


ADGER AIR-BRUSH . . . 
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Shed new light on you 
=-P- 4 . -=T15--- . r 9rr: .i 6 ; .. -, C.pl.O r,;;r *... --%$& - creative efforts! 

- -: badgerbrightens artistic endeavors wi 
- 5 distinctive air-brushes with interchangeable 

heads. To discover the one that best suits your 
requirements, contact your nearest Badger 
dealer. For a complete 20 page full color 
catalog. send $1 .OO for postage and handling 
to Dept. ABA88 

Badger.. .creative tools for thought! 

Made In U.S.A. 

+A- BADCER AIR-BRUSH CO. - i M  9128 N BELMONT AVE: FRANKLIN PARK, IL 60131 
Dist in Canada by: HOBBY INEUSTRIES. 24 Ronson Drive. Rexdale,Ontarii M9W 184 

*Shown with optional counter-balanced handle OBACO 1987 
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POWER. PRECISION. PERFORMANCE. 

Power - AIR PRO is 

designed for the student, 

hobbiest, serious a~.tist and 

demanding professional 

who dictates power, 

performance and 

economy. 

Precision - Automatic 

pressure switch. on/off 

switch, replaceable 

sintered metallic air input 

filter, pre-filter output 

pressure regulation, and 

output pressure gauge are 

quality features in all AIR 

PRO'S. 99.9999% effective 

oil/moisture separators and 

multiple tank systems 

available in the AIR PRO 

3 and 4. 

Pe~formcmce - 
Engineered to provide 

high quality air power and 

filtration. Single qirbrush to 

multiple station use, AIR 

PRO has a silent com- 

pressor to match your needs. 

All? PRO 1 
1 liter tank capacity 

1/6 HI' 

AIR 

An? PRO 3 
5 liter double tank capacity 

1/2 HP I 

PRO 
Write today for AIR PRO literature and prices. 18269 Laurel View Drive, Yorba Linda, CA 92686.800-255-7879 

[In California, Please Call (714) 779-7299] 
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Once again, AIRBRUSH ACTION brings you not-so-rosy, 
real-life experiences-two terror tales that are all too true. 

13 1Hlb 
By Margi Trapani. A new system offered by Letraset gives 
artists more flexibility in lettering and presentation pieces. 

14 THEmrmSAUDWHYSoFflNEARTREPRowcnon 
By Larry Janisse. An expert in print reproduction details 
what you should know to achieve optimal results in 
reproducing your art as posters and'lith~gra~hs. 

16 MEMClWE HE4UH AND SAFETY AND THE 
AIRBRUSWAullsT 
By Steven Streiff. A provocative look at some of the health 
and safety issues in the airbrush industry, with an eye toward 
prevention. 

By David Kimble. A revealing, never-before-published how- 
to on painting on film, by one of the all-time airbrush greats. 

29 COWTESTS:AYlRNFROMTllEJUDGESCORWER 
The jury for the First Annual Airbrush Competition talk 
about the entries and the process for picking the winners. 

30 F l R n d W W U A L A l R B R I C U l E X Q L W Q ~  
By Harvey Cohen and Russ Titsch. An in-depth look at the 
winners in all seven categories of this year'scompetition, 
complete with profiles and pictures. 

61 ROUWDWDDlSCUSSNm 
By Margi Trapani. Three well-known New York-area artists 
talk about working in advertising-its ups and downs, its ins 
and outs. 

67 W A l  AIR: COWRlGlCC FUNDMWWS 
By Michael Redden. A journey through the legal aspects of 
copyrights as they pertain to artists. 

80 MKHAa REDWI: HUWWUlWG THE "AMS dl170WIET1'- 
ARllST REw'msHIP 
By Harvey L .  Cohen. "Legal Air" columnist Michael 
Redden discusses different methods of providing legal 
counsel to the artist. 

7 HOTAIR 
12 LereERS 
12 Q & A  
13 TECH COMER 
67 LEGAL AIR 
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This "No Mlsr parenleu 
cleaning chamber comes to the 
rescue of airbrush artists during 
airbrush cleanings or between 

color changes. 
It provides a convenient, clean 
and safe place to spray excess 
mist from color changes for the 

airbursh cleaner being used. -.-.. - 

It reduces emissions of 
matter (keeping the From Dr. Ph= Martin's -....-- 

stidio cleaner, elminatiting excess 
mist from the air, and making it 

safer and easier for you and 
others to breathe) 

SPECTR A-TEX 
Spectra-Tex is a newly-developed, time- 

saving additive that will make any of the 62 
Spectralite colors-including the 

metallics-permanent and colorfast 
(washable) on any fabric. 

lt eliminates the need for messy pre-mixing 
Heat setting or fixatives are never necessary 

1 SPECTRALITE 
COMPLETE SET 

We keep getting bigger and 
better. Our Spectralite 
Complete Set is now available 
in a handy 48-color carrying 
case. 

Comes with handle and holds 
bottles neatly and firmly upright 

Provides space for additional 
bottles such as Airbrush 
Cleaner, Color Extender and 
Spectra-Tex 

IS compact, requiring minimal 
room. 

16-color metallic set with 
carrying case also available. 

Now there are 16 new magnificent 
colors for airbrush artists, all of 

Permanent, lightfast, water 

1 oz. or 2 oz. bottle 

Salis International, Inc. 
4093 North 28th Way 
Hollywood, Florida 33020 U.S.A. 
(305) 921-6971 

For information and ordering, dial toll free In continental U.S.A. 1-800-a=-8293. 
FAX 305-921-6976 Telex 441-608 

r h s e  cirde Reader %woe no. 125 
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ABOUT THE COVER 
We are proud to boast Airbrush Action's 
first commissioned cover, done by inter- 
nationally known artist David Kimble. 
The cover piece is also the official sym- 
bol of the Annual Airbrush Excellence 
Competition. Many thanks are extended 
to Kimble for a fine work and support 
since Airbrush Action's inception. 

EXECUTIVE PUBLISHER 
AND EDITOR 
Clifford S .  S t i e g l i t z  

PUBLISHER AND 

ADVERTISING DIRECTOR 
Donna T .  Briggs 

ASSISTANT EIIIT~R 
S t e v e n  F. Streiff 

ART DIRECTOR 
Susan Seabert 

ASSOCIATE EDITORS 
Harvey Cohen 
Russ Titsch 
Margi Trapani 

CONTRIBUT~NG EDITORS 
Dave Kirnble 
Larry Janisse 

COPY EDITOR 
B.F. Ernrner 
ASSOCIATE ART DIRECTORS 
R o b e r t  S e a b e r t  

Alcadio Laguer 

STAFF PHOTOGRAPHER 
Neil B .  Nissing 

CIRCULATION MANAGER 
Grace Reilly 
PRODUCTION MANAGER 
Phyllis Ross 

EDITORIAL AND ADVERTISING OFFICES 
317 Cross S t .  

Lakewood. NJ 08701 
(800) 232-7874 
in New Jersey (20 1 )  3 6 4 - 2  1 1 1 
AIRBRUSH ACTION IS puhllrhed 5 tmes  a year. January-February. 
March-Apnl. Summer. SeptemkrOctober. Novemherkcember Con- 
lentscopynght 1987 by AIRBRUSH ACTION All right, rexrvcd Noth- 
In@ may be reprinted ~n whole or In par1 w!thout wrltten permncscon from 
the publisher 
Subscription inquiries: Send all rcrn8ttance\. requests. and change, ot 
address lo  AIRBRUSH ACTION. 317 Cmss Street. I.akewaxl. NJ OX701 
Subacript~on rales One year $19 75.  two year* $37 Canadtan order\ 
One year $38.  two year\ $72. All other fore~gn orden One year 155. 
two years $90 
Return postage musl accompany all manuscripts. drawings. and photo- 
graph* wbmltted ~f they are to be returned Nu responstb~l~ty can Ix 
assumed for unsol~c~ted material All rlghts in letten \en1 lo AIRBRUSH 
ACTION will be Ireated as uncond~t~onally assigned for puhl~cation and 
copyright purpose, and la suhlect lo  AIRBRUSH ACTION', unre\lr~cred 
right to e d ~ t  and lo  comment edilorlally 

MESSAGE FROM THE 
PUBLISHER 

AIRBRUSH COMPETITW 
Congratulations to the winners of the First Annual Airbrush Excellence Cornpeti- 
tion. The winning pieces are outstanding, and they exemplify the leading edge in 
each airbrush application. 

In this issue we proudly announce the 1988 competition (entry form on page 75) 
and I look forward to seeing more trend-setting pieces. I strongly encourage profes- 
sionals and students (a student category is included this year) to enter. Not only 
do you stand a chance of gaining recognition and prizes, but you may also give 
your career a major boost. Leading into the featured winners is a helpful article 
on how to enter a contest most effectively and some insights into how the judges 
viewed the '87 entries. I wish all the '88 entrants good luck. DON'T SELL YOUR- 
SELF SHORT-ENTER TODAY. 
SUPER LEGAL EAGLE 
A couple of years ago I had a conversation with Dave Malone about lawyers and 
my disillusionment with them. Malone started raving about this super-attorney he 
uses, but it sounded more like a description of a comic book hero. 

Anyway, at the time, I was seeking a new lawyer to write our "Legal Air" 
column, and Dave suggested that I consider his. Cynic that I am, I suspected 
nepotism but figured I had nothing to lose in qualifying the lead with a phone call. 
Turns out Malone was right (for once). Not only is "Legal Air" one of our best 
columns, but I won't seek legal counsel from anyone but Michael Redden. He is 
a gifted super-attorney, one I've yet to stump on a legal issue. His answers are 
always instantaneous, concise, thorough, and, above all, right on target. 

And while Redden specializes in tax law, his love for the arts drives him to 
devote much of his practice to the cause and protection of art and artists. 

We thought you should get to know Michael Redden better, so in addition to 
"Legal Air: Copyright Fundamentals" we present "Michael Redden: Humanizing 
the 'Arts Attorney'-Artist Relationship" in this-issue. 

We address legal issues in Airbrush Action as a service to you, our valued reader. 
"Legal Air" is not to be taken lightly; it is never superficial or glossy, but rather 
solid guidance that may someday come in handy-if it hasn't already. In each issue 
Redden shares legal advice worth hundreds of dollars, so take advantage of it. 
LEGEND IN HIS OWN TIME 
Very few people in or out of the art industry are unfamiliar with the technical 
illustration and fine art work of David Kimble. In fact, not only is Kimble great, 
but he is unquestionably second to none in his specialization. 

I am proud to be associated with Dave, and even prouder of his support since 
Airbrush Action's beginnings. So we at Airbrush Action are especially honored to 
have his work as our first commissioned cover: the official Annual Airbrush Excel; 
lence Competition symbol, developed and painted by David Kimble. 

But wait, there's even more! On page 26 Kimble describes in detail, for the first 
time in print, his techniques in "Why Paint on Film? Both Sides of the Real Untold 
Story. ' ' 
NIGHTMAIRS 
One of my favorite columns is turning out to be "Nightmairs," the whimsical 
recountings of horror stories of artists' worst moments. In retrospect they're funny 
and interesting, representing situations I'm sure we can all relate to. Your night- 
mairs are welcome submissions. Airbrush Action will pay $25 for each nightmair 
vublished. 
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"Because of the outstanding design, responsive per- 
formance and sheer ruggedness, f aasche Airbrushes 
have been the only workhorses in my studio since 1976. 
No other brush could survive th 
with abrasive ceramic materials.' 
Jeffery Cole is recognized as a master of exceptionally 
crafted ceramics, which incorporate his equally fine 
airbrush sk~lls, of realistic and illusionary impressions. " 
His art can be described as, a vision for thesye and mind 
He paints exclusively with Paasche Airbrushes and 
privately, publicly, and has conducted numerous wor 
In many exhibits and private collections. Most recent 
"Melbourn Arts Festival." 

QUALITY AND CRAFTSMANSHIP SINCE 1904 
MADE IN THE U.S.A. 

See our Complete Line of Professional Airbrushes 
and Accessories in our FREE Art Line Catalog. 

PAASCHE AIRBRUSH COMPANY, 
7440 W. Lawrence Ave., Harwood Heights, Illinois 60656 

(31 2) 867-91 91 
Dept. No. 43 



TALES FROM THE DARK 
SIDE OF,MRBRUSH 
ACTION 

ooming deep beneath the rosy 
existence that most airbrush artists 
enjoy are those bottom-drawer, not- I, -pleasant real-life experiences 

gone awry. Anyone who has ever put 
the ink to the pen, the brush to the can- 
vas, or the knife to the frisket will sense 
what we're getting at here. 

In Airbrush Action's continuing quest 
to serve you, the reader, with the most 
factual depiction of the trade possible, 
we feel it is only fair to offer a glimpse, 
albeit a brief one, into the dark side of 
the airbrush experience. In this, mr see- 
ond installment of "Nightmairs," we 
take a look at the sometimes tragic, 
always humomus (in retrospect at least), 
seamy underside of the business. . . . 
'w-- --- ,"IGT%4aWI(RRE 

The Setting: Doesn't matter 
The Character: Dave Kimble, artist, 
philosopher, and mediator 
~imblel  "My personal tragedy involved 
a project I was working on for a major 
car company. I was using a very old 
Paasche AB airbrush when I came to the 
upholstery section of the illustration. 
Because of the dynamics of the old-model 
Paasche, in which ink was Qawn through 
a needle with the help of a reciprocating 
arm, often as the bushings wore down, 
paint' would run up the needle and get 
on the arm. The predictable swiveling 
action of the arm caused paint to go all 
over the place. 

"Being the mechanical engineer that 
I am [he chuckles], I attempted to take 
the airbrush apart and expose the roat 
of all evil. There I was, at 1 a.m., my 
Paasche AB completely disassembled, 
with all the little pieces strewn here and 
there. Amazingly, I was able to put it 
all back together again, and as fate would 
have it, the problein persisted. 
''h was nothing to do at this point 

but thin the paint and go for it! I changed 
the car's upholstery fnnn a smooth leather 
interior to a textured tweed fabric, and 
voila!, it was done. Of course, I had to 
do a minor sell job on the art director, 
but hey, it's all part and parcel of the 
'midnight disaster. ' " 
ILLUSTRATIONfROBERT SEABERT 

"There I was, at 1 a.m., 
my Paasche AB completely 
disassembled, with all the 

little pieces strewn here and 
then?. " 

The Setting: The studio, North Jersey 
The Character: Robert Anderson, fine 
artist 
Anderson: "I used clear contact film in 
p b  of friskd film for a number of years. 
The contact film offered a stronger 
adhesive and was less expensive than 
frisket film, although it was more diffi- 
cult to work with and left small amounts 
of adhesive on the canvas after the con- 
tact film was removed (this could be 
removed with a touch of mineral spirits). 

"I had covered a finished area with 
contact film in order to cut out certain 
sections (it was a figure that took many 

hoursto!wlderandcamcwtquitewell). 
I then removed the film. It came off but 
was much harder to pull ;rmd left all the 
adhesive behind. The cotitact film man- 
ufacturer must have changed the chem- 
istry of the adhesive backing without 
letting anyone know; nobody would know 
the difference using it the way it was 
meant to be used. f thought, 'Wdl, this 
is a bugaboo that can hopefully be cor- 
rected with mineral spirits,' but soon 
found this would.not work. 

"I now had a beautiful figure on the 
canvas surface covered with sticky 
adhesive which couldn't be hmavad with 
mineral spipits. I was &aid to use any- 
thing stranger: It required m a n y . h m  
of hard worL using b rub the 
adhesive off bit by bit, area by area. I 
finished by washing it down with rnin- 
eral spirits. I managed to remove all the 
adhesive and didn't harm the painting, 
but it was touch and go for a while. Now 
I'm back to fFisket film, which is meant 
to be used on these surfaces, meant to 
be low-tack and Rd leave any adhesive 
behind. I have smoothed out my canvas 
surface, making it a better surface to 
adhere properly. " m 
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MORE OW T-SHIRTS 
I enjoy reading your magazine very 
much. It gives me a lot of different ideas 
of how an airbrush can be used. One 
thing that would help a little more is to 
see more articles on airbrushing gar- 
ments (T-shirts, shoes, pants, etc.) and 
license plates and let us know what types 
of paint are the most popular for these 
applications. Also where you get the 
plates and paints. Keep up the great work. 

David R .  Johns 
North Little Rock. Arkansas 

We're glad you asked. Cuss Fuller, this 
year's Annual Airbrush Excellence win- 
ner in the T-shirtltextile category, has 
agreed to write an ongoing column on 
shirt airbrush techniques. Stay tuned. 

MEMOlElES 
I was overwhelmed to see one of my 
idols, Ed Roth, in Airbrush Action. I 

know I spent too many hours of my 
school time drawing weirdos. I still enjoy 
drawing a lot and recently bought an air- 
brush. Thanks for the memories with 
"Big Daddy." Now how about Stanley 
Mouse or Rick Griffin? 

Michael Murphy Graham 
Makawao, Hawaii 

Stanley Mouse and Alton Kelley have 
already been contacted for a story. They 
are scheduled for the March-April issue. 

UCnmCllllULlllTarST 
I have most recently been exposed to 
your magazine, and I must say it has 
ignited an interest, no scratch that, it has 
ignited a strong interest in developing 
my avenues to include airbrush artistry. 

I am a student at Tuskegee University, 
Alabama, and have a position in the art 
department doing signage and related 
layout and presentation material in a 

work-study capacity. Major curriculum, 
you guessed it, is architecture. 

I have a strong background in archi- 
tectural rendering but was really fasci- 
nated by the article on Andy Hickes on 
architectural rendering in your Novem- 
ber-December 1986 issue. 

My main reason for writing is to get 
any or all information pertaining to books 
on architectural rendering with airbrush, 
or just the mailing address of Mr. 
Hickes's firni so I might correspond with 
him directly. 

Your cooperation in this matter is 
greatly appreciated. 

W. Dean Anderson 
Tuskegee, Alabama 

For more information on architectural 
rendering, you may write to Andy Hickes 
at Hickes Associates, 39 West 14th Street 
Room 403, New York, NY I001 1. 

Q. Is there any cham of an 
airbrush expo coming soon to 
New York C l ?  If not, can 
A i M A & a r ~ r m b l e  
sornethiyr like this? Also, whut is 
the best opaque w h i i  you can 
get for highlighting when 
airbrushing T-shirtr that will not 
dry at the tip so quickly? 

A. First, we have considered an 
airbrush expo, but the strong coverage 
by the NAMTA and Tools of the Trade 
art shows makes the introduction of a 
new art show impractical for now. 

Second, opaque white seems to be 
the bane of all shirt artists. Anyway, 
here are a couple of suggestions that 
may help in reducing drying at the tip. 

Buy smaller bottles of white of the 
brand of choice. The nature of the 
pigment is to separate, so the bigger 
the bottle, the more separation and the 
more difficult to use. 

Strain your paint. 
Use retarder. Retarder is available 

from some of the paint manufacturers 
and is an effective way to reduce 
drying. Start by adding about 5% to 
the airbrush's color bottle and add 
more as needed. 

Add distilled water. A couple of 
drops of distilled water in the 
airbrush's color bottle may "cut" the 
paint enough to make it flow more 
smoothly through the airbrush. 

Last, but not least, comes a great tip 
from Espy Geisler: Add one or two 
drops of Kodak Photo Flo to one quart 
of paint and shake. 

0. l wish to do my ad on ceramic 
tile. Could you d i m  me to 
infornwrtion,contcwh,people 
perhaps in this tiekn 
Your magdm has been quite 
infom&eI but I d 
spedal i i  m t d u l  on ceramit 
tile. 

A. Jurek Berowski (January-February 
1987) does fabulous work on ceramic 
tile. We don't know of anyone else 
who does similar work. You may 
contact Berowski care of Dimitri's, 
423 Duval Street, Key West, FL 
33040. 
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INTs 
By Margi Tqani 

The INT process can be done quickly & easily in the studio 

I NT, or image in transfer, is quickly 
becoming the newest technological 
secret for professional artists. The 
INT sy$tem, created by Letraset 

about a year ago, uses ultraviolet light 
and chemical developer in a process that 
allows artists to create permanent trans- 
fers that can be used on almost any sur- 
face including wood, paper, plastic, glass, 
and metal. Perhaps most important, the 
entire process of creating and applying 
the transfer can be done quickly and 
easily in the studio. According to Stan- 
islaw Femandes, who has been using 
INTs for his professional work as well 
as in his teaching, "If you're trying to 
capture the lettering on a bottle label, 
for example, unless you're a photogra- 
pher, you can't make it look really good. 
With the INT process you transfer your 
line print without the use of a halftone 
and from that you can produce an INT 
in any color you want. Then you stick 
that transfer right on the painting. The 
time-saving element with this process is 
incredible, you can accomplish in hours 
what used to take days." 

