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Chaos needs rules.

Usually the artistic vanguards introduce themselves to the world by means of a more or less
complicated clue, an identification document where, without frills, the spirit, the reasons, the attitude

and the objectives to reach are described.
This document is called “Manifesto”.

The manifestism, if | can take the liberty of this definition, is an integral part of the vanguards as
much as their artworks and spirit. It contains the whole communication inside in a direct way, more
descriptive in comparison with figurative or poetic artworks (or, again, multimedial ones), saving the
main ideals in their forms and intentions. A Manifesto is just like a plot that is drawn in a self-referential
style, a general cue useful to those who play - actively or passively - an active part in the movement.
Butitis also an ideological key point to the initiators and the followers of the main research. Sometimes

it may be a synthesis, very often it opens doors to deepening.

Filippo Tommaso Marinetti, author of the better known Futurism
Manifesto, in a virtual drypoint portrait made in XXI century.

By courtesy of the Author.
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Drawing up a Manifesto becomes a necessity due to a rational insecurity and arises from a superiority
self-criticism typical of aesthetics pioneers and free thinkers, among others. Having an innovative
intuition is not so ordinary, and it is even more difficult to put it into practice. First you have to
consider lots of doubts, variables and verifications. The experimentation extreme complexity needs
an accurate, dynamic and continuous speculative analysis. So, sometimes, it is also necessary to put
a standpoint to stop and think, a referral to limit to the bare minimum the possibility of vague

interpretations and flights of fancy, both for authors (first) and for users (then).

Drawing up a Manifesto is a very powerful and creative act. Its planning stage often allows greater
deepening in comparison with the philosophic and creative rush of an artwork - as normally known.
Even if lots of Manifesto appear as impulse drawing, full of kinetics and emotional energy, they are
in fact the extreme expression of a rich background, of ideas that were formed and grounded behind
the scenes of a long time before being focused. The Manifesto’s aggressiveness and arrogance are
implicit in the revealing (it: “manifestarsi”), using a style that means: “Now I'm ready: listen to me!”.
Its publishing promotes not only chasing fame and prestige, but also the possibility of comparison,

feedback and, consequently, of evolution.

Or rather, | believe that the last one is its primary target.



When a philosophy meets expressiveness, since a hundred years, a manifesto is born.

The discovery of new creative tools, their evolution and their global diffusion spur artists in different
moments and situations. This phenomenon of international importance involved (or still involves)
several interpreters, several times dogmas of computer-related art have been expressed. It seems
that, still in 1995, Lello Masucci published in Internet a Digital Art Manifesto, gaining international

confirmations; but there isn't trace any more, at least on the web, about this Manifesto.

A digital manifesto was then promoted by Lorenzo Paolini in 1997, signed by many artists, as Larry
Gartel and Mark Jenkins. The text, very simple and concise, confirmed with rhetorical feast the need
of ahuman factor in the digital creation; but also this treaty seems to have fallen into oblivion. Other
attempts have been made by J.D. Jarvis and Myriam Lozada, Demetrios Vakras, Gerald O’Connel

(for Web Art), Kerry Mitchell (Fractal Art), Pelle Ehn (Digital Bauhaus) and so on.

Lorenzo Paolini

Terzo Millennio (Third Millennium), 1997
http.//www.lorenzopaolini.it/manifesto.html|




J.D. Jarvis e Myriam Lozada

Carnival, nd
http://www.dunkingbirdproductions.com

| myself in 1998, unconscious of my forerunners, wrote a brief satirical lyric poetry, with the title
“Digital Art Manifesto”. The chosen formula, characterized by a poetic structure and a nipping tone,
wanted to provoke by means of irony the self-regard of digital artists, more or less would-be, of art

dealers and curators, more or less expert, of collectors and observers, more or less conscientious.

My first dissertation is published as full-length edition in the next pages, with a little marginal note.
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It's beautiful:

we don’t make efforts-ever more to take our dreams and our sensations to-our fevel:

the computer does it.

We don’t find ever more a commonly acceptable style for our ideas: the compuer filters them.

We won't get dirty ever more with paints, or poison ourselveswith solvents.

And most of all, we are no more afraid to get:wrong; we can-do it anytime we want, with-a computer.
And you will neverknow.

(mirror)

Yes, weare getting well accustomed.
We found this bait and we changed it in-our main weapon.
A digital artistis undoubtedly in the vanguard, is themew minding, is the future.

(mirror)

“When everything will be computerized (soon, very soon, maybe yesterday)

we will fully enjoy-only virtualartworks, we should better minditjustby now, beginning-to adaptus”.

It’s a shamethat some artists are working with computers since twentyyearsand more,
without you noticed.

(mirror)

We deceive you ofbeing able to do our work, with your computer;

We deceive you of your computer is able to do our own work.

And giving you a hand (and-having more free time), we often work superficially,
below our abilities and ourinstruments ones.

(mirror)

You don’t realize it consciously,

but-deep down in your conscience you feel yourselves closer toarts;
so close that you need to try the flush of the creation

moving from:a phetocopy to anotherone

straight to the total cancellation of the shades.

Il complesso
di Magritte

The Manifestowas publishedinside
anatticleabout Surrealism’s clones,
in the pages of "ComputerArte?”
{that I conceived and managed for
two tears on the late magazine
Computer Graphics & Publishing, IHT)




Each one of these Manifestos - mine above all - represented a justified but end in itself outburst.
It did not go deeply into an historical or formal value, it didn’t declare an artistic or chronological
identity and didn’t assume or investigate a multifaceted aesthetic that is in constant development.
This word expression of a shared research was, in its rough, not enough incisive, detailed or explicit

to inform, explain, or persuade.

We Artists, too much concentrated on recent discoveries, should have also taken into account
strong trouble factor: the computing invasion. This modern Pandora’s box contributed to make

ineffective our purposes, deceiving, confusing and overwhelming us with non-art.

The common thinking proliferation, expressed on the Web by everybody having a keyboard instead
of culture, suicided the new experience through homogenization. The main symptom is that most
of the artists | previously talked about as forerunners, researchers and innovators, nowadays have
abandoned digital, or they introduce themselves as illustrators, photographers, advertisers, riding

the wave of the didactic communication.

Bert Monroy

Come to Florida, 1997
http://www.bertmonroy.com




Thus, a clear deductive process took me to the following conflicting result:
our vanguard turned out obsolete

The concept of Manifesto, created and meaningful in times when only people really having
something to say could be published - and read - is finished. Words have a different weight,
suffocated by the white noise and by boor merchants shouting about the disputable talents of
their improvisations. Nowadays the concept of Manifesto must be renewed with contemporary
terms, and adapted to a world where regulations and certifications have more influence than
concepts that need a deep thinking. Therefore | set out on a new formula, more disciplinary and
pragmatic, trying to uphold the typical style of Arts: coherent and independent. The result is the

Amplified Manifesto central character of this book.

