, though offering a diverse view of a burgeoning 
network. In order to understand what these artists are doing, one might start by looking at what they are undoing: the technological 
fetishism of New Media and the quaint aversion to all things digital found in past and present Conceptual practices. Instead, their 
work favors affectedly-soaked formal and material choices as a register of various mediated exchanges and dispositions. Points of 
focus throughout “Rematerialized” include information’s now anarchic flow through culture, the inherently physical properties 
of otherwise described “immaterial” media, the mutability of art to move from one medium to any other, and the importance of 
installation images as a gateway to said mutability. 
 
Much has been written about the art object “dematerializing” over the last century. Conceived in the shadow of industrial 
production, the readymade may be seen as the material emptying of artistic media, a rejection of limited forms of objecthood as the 
inherent bodies of artistic expression. In place of the predefined medium was asserted the concept and context as art’s definitive 
boundaries. The 1960’s and 70’s ushered in the deindustrialized era of the service sector economy in the West, as much of art’s 
discourse synonymously came to focus on challenging the contextual apparatus of institutional display and the ontological limits 
of information’s transmission. Soon after the widespread use of the Internet roughly coincided with two art historical movements: 
Relational Aesthetics and New Media. The former reactionarily disregarded all things digital; RA’s chief theoretician going as far as 
to describe automated toilets as tools used for the purpose of socially distancing the public from itself. It’s possible such adamance 
stems from the now-lost feeling in the 90’s that one could still “opt out” of being implicated in this now-ubiquitous communicational 
shift. The latter movement largely focused on the gimmicky “newness” of the hardware of that era to the exclusion of its dialogue 
with art history and conceptual rigor. These missteps effectively banished New Media art into the ghettoized world of Transmediales 
it still exists in today. 

There’s nothing particularly new about media anymore, though. If anything we are bored with the screens that permanently populate 
our eyes and cram our pockets, indifferently fingering through feed after feed in an illusive search for the contextual meaning that 
occasionally arises from looking over so many images and status updates. Generally speaking, the artists in “Rematerialized” are 
not strictly producers, post-producers or consumers of objects or images. Their practices may rather be seen as a conflation of 
production and consumption into prosumption. They are not at the beginning or end line of anything, but rather the strategists of 
a continuous circulation of objects and ideas – a circulation that cannot simply be understood as the workings of the market. Their 
work may better be comprehended as something akin to a biological process, not unlike the entropic flow of information spilling 
through social media– a place where the popularity of an image paradoxically dissociates it from the author who created it. The 
challenge for today’s artist is to set their work free but not too free, to let their work roam in the wilderness of reblogs long enough 
to pick up new meanings while not letting it so far out of sight that it disappears into the ether of popular culture. Thus, there is 
a necessary element of “catch and release and catch again” present in many of the practices of artists featured in this show, as 
individuals act to archive the process of their own decontextualization. The artists in “Rematerialized” are more interested in how 
objects enter and re-enter circulation, taking on new shapes and formats, rather than making them exit this flow.

Screens are the initial points of entry to this movement. When our devices fail to momentarily lift us from the unbearable boredom 
of not being connected for even a moment we are instantly reminded of their thing-ness. In these instances a screen no longer 
seems to mark out a gateway to another world, be it cyberspace, Utopia or a Platonic realm of Ideas. A screen is in itself an object, 
a variety of things, whether LED, LCD or HD, offering different resolution and luminance, embedded in laptops, smart phones 
and tablets, which respond to certain physical gestures, whether on a keyboard or a touch screen. In the artistic practices of 
“Rematerialized” it becomes visible that the qualities of an object change as it travels from screen to screen. But also from format 
to format, from file to surface to studio to exhibition space to camera to Photoshop to website to Facebook to blog and so on. 
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Technology may offer new ways of circulating objects, but is also in itself an object—a small, malleable and tactile thing among 
other things. Once again, movement becomes an important element in these practices, as many of these artists approach the 
various manifestations of a project with a horizontality of media in mind; any given thing can become any other thing. A photograph 
becomes a painting, a painting a sculpture, a sculpture a video, depending on the circumstances. This open potentiality is echoed 
in the content we find colliding on the Internet. Any two things may be found next to each other, whether intentionally through the 
eclectic prosumption present on Tumblr or accidentally through the automated processes of digital advertising at the margins of 
our sought after websites.

One of the pivotal turning points at which an artwork may become something else is  the installation image. Perhaps accidentally, 
conceptual art paved the way for stylized photographic, video, and material documentation to supplant otherwise ephemeral 
practices as the primarily distributed, viewed, and known part of the work. It’s fair to say that all art now lives a double life; one 
version momentary and in-person on the opening night of an exhibition with wine and cell phone in hand, the other life on that 
same cell phone or laptop with thirty other tabs open when the viewer gets home. Once seen as a flattening of the work, installation 
images are now looked on by artists as a translational process where meaning arises from the idiosyncrasies of moving from one 
medium to the next. To not engage in the process of one’s own contextualization through images of a physical exhibition by no 
means insures those images won’t come to exist– every opening now serves as a photo booth, a place for relations to be inscribed 
in social media and for proof of pilgrimages to neighborhoods no one can afford to live in any more. Thus, every exhibition now 
comes with a cornucopia of views available; some edited by artists to cheekily include new work not included in the opening, some 
made by galleries to earnestly uphold the relations between different works in the space, some made by viewers to validate their 
own attendance. The work is not specifically found in any one of these photo sets, but rather the cumulative meaning produced 
from the dissonance between them.

Since the turn of the new millennium, aesthetic practice has been largely conceptualized as “immaterial labor” alongside other 
non-corporeal and non–manual professions. And place, it’s said, no longer matters. The artist as so-called “nomad,” however, has 
not flattened the art world, but mapped out a network of important global art cities. And if we are looking back at history, art as 
idea has been a very material thing all along. As it turns out, the so-called “dematerialized art object” has been fashioned in a 
style of transparency much like the typeface Helvetica, designed in such a way that it is not looked at, but read. In this sense, the 
dematerialization of art was simply a re-materialization of art. This exhibition’s artists’ respective practices are contemporary with 
the advent of and debates surrounding national and geopolitical topics such as reindustrialization and technological inventions 
such as the 3D-printer and the Internet of Things. They all work the Internet, but no longer as a non-place, but rather as a tool 
and network, which is digital as well as non-digital. After all, this network is also urban, socio-economic and geographic, as the 
Internet thrives not just on coding and algorithms. It also thrives on submarine cables, now accounting for 95% of international 
telecommunication.

The immaterial was and is imbricated in the material; just like the digital was and is embedded in the non-digital. This has always 
been the case, but in contemporary art and culture it is now also a major concern. The invited artists do not seem alienated by, but 
rather inhabit and probe an economy, which is not just that of intangible experiences and attention. It is also marked by what was 
once called “materialism,” a preoccupation with mundane things which manifests itself anew in communication and information 
technology that is not simply technical and practical, but also social and highly aesthetic. Indeed, this is a materialism of technology 
as lifestyle, which can no longer be said to just churn out “fashion victims,” but evidently offers new margins for maneuvering. The 
artists of “Rematerialized” cannot be understood as either simply affirmative or critical of the new technological environment, but 
rather as users who explore and seek out its possibilities alongside other users. In this environment, what is luxurious or practical, 
just fashion or necessity, is difficult to distinguish.

“Rematerialized” also endeavors to shift focus. The show sets out to re-describe artistic practice in order to see how this artistic 
practice re-describes the world we now inhabit.