Letraset offers several INT systems. 
The basic starter system allows an artist 
to make a negative from an original work 
(lettering, images, etc.), through the use 
of ultraviolet light. The negative is then 
combined with an INT sheet, exposed 
again to the ultraviolet light, and 
processed with chemicals. The result is 
a transfer that, once dried, can be bur- 
nished onto almost any surface. 

Color Key Opaque Overlays are also 
available through Letraset. The process 
is very similar to the basic INT, but the 
end product is comparable to the more 
traditional acetate overlay. The transfer 
of the original art is to a polyester sheet, 
which can then be overlaid on the back- 
ground art. Like its traditional acetate 

This process provides 
artists with a great deal of 
flexabilty and is a much- 

needed time saver. 

predecessor, the Color Key overlay 
allows the presentation of several solu- 
tions or color treatments without 
destroying or permanently altering the 
background art. Unlike the traditional 
overlay, this process is done by artists 
in their studios, quickly and easily. 

For Color Key, as for the basic INT, 
a negative is created from an original 
and is combined with a precoated mate- 
rial under ultraviolet light. The image is 
then processed with developer, creating 
a nontransferable image on a polyester 

sheet. Letraset's literature for INT uses 
notes that they can create "custom 
images, tones, architectural elements, 
logos, and letterings for comps and 
mockups as well as camera-dy work.'' 

Color Key Opaque Overlays, accord- 
ing to Letraset, can produce "strong 
colorful logos, headlines, symbols, or 
other graphic images as overlays on 
background art. " Their application can 
create, "multi-color cells for television, 
filmstrips and movies, or background art 
for 35mm slides, animation, and title 
slides. " 

Stanislaw Fernandes says that the 
process is "very easy to learn. The 
advantages are many and you can pho- 
tograph the whole thing in one piece. 
Even art directors are aware of the 
process now and are asking me to use 
INTs in my presentations. It makes life 
very easy." 
A ~ O F ~  
The basic INT system available through 
Letraset offers transfers in eight colors: 
black, white, red, blue, green, yellow, 
gold and silver. The size of the images 
are confined to1 the paper sizes, which 
range from 8 1/2" x 1 1" to 20" x 24". 

The starter kit for basic INTs includes 
five assorted INT Custom Transfer 
sheets, four assorted Color Key Opaque 
Overlay sheets, four sheets of Color Key 
Photo Mask Instant Reversal Contact 
Film, a developing tray with an 11" x 
14" working surface, a squeegee, INT 

continued on page 15 
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S o, you say you're a serious artist 
and you think your work is strong 
enough to be successful in the art 
marketplace. You've thought about 

fine art repmduction, but you're not really 
sure how to go about it, or why you 
even should. Well, sit back, relax, and 
we'll try to answer those questions for 
you. 
~TO11SIO(RIamslamFlllEAn 
slllllllllCllVll 
Reproducing your art in either a print or 
poster format accomplishes some very 
important things. It enables you to mar- 
ket your art to a larger audience. You 
will receive recognition within the art 
community as a marketable artist, which 
in turn will allow you to exhibit your 
work more frequently. Just as impor-( 
tant, reproducing your art will increase 
the income that you earn from it. The 
more you can earn from your art, the 
more time you will have to devote to it. 
l l O W T O ~ l l l E ~ o F m E  
mssI#I 
Determining the size of your press run 
depends on a couple of variables. The 
first is how much you can realistically 
afford to spend. The second is how much 
control you want to retain over your art 
once it -leaves your hands.   he most 
desirable format of fine art reproduction 
is the limited-edition collector's print. 
The limited edition is indeed limited: A 
specific nwnber of copies of an original 
artwork are produced, signed by the art- 
ist, and given a serial number so that 
collectors know that they are buying 
something of which there are only a few 
in the world and that no more will be 
produced once the edition is gone. A 
limited-edition press run should be 
between 500 and 750 prints, never more 
than 1000. It is difficult to give an exact 
cost for reproducing a piece of art, but, 
for example, a 16" X 20" fullcolor print 
with a press run between 500 and 750 
would fall in the $2500 to $3000 range. 
llOYlTllElROCOSSOFCmEM 
mRmKmlISM#RIEb 
A limited-edition collector's print is 
produced by photo-offset lithography. In 
this process the printer takes an original 
14 AIRBRUSH ACTION/NOV-DEC 1987 

THE HOWS AND WHYS 
OF FINE ART 
REPRODUCI'ION 
By Larry Janisse 

8 $,,;;.#~r~'-*:i,',a.---- 
V' 8 , - 8 ". ;-.a~-.. . I&.':..-- '*: "'.,' 7 -  ~. 3 ~ 5 5  -,,: . r .: . - I 

The &st desirable format 
of fine art reproduction is 

the limited-edition 
co11ector's print. 

piece of art or a transparency and 
reproduces it photomechanically. It is 
always preferable to produce a print from 
the original artwork. If, for whatever 
reason, the original is unavailable, the 
printer will have to work from a trans- 
parency. The transparency must be of 
superior quality and ideally should 

measure 8" x 10" or larger, never smaller 
than 4" x 5". 
I O W T O Y U L A ~  
Ifyoumustuse.atrampaency,takeyour 
original artwork to a photographer you 
know is experienced with producing art- 
work transparencies. It is important to 
make sure that he understands that the 
tmspamcy is for qmduction, and tell 
him that you want a color bar and a gray 
scale on the transpa~ncy to aid dre printer 
and color separator in giving you an exact 
reproduction. When you receive your 
transparency back from the photogra- 
pher, be sure to examine it for cuts, 
scratches, lint, or dirt. Also examine it 
for color value; does the transparency 
reflect the colors of your original as pre- 
cisely as possible? Look in the white 
areas to see if a color is more that 7 to 
9 percent in value. If so, the transpar- 
ency is con taminated, and you must have 



another made. The better the transpar- 
ency, the better the printer can reprod- 
uce your art. 
HOW TO CHOOSE AN ARTWORK FOR 
REPRODUCTION 
A good barometer for selecting a piece 
of art for reproduction is to choose eight 
or ten people who are familiar with your 
work and have them look at your work 
individually. Often, seven of them will 
like one work above the others, and that 
piece would be the one to select. The 
best reason to go about the selection 
process in this fashion is that artists 
always seem to have one piece they've 
had to struggle with for a long period 
and subconsciously feel that it is the most 
worthy candidate for reproduction. 
However, in many cases, that particular 
piece may not have universal appeal, and 
the point of reproducing a work is to sell 
it in volume. 

A tip for those who work with flu- 
orescent paints: Fluorescents are not 
reproducible because they are not light- 
fast and are impossible to separate for 
printing. 
IWWTOCHOOSEAPWNTER 
In choosing a printer, it is important to 
ask if he and his staff are accustomed to 
reproducing fine art. Obviously, you must 
deal with a printer who has the expertise 
to reproduce your work. If your art should 
fall into the hands of a novice, many 
things can happewmost of which aren't 
good. Problems can range from faulty 
quality to using improper ink to choos- 
ing the wrong paper. Worse still, some 
printers do not know what a limited-edi- 
tion print is and may fail to take the 
precautions necessary to secure the art- 
ist's credibility. When you contract a 
printer to produce a lirnited-edition print, 
he should always destroy the plates and 
all loose copies. 

INTs continued from page 13 
and color key developers, a newsprint 
pad, two test negatives, cotton wipes, 
an exposure guide and instructions for 
use. According to Letraset 's product 
manager, Robin McArdle, the starter kit's 
suggested retail price is $76.95. Trans- 
fer sheets can be ordered separately in 
various colors and sizes. 

Color Key is available in white, black, 
red, blue, yellow, cyan, orange, brown, 
green, and magenta. Sizes for Color Key 
sheets range from 10" x 12" to 24" x 
28"; 2' X 200' rolls are also available. 

For artists who create signage and 
labels, Letraset also offers an INT called 
Dynamark Self-adhesive Signs and 
Labels. Again, the process is similar to 
the basic INT system. In this case, how- 

now sELEcr r-- ------ ----- 
3F 

PAPER AND INK I ,., .,. .,,,,,..,., 
It is strongly advisable to use top-qual- 
ity paper for your limited-edition print. 
Museum-quality paper, also known as 
100 percent rag stock, is acid-free and 
will not yellow like lesser-grade stock 
over the years. If your budgetary sights 
are set a little lower, there are also good 
commercial sheets on the market that are 
of low acidity but have no rag content. 
Rising Gallery 100 would be a good 

When you 
contract a printer to 

produce a limited-edition 
print, he should always 

destroy the plates and all 
loose copies. 

substitute in either smooth or vellum fin- 
ish. How do you choose the surface that 
is best for your art? A simple rule of 
thumb is that the surface of the paper 
you choose should lend itself to the art- 
work being reproduced. For example, 
vellum serves watercolor more readily 
than a smooth surface. Conversely, a 
smooth surface is better suited for acrylics 
and oils. 

When choosing your ink, it is vital 
that it be colorfast ink. You must request 
it because not all printers use it. Under 
normal conditions, lightfast ink will 
ensure that your print will retain its colors 
for years on end. A commercial ink will 
permit the colors on your print to dete- 

riorate much more quickly. 
Now you are ready to go into print. 

But before you do, request that the printer 
show a chromeline proof so you can be 
sure the colors will be correct when the 
print comes off the press. Some printers 
will invite you to come in and observe 
the process. If yours doesn't offer the 
option, ask to do so. 
WW TO MARKET YOUR FINISHED FINE 
ART REPROWCnON 
When you finally have your finished print 
in hand, your next step is to find some- 
one who'll give you some cash for it. 
The best and most inexpensive method 
to achieve this goal is to construct a 
mailing list of anyone who has ever seen 
or commented on your work. 

When you have compiled your list, 
design a simple flyer that announces a 
new piece of art or anything else that is 
pertinent to your work. It can be elabo- 
rate, or it could be as simple as typing 
a page of announcements, along with a 
drawing, and running off a few hundred 
copies at a local print shop or copier 
store. 

For the newcomer to this game, a wise 
move would be to go to another artist's 
exhibit and observe how he or she mar- 
kets the work. Finally, it's important to 
mention that it's not necessary for an 
artist to exhibit in a hoity-toity gallery. 
Cafes, banks, malls-any place where 
people congregate will serve your pur- 
pose just as well. Remember, the more 
people who see your work, the better 
your chances of making a living at what 
you love best. rn 

Larry Janisse has 15 years of experi- 
ence with the process of Jine art repro- 
duction and is currently general manager 
of the Fine Art division of Overland 
Printers, Inc., in Hawthorne, California. 

ever, the image can be transferred to 
specially treated sign and label sheets. 
The adhesive backing is moisture- and 
temperature-resistant, which allows for 
outdoor as well as indoor application. 

The Letrachrome Direct Imaging 
System can also be used instead of nor- 
mal friskets. Letrachrome water-based 
inks can be used in an airbrush and, after 
exposure to the ultraviolet light source, 
create a permanent image. Basically, this 
process makes use of photographic 
negatives through ultraviolet light rather 
than friskets. The inks can be washed 
away with water before they are exposed 
for permanent setting. 

The Letrachrome Direct Imaging 
System can be used to produce line 
screens to 200 lines per inch and type 

as small as 6 point. All of these appli- 
cations are camera-ready quality. 

INT is rapidly becoming part of the 
professional jargon. With the various 
applications available, this process pro- 
vides artists with a great deal of flexi- 
bility and is a much-needed time saver. 
An added advantage is that the systems 
can be installed in any studio without 
expensive alterations. The inks used in 
the Direct Imaging System are water- 
soluble, and the starter kits come com- 
plete with the needed elements. 

Letraset starter kits and supplies are 
available in most art supply stores 
throughout the country. If you have 
trouble finding their products or would 
like more information, call Letraset at 
1-800-256-9073. rn 
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"PREVENTIVE : . . - ---ryr:q 
MEDICINE": HEALTE-I - 

espite a growing awareness of P- sues of health and safety, many 
' today's airbrush artists are 

F;nwilling to focus their energies 
on the practice of preventive medicine, 
with respect to their own craft. Adopt- 
ing dangerous shortsighted attitudes, 
large numbers of artists choose to remain 
unscathed by gloomy, governmental 
reports on toxicity in the workplace, 
pessin~istic studies on the rising rate of 
indoor environmental pollution, and long- 
term studies depicting the dangers of 
chemicals and their by-products. 

There is no argument that art mate- 
rials may be hazardous to your health. 
However, where many artists adopt a 
seemingly noncaring attitude is in their 
assessment of the extent of the risks of 
working with these materials. Accord- 
ing to Michael McCann, Ph.D., in his 
book Artist Bew~cire: Tllr Huzurcls c~rld 
Precautions in Working with Art utld 
Cruft Materi~il .~,  "Today our bodies are 
being flooded with chemicals-in the air 
we breathe, the water we drink, the food 
we eat, the chemical materials we are 
exposed to at work or in hobbies, and 
the medicines we take-many of which 
can harm us. Considering each aspect of 
our lives separately does not give a true 
picture of'the risk to our bodies. Factors 
such as exposures to single chemicals in 
different environments. exposure to many 
difliv-ent chemicals. and individual sus- 
ceptibility all combine to affect the degree 
of risk to which we are exposed." 

In response to this growing concern 
that artists (as consumers) should be 
protected against chemicals in art sup- 
plies that are believed to cause serious 
illness as a result of repeated exposure 
over months or years, a volunteer effort 
by students at Pratt Institute's schools of 
Art and Design and Liberal Arts and 
Sciences researched the chemicals used 
in art supplies. The project, Toxics in 
Art Supplies, pointed to the subject of 
labeling as crucial to educating unknow- 
ing artists. Says Christiane Drapkin, the 
New York Public Interest Research 
Group's project coordinator at Pratt, 
"We're making artists aware of the 
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AND SAFETY AND THE 
ATRBRUSH ARTIST 
by Steven Streiff 

potential dangers of sonic of the mate- 
rials. Basically all [Pratt's art] depart- 
ments have materials that arc toxic. YOLI 
can't eliminate most o f  them. but you 
can learn to work with them morc 
safely. " 

The group's goal was to raise aware- 
ness and offer alternatives and substi- 
tutions to working with highly toxic art 
supplies. Over 90 percent of the manu- 
facturers of fine art supplies contacted 
by the research group pledged a morc 
rigorous labeling campaign in an effort 
to warn consumers that their products 
contain chemicals linked to some chronic 
diseases. 

"The labeling ~nclude\ a riulgc of 
products such as oil and acrylic paints, 
ceramic glazes, solvents, clay\, and 
lithographic inks." says Draphin. "hlany 
of these chemicals are regul;rtcd in thc 
industrial workplace by the fecicral gov- 
ernment. but artihts who work out of 
their studios or homes are not protected." 

"Unfortunately. even when prc- 
cautionary labels are prcscnt. they arc 
inadequate,. ' McCann contencls. 
Accordingly. McCann woulti like to see 
complete ingredient labeling 50 that art- 
ists and othcr consumers can become 

IONIZER - COLLECTOR II PLUS 

educated and on the basis of complete 
information make a determination 
whether they want to buy that product. 
INVISIBLE DANGERS 
The reason many airbrush artists seem 
somewhat oblivious to issues of health 
and safety, is that danger in airbrushing 
is often invisible. 

As most airbrush artists are well aware, 
not all of the paint directed toward an 
object ends up on the working surface. 
Particles that seemingly "bounce off" 
the surface and drift into the air are called 
"overspray." The volume of overspray 
is directly correlated to the size of the 
airbrush, the working pressure, and the 
distance from the airbrush to the surface 
being sprayed. 

In The Corr~plete Airl)rush Book, Peter 
Sicgel writes, "Overspray can be poten- 
tially dangerous to your work as it may 
land where i t  is unwanted. It can also 
be potentially dangerous to your health 
if you inhale or ingest paint mists. To 
some degree, many of the pigments, 
dyes, hinders. solvents and additives that 
are used in artists' paints are toxic." 

If an organic solvent or other toxic 
substance is used, i t  will find its way 
into the bloodstream if precautions are 



not taken. In The Art of the Dot, Robert 
Paschal and Robert Anderson write, 
"Using spray without taking proper pre- 
cautions is dangerous. Even if the sol- 
vent is water, as with acrylic, gouache, 
and watercolor, one still risks inhaling 
poisonous pigments or dust particles. The 
buildup of dust in the lungs will mani- 
fest itself as a feeling of tightness in the 
chest and may give symptoms similar to 
that of a heart attack. " 

When assessing the total risk of expo- 
sure to art materials, an important con- 
cept applied is "total body burden." 
Defined as the cumulative effect on the 
body of all separate exposures to chem- 
icals, whatever the source, "if the total 
body burden of a material exceeds the 
capacity of the body to eliminate or 
detoxify that material, its accumulation 
in the body can cause injury," McC~M 
writes. 

The most common way for toxic sub- 
stances to enter the body in airbrush 
technique is by inhalation. Even though 
the body has a series of defense mech- 
anisms designed to catch unwanted par- 
ticles, the linings of the mucous 
membranes in the nose are inadequate 
when faced with repeated chemical 
vapors. Moreover, artists who rely on 
their sense of smell as a means of detect- 
ing irritating chemicals should realize that 
the sense of smell is easily worn down 
against the constant onslaught of pollu- 
tants, and not all dangerous chemicals 
smell bad. 

Less common, but equally trouble- 
some, is to have toxic substances enter 
the body through ingestion. Because of 
the inherent dangers of swallowing 
chemicals, make it a practice to avoid 
eating, drinking, or smoking in the stu- 
dio. Food, beverages, and cigarettes may 
be contaminated with hazardous sub- 
stances that will then be transferred to 
your mouth or lungs. 

Additional hazards in the workplace 
include hearing damage created by noisy 
compressors; paint in the eyes (standard 
procedure recommends against wearing 
contact lenses when airbrushing; eye- 
glasses give additional protection); and 
injection of paint into skin pores causing 
poisoning or blood clots. 

If you wauld like more in-depth infor- 
mation on this subject, we recommend 
reading Michael McCann's chapter 
"How Art Materials Can Hurt You", 
pp. 9-25, in Artist Beware, Watson- 
Guptill Publications, New York, 1979. 
“PREMmW PIW#TMt'-"" 1P: THE ARTIST'S 
FIRST LINE OF 1, ,.,, 
We're witnessing the dawning of a new 
system of medicine combined with 

responsible self-care in the health field. 
According to Tom Ferguson, M.D., edi- 
tor in chief of Medical Self-care, "In 
the new health care system, the informed 
layperson is the primary provider of 
health care. Instead of passively waiting 
for illness to occur and then depending 
on our doctors to 'fix' what ails us, we 
are increasingly detecting potential 
problems early and taking steps to pre- 
vent them before they become serious 
enough to require a doctor's care. 

"We now realize that the most impor- 
tant health decisions are made by indi- 
viduals, families, and communities, not 
by doctors. The center of health power 

Today's artist, perhaps as 
much as anyone, needs to 

begin the serious practice of 
preventive medicine theory. 

is moving away from the physician to 
the informed, health-active layperson. " 

Today's artist, perhaps as much as 
anyone, needs to begin the serious prac- 
tice of preventive medicine theory. 
Although calls for more stringent man- 
ufacturer's labeling regulations are a step 
in the right direction, the issue tran- 
scends warnings alone. The only sure 
way to empower oneself against the 
health and safety dangers of the airbrush 
industry is through education, safer 
working conditions, and preventive 
practice. 

Raising our awareness about the issues 
of health hazards in the airbrush studio 
is a task made easier today by an abun- 
dance of books, organizations, and 
sources of information on the subject. 

Books such as the previously men- 
tioned Artist Beware by Michael 
McCann, Peter Siegel's Complete Air- 
brush Book, and the Anderson-Paschal 
collaboration, The Art of the Dot, all 
devote sections to toxicity in the work- 
place, ventilation, and hazardous sub- 
stances, and offer sound, healthful 
alternatives. 

The Center for Occupational Hazards 
(COH), 5 Beekman Street, New York, 
NY 10038, is but one of many organi- 
zations that publish health hazard mate- 
rials and offer up-to-date information. 
COH is a national clearinghouse for 

research and education on hazards in the 
arts and publishes the Art Hazards 
Newsletter, covering such topics as new 
hazards, precautions, government leg- 
islation and regulations, lawsuits, and a 
calendar of events. COH also answers 
over 50 art hazard questions a day 
through the Art Hazards Information 
Center. 