Now I'm introducing it to you.



The Manifesto was reborn in 2005 as a basis for a coherent and distinguishing code of conduct,
a start point to get back to understand what (digital) Art is. Or better, what can not be it.

Unlike the honorable predecessors, it becomes more an explanation than a definition, more an
inquiry than a revelation, more a research than a result, remaining open to insights and extensions.
The aggressiveness gives way to self-criticism without any imposition. | leave this attitude to politicians,
ecclesiastics and marketing agents, with or without my own approval.

In this up-to-date Manifesto, claims give way to facts and descriptions.
The enterprising and dynamical spirit is implied in the recognition and in the consistent approval of
a factual status, in order to become afterwards freely interpretable, subjectively interpretable and
improvable. Just like an Artwork..

The important thing is Being on Display, honestly and competently, developing a really contemporary
Art surrounded by skilled and challenging opponents, by stimulating enjoyable and unique artworks
and, above all, by conscious estimators.

Chaos needs rules, in order to breach them.



B

PErD. A CORTTIO (v RVEFEIF0 W S0 ' OBAE wEOR A COF

O 4 7 FOADO (v AOSPVTRT { CERTIICASOA, 309N COR LO WAL COOWVTT { FOFTADOWER MU0 004 M7 [
h MAresro SRASCr Guews (OME Badt A8 s OOORCE SECHPOLOGIOD CODREINTE § QRAIFILANTE. o AaTeO (1 ATTNEA FOI FONRWAL A CAPSRE COa § ARIT (Cmtwwnr). emcﬂlnﬂmml\m
ADRA OEOL OROAOL) PREDECEIS0N. Sratrd M PRGNS O SOYTEECrE. Ml RS Ol SMOLABCry, f BCDRCA OF ma SU0,

LARCH @ FOSFO AL ATUONTICA. EFEA FFORE AOPOW. LASO0 QMISF0 SITECOMATNTO AN OFERWOI CORPERCMLL COR O SDAEA LA A APPEOWSORT. mthnhaﬂmt
OPTONA SEAFTRDD BN AT SDMMONTY (DNTOFFORASEs, (ICOFDE0 D4 AefRBAN Al { STPOLANTL § Du OFYRT SPDIC Aty FoaCTSCL:, wyel
B Catw me EROGMD O REDOLL, COW D4 FOTOILL PURAROESE

MO D o

-

Masse Capresonva, 20042008

p—

0 pruns prmws dul boambnms 1+ dnduses olite doboy
Some & apees dow dguudy, [ wreess g’
s b g corrrm, @ Sl e,
o e b bormms e baren s g,
Lamer prots an guass wermae @ o poas &
e p G & aperess dreve oo
e b § orw bt o FeEpE s o E—
m | eenliotey aultaedeis, b poes &

M—HH-I—-”——-»*--
vl § g bowrin, by ol demres ke 8 rom—
st bogees agh mrom—t dograa,
Abve pumse bum ake pov | by -
b b corcemes & ciintery § dopiebs sl selte
mwene dulll apers. Speses prrwappe < & olbde of
reaEre g papeme sl s b b
N R S P e bl )
P et o by s S Eecr b s
= e po [ o el o peresms. B
e | oy gy cemsmpe——hmeem § ceapue—
ey il prispris whe sfsrnie, pec dSevE
= P apprube -
o comremma,

. vy

LA § e bgos soms s pessrams seaale ws
drrme el catm b e & ot B R
e permngacmn dobhe e (i e g v
B mmpesadabed 0 e comSETuSseed, S5 S
et delll A, s veres § propot puiiiis. Lo
s alerans oo dhe 1 ewends ctparvndabe, v
dele o debe, proveduadacs gh clupp
+ [ movapes LAtom che mughe b axgmn
b e wsphctmcs § sapne &b et wne
s bonrus o makeemmbm cory v pedieie gl
b deass @ age ado & s A camendeds &
e et T e b we whire ke
q—-Lu—._--.q-——l
R o quelle & anp
s delivevams & porve dal gues dall Are de ==y .
,-.—-lh.—--l-——-mwﬂh—-
- e b ape "~
et < e, P b el o [ sl
dgptie, @ ey o+ guulls cepdusswnaln, [ o
S o S5 Gt Srls wamtes LA do= w g
g A gy
-—-ul--l-b-—dpu—._*
[ hrmons igrmds pod slffovmon oo whe coswempay
St da i o B et vy aeae
bt i 5y oy pomadlalh @ o oame b
torarn ey § g o e s i
s ds pive Mas @ perde Svesramsr b
e + b dventens @ be b peselilind & ebenes
Pt P d e, | e ¢ deeuos s o] cnbpm
= gl e S o e + g b
s o s e e gy [ apere b
Lm--l-—_....-l-—‘-.--.-.|-..-h---s

dealln e oot eme ooy ol B pE

—,

[ sssweo

hh—.mc-“mh—--_.-u-.—
el ¢ Sha e OB - L T Y
“mmaﬂ“—wﬂ_ﬂa-‘omm
STITIO arewCe.

OBLL'ARTE
A Potart em, Verwent' iy COMPwSES oD EDSY maLs, ShED @ fud S & T
Uson e fAresswomys Llsw Oy PAessss srmre L4 FORIA SBLA

| CRUPEED G DR LA 'OFERA wmCA.
L, em Bnas Arestrs et Dusees Pt coframmmees . hens

oraummem seus Bmus AT W, MuACOMSRON M CORCITT® 0 GEAATIA GISYROL Coam
FEEFRTE A (S (B OSSO § ciENs GFesEORIER OB ) Sead

OELL'ARTISTA
La Pasecs st Tuome LAssws Cirtus @ soes Coae CABACLSOR) Wa CEPuRs §

e, "he MANMSD § FESOENTS, ha WOmeS g o A arvo
SSSORMRCD GELY PECHCLses) SR WERNEENED wnent.

s tireres smuWes Cases L4 efoso ousws eruos sau ey Dwssus
[ - L] T L X ]
e hanrn, (remree SEul CoteEs) PR sy | SSRGS (ShA0 SESSONsw

La Pomwgmus pong omis Recpeca. L' " - Compett

v GEERCs & SV Fodmmad COWPGENRG, eenOd § CONMSOURNY LGN mis
COMMEESCRAaitS TECEGACECS 65 GEFRERESE, YENTERGY @ OO RS0 Ml SONCA CowtERR
Sl BedtE SSGIPRTREON SEL Wil OB SFTR SRREEE, WA LSO CUNEE | LESSY
o, COmBaYtD.

