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My manifesto states: to always recognize the classical foundation of my art while 

integrating the future into its technique.  

This statement entails the continued honing of my artistic skills through the 

delineation of the human form in classical figure drawings from life (see diagram 

#2). These compositions are first completed in traditional media such as pencil, 

charcoal, pastel, etc., and then updated through the use of current digital programs. 

The overall concept of my illustrative style is a reaction to the constant 

encroachment of the digital into our contemporary existence, through our addictive 

reliance on hand-held devises and computer utilization.  

 
Diagram #1 

As Picasso’s abstraction experiments (diagram #1) reflected the industrialization of 

the early 20th century, my style seeks to be a new Cubism for the new century, by 

converting the human form into tiny, geometric light fragments on a screen.  The 

final artworks are planned as enormous compositions that invites the viewer to get 

“lost in the pixels” of our current existence. 

My digital figure illustrations begin quite conventionally, with a live, nude model in a 

pose that is visually compelling, with no preference in gender. Their lack of clothing 

symbolizes our foundational state of being, devoid of the protection of clothing of any 

kind. I then work tirelessly on delineating the form and details in front of me as a human 



landscape, in traditional media, such as pencil, with special consideration of the figure’s 

contours, volume, and tonal modeling, honoring the achievements of the classical artists 

of the past (diagram #2). 

 
Diagram #2     Figure Drawings from life by Leonard Antinori 

 

Once completed, I digitize the drawing or painting to create a high-resolution jpg file, 

allowing me to utilize the benefits of the computer as a creative medium. My image 

is then placed into Adobe Photoshop by copying, pasting, manipulating and 

deconstructing the digital image into a series of duplicate transparent layers of 

various pixilation/cell sizes, opacities, artistic filters, outlines and color (diagram 

#3). 

  

The resulting layers dissolve the original image into a complex arrangement of 

overlapping pixels, yet I strive to never lose sight of the figure as the basis of my 

work (Diagram #3).  

 
Diagram #3      Various Photoshop layers indicated my process of digital manipulation from left to right. 

 



In Photoshop, the available techniques and variables are endless, allowing the 

constant discovery of new filters and features; I never know exactly what the 

completed illustration will look like. The advantage of working digitally is that it 

affords the opportunity to save every step and layer as a separate file, documenting 

each subtle manipulation .  

 

My goal is to optimize the concept of digital inundation through enormous 

projections or printouts that engulf one’s visual field in millions of tiny geometric 

pixels of color and light. 

  

The original historical inspiration for my digital style is obviously Picasso’s Cubism 

(diagram #1) and the various European –isms of the early 20th century (diagram 

#4) as exemplified in the works of the Futurists, the Purists, DeStijl and the Soviet 

Constructivists, each a visual reaction to the industrial and social revolutions of 

their corresponding eras. 

 

 
diagram #4 

 

Observers of my completed illustrations often comment that they resemble 

bitmapped, low-tech video games from the 80’s and ‘90’s (diagram #5) , which is 

exactly my intention. By using this “look,” I pay homage to the early digital designs 

of a bygone era, eliminated now by the more advanced, high-rez, raster-based, 

software programs of contemporary technology. 



 
Diagram #5 

 

As I studied the use of the computer to depict the figure in the digital works of 

current fine artists such as John F. Simon Jr., Ali Kiani Amin, and David Zwirner 

(diagram #6), 

 
Diagram #6 

 

I noticed that often, their use of technology digitally emulates traditional media such 

as oil or acrylic paints. Although these works are a marvel to view, my respect of 

traditional media and its capacity to reflect the natural world is based on the 

inspiration of thousands of previous years of classically rendered figure drawings.  

 

I have a deep admiration for what the computer can accomplish, but if I want the 

look of oil paints or watercolors, I will use them as they were intended. If I desire a 

digital image, I want the finished work to look digital, created by a computer, with its 

obvious use of pixels and geometry.  

 



When computers were initially integrated into the Fine Arts, this was the case with 

digital pioneers such as Leon Harmon and Kenneth C. Knowlton, working at Bell 

Laboratories (diagram #7). 

 

 
Diagram #7 

 

These are simple works of figures and faces with obvious pixilation, deemed 

experimental at the time (1970’s- 1980’s) but they set a foundation for the high 

resolution, ultra-realistic three-dimensional CGI seen in every current super hero 

movie. My use of Photoshop bypasses verisimilitude in favor of creating images in 

which millions of tiny, geometric pixels deconstruct each figure to the point of 

eroding its reality. 

  

 

 

 



As I look forward to my own exhibition of these artworks. I imagine entering the 
interior of a local, contemporary art gallery such as: The Cadillac House (330 
Hudson Street, NYC), Kathryn Markel Fine Arts (529 West 20th Street, NYC), 
Gagosian (522 West 21st Street, NYC), Callaway Digital Arts (54 7th Avenue, NYC),  
Bitforms Gallery (131 Allen Street, NYC), Dacia Gallery (53 Stanton Street, NYC), 
Transfer Gallery (1030 Metropolitan Ave, Brooklyn),  Sardine (286 Stanhope 
Street, Brooklyn), Brooklyn Art Project Collective (45 Main Street, Brooklyn),  
Odetta (229 Cook Street, Brooklyn) or Smack Mellon (92 Plymouth Street, 
Brooklyn), with digital music such as Andy Baio’s “Kind of Bloop” reverberating off 
the artworks which are tremendous, hanging from the ceiling, overwhelming the 
walls, and lying on the floor. Various projectors illuminate the room with pixilated 
images from these artworks, causing the human silhouettes of the attendees to 
merge with the digital images on display. Viewers navigate in and around each 
illustration, never realizing, up close, that they are actually looking at pixilated 
deconstructions of the classical nude, enveloped in tiny particles of light. Each 
participant is inundated within an interior space of pixels, combined with their own 
shadows. The whole experience is planned as a conceptual reflection of our daily 
existence in the digital age: dehumanized, too often disengaged from the big picture 
and confused as to what is real. 

 