Several governmental agencies are 
involved in the testing and rating of haz- 
ardous substances and protective equip- 
ment. The Occupational Safety and 
Health Administration (OSHA), 200 
Constitution Avenue N. W., Washing- 
ton, DC 20210, was formed in 1970 to 
assure safe working conditions in indus- 
try. The National Institute of Safety and 
Health (NIOSH), Robert A. Taft Labo- 
ratory; 476 Columbia Parkway; Cincin- 
nati, OH 45226, does research on 
occupational hazards. The Consumer 
Product Safety Commission (CPSC), 11 1 
18th Street N. W., Washington, DC 
20210, regulates the safety of all con- 
sumer products,including art materials. 

The subject of making our workplace 
a safer place to be is an important com- 
ponent in an overall preventive attitude 
we take toward health and safety. 

The first important question to con- 
sider in setting up a studio is location. 
The problem facing many artists who 
work at home is twofold: you may be 
exposing yourself to dangerous mate- 
rials on a round-the-clock basis, and you 
may be exposing other household mem- 
bers. Whenever possible, if the oppor- 
tunity to work outside the home exists, 
take advantage of it. 

Other important factors in studio 
location include access to running water, 
proper ventilation, adequate lighting, 
heating, and knowledge of the health 
codes and regulations that you will be 
working under. 

Since every airbrush artist works dif- 
ferently, factors such as the location of 
airbrush, compressor, and related equip- 
ment will vary. However, some general 
suggestions may help to augment your 
equipment and in the process avoid 
potential health hazards. First, all stu- 
dios should house a fire extinguisher, 
smoke detection unit, and sprinkler sys- 
tem. Fire blankets and first aid kits are 
necessary as well; remember, you never 
think you need these things until it's too 
late. 

Another preventive control that can 
easily be worked into your individual 
studio design is an air purifier. Inexpen- 
sive air filters are basically no more that 
a fan and filter combination that serve 
as a backup to your ventilation system. 
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More complex systems are available as will be at removing overspray, dusts, or According to industry experts, respira- 
well, using ionizers and precipitators, vapors. Paschal and Anderson write, tors should be considered secondary to 
both of which help too keep airbrush "The ventilation design should ensure good studio ventilation, the primary 
overspray out of the air and the lungs. that the contaminated air moves away concern being to get the overspray out 

One of the first rules of safety is to from the artist's face, not past it. It should of the studio. In fact, OSHA standards 
use the least toxic materials available. also replace as much air as it removes. specifically state that respirators are to 
"In doing this, you decrease the risk If the same amount of air is not replaced, be used only when appropriate engi- 
from constant exposure to the materials the efficiency of the ventilation will be neering controls are not feasible or while 
and also from possible accidents," writes seriously diminished." engineering controls are being installed. 
McCann. (For extensive lists of mate- Practical designs for local exhaust If you do decide to use a respirator, 
rials used in the various art processes, systems are available in both Artist the choice of an appropriate one for your 
we refer you to Artist Beware, Part 2.) Beware and Ventilation (available through needs is crucial. Air-purifying respira- 

McCann goes on to point out that "in the COH). There are four major com- tors come in various forms, the "most 
some cases, selecting an alternative art ponents in a local exhaust system: a hood, preventive" being f'bll-face gas masks, 
material may involve the substitution of ducts, an air cleaner, and a fan. half-face respirators, and quarter-face 
one hazard for another. For example, "Designed properly, contaminated air respirators. By skirting these higher- 
acetone is less toxic but more flammable never will be seen, smelled, or breathed priced models, opting for a common dust 
than most other solvents. Therefore, in particle mask available at most hard- 
replacing a more toxic solvent with ace- ware stores, you may be courting dan- 
tone, you may be increasing the risk of ger. It is recommended to buy respiratois 
fire. However, I believe you can protect approved by NIOSH . 
yourself against fire hazards much more ''If possible, " McCann recommends, 
easily than you can against the toxic "spray in a spray booth or fume hood. 
effects of many solvents." Otherwise wear an approved mist res- 

The point is clear: If choices are to / pirator for water based sprays and an 
be made, become an educated consumer approved paint spray respirator with an 
first, and make the least harmful, most organic vapor cartridge and spray pre- 
"healthful" choice, based on your filter for solvent-based sprays. There 
research. AIRBRUSH MASK FROM BADGER should also be an exhaust system in the 

Now that we've discussed some of the studio to remove the excess spray so you 
basics of studio &sign and material in the studio or shop it serves. Processes can take off your respirator safely." 
selection, let's turn our attention to a that use highly toxic materials or large 
crucial issue in the health and safety of amounts of toxic materials and processes There is no doubt that further studies are 
the airbrush artist, ventilation. that produce dusts or other solid parti- badly needed to determine the exact 
VEmlATIOII cles should be controlled by local exhaust danger levels and toxic effects of chem- 
Ventilation ranks among the foremost ventilation," Clark writes in VentWon. icals, alone and in combination in the 
studio-related concerns of artists today. Another method of minimizing the workplace. In the meantime, the only 
An inadequately ventilated studio is a effects of spraying paints is using a safe path seems to be to avoid these 
sure way to expose yourself to needless "spray booth. " These booths range in chemicals whenever possible and, when 
health risks, courting long-term illness size from the piece being worked on to it's absolutely necessary to work with 
in the process. larger, more sophisticated, walk-in them, do so with protective gloves and 

According to guidelines set forth in industrial booths. Most artists find either mask in a well-ventilated studio or, bet- 
Nancy Clark's ventilation: A Practical a table model or a floor model suitable, ter yet, outdoors. 
Guide for Artists, Crafspeople, and depending on how they use it. Table Determining the actual extent of harm 
Others in the Arts, assessing the length models work well for small, easily from specific types and combinations of 
of time you work at one stretch and the transportable items. A floor booth may art material contaminants will require 
frequency of your work may help you work well for very large items or items many years of further scientific study. 
choose among several alternative ven- that must be wheeled around. But as many of our nation's leading sci- 
tilation systems. For example, if you According to Clark, "Spray booths entists and consumer organizations warn, 
work on a project only once a year for are equipped with some type of air- the levels of these pollutants recently 
one day and if you do not use any highly cleaning device to trap overspray and measured already suggest significant risks 
toxic material, some kind of "dilution paint particles. The primary types are to health. In 1981, for instance, a study 
ventilation" may be your proper choice. baffles, filters, and water washes. These conducted by the National Cancer Insti- 
But if your work involves continuous air cleaners control the number of par- tute linked toxic art rnaterials to heart 
operation with high levels of exposure ticles going through a system and help disease, leukemia, and cancers of the 
to a material of low toxicity, or a con- to protect your neighbors' property from bladder, colon, rectum, kidney, and brain. 
tinuous operation with low-level expo- discharges. Most artists and craftspeo- Of course, individual susceptibility 
sure to a highly toxic material, you will ple find that filters work well for light depends on several factors, including age, 
need a "local exhaust system." and intermittent use. Filters must be health history, environment, and the tar- 

Of the two types of ventilation, local cleaned and changed regularly to mini- get organ of the materials in question. 
ventilation is the preferred system for mize resistance in an exhaust system." However, if ever there was 8 time to 
airbrush artists. The reason is that it Many airbrush artists use "respira- make our studios safer, it is now. The 
exhausts the spray at its source to the tors," which are air purifying devices old adage merits repeating in this age of 
outside. The more enclosed the area in worn over the nose and mouth to filter uncertainty: "An ounce of prevention is 
which you spray, the better the system out hazardous dusts and vapors. worth a pound of cure." 
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Pacific Airbrush's Key 
To Success- 
Education 

Conrad Hilton once said "The three secrets of success 
are location, location, location . . .  " The secret to our 
success has been in "education, education, education"- 
educating the art community. 
We cater to artists, hobbyists, cake decorators, 
taxidermists, glass etchers, nail technicians, 
cosmetologists, T-shirt artists, sign painters, and the 
spectrum of airbrush users. 
We stock Badger, Binks, Devilbiss, Iwata, Olympos, 
Paasche, Pacific, Richpen, and Thayer & Chandler 
a i rb rushe~ver  175 models. In addition, we offer 25 
compressor models including AMI, Air Force, Badger, 
Blue Force, Paasche, Pacific, and Whisper Jet, and Co, 
tanks. Our experienced staff is here to help you in 
making the right choice for all your airbrush needs. 
The world's largest display of airbrush equipment is 
showcased in the Pacific Airbrush Learning Center. Our 
Learning Center regularly schedules classes in: 

-1ntro to Airbrush 
-Airbrush I1 
-T-shirt Workshop 
-Cake Decorating 
-Facial Cosmetics 
-Fingernail Art (Taught nationwide) 

Our service department specializes in airbrush and 
compressor repairs. 

1 The next time you're in the L.A. area, stop by and see 
our beautiful showroom and check out our low prices. If 
you can't, send $2.00 for our new fall catalog and receive 

I $1 0 worth of FREE airbrush colors. Education is our 
answer. We listened and learned from our customers. 

Fran.k Monnig 1.N.AA 
GENERAL MANAGER - PACIFIC AIRBRUSH 

u 

Y 
LIZ PALM 

EXPORT SALES 
DEBRA EKSTRAND 

RETAIL SALES 

HEADQUARTERS B SHOWROOMS 
440 S. ANAHEIM BLVD., ANAHEIM. CALIFORNIA 92805 

................................... In Calif. Call Collect (714) 758-1638 
.......................... - - Out of State, TOLL-FREE 1 800 423-0250 

3 ....... 
A ~ G I C  T@mcH @ NAIL ART COLORS 
530 S. ZEYN STREET, ANAHEIM, CA. 92805 (714) 772-5571 
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I JAPANiSE AIRBRUSH 

I BOOKS 

I THE ARTISTS' GUIDE I 

By Robert a Psrsky 
The ArNsts' G U M  to Q&b.rtnd &laving a S u c d u l  

mtWtm-~. Among the topics are cpntacting galleries am 
I 

faxhi* spaces, buttgmg, mtmcls, publidty 
mntpegns, revlews, p o s t - e x h i i  strategy and ta 



 he asqulre man, 
Forervord by Kurt Von 
tn 1940, an unknown 
into the o f f w  of Esq 
the name Varga, and 
nexl dscade, Varpe's 
became the sensationally popular embodiments d an 
Armman ideal. In recent years, Varga's original paint*, 
vintage r e p d w n ~ ,  and lindf&-edition graph@ hawe 
beer-hghly sou@ after by collecton. 

V a m  is the f i  book of all the artist's vvork from 1940 
to tG?: ind2ing not only Esquire's famous 
g a t e f w  but also Varga's calendars, pla 
other all. All the f f lus t rm are sup&& 
color. Kull V o n m s  uniquely appealing 
makethii bodcbothan idea lg~f tHemanda~&& 

The Art af Patilck Nagsl 
Foreuord by Elsna G. Millie 
A l q ,  soph~sbted, sensual, and utterty CI 

Patrick Nagel's paintings and qaphics are the 
quintessent~al images of women for the 60's. 

In the decade between his sensahonal 1974 Playboy 
debut and his untimelv death in 1984. Naael aeated an 

i aXry work that has twen'Hw#y co~iected by 
numbering in the ndlona. 

t ISAOEC: The Alt of iWl& Wgaf has sold over 
1 12!i,000 copces m ~ts  ongtnal hardcover Man, whch is stM 
-8dkble. With its p a p e m  p u b W n ,  rt bmmes the 
most inexpensive high-qua4ity mllection of Nagel's wOrk 
available. - - -- - 
lb paperback &%on r e p d w a  tha exact mtents of 1 the hardcover wigin&, Nlck#ling the more than 100 M-color 

$&es two fuUcdor foklMs, a superb mbute to Nagel's 
uniquc9 wlbtty by Em We (cwator of the poster 
M I W ~  at the Library i@ Congress), and memMies of r 
artist by those who %mv hun. 
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! THE GRAPHIC 
DESIGNER'S HANDBOC 

The reference manual for all designers- 
complete with four-color tint charts 
BY Allstalr Campbell 
The Graphic ~e6gner's Handbook is the essential one- - volume reference for designers at any level of experience 
Packed with pract~cal information, thcs bodc explacns every 
aspect of design, from basic princcples through fcnal 
productton Whether you re a seasoned profesmnal or 
enthusiastic amateur, you I1 find yourself referrmi to 'fhe 
Graphic Designer's Handbook again and again for such . . 

vital toprcs as des~gn procedures, commissioning, designing 
for print, illustration. ohotoclraohv desian materb2'= --,+ ,a,* mtl" 

equipment, type and typesetting repro&chon, and printing 
In addition, an extenswe glossary defrnes every design and 
printing term in current use With a clear, concise text and 
lavishly rnformative illustratnns, The Graphic Designers 
Handbook is as indispensable as a depth scale or pencll 
sharpener for anyone who wants to succeed In th~c Pxart~nn 

A Complete Manual lor the Airbrush Artlst- 
Equipment, Maintenance. Materlale. 
By Ftwl Detl and Andy Charles 
Here is the essential refere 
ttrtlst8. Packed w~th current 
Artist's  book includes 
major a&whes on the market, and a um@y&& &i& 
to mruntenance and reparr :* Q.r-,- 

S&Ons on accessories cind techniques offer a concise 
overview af the effects that can be obtained w& an 
atfbnrsh, and provide a useful, cost-effect~e guide to 

I mixing and matching the w& range of equipment availabl 
Useful te&cal specificabons, troubieshoobng charts, and 

a list of s d e r s  and manufacturers make The Acionrsh - - - - - - - - - 
Artist's &&book the essekal referem 
wofessional. 
160 pp.: 5" x 9'. 
The Airbrush ArUst's Hand 
Hafdcovw $14.95 #BKlIA 
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FILM? 
Both Sides of 

the Real 
Untold Story 

E 
leven years ago, when I made 
a career change from engi- 
neering to freelance com- 
mercial art, I was faced with 
more problems than how to 
keep the bills paid. In order 

to succeed in my mid-life career course 
correction, I had to find a way to trans- 
fer the complex technical line drawings 
I like to do from vellum or drafting film 
to a surface suitable for airbrushing. I 
found that tran~fer by carbon or photo 
emulsion to illustration board just didn't 
produce the results I was looking for. 
Painting on a photo print of my line work, 
which is the most accepted method, just 
didn't do it either, as the surface was 
too unforgiving for my beginning efforts. 

This led me to try film positives, which 
are made from litho negatives, just like 
prints, but with the positive line image 
exposed on a second sheet of film instead 
of on photographic paper. That proved 
to be the answer for my limited abilities, 
and as I gained confidence and my skills 
began to grow, I kept finding more and 
more reasons to stay with the film instead 
of moving on to more conventional 
methods. 

In the majority of my paintings I use 
a line base; that is to say, some of the 
lines in my original drawing remain 
visible in the finished illustration. Using 
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a film positive, it is possible, in effect, 
to paint underneath the line by working 
on the back side of the film. While this 
means working backwards, it also allows 
for a more rapid buildup of shapes and 
contours, with the darks going in first 
and lighter tones being added over them. 
When the film is turned over, the gain 
in both contrast and color brilliance is 
dramatic, but the advantages don't stop 
there. This contrast gain can also be used 
to add realism by painting surfaces that 
are soft or matte, such as cloth, on the 
viewing side of the film and surfaces 
that are shiny, such as polished metal, 
on the reverse side. 

The most forgiving aspect of working 
on film is that an area that doesn't work 
out can be simply refrisketed, washed 
off, and sprayed again, avoiding the pasty 
look that sometimes results from having 
to opaque out an area and paint over it 
on board. The same thing applies to 
shadowing and highlighting. By apply- 
ing these effects to the viewing side of 
the film over areas that have been com- 
pleted on the back, anything that doesn't 
work can be washed off, leaving the 
hours of painting underneath undisturbed. 

The thing that imparts these wonder- 
ful properties to litho film is the micro- 
porosity of its photographic emulsion, 
which gives the paint something to stick 

to without adding any perceptible grain. 
That's why paint sprayed on normal 
acetate simply wipes off after it dries, 
while the same paint sprayed on litho 
film bonds so well it can even be worked 
with an eraser. 

Nothing, however, is completely 
trouble free, and the big problem with 
film positives is having them made clean 
enough and colorless enough to make a 
suitable canvas. The difficulty here is 
that this stuff was never intended to be 
an art material; and as it is used in repro- 
duction work, processor mars, scratches, 
and slight differences in tone or discol- 
oration don't mean a thing. When I first 
started developing my technique, I was 
lucky, although I didn't realize it at the 
time, and stumbled across a source that 
did everything about right. This was a 
small offset printer who soon proved 
unreliable, so I tried a large color separ- 
ator and was shocked when I got back 
a beautiful film positive that was a lovely 
shade of pale green. This was perfectly 
acceptable to the separator's standards, 
so it had to be paid for, even though it 
was completely useless. As it turned out, 
most manufacturers' films have a slightly 
color-tinted base, and of all the ones I 
have tried, only Agfa is close to neutral. 

The otherwise unusual requirements 
for a paintable film positive also extend 



FRONT 

This car cutaway clearly illustrates the difference in effect between the back and front sides of a painted fllm posltlve. The subject of 
this painting is an accurate re-creat~on of the 1929 Auburn Cabin Speedster show car. The only original example was destroyed in a 
disastrous fire that completely burned down the 1929 Los Angeles Auto Show. Dr. Peter Kessling of La Polnte, Indiana, commissioned 
the painting and had thls re-creat~on butlt using orlgrnal Auburn parts wherever possible 

Whereas the majority of my clients are major advertising agencies, manufacturers, and magazines, my classic cars are done 
primarily as technical fine art for collectors. This is the first time that the reverse slde of one of my paintings has been reproduced, and 
it is very revealing even to me--truly the real untold story of both sides of the film! 
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into the darkroom, and it is extremely 
important to explain to anyone making 
the film for this purpose how it is to be 
used. Usable film positives can be pro- 
duced by most printers and color separ- 
ators, but the best sources are generally 
blueprinters with camera departments. 

It usually takes some time and more 
than a little patience to familiarize a 
source with what is required to make a 
good paintable piece of film. The film 
must be exposed properly so that no 
background tone remains and must be 
fully processed, but it can be underde- 
veloped, which will produce a gray rather 

PHOTO BY NEIL 8. NlSSlNG 

than black line. The chemicals must be 
very fresh, which didn't take long for 
me to realize after I started using this 
technique. I noticed that film positives 
made by my local blueprinter late in the 
week were yellowish, while those made 
on Monday were completely clear. A talk 
with the production manager revealed that 
new batches of chemicals were mixed 
every Monday morning and replenished 
to prolong their life until Friday night, 
when they were dumped. My coopera- 
tive source now always makes sure that 
my positives are processed in reasona- 
bly fresh chemicals, and the "Friday 

'ir,  
A": 

The new 'Airbrush Spray-Away' ~2 
uletly and efficiently eliminates ;. 

&e problem of airbrush overspray $ 

in your studio. 
Uslng a well proven system of 
suct~on fans drawme overspra 
through a serles of Intake a n 2  
charcoal f~lters, the 'A~rbrush' 
Spray-Away' absorbs all types of 
colour from water based ~nks 
and dyes to sp~r~t and cellulose 
based pa~nts. 
Clear erspex deflectors, cou led 
w ~ t h  t i e  small dimens~ons orthe 
mach~ne allow maxlmum 11 ht 
onto your worksurface, whfst @ taklng up l~ttle actual workspace. 
Both Intake and charcoal fllters 
are s~mple and lnexpenslve to 
replace. The machlne IS suppl~ed 
w ~ t h  a full one year guarantee. 

When the Jilm is turned 
over, the gain in both 
contrast and color 
brilliance is dramatic, 
but the advantages don't 
stop there. 

yellows" are gone for good. 
It is important to realize that even the 

cleanest film will have a slight tint, but 
this should be noticeable only on the 
edges, where it contrasts with the sur- 
face the film is mounted on. A good film 
positive appears about 2 to 3 percent gray 

It is also important which side of the 
film positive the emulsion is on. To avoid 
scratching the lines when cutting frisket 
and to allow highlights and edges to be 
easily scraped, the emulsion and there- 
fore the lines should always be on the 
side opposite from most of the painting. 
In fact, frisket cutting is a lot less per- 
ilous on film than on other surfaces; 
because it is typically only about .003 
inch (3 mils) thick, it is much harder 
and more resistant to cutting through. 
The same areas can be frisketed and cut 
many times without any danger, ever 

continued on page 82 
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WINNERS 
s 

T 
his year's Annual Airbrush ~kcellence 
Competition was such a hit that we 
decided to dedicate this issue to the 
winners. 

Robert Paschal, Louis Grubb, Rob- 
ert Anderson, Cliff Stieglitz, and Stan- 

islaw Fernandes, judges for the competition, told 
us how they viewed the entries and what they looked 
for in the winners. 

Each entry was viewed by the judges at least 
three times-first, to get a sense of the whole pop- 
ulation of entrants; second, to begin judging each 
entry against the competition in its category; and 
third, to come to a consensus on the winning entries. 