OELL WTORNO
L Paps & Comemrensensta LAe% Dimmnyy Asumas e o Comrwo & amveccansy
== A L 'eeTnca [} oL

L faesnoes smus Bermrmnsi Lo Duassas arves 1 [ Ty
L SR Y [ W S0W L eEmoE
RS | RS SEPTOER FOSR 4 men Al 0 CUFTRSESSRSORY § SROOL sl SL0 STRA.

k Rreeo emus Bessssows SEESE 6 FENMEER S aaSCan FER BREN ate oL

(17 a © (s Spay sl gURRES, CONENGRwass Orehe ¢'Aew Dustess
Amaees ami‘ews ON, Gl WEEFATR.EBe oL TRER, Grues L CONCIVIS &
e Eoell, BRAARSES § OFR, GVVERD LA SRSLCE ARANCH) O EETD SPGEMTRG
Gumem) FOSEER) HESNSETIE § Ao MieS) @ ERTGG GLmOECL

e oo | moers copertmgs amand. b8 cmes bo, poe
dame alerms (b B wrigier @ ww P o o
s wvhe amewrwe, batre con nflasaserts Laggnee
npeny | [ rideme posss & assess we [Arw Dng
ol b i ® o o
Son. prelsesncls ¢ demssre, domanse dumanesse

J

£ 0\ CoOnQLITEN Wt MarEO COm ww SORT

CARADVID, W WRDAST OO AR Ot OR,
P CCCASOY SPONOW. WD CORTROFSURAPO OA0L

e 2 AT B8 et Do as aee &

—

WNIOLL GORY CIMOW ' ACCOLO MASRVWO 00l 9™

) o Fum 0 - 8, PSR b (| FRRSIRIRGED s SERE
 — — o & mpag - o PER Lo Ml OSBAPUS GaanaD
Lo e tndevdnol dell Arv 1 bgem o dappes o Gl G Vaus ® am—y & VLS

O L8 A GOPREESER DL W G, CPURA, SR L WARELA § L MRG0l dL. mmpune st
L XY [TV} e cmems G 'TRERe PRERES { SR e
 meowo

~ A DY CODRDRA

O WRA OEPEIA WA { FROFCISIONALL APRUEAER ALLA

amveurur-a be san rerwe

ot P 2

SDMDWO & LTIORE AD FORDLINAAT COR W POC-

T ————
Sl A dgnsin. B rusurores & “vrveck’ wraies &
- o | Egeeprimeess dessw po drbere b

ip—oﬂb-'-n.-—%h'“
ol Som (g ehrmetma T
vols ety pn | A dmcntme & cmebuns bbord
dmsss & mow b pare & gencstons bl cpere L,
ettt Aximehion, dy ey cbe cmren by
p—— raptemey o2= dn paan @ pureee, ceas
o emiges ¢ cdhems  dudessers @ berere
ol St Tty Lapoes @ & e po
-y wmenm o ¢ o cduppes e

el prmmtn simbe = g Gew ceatea.  qpesse

BT ssstovad . Come v
o b sopermddet el e rwmese o
-#cl*'—-.-_o

it oot & - arans

prims & o [ s 4 belivens s cmsne

kgﬁnﬂqu—--&b—‘

(hr—t---l—h-bumoh'-.h'p
s oon | s cpurenes emane. b cunoe bo, pos
Same slrrears (e = e @ ow WP e o
ey vl S e, baties 000 ebemeers Leggne
= | (St it & csnmes we [Arw Orgs
ool 2= ‘*.q--
e, s & -

dxfhs ey I-huh-d-‘up.
A en demesss & s copeasdabeg po | Arvsm.

ST | #h G coppe qemma. ¢ BRse ¢ @
g dndesnaliet « durese. (ot ange pve preastpes ams
s ey s et o o e of
o, ramplis & o8 elemsmne dell copermans
medunis AN Arves b gutad gove b rverasssss
B =t proprie ade dhe ety b @pestin S ) bud aumneg
e hgerm= o prope. pprelmadenees crewm dbo
deaeis | mnpirtantn dul deveagihs mmbebe & tranve

T' ¢ on venagrubs oo + roves § wbbver oo o

P e dalls ccmpmvgrebe avews amie
e s ey G dereme o pemers & e trons
@ et ¢ creivbe mull, ;ene Saphves come 8 e
e & G Mgt as-dass b Pouparve ctmtom
ol ronbmmten A & ooy GasTete. mbdday
e el | pereseas dull Arvase @0 ¢ cor b e o
ol por <y o gude | frgrn,

N

Frgureren’
0 Maume Cremoguans J00VW | comsunane feee o b
= o vope dud ° beren Por aagpert
lerasws P/ 'vee capnsleane ren/tagel de o
—

(\l—&-— Acptieao 48 Are Drgmebs

& SO BOLUTOLLTIO ¢ OOUA RACIFISA, "OAS M SPTIO MIA COFUORDITT WAL AODRO LI
04 DACOGLD ADBOMLL Of ALULAKTSE: ¢ weaso
QW AREORALL. PRSI0 SMULA RORORARIA TEOWCA U2 OETPUTO SOOCDNTRENNG, PR AIVTO FOCAL (3 WWA
N BrvraEred Al MACTERE CHTUTED £ fwamsecd 9 rmit WL

P Crewrs sse



Sl

OIEE

The Figurative Digital Art Enhanced Manifesto is developed as a decalogue. Its introduction is a
plenary statement defined Proposition (Assunto). It is followed by three subsets of topics: On Art
(Dell’Arte), On Artist (Dell’Artista) and On Around (Dell'Intorno). Each topic has in turn three detailed

items of deepening. Each item consists of a summary title and an explicit description.

The first draft of the Enhanced Manifesto Amplificato consisted only in this essential and schematic
decalogue. I began to spread it printing in different sizes: from the postcard to the poster. It seemed

a good idea, but some difficulties arose...

