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e might i gine another form of
lue define by velocity, intensity,
spread. Poor images are poor
ause they are heavily compressed
travel quickly. They lose matter
gain speed. But they also express a
dition of dematerialization, shared
only with the legacy of Conceptual
but above all with contemporary
of semiotic production.
semiotic turn, as described
Félix Guattari, plays in favor of
creation and dissemination of
pressed and flexible data packages
at can be integrated into ever-newer
mbinations and sequences. This
attening-out of visual content—the
oncept-in-becoming of the images—
ositions them within a general
formational turn, within economies
knowledge that tear 1images n d
ir captions out o f context
swirl of permanent
erritorialization.The
Conceptual art des
aterialization of the
t as a resistant move
fetish value of wvisibility.
ever, the dematerialized art
rns out to be perfectly adapted t
mioticization of capital,
the conceptual turn of
a way, the poor image i
similar tension. On the
ates against the feti
resolution. On the
is precisely why i also
being perfectly integrated
information capitalism thri
compressed attention spans,
impression rather than immersion,
intensity rather than contemplation,
on previews rather than screenings.”
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