When we asked the judges to tell us what prob- 
lems they encountered in choosing the winners, they 
spoke of inappropriate category choices by the 
entrants and the presentation of some of the entries. 
According to Fernandes, "About eighty percent of 
the people who entered the fine arts category should 
have entered illustration." 

Robert Anderson gave an indication of what the 
judges looked for in the fine arts category: "People 
in the fine arts area should look for a combination 
of techniques, not a hundred percent airbrush. An 
idea that is well conceived and well designed should 

WINNERSf PROFILES 
BY HARVEY COHEN & 
RUSS TITSCH 

also include a combination of 
techniques such as painting, 
drawing, and texture. .Airbrush by 
nature creates tight images that 
give a more commercial appear- 

- ance. In the fine arts category, I 
look for a more expressionistic, looser feel. ' ' Stan- 
islaw Fernandes agreed. "Most of what we saw in 
the fine arts category was, in subject matter and 
execution, really editorial illustrati,on. ' ' 

If there was one common theme that the judges 
shared, it was the quality of presentation for entries. 
In all cases the winners in each category took great 
care in how they presented their work and how they 
chose the category in which their work would be 
judged. 

When we asked the judges what advice they would 
give to entrants for the next competition, there was 
complete consensus. 

Choose your best work and place it in the,cor- 
rect category. Don't try to be something you are 
not. 

Take care with your presentation. Presentation 
of a piece is probably the most important factor 
after concept and technical quality. 

Make sure that nothing in your slide or pho- 
tograph detracts from your work, block out any 
extraneous background, and make sure that the 
lighting and color are the best you can get. 

It's one thing to copy someone else's style to 
learn, but never try to make someone else's style 
your own-you can't. 
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A t the ripe old age of 
23, airbrush artist 
Cass Fuller has 
already carved out 

quite a niche for himself 
among the textile and T-shirt 
painters of the Florida coast. 
"My craft has really come 
into its own during my years 
here in Fort Walton Beach," 
says this year's first-place 
winner in the Airbrush 
Excellence Competition T- 
shirt and textile category. "I 
think I've established a real 
solid reputation for myself as 
an artist with a flair for style 
and color who also pays close 
attention to detail." 

Fuller, who was born and 
raised in Huntsville, Ala- 
bama, was first introduced to 
the airbrush nine years ago. 
He recalls, "I was your typ- 
ical teenager who liked to 
fiddle around with things like 
model airplanes. I took a trip 
down to Fort Walton Beach 
and became fascinated with 
this guy who was airbrushing 
T-shirts on the boardwalk. He 
seemed like he was in his own 
little world, yet everyone who 
passed by his easel was 
immediately drawn into what 
he was doing. The next 
Christmas I received an air- 
brush as a present. I basically 
learned by trial and error and 
by paying close attention to 
the community of artists I had 
30 AIRBRUSH CTION/NOV-DEC 1987 

come to know and respect on 
the beach. " 

Initially, Fuller's attraction 
to the airbrush rested in its 
ability to create "electrify- 
ing" images. Balancing that 
dynamic with an appreciation 
for the "artistic form," 
brought bn by his mother, a 
successful watercolor artist, 
allows Fuller to express his 
creative energies on multiple 
levels. "A lot of my inspi- 
rations come from the fine 
detail work of Japanese art- 
ists, who pay such close 
attention to form in their 
watercolors, sketches, and 

drawings. By tying in a lot of 
color, I'm able to create a 
spatial effect that gives the 
appearance of being huge." 

In Fuller's award-winning 
August Heat, he has created 
an oversized vision of a 
woman's face looking over 
the top of her sunglasses into 
the vast expanse of the sky. 
"The concept comes from 
looking through a lot of 
magazines," says Fuller. 
"I've always had a fondness 
for girls, especially their 
faces. August Heat uses some 
basic techniques with a little 
special effect thrown in for 

"Untitled"; textile paint on cotton T-shirt; 1987 

impact's sake. " 
Drawing heavily on the art 

concepts set forth by Michel- 
angelo, Fuller is interested in 
the psychological effects of 
light, space,and color. "I try 
to adhere to the one-thirdltwo- 
thirds principles of lightldark 
space," says the artist. "Of 
course, most of the people that 
I've worked with say that my 
work is a lot brighter than 
anything else they've 
seen."Fuller tries to remain 
excited about his craft by 
evolving new ideas. He has 
designs on creating a line of 



signature airbrushed bathing 
suits, as well as workout wear. 
"There are a lot of untapped 
markets out there," he 
asserts. "The trick is com- 
bining the art with a good 
sense for marketing and 
design. I think the airbrush 
has transcended any fad labels 
that it may have once had. 
Because of the ability of 
today's artists to change with 
the times, I believe the air- 
brush is here to stay." 

On a seasonal scale, Fuller, 
too, must change with the 
times. Currently he divides 

his time between Florida, 
Texas, and other resort areas 
in a never-ending effort to stay 
on top of today's trends. He 
remembers, "When fluores- 
cents hit, you had to be on 
top of things in order to make 
any money. Today, anything 
oversized works well for me. 
I recently completed some 
new designs that I think com- 
pare favorably with anything 
I've done in my career." 

Fuller is certain that the 
limited edition work he is 
currently creating is finding 
its way into the hands (and 

"August Heat"; textile paint on cotton T-shirt; 1987 

onto the bodies) of customers out anymore without people 
who cherish "one of a kinds." stopping me and asking me 
"A lot of people's primary where I got a specific shirt or 
concern is to be an individ- could I make one just like it 
ual. Along those lines, I am for them. It's kind of a nuis- 
happy to spend four or five ance, but at the same time it's 
hours on one design. I get a pretty flattering." 
lot of personal satisfaction out On the subject of recogni- 
of completing an original, " tion, Fuller recounts an inci- 
Fuller says. dent that occurred this past 

The down side to success, summer at an art show in 
of course, is the constant Huntsville, Alabama. "I put 
notoriety which Fuller off entering until the last 
receives when he is seen minute and finally,after a lot 
around town wearing one of of prodding from my mother, 
his "originals." "It's gotten came up with a rather unique 
to the point where I can't go continued on page 60 
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'I-CI IIu/r EXTILE: 
RICHARD RUBY, 
SECOND PLACE 

"I suppose you for the California-based hor- tors need to embrace these satisfaction from his work 
could classify my ticultural magazine Telejora challenges. " and, in particular, any noto- 
style as 'hyper and pen-and-ink illustration Ruby is currently in the riety he may receive from 
realism," ' says for Monthly Detroit, FTD process of experimenting with garnering second place hon- 

this year's second-place win- Magazine, and Metropolitan different ideas and concepts ors in this year's Airbrush 
ner in the T-shirtltextile cate- Detroit. In 1985 and 1986, himself, including futuristic Action competition. He hopes 
gory, Michigan native Richard Ruby's canvas work was fea- renderings and art nouveau. that DonnalPorsche will lead 
Ruby. "I am a detail-orb tured at Royal Oak's presti- "I sometimes think I enjoy to future assignments, espe- 
ented artist. In fact, one of gious Cade Gallery, and the process more than the fin- cially in the Detroit market, 
my primary attractions to the Detroit's well-known Michi- ished product," he says. "I where he says "it's really hard 
airbrush has always been its gan Gallery. love the conceptualization and to get artistic exposure. " 
ability to create depth of field . An extensive traveler, Ruby the thought that goes into the "I believe in taking risks 
on flat surfaces. I've always is constantly on the lookout creative process. Once your regardless of the odds," says 
been fascinated with trying for new style innovations and illustration is hanging or Ruby. "As an artist, I am just 
to achieve three-dimensional ways to expand his "creative published, it's almost a let- beginning to fulfill my 
images. I try to create the vocabulary. " Since 1979 he down." Ruby continues to get potential. " H 
illusion that you can touch the has chronicled much of his 

.own work in a sketch diary. art." 
Ruby's beginnings as an "The diary is a tremendous 

airbrush artist took place in source of discovery for me," 
the flea markets and trade he explains. "It's also a 
centers of Detroit, where he wonderful marker in time, 
worked primarily on T-shirts. helping me see the evolution 
"I really began to refine my of my art." 
craft there," he recalls. "By Ruby believes that today's 
1979 I had already made the airbrush art has transcended 
decision to strike out on my the labels of fad or trend. "In 
own and enter the competi- certain circles the airbrush is 
tive freelance indus- stillidentifiedwiththecoastal 
try. "Inspired by the airbrush tourist traps, " he suggests, 
artists of the 1960s, includ- "but I hear more and more 
ing Ed "Big Daddy" Roth, people referring to the air- . 
Ruby soon found himself brush as it appears on the 
working for The Mouse covers of magazines such as 
House, a successful T-shirt Time, Newsweek, and Omni. 
shop, as a freelance artist. It This is where I'd like to go 
was there that he got to meet with the airbrush, into more 
Stanley Mouse, the airbrush fine art realms, maybe even 
genius responsible for illus- getting in on the gallery level. 
trating album covers for the The challenge facing today's 
noted bands Journey and the airbrush artist is to remain 
Grateful Dead. competitive in a rapidly 

Drawing on these and other evolving marketplace. Just 
experiences, Roth began to look at the advent of com- 
establish a reputation as a puter graphics, for example; 
polished and versatile air- instead of running away from 
brush artist. Commercial jobs . technology, I believe that 
included pencil illustrations today's professional illustra- 
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W h i m s i c a 1 modem'-an updated ver- 
r e a l i s m sion of streamlined art deco. " 
best de- Lackow believes that the 
scribesmy piece serves as a tribute to 

style," says 34-year-old New the greatness that used to be 
York artist and first-place associated with New York 
winner in this year's com- City's streets and skyscra- 
mercial art category Andy pers. "During the '30s there 
Lackow. Born in Riverdale, were higher ideals and purer 
New York, and educated at sensibilities. One look at the 
the Rhode Island School of architecture of the time tells 
Design and New York's you that the visionaries of 
School of Visual Arts, Lac- yesterday had only the high- 
kow is identified as one of the est regard for the aesthetic," 
premier airbrush illustrators asserts Lackow. 
on today's commercial scene. Even at the outset of his 

Motivation for the award- commercial art career, Lac- 
winning Retro-Relaxation #2 kow drew considerable inspi- 
came as a direct result of the ration from eras gone by. He 
artist's in-depth study of the recalls, "My first experience 
1950s. In this piece Lackow with the airbrush came in 
delves not only into the era's college, when my roommate 
soul but also into the icons of unpacked an ancient air- 
its history, yielding an under- brush. At first I resisted, but 
lying respect for the "indus- soon I found myself looking 
trial strength of the epoch." seriously at the art. What I 
In addition to looking at the saw was the expressionism of 
era's imagery, Lackow the true giants of the first 
researched the abstract generation of the airbrush- 
expressionism of many of the the Charlie Whites and the 
greatest musicians, artists, and Dave Willardsons. These guys 
designers of the 1950s. were whimsical realists as 

Currently, Lackow is cast- well, carrying through the pop 
ing his artistic eye in the art of the '60s to more com- 
direction of the 1930s, pay- mercial iconographies. " 
ing homage to the 1939 New Lackow is of the belief that 
York World's Fair, in a pro- the "fine artists" of today are 
motional piece slated for the commercial artists. "In the 
1988 Blackbook. "It's a real United States, the premier 
extravaganza piece," says the patron of the arts is the cor- 
artist. "I think the basic term poration," he suggests. "I 
to sum it up is 'streamlined believe that if there were a 
34 AIRBRUSH ACTION/NOV-DEC 1987 

Michelangelo among us, he 
wouldn't be painting 
ceilings. " 

Lackow's impressive list 
of clients includes Atari, 
Subaru, IBM, Wendy's, Ral- 
ston-Purina, Anheuser-Busch, 
and Polaroid, as well as some 
of the country's leading 

entertainment and pharma- 
ceutical companies. Lack- 
ow's work has been featured 
on the cover of such notable 
publications as Newsweek, 
Heavy  M e t a l ,  New York 
Magazine, National Lam- 
poon, and The Airbrush Book. 

And while the commercial 

"You may ask yourself is my family safe?"; 8 x 11"; souache on board; 1986 



work continues to be his 
"bread and butter," Lackow 
finds himself challenged to go 
"back to the future." "I am 
finding a considerable degree 
of solace in the art forms of 
the '30s," he says. "I think 
I'll stay in this mode for a 
while. The '50s motif was 
satisfying until everyone 
starting doing geometric let- 
tering and Peewee Herman. 
The '30s seem pure in com- 
parison. Unfortunately, I don't 
see a whole lot of stylistic 
innovation being created dur- 
ing the '80s. People don't 
seem to have that long-term 
optimism anymore. Instead, 

as the century and the millen- 
nium come to a close, they're 
trying to scoop up the last 
vestiges of remaining beauty 
left behind by our parents and 
grandparents' generations. " 
Technical File 
Airbrush: "I use a variety 
of double-action airbrushes 
for mid-size and large 
coverage. " 
Paint: I've had a lot of suc- 
cess with gouache. 
Su$aces: Illustration board. 
Stencils: "1 use tons of ace- 
tate for cutting shields and 
masks. " 
Compressor: "I use a silent 
compressor. " 

"Retro-Relaxat~on #2", 19" x 2 0 ,  gouache on board, 1986 

Work schedule: "I try to start unique logo. It's a very styl- 
early, and if I get a couple of ized lettering that has helped 
really good hours in before to establish my identity. My 
lunch, I'm really happy. Bas- primary resource for the 
ically, I work all day, taking 'script and block' lettering 
time out for meals and my came from the old neon signs 
girlfriend. " you saw at coffee shops and 
Business aspects: "My gal- the tilted rectangles that pro- 
lery is the promotional pieces vided the backdrop for motel 
that appear in the Blackbook. signage." 
It is a very personal state- Advice to novices: "Even if 
ment, and it is seen by every- you plan to delve into the 
one in the business. I've been world of commercial illustra- 
real fortunate to be featured tion, you should continue to 
in the '88 Artists' Market, as do work for yourself. Not only 
well as the upcoming '89 will this enhance your 
edition." professional style, but it will 
Special effects: "My most continually foster the magic 
special effect is my visually from within. " 
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WINNERS a 

1 J 
S 

J 
eny Lofaro, a 28-year- 
old commercial artist 
from Long Island, New 
York, is the mastermind 

behind this year's second- 
place winning commercial 
illustration, Life is Else- 
where. The illustration was 
designed as a book cover for 
the Milan Kundera book of 
the same title. "I affection- 
ately refer to this piece as the 
'doggie in the window, "' says 
Lofaro. The novel's plot 
revolves around the life of a .- - . 

young poet. As a boy, he is 
preoccupied with drawing 
people with dogs' heads; as 
he gets older, the fascination 
turns toward the female form. 
"In the illustration I tried to 
convey a sense of longing or 
searching for love and the 
meaning of life," Lofaro 
explains. 

Educated at the State Uni- 
versity of New YorkINew 
Paltz in the fine arts, with 
years of follow-up training at 
the Arts Student League, 
Lofaro is a self-proclaimed 
"realist with a fantasy fla- 
voring." He says, "Most 
people immediately equate my 
style with Salvador Dali." 
Though Lofaro denies any 
conscious influence, he admits 
that Dali's work must have 
affected him "on some level" 

The constant thread that ties 
Lofaro's body of work 
together is his reverence for 
nature. Inspired by the Ren- 
aissance and Baroque styl- 
ists, Lofaro is intrigued by 
landscapes and the "soli- 
tary" image. In a piece that 
appeared in American Show- 
case, titled The Element 

Symphony, the association is 
obvious: A solitary maestro 
is conducting an orchestra of 
thunderstorms in the distance. 

Lofaro's success in the 
world of commercial illustra- 
tion has come mainly in the 
publishing field, particularly 
with New York-based client 
VikingIPenguin Inc. "I con- 
sider myself fortunate in this 
regard. I used to go around 
on foot with my portfolio in 
hand, and all I had left to 
show for mv troubles was a 
pocketful o i  nice 'will call' 
notes, " Lofaro recalls. 
"When I finally got con- 
nected with an agent, a lot of 
those same doors that were 
closed for me as a self-rep- 
resented individual artist 
opened, as if by magic." 

Lofaro believes that a good 
agent has an intuitive sense 
of what the artist's interests 
and strengths are. "On a large 
scale, an agent acts as the 
artist's eyes and ears," he 
suggests. "The more con- 
tacts and connections the 
agent has, the more oppor- 
tunities exist for the artist to 
[reach] new markets. " 

Aside from his commer- 
cial work, Lofaro has been 
evolving a style for his per- 
sonal work that he believes 
"packs a bigger punch." The 
work, done almost exclu- 
sively with the airbrush, uses 
broader, larger surfaces and 
yields a simpler "feel." 
Along these lines, Lofaro 
considers himself "a fine art- 
ist who makes money com-, 
mercially. In reality, the 
thinking that goes into the 
work is the same as a fine art- 

ist, only with a slightly dif- 
ferent slant. " 

Lofaro believes that a dou- 
ble-page advertisement he 
took out in the 1987 Ameri- 
can Showcase will be a cru- 
cial "transitional tool" in his 
burgeoning career. "I still 
consider myself at a young 
place in my artistic career. An 
investment of this magnitude 
might be overwhelming for 
people who don't yet have 
both feet firmly planted in the 

world of commercial illustra- 
tion, but for me, I think it 
will pay off tremendously. 

"I could see myself doing 
very well with illustration. 
However, I want to keep 
developing my own personal 
work as well, perhaps evolv- 
ing into the gallery realm. For 
now, a healthy balance 
between the two keeps me on 
the edge, and I find this an 
incredibly stimulating and 
exciting place to be." 
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WINNERS 
1 

y father 
was in the 
service. I 
drew army 

guys, I drew race cars. I drew 
a lot. Teachers in school used 
to give me their discarded test 
papers and I'd draw on the 
back of them." 

Allan Rodewald spent his 
first 21 years in Ottawa Lake, 
Michigan (near Toledo, Ohio). 
Apparently, he couldn't have 
been blessed with better par- 
ents. "Both my parents have 
art skills, though neither one 
of them actually followed 
through with it. Beginning 
when I was about seven, they 
set me up with private lessons. 

"My mother attended art 
classes with me and took them 
on her own as well. I went to 
private lessons all the way 
through high school. " 

Now 30 years old, Rode- 
wald lives in Houston, Texas. 
For the past five years he's 
been running his own busi- 
nesses. He does fine art as 
Allan Rodewald and com- 
mercial design (aided by two 
employees) as Commercial 
Expressive Designs. 

Houston and Ottawa Lake 
aren't exactly in the same 
county, and Rodewald recalls 
the path from there to there: 
"I received an art scholar- 
ship from Sienna Heights 
College, near Detroit. I went 
there for five years. In my 
senior year, I won the art 
department's award for indi- 
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vidual achievement. " 
The airbrush however, was 

not something Rodewald 
picked up at Sienna Heights, 
however. "I never did a sin- 
gle project in school that 
involved airbrushing," he 
recalls. Self-taught, Rode- 
wald learned the craft by 
painting vans for his friends 
during the summers between 
college years. "So I said to 
myself, 'I'm just going to 
keep on doing this when I 
graduate. ' 

I received a Bachelor of 
Fine Arts degree and an art 
certification for teaching at the 
high school level," he relates. 
"I have a big interest in 
teaching art, but not at the 
high school level. The teach- 
ing experience was good for 
me, though. The two guys 
here that work with me-I 
taught them. 

"After college, I had the 
opportunity to move to Ari- 
zona. I stayed for a year, but 
I didn't see any future there. 
I moved back to Michigan for 
a spell, and then down to 
Texas. I've been in Texas 
since 1982. My folks were 
always behind me. They 
helped me get started here." 

In the course of getting 
started, Rodewald ran head 
on into the timeless, split 
between a need to make a liv- 
ing and a love for fine art: "I 
always thought of myself as 
having my own business. But 
with a fine arts degree, it's 

7 

really not one of those degrees 
where you go out and look in 
the classifieds and find 'Art- 
ist Wanted.' It's not like a 
commercial arts degree, or art 
advertising. It taught me to 
be a good painter and to learn 
about Vincent Van Gogh, but 
it doesn't really teach you that 
much about going out and 
making a living. 

"Being more of an artist 
than a businessperson, I 
started out at a very slow roll. 
One job just kind of led to 
another. Then things snow- 
balled. The van painting 
market pretty much died out. 
In the meantime though, I 

lot of guys do it. People from 
Dallas or San Antonio or 
Louisiana come in, and they 
want  something special  
done. " 

"Something special" is 
exactly what Rodewald cre- 
ated to win the Airbrush 
Excellence Competition in the 
automobile category. The  
winning entry, Sin II ,  is a 
brilliantly worked design that 
he applied to his own 1981 
Harley Davidson motorcycle. 