Maybe | have a bit exaggerated, churning out a more tough than enlightening text, at least at the

firs reading. In subsequent publications | added more extensions principally to broaden its understanding,
especially when Luca Magnoni, at that time editor of the Computer Arts magazine, suggested me to

publish the Manifesto only if | make it more accessible.
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THE FINAL FORMULA

ON ART

THE POWER OF THE VIRTUAL
THE UNIQUENESS OF THE REPRODUCIBLE

( THE NEED OF ARTISTIC BEAUTY

/ THE PRACTICE OF ALCHEMY
METAPHYSICS OF THE CREATIVE COURSE

EVERLASTINGNESS OF THE RESEARCH

THE TAKING OF CONTEMPORANEOUSNESS
DENIAL OF SHALLOWNESS
THE REFUSE OF SIMULATION

1
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So | wrote a commented version, in which each topic was completed with a wide explanation,
theoretical examples and personal anecdotes. For a long time this was the common form of spread
of the Manifesto: a real overly text poster with miles of introductory and explanatory notes: one for

the Proposition, one for each subtopic plus a conclusive one, too.

At the end the Computer Arts magazine published the Manifesto splitting in five episodes between
april and august 2005. The main text was further enhanced with several deepenings about my own

research and about the global historical artistic panorama.

This book is the version 2.2, and at the moment is the ultimate compendium to the Manifesto. |
decided to further split the structure, equipping each single subject of new contributes to a better

understanding.

| hope to have reached the proper balance between what | intended to say and a comprehensible

translation in the human language*.

Have a nice reading.

*This sounds better in italian. Please forgive me for my english translation mistakes.



I often give a
suggestion toghether
with a copy of the
Manifesto: hang it in
the bathroom in
front of the toilet. |
think that a phrase at
atime in the moment
of highest
concentration,
privacy and freedom
is the best way to
understand its
complexity.
Otherwise,

itmay be useful as a
stimulant.

You can download
the “poster” version
of the Figurative
Digital Art Enhanced
Manifesto at
capitolouno.com
Manifesto section
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and now...






As Figurative Digital Art, we mean those static,

dynamic or interactive artworks which require digital tools
for their realization, where other methods couldn’t carry

a similar or equally effective aesthetic effect.



The first topic of the Manifesto is devoted to the definition of Figurative Digital Artwork.

Giving a definition is absolutely necessary, because the legend that says that “with a computer
everybody can be an artist” is unfortunately now deeply- rooted in the common belief, both
popular and not. The dreamlike influence of the commercial offers, the spectacular nature of
obsolete effects, the practicality of the virtual automation in place of experience, training and
commitment are a temptation for all. And the World of Art is in pain for this, flooded by a semantic,

semiotic, amateurish inaccuracy.

The depiction’ elements - color, sign, perspective, detail, stroke, dimension and so on, but also
subject, setting, symbology, illusion... - are mostly neglected. I'm talking about really knowing the
productive and reproductive techniques before putting them into practice. About respecting the

features of composition and exposure.

About feeling the flavour of creation, a nowadays underestimated term, using it as a synonym of
originality. About appreciating the technical evolution and the aesthetic discoveries as stimulus to

reach innovation, and not cloning.

The Artist’s choice in using digital devices for his own creations needs an affinity justification.
But the results, the Artworks, must stand out from the conceptual and formal context of other

techniques to gain a well-deserved identity.

Digital printing, in details, is confused by many with “photocopying”, both for the mechanical
affinity and for the common idea of reproducibility of the digital images. The honourable relationship

takes a negative meaning just as a photocopy is seen as “copy of lower value than the original”.

21



The manipulation of lights, tones and sharpness allows to evidence the “beauty inside”,
avision generated by the technology but interpreted by the man.




Instead a printed Artwork really deserves all care and research to express the figurative idea, capturing
the user’s perception at every perceptive level as well as a nice painting or a good photography. Without
these tricks, we give reason to the view as just mentioned, playing down both our creative act and the

technical-expressive value of digital techs and styles.

Then, about the term “Figurative” | want point out that its meaning is not for excluding abstract images,
but for engaging all the image-based expressive formulas. This detail is a little subterfuge to keep the
premises of the Manifesto also open to other computer generated Arts, yet without examine their details:
music, multimedia set-ups, programming poetry and so on. | don’t deal directly about these arguments
because of my lack of experience, but | remain convinced about their potential value and about all
analogies with the depiction as far as concern the respective evaluation and identification rules: originality,
extreme enhancing possibilities, formal and aesthetic quality between the initial idea and the real

practice.

The last but fundamental criterion for an identification of Digital Art, concerns the need to use digital
tools for the artwork’s realization. Unfortunately people often relies on a computer, owing to laziness in
the timing of working, or worse, of processing. The random approach, applied to the computer, sooner
or later will generate a peculiar, agreeable, apparently strong result. Just as the famous ten thousand
monkeys with ten thousand typewriters. The computer, summarized in the process known as “copy-and-
paste”, is often used to reshape ideas from the past, already produced with traditional techniques and
tools but impoverished by the lack of pathos. The same pathos that characterized them in the creative

stage and in the final appearance of the Artwork.

At the opposite, the complicity between the human component and the instrument becomes a landmark
for the stylistic and personal statement, where the author consciously elect the computer as a catalyst

of his own expressive idea. For several reasons that will be analyzed in subsequent paragraphs.

23
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Inside the computer there is nothing,
so you can do everything with it.



On Art: the following three paragraphs of Manifesto are devoted to the identity of the Figurative Digital
Art, unfortunately often confused with inferior and amateurish expressive forms, or with a simple technique

within everybody'’s grasp.

The concept of “virtual”, a term which has been improperly abused to define the simulation, is here
reviewed as a link with the human imagination. The intangibility of thoughts is equal to that of any digital
creation, and can be enjoyed only by the computer apparatus, at least for what concern the creative
phase. Creating shapes, applying colors and editing features are just a change of bits, an intangible

calculation in binary code which can be given a mask to wear behind the crystal of the screen.

This constraint becomes for the Art a synonym of absolute freedom, at least throughout the planning
of the Artwork. The artistic act can be mainly defined as image processing, with one link to the imagination
and one other to the practical activity of creation. But | want to include in this analogy also the memory
as collection and management of visual formulas and figurative elements, the reasoning on which
intertwine the data assimilated looking for a new interpretation key, and the meditation as an abstraction

from the material constraints of traditional techniques.

Acting in virtual is, in essence, a mediation of the mental process. The ultimate materialization, which
in other expressive techniques such as painting or sculpture is the dominant element, can be excluded

here, or at least downgraded in favor of the creative independence.

At this first stage of gestation of the work (the second one, if we consider a previous inspiration) we can
avoid worrying about obvious feasibility and the materialization of the figurative concept (although, as

we shall see, at some point the matter will have its importance).

25



The fusion of a natural texture, such as leather, and an abstract one,
although realized by a machine can maintain spontaneity and grace.




The virtual can circumvent the physical limitations both in the depiction than in the economic and
practical implementation. Certainly we can be influenced by other factors: the runtime, the technology
resources or the good command of the tools. However, these are temporary problems with a clear solution,

which can not absolutely prevent the development of the creative process.

The metaphysical abstraction of the digital operation, its non-existence on the material level is therefore
to be regarded as a huge advantage (along with others that we will see below) for the free expression,

of which becomes a pragmatic representative.

The next step, namely the tangible presentation of the work, is linked with greater affinity to the more
usual exhibition and communication problems, dividing itself between the traditional methods
(materialization) and those inherently innovative, which are linked to the technological essence of the

digital way: screen reproduction, cross-media diffusion, interactivity, multimedia and so on.
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Figurative Digital Art leverages the power of reproducibility
with at spread purposes, provided these reproductions
follow slavishly the quality criteria of the unique artwork.



Let us now a topic on which have developed different schools of thought. The reproducibility, often
demonized more for economic than aesthetic, is here accepted as a positive value and a distinctive

feature of digital art.

Reproducibility is an intrinsic element of the work of circulation, as already happens for centuries
for all the techniques of engraving and photography. We can, at best, make a distinguish between
aesthetic choices and the commercial ones, or rather between the use of a particular technique
which is specifically suited for the artist and / or for an individual art project, or else opt for a wider
dissemination of the work so that it can be sold at a price lower than that of the individual work,
with all the benefits that the mass-marketing teaches us. In this latter case, we may also include the
cases of reproduction regraded as “clones” of pictorial works (lithographs, serigraphs, posters), mere

sale operation with dubious artistic value, although valuable in terms of popular.

Our case is certainly closer to the first option, linked to the awareness of the Artist: we're talking
about reproducibility as an inseparable element of the digital Artwork, an extreme reproducibility,

if we consider the invulnerability of the original compared with, for example, a zinc plate.

The digital Artwork can be reproduced endlessly, always the same, provided that production tools
(and media) will be maintained. This, fortunately for us, does not happen, leaving us the pleasant

sense of continual evolution (which in technical terms is brutally and wrongly defined upgrade).

Technological evolution reviews every aspect in the very short term, changing not only the
reproduction systems but also the manner in which the reproductions themselves are perceived by

the public.
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The overlapping of graphics and painting elements in a single image
can conceptually symbolize the fusion between man and technology.
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An expressive formula, a concept of formal quality, a style, a common level can go from perfect to
obsolete within a very short time, again because of the easy dissemination, which is legal or illegal.
We can therefore imagine how a perpetual reproduction could lose its meaning, and then requires

a careful choice of evolution or communication by the Artist.

A skilful use of reproducibility, understood as an active intervention by the Artist, adds value and
identity to the work, as much as a superficial act can diminish its essence. Approving the diffusion
of Digital Artworks means to see it emerge from the sea of pseudo-artistic production that fills us
in any environment. Thanks to the digital servo drives, we are approaching the maximum expressiveness
indifference and, now more than ever, the Artist must stand out in the confused ocean of images

and communication.

Once, the art engraving was also known as original print, as to underline that every other publication
was not in direct relation with the primary idea of the Author. Today, this certification is given by
brands or contracts whose value is often impersonal, technical, nitpicking. Digital Artist, more than
any other artist, must pick up the reins of his creatures caring, after their birth, also their growth and
developments: the printed and virtual presentation, the spread, the direct feedback or which can

be perceived from a comparison with the worlds of Art, of Imaging or Culture in general.

The good thing is that, regardless of the most extensive individual research made by the most
conscientious Artists, many of the notional and practical tools used to implement the above are
widely available, often free of charge, in the most contemporary and mishandled formula of

communication: the Web.
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Figurative Digital Art represents the present evolution
of all the Fine Arts, by linking to the idea of aesthetic
beauty as extreme interpretation of the concepts
and the indispensable nexus with the ideal.



As an incentive to the historical identity of Digital Art, is here emphasized the responsibility in the

accuracy of the message and the aesthetic value of a good realization.

The concept of beauty is expanded from the stylistic research to the iconographic culture, so that
the visual elements can be reinterpreted but not repeated. The visual symbolism always revolves
around to the same visual elements (shape, light, color, contrast ...) and to a wide range of symbols,

whose impact changes, however, in relation to the historical moment and context.

This involves a contemporarity analysis in the canons of interpretation, in order to identify the most
effective expressive values of human history and emphasize them with compositions or styles that
are appropriate to the perception of the moment. With the invention of photography, painters began
to study the light differently, as unusual, scientific or anomalous. With the spread of the means of
transport, was born the cult of speed and dynamism. With the advent of cinema, it began to represent

the fourth dimension (plus others). So, what can give the computer to the figuration?

Continuously, new lines of expression are arising. But we must take account of their origin to make
them an evolution. Arise new interpretations of historical arguments, viewed and presented in
different points of view. Arise new stylistic and technical yardsticks, but often the flamboyance is
superficially considered rather than refinement, than construct or a formal investigation, compromising

most of the time the value of the message.

Someone whose name | will not say (but we all know him), a hundred years ago began to arouse
the world of Art, dethroning the aesthetic value of the Artwork and substituting to it the concept,

the expressive idea.
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The artificial graphic elements of digital interpretation can be,
more or less involuntarily, resume hidden natural elements.
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It was an artistic action more than legitimate, if it wasn't been (and still it is) misunderstood, repeated
until exhaustion and exploited by cowards who don’'t know what aesthetics is, or aren’t able to paint
it. Objectively awful works (and without communication skills for the most) have been criticized and

ridiculed within famous museums and at the most famous artistic events.

It's not a matter of taste, everyone has the right to hold on its own ones. We're talking about badly
made paintings, about the absolute misconception of colors and media, of anatomy and perspective.
We speak about Platonic solids passed off as sculptures, architectures, objects. We talk about things
that only seem gimmicks to hide the physical and mental laziness, the lack of inspiration and / or

delivery capacity. Quite as one of the principal accusation made against the computer users...

Getting back to the previous points of the Manifesto, and anticipating the following, we know it's
not so, the computer is not just a crutch. So let us not be called lame unnecessarily. We know that
this cool device, this domestic appliance who lives of porn and of remote pseudo-contacts can give
alot, to us and to those who enjoy our work. The Beauty is inside the computer, in graphics innovation
and in the logic processes which operates and calls for expressions both in the evolution of new

formulas as well as older ones.