Why his own motorcycle? 
Again, and right out front, 
Rodewald notices the diffi- 
cult relationship that exists 
between commerce and art: 

picked up a lot of pinstriping; "It's hard for me to put all 
I developed a lettering skill, my talent into the hood of a 
and I do a lot of commercial race car. [Commercial cus- 
vans now. tomers] usually don't have the 

"And I still get calls to do money to pay what it's worth 
the airbrushing work. Not a continued on page 60 
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"T he whole aes- 
thetic of surre- 
alism fas- 
cinates me," 

says 40-year-old Iowa artist/ 
professor Dennis Bayuzick. 
"My orientation as a painter 
is firmly rooted in the per- 
ennial artistic philosophies of 
symbolism and surrealism. " 
With this thought in mind, it 
seems only fitting that Bayu- 
zick's painting, Nocturnal 
Garden, prompted by dream 
imagery and the "under- 
world," garnered first place 
honors in this year's fine art 
category. 

"Nocturnal Garden was 
inspired by vivid dreams about 
my ex-wife, who is an avid 
gardener," recalls Bayuzick. 
"The painting's imagery 
focuses on the subterranean, 
the underground. On a pri- 
mitive level, the imagery is 
derived from dreams of fer- 
tility and earthliness." 

The workings of the con- 
scious and the subconscious 
are a central component in 
Bayuzick's artistic imagina- 
tion. He says, "For over 
twenty years I have main- 
tained an illustrated dream 
journal, and it has served as 
the prime source of my 
evolving enigmatic reper- 
toire of visual symbolism. " 

Born in Pittsburgh, Penn- 
sylvania, Bayuzick received 
a B.S. in art and a Masters 
of Art Education from Edin- 
boro State College, Edin- 
boro, Pennsylvania. In 1975 
Bayuzick was awarded an 
M.F.A. in painting from the 
Ohio University School of 
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mAm 
DENNIS BAY UZICK, 
FIRST PLACE 

Art, Athens, Ohio. He con- 
tinued his education at Ohio 
University until 1977, pur- 
suing a doctoral degree in 
comparative arts studies. 

Bayuzick is currently an 
associate professor of art at 
the University of Wisconsin/ 
Parkside in Kenosha, where 
he teaches courses in aes- 
thetics, art philosophy, art 
criticism and painting and 

drawing. "I like the mix or 
the practical and the concep- 
tual in my teaching," he says 
"In its most primordial sense, 
we study how the mind inter- 
acts with the tangible." 

Both as a professor and as 
a fine artist, Bayuzick is con- 
stantly striving to depict the 
import of dreams as sources 
of imagery: "I have a predi- 
lection for the introspective, 

contemplative view of real- 
ity, and I conceive of exist- 
ence  as  a multi leveled 
experience allowing for var- 
ious states of awareness-con- 
scious, unconscious; internal, 
external; and so on. From 
such a perspective, I have 
developed over the years a 
complex repertoire of enig- 
matic visual symbols in my 
work, stimulated by dreams, 

"Resurrection of JoJo"; 2 4  x 2 4 ;  acwlic on board; 1983 



"Nocturnal Gorden"; 24" x 24"; acrylic on illustration board; 1986 

fantasies, and imagination, as 
well as actual perception. 
Altogether, they comprise a 
kind of personal mythology 
of recurrent symbolic 
motifs. " 

Central to Bayuzick's 
dream vision is a fascination 
with the volcano. In a pub- 
lication entitled Volcano 
News, he writes, "For me, 
the volcano is a kind of emo- 
tionally charged archetypal 
symbol that can embody 
multiple associations, both 
positive and negative, in its 

artistic representation. In our 
collective imaginations its 
capacity for tragic destruc- 
tion is both dreadful and 
mysterious, and its potential 
for unpredictable physical 
transformation haunts us. By 
analogy, the volcano has 
become for me a symbol of 
unpredictable yet possibly 
profound psychological 
transformation. ' ' 

Accordingly, Bayuzick has 
painted pieces with such titles 
as Volcano Still Life 
("inspired by a vivid dream 

of a volcano erupting in mul- 
ticolored splendor on a seem- 
ingly familiar yet oddly 
improbable table top"), 
Descent (' 'symbolizing the 
inevitable negative tenden- 
cies of one's shadow self, 
which should not be repressed 
but must be consciously 
resolved, lest the seeming 
dormant forces explode with 
unpredictable intensity"), and 
Self-Portrait with Volcano 
and Cat ("I am depicted in a 
more harmonious relation- 
ship with its dominant pres- 

ence, aware of and responsive 
to its highly charged seduc- 
tive morphology"). 

Bayuzick's attraction to 
emotionally charged image 
motifs reappear throughout his 
body of work. Besides the 
volcano, viewers are treated 
to pneumatic humanoids, 
melting crosses, rubbery fish, 
and obscuring walls, all 
articulated quite artificially in 
a stagelike setting and imply- 
ing an ongoing scenario by 
virtue of their improbable 

continued on page 60 
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WINNERS 

I t's no surprise that G. 
Byron Peck, who hails 
from several generations 
of Northern Virginia dairy 

farmers. finds comfort in the 
vast expanses of Washing- 
ton, D.C. 's urban land- 
scapes. After all, Peck, who 
plies his fine art trade on the 
walls of some of Washing- 
ton's trendier establish- 
ments, has always been a 
"visionary. " In fact, he 
asserts, "The nice thing about 
art is that it expands your 
horizons. " 

Recently, Peck has been 
expanding the horizons of 
Washington commuters-on- 
the-go, treating them to such 
mural eve-o~eners as Sti- 

nationally recognized Vorpal 
Gallery in New York City's 
SoHo, one of the handful of 
remaining street-level galler- 
ies in that high-rent district. 

By his own admission, 
Peck's winning entry, titled 
Anaconda, is a combination 
of neoclassical elements with 
a rougher "punk" treatment. 
Corinthian columns and 
draped canvases provide the 
backdrop for a half-clad 
woman in black. "A multi- 
tude of visual influxes go into 
one piece," says the 32-year- 
old artist. The end result is a 
piece with a subtle force, a 
visual impact that comes at 
you from within. 

Imagine the impact Peck 
d L 

letto, gracing the side of M achieves on 5' X 4' canvas; 
Street's City Cafe, as well as now multiply that forceful- 
the murals at Washington ness to get the effect of a 21' 
Harbour, the Bank, Cafe Med, x 45' Washington mural. "A 
the 9:30 Club, and Lafayette mural is an immense version 
Center, where he works in a of what your painting is about, 
basement utility-room-turned- and when you take it out of 
studio. the gallery and put it outside, 

Peck, who classifies his you force people to look at 
style as a grab-bag of treat- it. In galleries, people are in 
ments including neoclassical, a state of inattentiveness, " 
pop, and abstract illusion- Peck believes. 
ism, is not only a highly visi- Of late, Peck has parlayed 
ble mural painter but, as his mural work into interior 
evidenced by his second-place design activities. Upcoming 
finish in this year's Airbrush plans include the design and 
Excellence Competition, a airbrushing of the insides of 
polished and successful fine an exotic Caribbean-inspired 
artist as well. nightclub, as well as a com- 

Currently, a limited collec- missioned airbrushed dance 
tion of Peck's work is on dis- floor for a club with a "cities 
play at the prestigious of the world" theme. "I can 
Govinda Gallery in George- only hope they send me on 
town (which handles the likes location for inspiration's 
of Andy Warhol and Annie sake," says a wistful Peck. 
Leibowitz) and at the inter- A graduate of Virginia Com- 
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monwealth University in 
Richmond with a Bachelor of 
Fine Arts in painting and 
printmaking, Peck's early 
fascination with the airbrush 
was scoffed at by the "sec- 
ond- and third-generation 
abstract expressionists," who 
dominated the art schools of 
the early 1970s. 

Fortunately for Peck, his 
perseverance with the air- 
brush paid off. Drawing on 
the works of the great photo- 
realists, he was able to 
develop a successful style of 
his own and soon developed 
a commercial following. In 
addition to the galleries, Peck 
employs the services of two 

agents, one who specializes 
in commercial jobs and one 
who concentrates on finding 
interior design work. 

Murals. World-renowned 
galleries. What's next for this 
budding "renaissance man"? 
You're not going to believe 
this one: "Growing up a cou- 
ple of hours from Cape Hat- 
teras, my true love was 
surfing. I guess the more suc- 
cessful you become, the 
harder it is to get away. But 
my thirst for the surf and my 
yearning for the open spaces 
is incredible. " 

G. Byron Peck. With an 
eye toward the sky. 

"Anaconda"; 5' x 4'; acrylic on canvas, 1987 
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He recalls, "I knew a 
bunch of guys with race cars, 
and one of them asked me, 
'Hey, can you letter my race 
car?' I said, 'No, lettering is 
not what I normally do.' To 
that he replied, 'Aw, c'mon, 
you can do it. You used to do 
all that stuff in high school.' 

"So after a feverish four 
months of practice, I finally 
conjured up the courage to 
letter this guy's car. By the 
time I actually did it, I had 
become relatively proficient. 
I didn't look like a bumbler. 

"As fate would have it, a 

couple of the other guys were 
watching, and then they 
wanted their race cars let- 
tered as well. From there 
things started to snowball. 

"Now I'm still doing bas- 
ically the same thing, but I 
have appointments that are 
backed up eight weeks in 
advance. " 

In a particular way, Pelc- 
man's art is as new as the 
twentieth century and the 
American love affair with the 
car. In another way, he's fol- 
lowing a tradition thousands 
of years old. People have 

"Lettering & Stuff", Letter~ng enamel on van; 1987 

always taken pleasure in Thev iv idnes s , ac t i on ,  
adorning their modes of con- craft, and originality of Pelc- 
veyance, from circus wagons man's work is evident even 
to trains to sailing ships to at first glance. But what is it 
horses and elephants and that gives his designs that 
camels. extra magic? What makes 

"One time I was even them art, as distinct from 
flown out to Michigan to paint clever draftsmanship? With- 
a boat. I customize quite a out even being asked the 
few of the large offshore, question, Pelcman explains: 
unlimited Grand Prix racing "The idea is to use lettering 
boats. And cars, always that's not just lettering but to 
cars-race cars, quarter-mile transform it into graphic 
cars, drag cars, circle-track design. When people want 
cars, dirt-track cars. I've even something other than just 
done a few ambulances in my 'sign-shop lettering,' they call 
time. " me." 
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"I work at Six Flags on Plexiglas. The ink is "But with the bull hide, A & M didn't have." 
over Texas. We actually a screen-printing ink, you have to do all your cut- Both Ed and his wife 
have little stands ABS. It's closest to lacquer. ting first, realizing that you (whom he met at A & M) 
all over the park The difference with Plexiglas can hand hold the stencil for migrated to Cal Poly at San 

that sell various refresh- is that you don't have the some pieces, and other pieces Luis Obispo. He studied 
ments. I work in what's called benefit of using a clear fris- are going to have to be all graphic design; she contin- 
an in-house sign shop. Just ket. You have to use a mask- cut. There's no going back ued in computer science. He 
about every amusement park ing frisket. We call it 'bull and starting over, reapplying interrupted his education to 
has at least one. hide.' It's like a big roll of frisket or reapplying the pat- return to Texas (because of an 

"We were approached [by masking tape, with a backing tern, because there'd be no illness in his family) and has 
a sales representative] with the on it. Real thick and tough. way you'd ever be in regis- worked at Six Flags for the 
image of a Dole fruit juice You have to cut your image tration again. You have to do past six years. Now 29, Ed, 
pop package. The question out of that. I projected the it all at once and keep track his wife, and their two chil- 
was, "Could you make this label and made a paper pat- of all the little pieces." dren live in Arlington. 
label into a sign?" tern and then just carbon- Ed Armstrong's expertise "My brother's a graphic 

Ed Armstrong, second- paper-transferred that onto the is not basically self-taught. "I illustrator for (filmmaker) 
place winner in Airbrush bull hide. originally majored at Texas George Lucas. He's 'the art- 
Action's Airbrush Excellence "Once you start spraying, A & M in landscape archi- ist in the family,' " says Ed. 
sign category, answered that your overspray will start to tecture and environmental "I'm not a drawer. 1 can't 
question with a sure-handed hide your line work. If you design. I started wanting to really illustrate; I can't doo- 
"yes." He converted the label have an illustration board and get into graphic design, learn dle. But something like air- 
into a sign and improved on your overspray starts to do how to sketch or render a brushing, with a logical or 
the original design. that, you can peel the frisket blueprint to look appealing. sequential buildup of colors 

People not familiar with off and just put in new frisket I decided to change majors and tones, really comes 
technical artistry might guess and your line work still exists. to graphic design, which natural." 
that all Ed had to do was stick 
the original label into a com- 
puter or one of those newfan- 
gled cameras and the machine 
did all the work. That day 
may be coming-in some 
respects, it's already here- 
but that doesn't explain how 
the Dole frozen juice pop 
turned from a mouse into a 
giant. 

Ed explains the process: "I 
decided I was just going to 
apply the pop over the 
top . . . rather than having the 
whole sign be two-dimen- 
sional. That way I was able 
to make the popsicle stick out 
beyond the limits of the sign. 

"An outdoor sign can't be 
done on art board. We did it 
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T he art of photo re- 
touching is no longer 
an exercise in remov- 
ing the unseemly little 

blotch from a print of your 
great-grandmother's wed- 
ding picture. The advent of 
the airbrush, and more re- 
cent advances in computer 
graphics,  have converted 
the marriage between the 
photographer and the air- 
brush artist into a wizard's 
maze of technical  
magicianship. 

Ron Fleming, winner of the 
Airbrush Excellence Com- 
petition in the photo retouch- 
ing category, is a long time, 
hardcore professional. He runs 
Graphic Associates, his own 
design and illustration studio 
in Tulsa, Oklahoma. Since all 
four of his children have 
grown up and left the nest, 
he's able to devote as much 
time as he wants to his varied 
arts (and varied they are-he 
also won second place in our 
technical category). Now 50, 
he's been wielding the air- 
brush for the past 35 years. 

Fleming's award-winning 
Bigorange 24, is a composite 
photographlpainting of a ship. 
Fleming explains: "I had to 
make a composite from two 
photos." Since the client 
didn't have an acceptable 
photograph of the entire 
scene, "I had to add the 

backgroun-e water, trees, 
the works. " 

Like many other modern 
commercial and technical 
artists, Fleming is primarily 
self-taught. "I was always 
interested in art as a kid, and 
I always wanted to be a tech- 
nical illustrator. I started using 
the airbrush in a tenth-grade 
art class. The teacher didn't 
know what it was, really, and 
told me to go ahead and use 
it if I wanted." 

Fleming started airbrush- 
ing T-shirts when he was 16. 
Besides that one moment of 
art class serendipity, Fleming 
doesn't recall any teachers or 

classroom experiences that 
brought him along as an art- 
ist. His college training was 
not in art but in engineering, 
a discipline he credits as 
instrumental to much of the 
technical work he does now. 

Before starting Graphic 
Associates, Fleming credits a 
fr iend and experienced 
professional in the photo 
retouching and technical  
illustration for showing him 
the ropes in the 1950s. He's 
passed along much of his 
expertise over the years to 
others in his areas, many of 
whom, he quips, "are now in 
business competing against 

me." 
Fleming cal ls  Graphic 

Associates both a design stu- 
dio and an illustration studio. 
However,  he ' s  currently 
phasing out much of the 
design and going for more 
technical illustration work. 
"I'm moving the studio into 
my home, to concentrate 
strictly on illustration. " 

Fleming 's  making the 
change from his own need to 
grow: "I got to the point a 
few years ago where I thought 
I was getting into a rut. I 
needed to do something dif- 
ferent. So about three years 
ago I went looking for an 
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agent. I got one right off the 
bat. " 

The Bernstein-Andruilli 
agency in New York has been 
giving him all he can handle 
ever since. Revitalizing 
projects. Fresh turf. "I'm 
getting some technical work, 
though New York isn't as big 
on technical as I thought it 
would be. And a lot of adver- 
tising-packaging with a 
high-tech look, a lot of things 
generated on the computer. I 
guess that someday the com- 

puter will replace me, but it 
hasn't yet. 

"Toothbrushes for Col- 
gate, a lot of work for Kodak, 
Coors. I can probably think 
of fifty Fortune 500 compa- 
nies I've done work for. " 

When asked about the 
things that really get him 
stoked up as an artist, Ken- 
nedy immediately quipped, 
"I can tell you about the 
things that get me stoked 
down." For example, even 
with a substantial track record, 

"Blgoronge 24", 26" x 17 ,  gouache on type C prlnt, 1987 

Fleming still encounters one 
of the age-old problems that 
occur when artists in busi- 
ness deal with non-artist 
clients. "A client gives you 
a job and then tries to tell you 
how to paint it. That makes 
it difficult for everybody. You 
do it just exactly the way they 
want it, and then they decide 
they don't like that. So then 
they let you paint it the way 
you want it. 

"It's hard to get people to 
give you that confidence, 

especially when you're not a 
known name and you're in 
Tulsa, Oklahoma. But I've 
been in business long enough 
that I've always strived to get 
a good price. I'm not known 
to be cheap. " 

Most recently, Ron com- 
pleted an illustration of an 
Isaac Asimov-conceived robot 
for a national publication. In 
a relaxed Oklahoma drawl, 
he only slightly understates 
his own case: "I'm pretty 
versatile. " 
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o win second place in 
the photo retouching 
category, Kenn Rich- 
ards of East North- 

port, New York, did so much 
"retouching" of a Hertz- 
Penske truck that he all but 
re-created the entire thing. "In 
the photograph, it was sitting 
in a parking lot. I had to show 
it in motion, straightening it 
out, taking the cars out, the 
whole bit. It turned out to be 
a whole painting on top of the 
print. I believe Mr. Penske 
now has the original hanging 
in his office. He was quite 
thrilled." 

A freelance illustrator, 
Richards created the work 
through a New York ad 
agency, Impressions. Now 3 1, 
he's been using an airbrush 
for ten years. 

"Roll W~th the W~nn~ng Team", 15" x 

PHOTO RETOUCH: 
KENN RICHARDS, 
SECOND PLACE 

Richard's original interest 
in art, he says, came easy. 
"It came through my father. 
He just recently retired as art 
director for DFS-Dorland 
Advertising. He'd been there 
for twenty-five years. I've 
been drawing since I was five. 

"I played drums for about 
fifteen years in various bands. 
But he told me, 'I think your 
artwork's a lot better than 
your drumming.' I have to 
agree with him: Commercial 
advertising's the way to g%" 

Richards began using an 
airbrush as a high school sen- 
ior. When he went on to col- 
lege, he asked his teachers 
about the tool, but "they had 
no idea about it." Richards 
"happened to be one of the 
lucky ones who was doing 
airbrush in college." He went 

to Ringling School of Art in 
Sarasota, Florida. At the time, 
even prestigious Ringling had 
no classes in airbrush. Rich- 
ards got his "college" expe- 
rience as an airbrush medical 
i l lustrator.  "One of my 
teachers got me the job. 
That's how it all began." 

Richards's father isn't the 
only artist in the family: "My 
brother's a photographer in 
Manhattan; his wife is an art 
director; my wife is an art 
director. " 

In the future, Richards 
wants to get into more mixed 
media, "textures with air- 
brush. And I've been doing 
a lot of oils. I used to do a 
lot of watercolor. " 

Also handy with wood- 
working, Richards is cur- 
rently building his fourth 

studio, in the basement of the 
house he's recently bought for 
himself and his bride of one 
year. "This is going to be the 
last one," he vows. "I'm 
building into a room that's 25 
by 14 feet. My drawing table 
will be four by eight feet. It's 
going to have exhaust fans, 
the whole bit. I find over the 
years the spraying's been 
getting to my lungs. I do wear 
a mask, but you can't wear a 
mask all the time and walk 
around with rings around your 
face. 

"I've also got a lot of 
gadgets that I've built to make 
things quicker and quicker 
[he'd rather not give out 
details just yet.] You find in 
advertising that the quicker 
you are, the more money you 
can make. " w 

20;  acrylic on C print; 1986 

- 
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THOMAS 

T homas 
fesses: 
erer. I 
loved 

Kennedy con- 
"I'm a tink- 

've just always 
tinkering with 

things. As far back as sev- 
enth or eighth grade, even 
before, I was always doo- 
dling. In seventh grade I was 
thinking of becoming an 
architect-until I realized how 
much math you have to go 
through. " 

Kennedy comes across as 
an understated and mild- 

technical artist for over 25 
years. One of his earliest 
hobbies was tinkering with 
photo equipment. Ke built his 
own Lazy Luci, an opaque 
projector used to reduce or 
enlarge drawings. But "they 
don't go by that name any- 
more," he reminds us. 