The archetypal value of beauty is an inviting link between the purity of inspiration and the realization
itself, but also between those who create the Artwork and the viewer. A good stretch is a universal
value, as well as a beautiful color, a beautiful subject, a beautiful composition. More deeply, we will

appreciate a good use of the instrument, an emotive dynamism or a perception recall.

It is a matter of respect for the idea and for the viewer, whose emotions are stimulated and not

attacked.
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The Digital Artist is like a catalyst between culture
and short-sightedness, between past and present,
between instinct and pragmatism, to connect

the autocratic impact of the technologies

into the human imaginery.



The Artistis a unique figure in the social landscape, a “different” one who feels the need to express
his own interpretation of things. What often escapes is the responsibility of this behavior, both to
Art and to his audience. The Artist influences what surrounds him with exasperation, criticizing and

idealizing it, anticipating future developments or entropy.

The Artist who chooses digital tools implicitly assumes the task of unveiling a new face of computing,
maid and mistress in the last decades of every lifestyle. Addressing it directly, merging himself with
it in a unique way of expression, the artist simultaneously embodies both the role of mediator and

explorer.

Research may lead to innovative depictions, visual experiences that develop during the creation
with the complicity of the instrument. This experience, the memory of the creative act, is a key
component of the final Artwork that in the final Artwork must emerge. Transmitting the energy of
gestation, the artist may suggest symbolically the constructive value of the digital medium, performing
the hidden high potential of it.

The symbolic reference of a Digital Artist just begins with being digital, acting on tools apparently
within everybody’s grasp but using them beyond the standard and with full knowledge of the facts.
The artist is the rally driver in front of the clerk with his runabout: he is embarked on a short-lived
competition with himself, flanked by an accomplice technology, inspired by the path itself rather

than the achievement of the goal. Its role is not directly practical, but it is an inspiring reflective.

Showing these differences has always been part of the Art game, but to work, the language used

should show a visible link with the viewer, enriched by the righteous virtuosities.
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A geometric deformity of the digital process, if appropriately manipulated,
can create a greater sense of alienation, and then symbolism too.
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And the viewer has his own genetic memory, full of techniques, styles and symbols. In order not
to miss this opportunity to communicate to the unconscious, but nor loosing that same legacy of
experience while we create, we have to try to remember the value celebrating it with the privilege

of evolution.

Most of the software is (or was born to be) an emulation of something real: Word is a typewriter.
Photoshop a photo lab. Many kinds of printers imitate traditional printing systems, sometimes also
in appearance. We print a photo or a picture to hanging it in a frame. But what's different between
an Olivetti M1 and a word processor? Between a shadow added with the mouse and one created

with masks in the darkroom? Between silkscreen ink and laser printers’ toner?

All are tools. All interact with us giving life to our vision. They are all accomplices in the creation,
and they will remain embedded in the work. This track, this energy, positive or negative, is clear to
anyone who knows how to search it. But sometimes it is also good exaggerate a bit, and put with

pride under the spotlight main salient features of the digital age: a new style.
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The creative method, underlying of the Figurative
Digital Art, involves in a unique and innovative way,
not linear mental processes on the artist’s side,

who are evident in the continuous evolutions

and re-interpretations of the used symbolism.



In order to creatively synchronize himself with the digital tool, which is abstract than the traditional
ones, the Digital Artist takes on a new creative method in which the constructive rules are changed

and, in some cases, expanded.

Where an artist imagines, sketches, progressively paints from the background to the more delicate
details, the Digital Artist can approach an idea from many perspectives simultaneously, and can

indiscriminately act on composition, details, depiction and colors.

He can create alternative versions of the same artwork through parallel developments and immediate
variants. He can retrace his steps and optimize indefinitely, without necessarily starting from scratch
.He can advance some details which are normally relegated to the final stages of the creative action

and, conversely, can return the initial ones at finished work.

These operations allow to significantly increase the research compositional, infinitely enlarging its
range. The exploration continues, the aim adjustment allows a more rapid expressive growth for the
author, which is now in a position to compare the variables of the own inspiration in near real

time.

First with the computer and then with Internet, chaos and order have assumed a new identity:
everything is available at your fingertips: images, information, contacts, comparisons. How much
this may affect the inspiration of an artist, his creative thinking? The cultural background and the
availability of tools can grow so quickly that idea many times do change during its materialization,

constantly contradict it and reinventing it.
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The pixel, as primary element of the digital image, can grow up to become a figurative
element and composition, as a macroscopic reference to some traditional techniques.
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The conviction about finishing an Artwork can also evaporate, bringing the artist to a junction: or
define a concept or an impeccable style, or explore the countless facets of a single protagonist, of
a specific thought. In both cases, obviously, possibilities are higher than using traditional techniques,

a characteristic that should lead to a particular prerogative of the Digital Artist.

A so wide research’s attitude not entail the loss of the creative impulse or of the dynamism, of
course , because these qualities, as in any other discipline, are a different phase of the creative act
permitted by the mastery and familiarity with the instrument. The execution speed is achieved with

a mental and physical workout, greatly encouraged by the constant evolution of these tools.

Indeed, even in this case, creative times suffer a strong turbulence. Depending on the instruments,
quick and dynamics actions may appear slow and tedious in their virtual version. Other more
sophisticated processes that require precision and patience, can be safely delegated to the computational

power of the processor and to its meticulousness.

The artistic act remains, as it has always been, a cathartic gesture which combines the interpretation
of reality with a deep introspective action . As Digital Artists, we will forever live the finished work
in the knowledge of a further development, an evolutionary incomplete stage viewed in the eternal

becoming as a stimulus to do more.
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The engagement and the passion of the Digital Artist
include the research of new compositive formulas,
stylistic's and communication’s, linked to the technologic
and expressive contemporaneousness, with the aim

of a continuous research of the maximum interpretation
of the ideal with these tools, using them beyond normalcy.



Assuming that the digital method provides a practical aid to a stylistic and emotional research, we
must still remember that anything is possible within the virtual . The Metaphysics of inspiration
may well expand in every direction, and only in part be retained by the “real” look of the artistic

communication.

This creative method acquires even more value if compared to the research of a contemporary
depiction: how many shapes and styles are already ubiquitous (albeit with less boldness than in the
past) due to the daily abuse of the digital instrument? This abuse is demeaning, as we said . Can we
ignore it, pretending to be on another planet? Wrong. We can analyze the characteristics, circumvent

them, and go further, since they already represent — in a their invaluable way - the reality.

Digital tools, more than many other instruments and similar to every domestic appliance, require
to be used by anyone. For this reason, they born with a mask defined interface, which allows us to
do “things”. Behind this mask there is much more: behind the softwares, there are mathematical
formulas, nature emulations, codes, laws, categories. Behind the hardware there are technology,
physics, tangibility. Just doing some small step towards the inside, we can find the innovation.
The secret. The lighting. Only to discover, soon after, as already boring and obsolete is.

At least if we practice a bit of sincere self-criticism.

So let’s take some other little step. We investigate, we experiment, we find. We interpret. There is
a particular attitude, which | call “the genius of ignorance.” It’s a bit like the beginner’s luck, but more
complex: from an absolutely basic knowledge arise unexpected intuitions, sums of irrationally located

concepts that lead to a consistent result.
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Virtual materials that compose the image can perceptually deceive the viewer, i : “
still being implicitly anchored to a single draft. .




Let me give an example: we don’t know the algorithm to change the color when we apply a filter
to an image; but, following the instinct, we can obtain satisfactory results. However, the instinct is

not always sufficient to reach the ideal, nor the fortune.

We realize it as soon as we discover a secret, a mechanism neglected in the instruction booklet
perhaps because it was not provided. The wide world of digital, with its mechanisms and its emulations,

begins to match the reality for the number of possible variables.

And isn’t this lighting? Rationalizing mysterious processes, drawing from the few points of real
contact we have with digital, we can open up new knowledge, turning them into images and then

showing them to the world, instead of photocopying it.
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The Figurative Digital Art has the task to reflect,
improving it, the intrusive aesthetics
of the computer method for communication.



With Around we mean what that surrounds the protagonists of the Art: the Artists and their Artworks.
Around are profiteers and lovers, merchants and suppliers. But above all there are the spectators, a
term perhaps inappropriate but that can easily be replaced with anyone. In the digital age, the
dissemination of images and culture in general is accessible to everyone. While many, frankly, do

not pay much attention to the Art as normally understood, they indirectly are still invested by it.

The individual wealth of the Art is closely connected to entire human experience. Broadly speaking,
we can say that originally takes inspiration from it and, once gained, it ends with influence it.
The computer as object is the obvious joint between the Digital Art and the digital invasion found

in every sector, professional and household, as a dominant feature of our era.

The reflection of the art on the world is an element of great responsibility for the artist, which with
his work shows the eclectic and informal aspects of this technology, affecting the globalizing

appearance or, conceptually, leading to exasperation in protest.

The most obvious analogy is targeted to graphic communication, who shares instruments and
styles but, too often, is confined to didactic and direct messages. In this way it denies, in principle,
a liberal interpretation to the viewer but also to its creator, an accomplice of a levelling of the media

experience.

Facing every day in every moment mediocre advertising images, unconsciously lowers the criterion of
judging of the spectator, which is accustomed to a visual swirl, certainly more various than in the past

but confused and repetitive. The taste goes limp, and all that is little more than mediocre stir emotion.
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The union of dream shapes and Euclidean traits can increase the feeling of a
controlled chaos, giving the viewer a greater freedom of interpretation.




A very little emotion which, in the grayness, serves as a placebo, avoiding the effort to seek more.

It is not like old times, when artistic events were the only diversion and were welcomed with
enthusiasm, deeply breathed before being metabolized and, at best, though frequent, arousing

emotions. Great emotions. Positive or negative, but great.

At the Art was stolen the throne by the entertainment, which nevertheless uses the same tools.

So | think the game (not a war) is still open because the two realities - Arts and entertainment - can

also coexist, if not even form an alliance.
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Digital Art entrusts the virtuosities of the human
imaginative at the typical preciseness of the computer tool,
where the symbiosis between the two factors

leads quality of representation and uniqueness of style.



Around Digital Artist, there are also its tools. They were born to help the man to do things avoiding
one of the unsolvable problems of nature: human error. Speed, memory, versatility of computer tools
are elements that would be worth nothing without accuracy. Computers are very precise: in size, in

colors (though sometimes they struggle to explain their to each other), for the time, for the forms.

In some areas the accuracy is strongly required, as in architecture or medicine. In Art it is a choice,
a chance to make something exactly like you want. If we have clear what we have in mind, we have

the philosopher’s stone.

But sometimes it is hard to let out the inspiration in a so linear way, so that communicate to the
tools what to do. Precision, however, is also in the middle, helping us to identify those small dowels
that from the first approach will lead us in the right direction. When | think of this painstaking research

| can think of Zeno’s paradox, but | think it happens to many artists and then we can proceed.

As already mentioned, the small dowels can be saved in all their integrity in a secured memory.
They can be compared one with each other. They can be redirected infinite times, with much less

effort than in the past.

For deductive logic, this fractal evolution of the Art research method may give rise to infinite
combinations, the most valuable of which may turn into style. Now, by style we mean the formula that
characterizes a group of artists linked by a common quest, or else the expressive characteristics of a
single individual. If there are so many possibilities to refine the research, it would be more correct to

believe that every single Digital Artist has the potential to have his own style, original and unique.
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The game between regular and irregular can add depth to the image,
without being flatly attributed to the inspiration subject.



The similarity among the products of digital figuration can be caused by two main factors: imitation
and superficiality. We'll talk about imitation to the next point, but superficiality is exactly the opposite
of the criterion of accuracy of which we spoke above. How can coexist an imprecise use of a precise
tool? Simply, once again, for a human error. It's the mistake of feeling satisfied, stopping at the first

level, refusing to devote energy to split hairs.

An hair which tickles and irritates even if we don’t know why, although if it is bearable; but it's not
good. It’s not fair to ourselves, because we deserve us to have the free rein to our imagination and not

a double of it. It is incorrect even in respect of the spectators who, you know, always want more.

So, where can we find this hair? Think for a moment to a digital image: it's composed by pixels.
Colored dots. Hundreds, thousands, billions of colored dots that we can repaint and move at will.
All together, in groups or one at a time. This is precision. A vector image? Coordinates and mathematical
formulas by potentially infinite decimals. The print? Microscopic droplets of color which are side by
side, overlap one with each other, penetrate between the fibres of a support or lies down gently on

another one. And so on.

I think that chance of finding a unique style exists.
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Even if the digital tools were born to simulate the classic
tools and techniques, or the reality itself, we consider
the Figurative Digital Artwork a work which,

in the interpretation of the artist, escapes from

the concept of simulation, emulation and copy,

or the simple execution with computer tools

of what can be expressed or realized

with the conventional tools.



| promised, now we are talking about imitation. And we intend speaking bad of it. The imitation
between Artists has always existed, and has also created some controversy and some history fakes.
But the human component has always influenced the work, by creating those small differences that

allow to distinguish apples from pears. Perhaps except in cubism, but | would not go off topic.