Kennedy began his career 
out of high school as an 
apprentice in an i t  studio. 
"Within the first year I bought 
my first airbrush. We did a 

lot of consumer stuff, but the 
majority of the work was nuts- 
and-bolts advertising," he 
says. 

Kennedy doesn't recall 
having any great teachers, and 
his artistic gifts are mostly 
self-cultivated. His one brush 
with formal education came 
through the Famous Artists 
School. Not only did he enroll 
in the course, however; he 
won the award. "In 1959 they 
were holding a contest simi- 

mannered artist. In fact, after 
speaking at length with this 
year's first-place technical 
award winner, one wonders 
how he manages to create 
from within so "laid back" 
a mortal coil. Not exactly your 
tortured Van Gogh or eccen- 
tric Jackson Pollack type. 
Mild mannered? Come to 
think of it, so was Clark Kent. 

Kennedy came out on top 
in the Airbrush Excellence 
Competition with a work titled 

- 

"Droin Valve"; 9" x 12"; acrylic on illustration board 

R O ~ ~  Prince. Judging from 
its title, the piece sounds like 
it could be one of the great 
artistic themes: a race horse, 
a European monarch, a hybrid 
rose, a private schooner. 

In fact, it's a cutaway 
illustration of a hand vacuum 
cleaner. But that only serves 
to speak all the more loudly 
for Kennedy's artistic gift- 
the ability to convert a sub- 
ject not much more artisti- 
cally appealing than a fresh 
two-by-four into a visual 
attention grabber. I 

"Practice, practice, prac- 
tice"? You bet. Kennedy's ~ 
been a photo retoucher and 
54 AIRBRUSH ACTION/NOV-DEC 1987 

lar to the Airbrush Excel- 
lence contest. I was doing 
work for an advertising 
agency called Foote, Cone & 
Belding. I won with a tech- 
nical illustration for a chem- 
ical company, depicting their 
research. I did an illustration 
nf a microscope. 

'Out of something like 
3500 entries, I received an 
honorable mention. This was 
enough to set me flying." 

rhough Kennedy has 



changed employers over the 
years, he's remained true to 
the same basic disciplines. For 
the past five years he's worked 
for Falcon Advertising. 

Now 47, Kennedy lives in 
Lakewood, Ohio ("the first 
suburb west of Cleveland"), 
with his wife, 20 year-old 
daughter, and 16 year-old son. 

The creation of Royal 
Prince came with some unu- 
sual challenges. Kennedy 
explains that similar projects 

(cutaway illustrations) usu- 
ally begin with a blueprint 
stage, often even before the 
product is developed. "In this 
case, the product had already 
been manufactured. For the 
clients advertising, we wanted 
to show what it looked like 
from the inside. We started 
with a photograph. " 

It may be an artistic cliche 
to suggest that the most pow- 
erful image of many works of 
fine art is what's left out of 

- 
"Royal Prince"; 1 6  x 2 0 ;  gouache/acrylic on C print-glossy; 1986 

them. But it's not a cliche pleted a series of four tech- 
when you happen to be the nical designs for the American 
guy who is assigned to create Ignition Wire Company-one 
the artwork. Kennedy states more tour de force, no doubt, 
the demand in so mild a man- in transforming a "taken for 
ner, that one could almost granted" detail of daily life 
believe that there is "nothin' into hot sparks of imagination. 
to it": "On most cutaways, Not surprisingly, Kenne- 
the challenge is what to leave dy's summation of his artis- 
out and what to put in. So tic talents and commitment is 
you try to show just enough straight-forward and unas- 
of the inside to let everybody suming: "I'm glad I chose the 
know what's going on." field I did. I learn something 

Kennedy recently com- new every day." 
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on Fleming won first 
prize in photo re- 
touching; he's also 
our second place 

winner in the technical 
category. 

He won this one with an 
illustration of a military tank 
training simulator-a tech- 
nical tour de force in gouache. 
He came by the job through 
his Tulsa-based design and 
illustration enterprise, Graphic 
Associates. 

"It was one of those 
projects," he explains, 
"where the client had very 
little to give me to work with. 
I had one picture of the tank 
going the wrong way. They 
had no blueprints on the 
simulator. 

"You get the feeling when 
you're inside the training 
simulator that you're really 
running the tank. So I had to 
come up with something that 
would combine a simulation 
illustration with a realistic 
illustration. Before I did it, 
they did take me down there 
and take me through the whole 
thing. " 

As with his winner in the 
photo-retouching category, 
Fleming found himself hav- 
ing to create the completed 
background for the simulator 
as part of the finished work. 
Doing that involved steps that 
sound downright funny in 
retrospect (unless, of course, 
you'd had to do it yourself). 

"First, they [Burtek, the 
client] wanted a war scene. 
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Then they decided they didn't 
want that. They wanted it 
going on a Sunday drive. 
Well, I'd just got off a vaca- 
tion in Arizona and I'd shot 
a lot of mountains and deserts. 
So I just stuck that in the 
background. " 

Just stuck that in? Sounds 
easy, right? Little experience 
necessary. Between 1959 and 
1963, Fleming worked as 
technical illustrator for 
McDonnell-Douglas. With- 
out his "military experi- 
ence" there, he might well 
not have been able to com- 
plete the illustration with the 
level of excellence or in the 
time required. "It was a very 
complicated drawing," he 
observes, "on a very short 
deadline. " 

Ron doesn't use many 
superlatives or exaggera- 
tions, so we asked what very, 
meant. "I had a week to do - 
the painting after I got the 
pencil approved. It was one 
of those drawings that was so 
complicated that I had to cover 
it up and work in spots. I'd 
turn away to get more paint 
and come back to it, and I 
couldn't remember where I 
was at. I don't generally have 
much memory loss, but there 
was just so much detail, all 
that hydraulic tubing and 
whatnot going on." 

It's a time-proven wisdom 
that experience in what may 
seem to be an unrelated field 
often improves a profession- 
al's performance at what he 

most loves to d o - o r  put more 
simply, everything's con- 
nected to everything else. By 
connecting art and engineer- 
ing, Ron Fleming and others 
like him are working in a tra- 
dition that runs back through 
Leonardo da Vinci and long 
before. "My engineering 
background, including five 
years of college, really 

helped. It helps me to under- 
stand engineers a lot more. 

"Most engineers don't have 
much concept of what a 
thing's going to be. They can 
mechanically and mathemat- 
ically figure it out, but they 
don't know what it's going to 
look like. I've kind of been 
able to listen to what they say 
and make it into pictures.". 

"M-1 Trainer"; 20" x 24"; gouache on photo paper; 1986 
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1 
Fine Art 
Fourth Place 
G. Fiedor/Peter Urbon 
"Whirlwind" 
40" x 40"; Acrylic on luminous 
photo paper; 1986 

L 
Commercial Art 
Third Place 
Sergio Roffo 
"Untitled" 
16W x 23"; Acrylic on illustrotion 
board; 1986 

3 
Fine Art 
Third Place 
Dennis Dake 
"Out of the Blue" 
28" x 36"; Acrylic on canvas; 1986 

4 
TextileA-Shirt 
Fourth Place 
Troy Pierce 
"Jonet Jackson'' 
Acrylic on T-shirt; 1987 

5 
Technical 
Third Place 
William Westwood 
"Hormone Mediation" 
16" x 16"; watercolor/gouoche on 
illustrotion board; 1986 



2 
Textilefl-Shirt 
Third Place 
Judith Villavisions 
"Of Air and Sea" 
Fabric paint and acrylic on T-shirt; 
1986 

3 
Technical 
Fourth Place 
Kurt Carloni 
"Paslode Air Nail Gun" 
20" x 24"; Watercolor on 
photography; 1987 

4 
Automotive 
Third Place 
Brock Kitchen 
"Blue Devils" 
22" x 28; Automotive Lacquer on 
Steel; 1986 

5 
Commercial Art 
Fourth Place 
Jeff Beith 
"Lady Libety" 
3' x 4'; Acrylic on masonite; 1986 

1 
Photo Retouching 
Third Place 
Jennifer D. Deckelman 
"Untitled" 
1 1" x 14"; B/W Photo; 1986 



continued from pugc 31 
entry concept. My idea con- 
sisted of combining an over- 
sized T-shirt with a 3' x 4' 
canvas. In order to achieve 
the visual impact I was look- 
ing for, I gessoed the T-shirt 
to the canvas and airbrushed 
a bunch of fruit on the T-shirt, 
allowing for the excess fruit 
to pour out onto the sides of 
the canvas. There were over- 
sized chemes the size of vol- 
leyballs! I titled the piece Fruit 
of the Loom, Extra-Large, 
and it won top honors as the 
'people's choice award' out 
of a field of over 480 
entries. "And while awards 
and recognition are coming 
quickly to this talented young 
artist, his attitude toward fame 
is still in the startup stage: 
"The Airbrush Excellence 
Award is a place for me to 
start from. I'm ready to 
accomplish anything now. I'm 
at a point in my career where 
I'm looking to get serious 
about the airbrush. " 
Technical File 
Airbrush: Double-action. "At 
the shop I use up to sixteen 
airbrushes at a time. The multi 
gun system works well on T- 
shirts. " 

Puirits: Textile paints. 
Stencils: "Most of the work 
I do is freehand. I'll use sten- 
cils for background graphics 
or to block off an area that I 
don't want to catch any 
overspray. " 
Special Effects: "Since most 
of my work is freehand, I tend 
to experiment a lot with gra- 
dations and tones. Working 
oversized is a challenge 
because you have to honor 
white space but at the same 
time provide ample cover- 
age. Special effects come 
pretty naturally to me. I guess 
you could say that by com- 
bining solid fundamentals 
with a lot of bright color, I 
get some pretty off-the-wall 
effects. " 
Pricing: "I'm getting more 
mature in the business end of 
my affairs. I used to give 
away my art. Now, for 
instance, I'm charging $250 
for a one-of-a-kind piece like 
August Heat. With my lim- 
ited editions, where there 
might be 25 to a run, I'll 
charge less, maybe in the $50 
to $100 range. The days of 
the $12 original Cass Fuller 
signature T-shirt are defi- 
nitely gone. " 

continued from page 39 
for a fine arts piece." 

To develop Sin I I ,  Rode- 
wald expanded on the old 
Harley wings-on-a-tire logo 
motif to arrive at a stunningly 
detailed original design. The 
base paint is lacquer. How- 
ever, the sides of the bike were 
accomplished with a liquid 
mask that hardens to a rub- 
bery finish similar to a rubber 
glove. Rodewald cut out the 
wings with the mask to con- 
tour them to the curve of the 
tank. 

"The top of the tank is all 
done freehand," he says. The 
design is a Rodewald "origi- 
nal, " employing traditional 
American Indian and south- 
western landscape themes. 

The divisions of his pur- 
suits into two enterprises, one 
commercial and one for the 
fine arts, may indicate Rode- 
wald's hopes for what will 
turn out to be a self-fulfilling 
prophecy over the next few 
years. Executing variations on 
what's already been done for 
fun and profit may not be 
enough to satisfy his creative 
thirst for the "abstract." 

"I really don't incorporate 
much abstractness into the 

work I do now. But if I could, 
I'd paint abstract. Almost 
everything I do now in air- 
brush work is more what I'd 
call 'realist' painting. The 
lady looks like a lady, for 
instance-everything in 
proportion. " 

To satisfy his aspirations, 
he has airbrushed the illusion 
of dashboards into "funny" 
cars. More recently (and sub- 
stantially), he accepted the 
challenge to airbrush the 
interior of Magic Island, a 
large restaurant in Houston, 
following an Egyptiantmagi- 
cal vision that includes 
hieroglyphics. 

"I've been contracted 
recently to do whole interiors 
of houses-four or five large 
paintings, actual canvas 
paintings, and sometimes wall 
graphics. 

"I try to stay in with the 
fine arts part of it. That's my 
ultimate goal. I do portraits 
whenever I can to keep my 
canvas skills alive. I actually 
would like to be a canvas 
painter again, using an air- 
brush abstractly. I'm using my 
business now as a way of 
meeting people, and the 
income carries me through. '; 

continued from page 43 
juxtapositions. "Altogether 
they comprise a kind of hybrid 
personal mythology of recur- 
rent symbolism," says the 
artist. "While the symbols are 
essentially private in their 
psychological genesis, I hope 
the images can perhaps tran- 
scend the personal realm and 
reveal an equally important 
concern for more archetypal, 
universal import. " 

Bayuzick's relationship 
with the airbrush started in the 
early 1970s before entering 
graduate school. He recalls, 
"The airbrush was well suited 
to other-world imagery. I was 
able to achieve hallucinatory 
effects that I was unable to 
get with conventional tools. " 

As Bayuzick became more 
attuned to the nuances of the 
airbrush, his artistic body of 
work began to take shape 

along symbolic lines. "I'm 
always looking to seduce the 
viewer with color and sym- 
bology and then mentally 
provoke with imagery," he 
explains. "I'm not overly 
productive in terms of actually 
putting paint to canvas, but I 
am constantly evolving a 
conceptualization process. My 
work is predetermined, with 
a healthy spattering of intui- 
tion. " 

Praise for the artist has 
included a Fellowship Award, 
Honorable Mention in the 
Visual Arts, from the Wis- 
consin Arts Board for out- 
standing artistic achievement 
in 1985, and an exhibit titled 
Visions from a Dream Jour- 
nal, featured earlier this year 
at the prestigious C. G. Jung 
Institute of Chicago. 

Winning the First Annual 
Airbrush Excellence Com- 

petition is but another feather 
in the cap of Dennis Bayu- 
zick, who sums up his con- 
siderable talent thusly: "It is 
often said that a painter cre- 
ates his own world. With my 
paintings I try to provide a 
vision of the inner reality I 
inhabit and create, a meticu- 
lously rendered mindscape at 
once phantasmagoric and 
marvelous in its puzzling 
symbolic manifestations. Like 
the surrealists, what I'm ulti- 
mately after is a convulsive 
and even disturbing beauty 
that is nonetheless appealing 
and revealing to both the eye 
and mind." 
Technical File 
Airbrush: Single-action. "It's 
primitive, yet highly suitable 
for the heavy-viscosity acrylic 
paints that I work with. I've 
found ways to work with the 
airbrush to create a heavy 

stipple effect, contributing to 
the graininess that I like in 
my surrealistic paintings. " 
Paints: Jar acrylics. 
Masks: Frisket film and clear 
Contact paper. 
Compressor: Piston com- 
pressor and a silent 
compressor. 
Pressures: 35 psi. "Some- 
times 1'11 work slightly lower 
when I'm going for a stipple 
effect. " 
Health and Safety Concerns: 
"I use a spray disposal box 
off to the side for cleanup, 
and I work in a well-venti- 
lated studio. " 
Advice to Novices: "The 
most important thing is to 
learn to sustain your self-dis- 
cipline. Take the time to learn 
the tools of the trade. The 
airbrush is a meticulous craft, 
and you must respect the 
materials. ' ' 
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Airbrush Action invited three well-known New 
York-area artists to discuss the advertising industry 
today and any changes that have resulted from the 
recent mergers and acquisitions. The participants in 
this conversation were Lou Brooks, Roger Huyssen, 
and S tanislaw Fernandes . 

LOU BROOKS 

' 'A tremendous amount of 
business is going out to 
agencies in Chicago, St. 
Louis, and Detroit because 
it's cheaper out there. It's 
a sign of our times: 
Business is moving out of 
New York. ' ' 
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A 
lthough their styles are very 
different, these artists do share 
some common characteristics: 
They have tremendous energy 

and enthusiasm in their work, they enjoy 
the business, they are thoughtful and 
analytical about their businesses, and they 
are endowed, along with their consid- 
erable talents, with sense of humor. 

Much of the conversation that is 
recorded here describes problems that 
artists encounter in the fast-paced, highly 
competitive field of advertising because 
we asked them to pinpoint the difficul- 
ties. It is clear, however, that these men 
enjoy their work and, more often than 
not, have successful relationships with 
the agencies who are their clients. 

As Lou, Roger, and Stanislaw spoke, 
several themes began to appear in their 
discussion: the need for good commu- 
nication between artist and agency and 
between agency and client, a respect for 
their clients, a zest for the business end 
of their work, and a sharp interest in the 
trends and technologies that affect their 
industry. 
A MIX OF CREATIVITY 
AND BUSINESS 
Lou Brooks: I work for big in-town and 
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ROGER HUYSSEN 

"There's no way to 
survive being an ' 'artiste'' 
in this business, doing 
your own thing. You've got 
to be able to do what the 
client wants, and do it 
well, and do it on call.'' 

out-of-town agencies. I must say that the 
stuff I'm doing now has become popular 
for the time being. The agencies want 
to put the quarter in the jukebox, push 
56, and have that solution come out, 
which is fine with me. It's like this whole 
Woody Allen story when he did the 
Smirnoff vodka endorsement some 20 
years ago. When the agency called, Allen 
said, "I don't drink vodka, and if I did, 
I wouldn't drink yours." And then they 
said, "We're going to give you $100,000 
for an hour of your time." And he said, 
"Wait, 1'11 get Mr. Allen to the phone." 

Roger Huyssen: That's exactly the way 
it is, make no bones about it. I'm a com- 
mercial illustrator and it's business all 
the way down the line. What some of 
us want to do is to try to blend the fine 
artist in us with our commercial assign- 
ments. I think to a large degree people 
like Wilson McClean, for example, have 
been successful with their reps in getting 
work that allows that. With artists like 
Wilson you're buying the creative entity, 
you're not buying the hands. And Wil- 
son's rep markets his people that way, 
which is really good. It is based on get- 
ting the client out there who wants you 
specifically and will pay your money. 

Well, the business has changed a lot, 
and they don't have the kinds of budgets 
for that style anymore. Advertising is a 
real nervous deal-it's all sell. Gener- 
ally you get something that's been 
comped up, figured out. They have six 
books in there and they've figured out 
the artists they want to use and how they 
want the art executed. The money's great 
and you do the job. There aren't many 
jobs that I get where they tell me, "you 
can do whatever you want; this is the 
price." Sometimes I get that for an album 
cover, sometimes in advertising, but 
rarely. 

To go back to Lou's jukebox exam- 
ple, I've probably made more money in 
the business doing the "we want solu- 
tion B" kind of jobs because that's the 
nature of the advertising business today. 

LB: We've all done things that have 
been well received and are well known. 
The agencies have those things in mind 
when they call. They want that "Boston 
cover, " whether you're crazy about it 
or not. They want it and that's a good 
thing. 

What I tell every client when they ask 
how I work is that I like either extremely 
strong direction-I mean, beat me with 



a club-or 1'11 drive. The stuff in between 
gets you into a situation where they say, 
"Oh yeah, do your thing," and then in 
the middle of the job they say, "Well, 
that's not what I had in mind." And 
you're in this frustrating middle. 
SELF-PROMOTION 
LB: The other point I wanted to make 
is that I feel the directories have really 
changed the business. Often I'll get a 
call after an art director has gone through 
Showcase and Blackbook or whatever 
else, and they've already got an idea of 
what they want. This happens more often 
than getting a call because of a cover of 
Time or after schlepping a piece over to 
them. Thanks to the directories (I call 
them jukeboxes) art buyers often say, 
"I'm looking at the Showcase, volume 
such-and-such," And on the phone, 
without actually going to see them, I can 
pin them down on exactly what they're 
looking for, and I make my decision. I 
know whether the job requires innova- 
tion and creativity on my part-whether 
I'm going to hang it out quite a bit, or 
I feel that they want x solution or y solu- 
tion. I have no problem with that. Then 
I ask what the time is like and what kind 
of money. Then it is finished and off my 

STANISLAW FERNANDES 

"The changes that have 
taken place--all the 
mergers and acquisitions 
in the industry-may 
appear negative, but I 

% . .." ~ think it's a good sign." 

desk. 
Stanislaw Fernandes: Yes, the directo- 
ries have changed things a lot by expos- 
ing a lot of people in the business. When 
I came into this business I had, I would 
say, about 20 artists that I competed with 
directly. Now I can't even count them, 
there are so many. 
LB: I get a lot of work from out-of-town 
clients now because of directories. 
RH: None of us has an agent, so we're 
kind of tuned in to the business end of 
our work. Many artists don't want to 
have to deal with that. We've got a dif- 
ferent perspective on this business. We 
hustle our own work, so we're a little 
more pragmatic. There's no way to sur- 
vive being an "artiste" in this business, 
doing your own thing. You've got to be 
able to do what the client wants, and do 
it well, and do it on call-that's com- 
mercial art. 

I learned early on that when they said, 
"Oh, God, this album cover is so crea- 
tive! We want you to solve our creative 
problem," that was trouble. For some 
reason I show them four versions for 
their project, one an absolute award 
winner, and they wouldn't pick the award 
winner-they'd pick another version. 

Then I'd have to go back and execute 
the one they wanted, knowing that it isn't 
the one that would win awards. I mean, 
that's terrible. I would rather get the 
direction, that is, find out what is needed, 
who the client is. Then it's a wonderful 
experience. They are happy with what 
you do and you have given them every- 
thing that you've got within the param- 
eters of their needs. You can't give them 
a personal statement. 
LB: Sometimes you can. 
RH: Yes, but it depends on the problem. 
LB: Yes, each client is different. That's 
one of the reasons I'm in business for 
myself. I love getting up every morning 
and it's never the same. You don't know 
who is going to call, who you are going 
to deal with, every day is so interesting. 
RH: That's promotion. You've got to talk 
to people. They remember you and they 
call. 
LB: The directories make it easy. I swear 
by them-some more than others. They 
really do solve everyone's problem. I've 
found, at my ripe old age, the new gen- 
eration of art directors is coming along 
and the wall we all faced 10 years ago 
is crumbling. With the directory ads I 
get calls from art directors who tell me 
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LEARN * LEARN LEARN 
was off the wall relative to what they 
were buying. And then what happens is 
that your work is exposed enough that 

K I '' I I it gets implemented into the system and 
finally sifts down. They are able to 

' 
incorporate your work into an ad that 
might be for a Fortune 500 company 
because it's now acceptable graphically 
and visually. That's the fashion of the 
business-it changes like that. 
KEEPING UP 
SF: I hear from older artists who had 
established their place in the industry, 
and they're complaining that they are 
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LB: I think that is up to you, really. 
Within the framework of what I do, what 
has become popular in the last couple 
of years is my Lichtenstein stuff. There 
are people now imitating Lichtenstein. 
I've tried to be careful. I get calls to do 
Lichtenstein a lot, and I'll do it for the 
money-I don't care if the money's good 
enough. But I've tried not to promote 
myself in a way that I know is going 
away in a few years. I don't want to be 
remembered as the guy who did the pop 
art rip-offs. So I've got all these other 
things in my book and my ads that are 
different categories. 
SF: But there is a style of yours that is 
prominent in your art. You can change 
the subject, and some of the minor things, 
but not the essential part of your work. 
That is very you and that might not be 
part of the commercial need of the future. 
LB: What I'm getting at, though, is the 
concept. If you are a person who has 
ideas and you don't keep doing very 
narrow work over and over, it's not the 
technique you use, it's coming up with 
these different ideas. 
SF: Things I really like doing are con- 
ceptual, but whatever I do, my style is 
there. I do simple work with emphasis 
on color, but that might go out of style 
and people will want more intricate 
designs. I thing I won't be able to be 
fashionable and do what I want [when 
that happens]. I think the older I get, I 
get less flexible. 

LB: That's something we all have to fight 
all the time. 
RH: Yes, you know the way I've com- 
pensated for that? For some people I do 
the "cigarette box" and for others I do 
a Looney Tunes album cover and for 
others I do figurative things. The variety 
of it is the best part, because it doesn't 
get boring. The funny thing about it is 
that the one guy who uses me for the 
cigarette box always uses me for that 
kind of thing. So the key is to get new 
people, find the thing that you do that 
they like and do it for them. 
LB: That really is part of promotion. To 
be out there. Not to harp on it, but I feel 
advertising in the directories helps. An 
art director comes out of a meeting with 
a problem to solve. He may not remem- 
ber that he saw your book four months 
ago, but your ad is in the directory on 
the shelf. He comes out of the meeting 
and goes through the directories. 
RH: But there's another aspect to this 
business. A lot of successful people have 
agents and don't advertise in these books. 
LB: But you are talking about the top 
reps in New York. There aren't many of 
them. 
SF: Yes and those top reps, and that whole 
generation, are going out. The new gen- 
eration of reps is totally different. They 
use the same promotion techniques that 
we do. A couple of years ago, I was 
looking for a rep and I called Harvey 
Cahn and Milton Newborn. Milton was 
very accessible and said that he knew 
my work. We talked for a long time. He 
said that he wasn't taking on new people 
and recommended that I call a younger 
rep who was very good and had a good 
reputation. [After talking with her] I 
realized she was using the same pro- 
motion approach as I. She used the 
directories heavily and, if she got a call 
from a client, she would send the artist 
to go see the client. I had wanted a rep 
who would handle all the negotiations, 
the whole idea of a rep for me was so 
that I could spend more time in my 
studio. 
LB: I can't speak for other artists, but 
for me a rep would be in the way. I've 
had clients say to me, "You come up. I 
want to discuss things with you." And 
I think, well, why have a rep? The other 
thing about reps is that they are self- 
serving just as we are. Say a rep has 
eight artists. Who are they going to take 
care of first? They're going to say to the 
client, "What do you need?" If the 
clients says that a particular artists's price 
is too high, the rep will say, "I have 
someone else for you. " 
RB: That's right, and that's their 



business. meeting the client tomorrow. Could you 
LB: I would rather spend money on sky-courier your package to me?" 
directories. You get the benefit of the I'll do whatever I can to help if the 
promotion for less money than a rep's job is worth it. The directories have really 
fee, and you get more exposure. changed forever our interface with art 
RH: The bottom line is that you'll never directors and art buyers in agencies. 
find anybody who will be more inter- RH: Yes. The directories are a great way 
ested in your career than you are. for new art directors to solve their prob- 
LB: I must say, in all fairness to reps, lems. The agency dumps a problem in 
that 99.99% of illustrators need a rep. the art director's lap and how many peo- 
They don't have the personality to rep- ple out there does she really know that 
resent themselves. They are terrible will be right for the job and fall within 
business people, they don't know the first the right budget? You put the Blackbook 
thing about it, and they don't care. They out there and all of a sudden she can 
like to sit in their studios and do what come up with four portfolios and solve 
they do. They are scared to death to go the problem very quickly. 
out. Everything comes down to time, the 
PERSONAL CONTACT directories speed things up. The other 
RH: Contact with art directors is valu- side of the coin with directories, though, 
able. A book is only a book. A face and is that over the years the impact you can 
a relationship are good for both people. have gets watered down. Now that there 
The art director is confident that you're are more and more people in the direc- 
going to do what you say, and he'll tories, the impact is lessened. I'm also 
remember you for the next time. When saying, for the younger people out there 
you contact that art director in the future, reading this, that there are many factors 
you're an entity to him, not just a mailer. that go into promotion. If whatever goes 
LB: When you get to be as well known into your ad doesn't pop off the page, 
as the three of us are, art directors want you can be buried among all the others. 
to meet the artist. They don't want to If you've got a unique style and it's good, 
talk to a rep; they want to see the star. you will make the max in the directo- 
(I've had this said to me.) But it's the ries. But if you go in with the wrong 
old runaround. When you're starting out image or bad chromes, or it's just not 
you can't get a rep, and when you're that good relative to the rest, you're dead. 
successful, who needs a rep? LB: When you spend that kind of money, 
RH: When I first came to New York, you can feel you're entitled to indulge 
Darwin Bahm's name was given to me your ego with something very per- 
by a teacher I had in California. When sonal-but don't forget it's business! 
I saw Darwin, he gave me the best advice: When an art director comes out of a 
He told me to call all the people directly. meeting with a problem to solve, he looks 
He said it is much better if you make in some directory. He's going to call in 
the contact with them. And that advice your book if he thinks you can solve his 
has served me. If you can deal with it, problem. Your ad isn't your portfolio; 
deal directly with clients. it's a teaser to get your book in. 
LB: I also enjoy the business end of it. DEALING WITH AGENCY 
I like negotiating with an art buyer. Most STRUCTURE 
artists, from what I hear, don't enjoy it. RH: With larger agencies you're dealing 
But I like to s'it down at J. Walter more and more with art buyers who deal 
Thompson and go head-to-head on price. for the artwork. They're usually the 
It's really interesting to me. I guess I people who call your portfolio in. 
used to be scared of it but I'm not now. They're the business end, they've taken 
RH: You're much better in the long run. the business end away from the art 
LB: Yes, I think I am. directors. 
SF: I think what we're leading up to is SF: Yes, and they create a lot of prob- 
that we all feel the trends in the industry lems for me because I don't always have 
because of client contact. I depend the rapport with an art buyer that I can 
heavily on my client contact. I think one have with an art director. 
of the reasons that this year was one of LB: It's tough in the beginning. The first 
my best years ever was because I diver- call is difficult. [Art buyers] can get in 
sified a couple of years ago. I sensed the way sometimes. 
there was going to be a problem. I think RH: For me, I say the complete oppo- 
through the client contact we pick up site. For me the art buyer is the busi- 
signals. A good rep does that also. ness; they've got the whole thing down. 
LB: Personal contact is important. I'll LB: This is true. 
say to a client, "What do you need to RH: I don't have problems with art buy- --- 
help make your pitch?" "Well, we're continued on page 77 
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COMING NEXT 
ISSUE 

Here's the moment we've all been waiting for. Airbrush Action visits 
with the heiress apparent to Varga's crown, Olivia DeBerardinis. Her 
provocative new work, controversial career, and eclectic philosophies 
are unveiled. 

Cliff Stieglitz, publisher of Airbrush Action, visited with H.R.  Giger 
in Zurich and reports on bar hopping, binges on Lake Zurich, and 
unusual conversations with the creator of Hollywood's Alien. 

ALSO... 

Olivia DeBerardinis; Night Stalker; Gouache; 
white and gold plate; 25" x 4 0 ;  1986 
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Let Your Art Promote You 
While You Promote Your Art! 

Full color post cards, posters, 
announcements or notes can 
boost your sales effectively 
and inexpensively. 

EDITIONS is a high quality art 
printer; providing a full complement 
of professional print services at I 

competitive prices. I 
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L ast year I wrote an article on this 
page about ownership of copyright 
in work-for-hire situations. The 
article assumed a basic knowledge 

of what a copyright was. From the feed- 
back I received regarding this article, it 
was clear that many readers recognized 
the potential problems of ownership of 
the copyright without completely under- 
standing what those rights really were. 
I hope this article will answer their 
questions. 

A copyright is actually a bundle of 
five distinct rights: the right to distrib- 
ute, the right to reproduce, the right to 
display, the right to perform, and the 
right to create a derivative work. The 
designation of these rights is almost self- 
explanatory. The right to distribute gov- 
erns the initial sale of first time copy- 
righted works. Subsequent resale of 
copyrighted works is not governed by 
the copyright law. The right to reprod- 
uce governs the right to make copies of 
a work by any means from hand copying 
to storage on a silicon chip. The right 
to display governs the right publicly to 
display copyrighted works. However, the 
owner of a piece of art has the right to 
display that work of art itself but may 
not display it by electronic means. The 
right to perform governs public per- 
formances both live and broadcast. The 
right to create a derivative work governs 
reusing copyrighted materials in another 
work. 

This bundle of rights is intended to 
protect the economic value of the work 
from unfair competition. However, these 
rights are not absolute. These rights do 
not prohibit all reproduction, all dis- 
plays, all performances, and so on. So 
when you copy a page out of a book or 
a song off the radio, you have not viol- 
ated a copyright. I will discuss where 
the line is drawn between an infringing 
use and a non infringing use later in the 
article. 

Copyrights are frequently confused 
with trademark rights and patent rights. 
From a legal perspective, there is no such 
confusion. A trademark is a right in a 
brand name that protects the name from 
ILLUSTRATION/ROBERT SEABERT 

COPYRIGHT 
FUNDAMENTALS 
By Michael Redden 

It is important to understand the specific and li 

Copyrights are frequently 
confUsed with trademark 
rights and patent rights. 

confusion with other similar brand names. 
A trademark may contain copyright sub- 
ject matter, such as a pictorial logo. Such 
a mark would be protected under both 
copyright and trademark laws. The 
trademark rights do not of themselves 
regulate the reproduction or display by 
anybody of the mark except when there 
is a possibility of confusion. 

A patent is a limited monopoly in the 
use of certain inventions. A patent can 
be had only for useful items or designs. 
A copyright is generally limited to non 
useful items or designs. By "useful" 
the laws distinguish between objects 
which have an "intrinsic utilitarian" 
function from objects that convey infor- 

mifed use of a copyright. 

mation or are purely aesthetic. For 
example, a beautifully designed bicycle 
seat or lamp might be protectable under 
a design patent. To be protected under 
the patent law, such designs must achieve 
a very high degree of originality. Because 
these items are intrinsically utilitarian, 
their design will not be subject to copy- 
right protection. However, a beautiful 
doll would be subject to copyright pro- 
tection, even if one of its functions is 
arguably utilitarian. In contrast to design 
patent protection, copyright protection 
does not require any appreciable 
originality. 

Another common misunderstanding 
about the scope of copyright is its appli- 
cation to ideas. Frequently, clients con- 
tact me, requesting utmost secrecy, to 
discuss with me the possibility of copy- 
righting a particular idea they have. Ideas 
can sometime be protected under the law, 
but not under the copyright law. When 
I am told this idea, it is protected under 
the law of governing the confidentiality 
of communications between attorney and 
client. A copyright does not protect ideas. 
Copyright protects the expression of ideas 
in a tangible medium. 

The distinction between an idea and 
its expression is sometimes hard to grasp. 
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I will attempt to illustrate by a rather 
simple example. If you and I both wish 
to draw a dog, we each have some idea 
of what a dog looks like. When you draw 
your picture of a dog, that drawing is 
your expression of your idea of a dog. 
If I were to look at your drawing and 
then draw one very similar, I would be 
stealing your exptession of the idea of 
a dog. This is prohibited under the 
copyright law. But there is nothing in 
the law that prevents me from drawing 
my own picture of a dog, even if my 
idea is virtually identical to yours. 

Let me complicate the example to 
show how it can sometimes be difficult 
to distinguish between idea and expres- 
sion. Again we both wish to draw a dog. 
However, you color your dog blue. I see 
this and draw my own picture of a dog 
entirely different from yours in all 
respects other than being blue. Is col- 
oring the dog blue an expression of an 
idea protected under copyright or merely 
an idea open to the world to copy? I 
would answer that coloring a dog blue 
is still an idea but moves closer to 
expression. 

As we will discuss, works are not 
protected by copyright indefinitely. When 
the copyright terminates, a work is said 
to be in the public domain. Once the 
work is in the public domain, anyone is 
free to make use of it. However, an indi- 
vidual may make use of a work in the 
public domain in such a way as to obtain 
a copyright in the work produced. For 
example, if an artist draws a humorous 
rendition of the Mona Lisa, that drawing 
will be protected by copyright even 
though the Mona Lisa itself is in the 
public domain. The copyright does not 
prevent another artist from creating his 
own rendition of the Mona Lisa but only 
from copying the first artist's version. 

Here is an example of copyright pro- 
tection which even the court and copy- 
right experts find confusing to deal with. 
The courts have held many times that a 
phone book is subject to copyright pro- 
tection. This means that a competing 
phone company cannot take a phone book 
and reproduce its pages and hand it out 
to its subscribers. However, that phone 
company can legally produce the iden- 
tical phone book by collecting the names 
of telephone users and listing them 
alphabetically. This example illustrates 
that copyright law does not protect against 
even identical re-mation of a work, only 
against direct reproduction of the work. 

As a result of the general revision of 
the copyright law in 1976, the formali- 
ties of obtaining a copyright have been 
substantially reduced. Under the Copy- 
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right Act, federal copyright protection 
is granted as soon as the work is in a 
tangible medium. To preserve the copy- 
right, a copyright notice must be con- 
spicuously placed on the work prior to 
any "publication" of the work. "Pub- 
lication" is defined as the distribution 
of copies of the work to the public by 
sale or other transfer of ownership. Also 
defined as "publication" is the offering 
to distribute copies to a group of persons 
for purposes of further distribution. 
Therefore, submitting a copy of a work 
to a publisher to solicit publication by 
him is a "publication" under the stat- 

A copyright does not 
protect ideas. Copyright 
protects the expression of 

ideas in a tangible medium. 

Ute. Since this constitutes a publication, 
the artist must place a copyright notice 
on the work prior to submission. 

Under the new law, a publication 
without a copyright notice does not nec- 
essarily mean the copyright is lost for- 
ever. If the work is published without a 
copyright notice, the act provides for 
protection if the copyright owner has 
dmitted the notice from no more than a 
relatively small number of copies or the 
copyright is registered within five years 
after the publication without notice and 
a reasonable effort is made to add the 
notice to all copies distributed to the 
public after the omission has been dis- 
covered. Even if neither of the two con- 
ditions are true, a copyright is protected 
if the work was published without a notice 
in violation of an expressed requirement 
in writing that as a condition of the 
authorization of the distribution of copies, 
the copies bear the appropriate copy- 
right notice. Therefore, whenever an 
author sells or licenses any copyright in 
a work, it should be done with the express 
requirement that the work be reproduced 
with the appropriate copyright notice. 

The copyright notice is composed of 
three elements. The first element is the 
word copyright, the abbreviation copr. 
or the symbol O. One of these three 
designations must be in the notice for it 
to be valid. The second element is the 
author or copyright owner's name. The 

final element is the year of first publi- 
cation. For protection in South Amer- 
ica, the words Al l  rights reserved should 
be added. When in doubt as to the cor- 
rect year to use, always use the earlier 
year rather than the later year. If the year 
in the notice is more than one year later 
than the year in which publication 
actually first occurred, the work is con- 
sidered to have been published without 
any notice. An error in the name is not 
nearly as serious. The consequence of 
indicating an incorrect name is that one 
will have no remedy against someone 
who relied upon the incorrect name in 
the copyright when requesting permis- 
sion to reproduce or perform the work. 

The rules regarding positioning of the 
notice are quite liberal. The law requires 
only that the notice be placed so as to 
give reasonable notice of a claim of 
copyright. This does not mean that the 
copyright notice must be on the front of 
the work of art. I think it is perfectly 
reasonable for an individual to look on 
the back of a work of art for a copyright 
notice. 

Under the new law, registration of a 
copyright is not required but is encour- 
aged. The incentives for registering a 
copyright are statutory damages and the 
possibility of receiving an award of cost 
and attorney's fee. 

I will discuss statutory damages 
shortly. The value of recovering court 
costs and attorney fees should be obvious. 
Unless the amount in controversy is quite 
substantial, it is uneconomical to bring 
a lawsuit unless your attorney is going 
to be paid by the other side when you 
win. In contrast to your potential legal 
fees to protect your copyright, the cost 
of registering your copyright is very 
economical. Registration costs only $10 
and the form is simple enough for any- 
one to fill out. The appropriate forms 
for registering your copyright can be 
obtained by writing to the Copyright 
Oflice, Washington, DC 20559. For 
works of visual art ask for form VA. I 
advise my clients to register their copy- 
right if there is any possibility that in 
the future they would anticipate using 
the courts to protect their copyright. To 
secure these bonus rights, you must reg- 
ister your copyright within three months 
of first publication. 

As a result of the Copyright Act of 
1976 and several minor amendments to 
the copyright law, the precise duration 
of a copyright is difficult to describe. 
For works first created and published after 
January 1, 1978, the duration of the 
copyright is the author's life plus 50 
years. However, if the work is anony- 



mous, pseudonymous, or a work-for-hire, 
the duration is 75 years from first pub- 
lication or 100 years from creation, 
whichever comes first. Works first pub- 
lished prior to January 1, 1978, gener- 
ally have a duration of no more than 75 
years from first publication. Unpub- 
lished works first created prior to Janu- 
ary 1, 1978, have a copyright that 
terminates on the earlier of 50 years from 
the death of the author or December 3 1, 
2002, unless published before Decem- 
ber 31, 2002, in which case the copy- 
right terminates December 3 1, 2027. This 
means that you need to publish all the 
works in your attic that were created prior 
to 1978 before the year 2002 or else they 
will slip into the public domain. 

As with any legal right, a copyright 
is only as good as the protection that the 
law gives-to it. On the whole, copy- 
rights are given very good protection. 
Copyrights are protected under both civil 
and cri&nal law. You have probably read 
the warning given at the beginning of 
videotapes that you have rented. This 
warning states that the FBI investigates 
the piracy of such tapes and that serious 
criminal penalties can be imposed for 
unauthorized copying. The same copy- 
right law that protects the videotape also 
protects your work. Consequently, at the 
risk of appearing utterly paranoid, you 
could put the same notice that you see 
on the videotapes on your work. The 
law provides for criminal penalties of up 
to $10,000 and up to one year in jail for 
violation of the copyright law. 

In most cases copyright violations are 
handled in civil court. Before any civil 
action can be brought, the copyright must 
be registered. To prove an infringement 
of a copyright, the copyright owner must 
prove that the infringer had access to the 
copyrighted work and exercised one of 
the five exclusive rights over a substan- 
tial part of the copyrighted work. The 
requirement of access recognizes that 
independent creation is not prohibited 
under the copyright law. The require- 
ment of substantiality is required because 
the purpose of copyright is to protect 
economic value not to absolutely pro- 
hibit any amount of copying. 