Digital tools, just for the accuracy above mentioned, can greatly affect the final result, sprinkling
with the anonymity a creative effort. It goes without saying that cloning is so much easier with

computers, but also much more evident.

If we add the opinion of the expert with the easy availability of images and information by any
person, someone who copies, imitates, clones have a very high percentage of detected, and to make

a bad impression. This is not a threat, at least not openly, but an objective observation.

There is another interpretation of imitation, one that brings back the tools at their origins, their
inner meaning: as virtual version of real instruments. Several times we saw how the computer can
do better than men or other instruments, where “better” is understood as “different in a positive

sense.” So there is no reason to stop at imitation.

An image with watercolor effect is not a watercolor. And even if the difference is inidentificabile,

there is no reason to not paint directly a watercolor with brushes and water colors.

To think of it, not even a photocopy effect seems fair to me.
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In the art interpretation, with the right balance, the natural element
can be artificialized, and the synthetic one appears to be spontaneous.




Be a Digital Artist must be a precise choice, motivated by the complicity with the tools.
Any attempt to solve problems with traditional techniques, and I'm not just referring to a glaring inability
but also because of space problems, movement, health or whatever, can have only a negative meaning.

It’s like getting on a sports car and make brum brum with the engine off.

The digital depiction is one of the few remaining new frontiers of expression , we can’t waste them,
revisiting techniques and styles that we have already seen, studied, assimilated and digested.
The originality of the Artwork would be affected by this, while the already confused concept of Digital

Art would loose those little fragments of identity that begins to laboriously collect.

And so I'm going to conclude by briefly summarizing the principles of the most contemporary Art there
is. For the artist should be both a necessity and a pleasure embarking on a research in order to achieve
a personal style, a language that combines the specificity of the figurative message to its technical
enhancement, reaffirming the importance of symbolic detail in front of a blurred and hackneyed

iconography.

And although one of the great virtues of computer graphics, even because of its origins, is due to the
power of simulation of techniques or real events, the true power of this art is to go further.
Submitting visions and developments of innovative visuals satisfies not only the inspiration of the artist,

but is also a universal stimulus for all those who enjoy the results of it.

59



1ixs=01)"

lo reach and realize the over mentioned statements

we practice, request, encourage and promote the full
mastery of tools and techniques we are speaking of,
whether for the creative step than for the exhibition one.
This mastery is necessary at technical quality level

for the expressive goal of the idea of the artwork, for the
safeguard and the exaltation of the stylistic originality
and for the conservation of the human factor

in the artwork itself and in its interpretation.

Until being an individual will become a new standard.



It's usual to conclude a poster with a sort of ‘oath’, an endorsement of the cited principles, which,
in most historical circumstances, is countersigned by the members of the involved movement.
However it is not my intention to bind the Artists and the estimators with a limited code, because

the artistic evolution can not afford any brake.

This epilogue is meant to be a small summary of the expressed intentions, recalling the simple
coherency of a human and professional dignity, applied to the liability of the artistic expression.
In a world where it is easy to fall into clichés, especially using tools which in the same clichés have
their productive force, | want to celebrate the fundamental value of intellect and skill, maybe inducing

the reader to empathize with a personal effort .

I insist on the mastery of technique for a return to the aesthetic and formal pleasure, which find in
the artits purest expression, but | hope also that it will extend to every aspect of daily life, subduing

the common sense of easy acceptance.

| insist on the human component relying on personal pride which for the Artists is often called
egocentricity, as the focal point of a necessary diversification of thought. And then | conclude with
an ambiguous aphorism, well aware that when it will happen we’'ll have fun in starting with new

ideologies.
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Massimo Cremagnani lives and works in Milano, Italy.

Lot of his research has been published on italian magazines: Computer Graphics & Publishing,
Graph Creative, Fotocomputer, Graphicus, Computer Arts e Italia Grafica.

His professional consulting include brands like Chanel, Natuzzi, Tetrapak e McDonald’s.

At the present he is consultant in digital imaging and printing for arts and promotionals.




The Artistic research of Massimo Cremagnani, after years spent studying classical techniques of painting and
visual arts, has long been investigating the consistency and features of digital expressiveness, in an attempt

to give this a substantial expressive identity.

Charmed by the inseparable concepts of human and technological evolution, the Artist plays with a
sophisticated and extreme processing of random or selected images, providing the full potential - often

considered improper - of computer systems, from input to completion, to exposure.

Recognizing the ceaseless technological progress related to this Art form, he collects his experiences
under the brand “capitolouno” (chapter-one), at least until he will consider this expression line at an early

stage and study.

The first significant step was made in 1998 with the realization of Homo Sapiens marsupialis - or “Nude with
his Hands in his Pockets - in which, through a hyper-realistic editing and the study of meta-behaviour, he tries

to understand whether Mother Nature can still keep up with the rhythms of human progress.

The works, first proposed at the Palazzo della Permanente in Milan, are then required by the Art Gallery Kiosk

in Brussels, for a group exhibition in which attended artists like Orlan and Dinos and Jake Chapman.
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The visual impact of shapes and colors can be violent and explicit to a certain distance
and size, and softly suffused with another.




Boredom imposed by a forced stereotyping and an unprepared and ineducational global
communication, Cremagnani leads to ethical research of professionalism for the artist. Researches
about the creative act overturning, about a deep knowledge of the (always) new instruments and
about the evolution of perceptiveness are presented as complementary elements of a unique but

constantly evolving style, and of a new aesthetic.

The experiments about image scanning, about the sign given by the different processing algorithms
and/or by printing or presentation tools, and about new colour systems are confirmed with many
works of the DEE series, where mysterious female figures - always stars in the artist’s work - are
distorted by a surrealist painting based on a digitally Flemish detailing, almost baroque. The framework
is composed by different levels of perception, in which figuration, abstraction, colour and sense of

composition cohabit with the viewer’s rhythm.

Lately, the Artist’s energies are directed to the study of conceptual methods for the digital interpretation
of human mind and body, and to the advanced capabilities of printing as a union between idea,

form, printing technologies, inks, media and environment.

Currently works as a consultant in theory and production of digital art, value-added graphic solutions

and digital printing for communication.

For more information: www.capitolouno.com
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YOU CAN READ IT IN ONE HOUR,
YOU CAN UNDERSTAND IT IN ONE ERA.

Massimo Cremagnani, one century after the Futurist Manifesto