One defense to copyright infringe- 
ment is "fair use." A fair use is any use 
of a copyrighted work by another person 
without license when such use is deter- 
mined to be harmless to the copyright. 
The law dictates four factors to be con- 
sidered in this determination. First. the 
court examines the purpose and dhar- 
acter of the use of the copyrighted sub- 
ject matter with attention to whether the 
use is of a commercial nature or for non- 

profit educational purposes. If the work 
is being used for a commercial purpose, 
it is more likely that the user could afford 
to pay for the license to use it. The sec- 
ond factor the court examines is the 
nature of the copyrighted work itself. 
Copyrighted works used in a commer- 
cial setting to make a profit are given 
somewhat greater protection than works 
of art produced for art itself. The third 
factor considered is the amount and sub- 
stantiality of the portion used in relation 
to the work as a whole. One paragraph 
out of a three-volume set is hardly sub- 
stantial; four lines taken out of a poem 

Under the Copyright act, 
federal copyright protection 

is granted as soon as the 
work is in a tangible 

medium. 

may steal the whole poem. Finally, the 
court must consider the effect of the use 
upon the potential market or value of the 
copyrighted work. This is nothing more 
than a battle of experts. 

With rare exceptions, I do not advise 
my clients to use a copyrighted work of 
another as a fair use except in scholarly 
research. Although I think the intent of 
these factors are clear in theory, there is 
too much room for disagreement when 
they are applied to particular cases. 

If you are able to prove that your 
copyrighted work was used without your 
permission and the court does not find 
the use to be a fair use, you would be 
entitled to the remedies provided under 
the copyright law. 

The first and most important remedy 
provided by the copyright law is an 
injunction against further infringing use. 
An injunction is a court order forbidding 
certain conduct in the future. A viola- 
tion of an injunction is contempt of court, 
punishable by fine or imprisonment. In 
an appropriate situation, the court will 
also impound and destroy the infringing 
copies of the work. These two remedies 
focus on preventing any further damage 
to the copyright owner. 

To compensate the copyright owner 
for past damages, the law provides for 
an award of money. The court may 
measure how much to award in two ways. 
First, the copyright owner may recover 
actual damages plus any profits of the 

infringer that are attributable to the 
infringement. Although this sounds 
straightforward, in practice proving these 
damages usually becomes an expensive 
battle of experts. 

The alternative to actual damages is 
statutory damages. However, these are 
provided only in cases where the copy- 
right owner has registered the copyright 
within three months of first publication. 
Statutory damages are awarded by the 
court instead of actual damages and prof- 
its. The law provides for a range of not 
less than $250 or more than $10,000 "as 
the court considers just." At its discre- 
tion, the court may increase the award 
to no more than $50,000 where the 
copyright owner proves the infringe- 
ment was committed willfully. The 
advantage of statutory damages is that 
the copyright owner does not need to 
prove any damages to himself or estab- 
lish how much the infringer's profits 
were. By eliminating the battle of 
experts, the copyright owner can sub- 
stantially reduce the cost of litigation. 

In all events, the copyright owner must 
sue the infringing party within three years 
of the infringement. All copyright suits 
must be brought in federal court. 

Given the importance of the copy- 
right law to the protection of an artist's 
work, the number of pure copyright cases 
that come into my office is remarkably 
small. I think this attests to the fact that 
the copyright law is relatively simple to 
comply with and fair in its application. 

Arts attorney Michael Redden repre- 
sents more than 100 arts clients, includ- 
ing ar t s  organizations and many 
individual artists. He reviews contracts 
and prepares taw statements for about 
50 professionals working in the field. 

Redden has been involved with art law 
for more than seven years. "I've always 
had a strong interest in various arts, 
both musical and graphics," he says. 
"I even like advertising. " 

He graduated from the law school of 
Lewis and Clark College, where he was 
research assistant to noted art lawyer 
Leonard DuBois. Redden currently 
practices in Portland, Oregon. 

This column is intended to present 
general legal information of interest to 
artists; for speciJic advice, contact an 
attorney who is familiar with the details 
of your case. We regret that Mr. Redden 
is unable to reply directly to individual 
questions. Questions may, however, be 
answered in future columns. Write to 
Michael Redden in care of AIRBRUSH 
ACTION Magazine, 317 Cross St., 
Lakewood, N.J. 08701.  
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SPECTRA-TEX FROM W I S  
~mwunonu 

Spectra-Tex, from Salis 
International, is a newly 
developed, time saving addi- 
tive that will make any of the 
62 Spectralite colors- 
including the metallics-per- 
manent and colorfast (wash- 
able) on any fabric. 
Because it can be added 
directly to the color cup of 
the airbrush, it eliminates the 
need for messy premixing, 
and heat setting or fixatives 
are never necessary. 
One drop added to the color 
in the cup is all you need. 
Simply spray away with an 
assurance that when it dries, 
it will stav. Available in 1- 
ounce and 2-ounce bottles. 
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HEW WORK CENTER BINS FROM ARIBIH 

kD,fabmabd*Ibs 
No-Mfst patented airbrush 
drodag cludw..Tb N0-m 
c b a n l b w c o m n t ~ t k e ~ o f  
a i r M  artists duhg airbrush 
cleanings or between color 
cboap. It provides a conveni- 
~ b a d m h d Q g k ~  

ArtBin now offers work cen- stackable and available in 
e X C e r r A a i s t f r ~ l n ( ; d o r ~  
for tb airbrush cleaner being 

ter bins that are ideal for stor- vibrant red, blue, and yel- 
ing art and craft supplies. low. Storage capacity ranges 

d 
The No-Mist chamber reduces 

Bins are a great way to pro- from .5 liter to 4 liters. 
vide an open, organized work Also available is a Pbin 3- 

dxionsofparftcrlete~tter 

center in a studio or hobby rail starter set that includes 9 
area. Virtually any type of art storage bins and 3 rails. The 
or craft tool or supply can be set can be mounted on a wall 
stored in a bin. to form a complete, conve- 

b r f o r y o u a d ~ k ~ )  
and is disposable and nrainte- 

These bins from ArtBin are nient work area. nance-free (lust dkard when 
Please clrcle Reader Ss ~ . I t a m ~ d f o r o v e r 2 0 0  

. . . . . . .  ~ c r d l a r h ~ k f a r r r  
-r-rpn'- 
F h M c k d e R . s d a ~ n 0 . 1 4 2  

AMI's Airbrush Starter Set, 
a complete ready-to-go kit for 
only $149, now affords an 
opportunity to have a go at 
the exciting airbrush tech- 
nique without having to invest 
a small fortune. 
Included in the kit are a dou- 

ble action airbrush, Air-Brush- 
Air propellant with regulat- 
ing valve and hose, set of DIA 
DYE airbrush colors, one roll 
of Low Tak masking film (15 
cm x 4 m), Airbrush Tech- 
nique exercise book, and a 
plastic carrying case. 
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T-SHIRT AIRMMHICIG WWH DALE WYD 

This croh book war designed 
to enable beginners to express 
their talents without trouble- 
some trial and error, The book 
includes beach, mountain, and 
lake scenes. EShirf Aidwshimg is 
not onlr for - 
students will find valuable mate- 
rial included as well. For the tal- 
ented airhush artist, there is an 
excellent opportunity for income 
and profit as well as self- 

gmtification. 
D r J l e u o y d ' s F S L i r t ~ W i l I  
find an eagerly enthusiastic mar- 
ket among the millions of Amer- 
icans who make up the craft 
scene. Beginners and amateurs 
can now profit from this beauti- 
fully illustrated book 0s they fd- 
low the step-by-step procedures 
tbat lead to proud examples of 
their accomplishment. 
PI- c~rcle Reader Semce n, 144 

AM1 offers a complete, bal- SUPER SILENT 20A swttii 3 ;-l8terLd 
IA hp. 0 80 cfm. Tank pressure gauge 

anced range of silent com- 115 ~ 1 6 0  Hz Max Output ~ s s u r e  
PmSuE 90 psi regulator wlth gauge 

pressors that meet any AU~OWC O ~ I O ~ ~  Welght 40 ~ b .  ~ h m -  

possible demands as to per- 
formance, technique, and 
quality. 

The four compressors, 
Super Silent 20A, 20AO,30, 
and 50, are manufactured to 

switch I-titer tank 
Oulput pressure 
regulator with gauge 
Weight 29 Ib. Two- 
airbrush capacity 
SUPER SILENT 20 
A 0  115 hp. 0.80 
cfm. 115 vI60 Hz 
Max pressure 90 psi 
Automatic odoff 

airb~sh capacity 
Appmved by Gcnnan 
Technical Conml 
Board (U.L. 
equivalent) 
SUPER SILENT 50 
IR hp, 2.1 cfm, 115 
vI60 Hz Max 
pressure 120 psi 
Automatic odoff 

switch 3.5-liter tank switch 3.5-liter lank tough derman specifications, prssure  an^ prss~re gauge 
meet EEC standards, and are "p"lator with gauge Output p m s m  

Welght 38 Ib. Two- regulator with gauge 
offered with a full one-year airbrush capacity Weight 49 Ib. Five- 

SUPER SILENT 30 airbrush capacity warranty. 113 hp. 1.26 cfm 115 ~pproved by the 
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vI60 Hz Max German Technical 
pressure I20 psi Control Board (U.L. 
Automatic odoff equivaknt) 

new line of cutting instru- 
ments designed to provide 
users with a wide product 
selection and superior preci- 
sion crafted blades for longer 
life. 

This latest product line 
from Letraset includes six 
knife designs, each specially 
created for the individual 
needs of graphic artists and 
designers. 
*Designer Knife: A high-pre- 
cision blade for superior cuts 
on paper, film, and thin card. 
A four-jaw chuck ensures firm 
blade holding. Blade designs 
are offered in three variations. 
*Medium Duty Knife: This 
utility knife also boasts a four- 
jaw chuck for superior blade 
holding and j designed to cut 
mid range weights of various 
materials. Three blade types 
are available. 
*Swivel Knife: This handy 
design is made specifically for 
cutting curves and compli- 
cated shapes on film and 
overlays. It is also ideal for 
cutting complex masks. 
Please clrcle Reader S e w  no 146 

Heavyweight boat& and thick 
materials are no problem for 
this sturdy, aluminum-han- 
dled cutter. Three blade types 
are available; a four-jaw chuck 
holds the blade securely. 
*Pocket Knife: The attractive 
safety cover and pocket clip 
make this the instrument for 
active professionals. Goes 
anywhere easily and safely 
offers superior blade holding 
with a four-jaw chuck. Three 
blade types are available. 
*Snap-Blade Knife: This low- 
cost convenience knife fea- 
tures replaceable 13-point 
snapoff blades. This knife is 
ideal for quick jobs like 
package opening and paper 
cutting. 

This new cutting tool line 
provides artists and designers 
with a wide range of config- 
urations with superb balance 
and long life. Blades are pre- 
cision-crafted and are avail- 
able in regular or stainless 
steel in packs of 5 or 100; 
swivel blades are available in 
packs of 2. 



Letraset USA announces the 
availability of four new design 
books to supplement its 
Library of Applied Design. 
Letraset's library currently 
numbers 20 volumes repre- 
senting contemporary trends 
and designs in a wide range 
of fields, including packag- 

ing, exhibit and store design. 
The latest releases, avail- 

able through Letraset dealers 
nationwide, are as follows: 
*Corporate Design System 3: 
Featuring nine corporate 
design strategies as imple- 
mented by such firms as 

A new machine designed to 
eliminate the problems of air- 
b r u s h ~ i n t h e d i o b  
now avaW fraa~ SlMAlR 

I 
The " A i r b r w h - w  

is based on the successful aem- ' d desive Gloo-Booth system, 
I having powerful suction fans 

drawing through replaceable 
intake and charcoal filters. 

Tlnlorvlinesofthemachine, 
~ W ~ d - ~ ~ r p r c l y  
deflectors, allom maximum light 
onto tbe work in p q p s s  while 

talring up a mMaal amount of 
dv. 
No installatian work b neces- 

sary# and the machine can be 
p b g d a d = d - p u r ~  * fl any angle1 pkgged 
ihe main supply, and used. Rice 
arornd $450. 
hcknical rpeciticatlonr: 
w** lwwknl u1* 

w x r  
Q n d a b u h  hr*hpl 22x2- 

lS" x 8" 
WbdWk* lOdm lm#ih lSW 

l l 5 V Y l h  w#h 14" 
lu' 
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CitiBank N.A. and the P & 
0 group of Great Britain. 
*Graphic Excellence: High- 
lighting the best in graphics, 
including photography and 
copywriting, as judged by the 
editors of Studio Magazine. 
*The Best OfLighting Design: 

John Blockley brings Degas's 
wonk and beliefs to life in his 
new baak mhrcdor I ~ * -  
lie# (North Ught BooksI $1 9.95, 
papehund), in which he shows 
ortists how to make the pcoccnr 
of painting more than merely a 
-0faPP-a- 

In mtrrrolor Irtrrpnfdoas 
Blockley shares a number of 
interpretations of a single sub- 
iect, painted from different 
--dh-- 
l X e r e ~ m r e h o w ~ P g h t  
effects' changing the cdolr of a 
pabite, using an unusual tech- 
nique for portraying texture' or 
ahemdngtbeamgleofvbion 
aoniotauytrmdonnthelodrd 
maad of painting. 
PhWdrdeReedaSdWno.149 

Watercolor Workbook, (North 
Light Books, $18.95) by Bud 
Biggs, who was a popular 
workshop instructor, is truly 
a workshop in book form. 
Biggs uses-the teach-and-cri- 
tique workshop format in his 
book to help students create 
better paintings. 

Biggs gives 31 practical, 
inviting lessons . 
Please cirde Reader S m h  no. 150 

Focusing on award-winning 
interior and exterior 
illumination. 
*Packaging Design 3: Fea- 
turing novel ideas in package 
design for various industries, 
from Industrial Design 
magazine. 
PleasedrdeReedamno.  147 

Salis International introduces 
new Spectralite Metallic air- 
brush paints. The 16 new 
magnificent colors are per- 
manent, lightfast, and water- 
resistant. They are ideal for 
fine art, commercial art, cal- 
ligraphy, pen, and brush 
work. The paint is smooth- 
flowing, produces no brush- 
marks or overlap lines when 
using a brush or calligraphy 
pen, and dries without stop 
and start marks when doing 
calligraphy. 
Please drcie Reader Service no. 151 



The New Vocational Furniture 
System for drafting, constructing, 
designing and planning 

This vocational furniture sys- 
tem has the highest possible 
quality features, following a 
detailed investigation of Mambu 
in order to find an ergonomic 
workplace. Espeddly the multi- 
ple fields of activity with a con- 
stant change of positions from 
sitting to standing and vicelvem 
require an ideal work-table with 
a high standard of functional@ 
Please circle Reader Service no. 152 

Badger has introduced a holi- needle, 114~ounce color cup, 
day special for the profes- 2 ounce jar with cover, 8-foot 
sional airbrusher: a complete braided airhose, 114" com- 
airbrushing set. Badger's pressor fitting, wrench for 
Professional Holiday Special head, instruction booklet and 
includes the Model 150 air- distinctive wooden case. Also 
brush with IL head, attacha- included in the special is a 
ble 314-ounce jar, protective packet of ten 8 112" X 11" 
cap, XF head assembly and gloss Foto-Frisket Film, a 

Badger Air-Opaque Primary 
set, the Badger Model 180- 
11 lightweight portable oil- 
less diaphragm-type com- 
pressor, a copy of the Art of 
the Dot advanced airbrush 
techniques book, and a 
Badger Model 125 airbrush 
holder. Suggested price for the 
complete set is $348.50. 
PlessecrdeReadsrSenria,no.153 

DIA DYE is the ultimate a i h s h  
cdor for illustmton, retouchers, 
and graphic arlists. DIA DYE is a 
new, highly concentrated and 
indant drlhg cdor W hrn been 
specially developed for 
dihrushing. 

AAI1s DIA DYE colon have 
proved a sensation among air- 
brushers due to their unique 
characteristk of not dogging air- 
brush tips, even if cdor is left in 
theaidmhtodry. 

DIA DYE becomes highly 
lightfad with the help of a UV 
lacquer protection and is avail- 
able in 46 brilliant, watw-based, 

E l l  

Badger Air-Brush Company 
is offering the Badger Hobby 
Holiday Special to the air- 
brush hobbyist at a special 
price of $197.95 during this 
holiday season. This special 
set contains a Model 200 air- 
brush, IL head with attacha- 
ble 314-ounce jar, protective 
cap, 2-ounce jar with cover, 

wrench for head, instruction 
booklet, and storage case. 
Also included in the set is a 
Badger Model 180-1 porta- 
ble oil-less diaphragm-type 
compressor, a Badger heavy- 
duty 10-foot braided air hose, 
and a step by step modelers 
guide to airbrushing . 
Please circle Reader Servia, no. 155 I tmnsparenttdon. 
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In his new book, Patel 
Painting Tethniques (North 
Light Books, $23.951, Guy 
Roddon weaves together the 
work of 17 pastel artists to 
give a broad view of the great 
versatility of w w h g  in pas- 
tel. He shows in 17 stepby- 
step demons~ot l s  and over 
200 color illustrations that by 
using pastels, art& .em re- 
create the flwting, witmy 
effects of nature a* w&l as 
record complex studies such 
as still lifes or portraits. 

In Panel PaMhg Tech- 
niques artists will find a ccnn- 
plete workshop on pastel 
painting and will discover the 
different kinds of pastels 
(including soft and hard pas- 
tels, oil pastels, and pastel 
pencils), The book also 
explores the special proper- 
ties and uses of each type of 
pastels. They'll learn how to 
choose colors, hoar to make 
a tint chart, what paper or 
suppsrt to use, and how to 
care for and store pastels. Guy 
Roddon desLtribes in clear, 
easy-to-follow steps the s p -  
cia1 techniques sf working 
with pastels: how to make an 
impressive rage  of slokes 
with a pasd stick, b m  fine, 
precise lines to broad, 
sweeping strokes; how to 
apply layers of rich texture 
and vibrant color; and how 
and when to blend colors for 
subtle effects. 

Pastel Painting Tech- 
niques is designed for begin- 
ning pastel artists, giving 
thGm dK b i c  know-how they 
need to understand how other 
artists achieve p r tkuh  toms 
in their work and then go a 
step further to create e look 
and style of their own. 

~ d r d e f i e % k ~ m . 1 5 0  
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or more styb t~ help make 
rhcir iuustration skills mom 
salable, w well as for those 
who want to study and play 
with a wide range of styles 
and techniques, G a l  find the 
answers & Illustration and 
&awing: Styks and Tech- 
niques from North Light 
Boobs for $22.95. 

An illustrator for over 16 
years for publishers such as 
Houghton & W i n ,  CBS, 
and Little, Brown, and whose 
work has appeared in Time, 
TV Guide, and Glamour, 
Terry Presnall shows d s t s  
how to use ch&, pen, 
pencil, d talr to create 
strong illusM0tls in a vari- 
ety of styles, from painterly 
to camon to hard edge 
graphic. The boak L divided 
into three d m s  F ~ u m s ,  

a d  sPyw 
includes htmdnxls of illustra- 
tiom that shicwK artists how 
dramatically sty% can Mu- 
ence the look of a drawing, 
even when the same subject 
is rend& in the same 
medium. Artists will see how 
a slight change in perspective 
orrhythmof~canbeused 
to create dierent moods. 
Presnall teaches artists how 
to play the variables-media, 
styles, techniques, and draw- 
ing surf- creak imicpe 
and strong ill-ons time 
after t i e .  

r - ~ ~ N  
.Qcs 

Lin Seslar, artist and au& 
of Painting Sewapes in 
Shatp Focus, (North Light 
Books, $24.951, has literally 

her way fram the west 
to ~t coast. She and her art- 
ist-husband Patrick spent two 
yeam traveling thousands of 
miles painting naMe and the, 
sea, andnowinthisnewbmk 
she shares with artists her 
techniques for painting in oil 
very dqt~iled, sharply 
focused, almast *tograph- 
i d l y  realistic images of the 
seashore. She covm, in 54 ' 
brief -, vittualPy e v q  
aspect of painting seas- 
capes--.from -8 the 
sparkle of bright'sdight on 
the water to creating the illu- 
sion of motion in waves The 
clqters ru*e orgaaid into 
four key sections that make 3t 
easy faP artists to absorb-and 
practice the matetial 
pre-. 

Lin Seslar shams her love 
for the sea and her great gift 
for painting &her book with 
all who wish  ti^ capture b 
changing lireodrP and @ma- 
tions in oil. 

.- - --- 

~ n t h e ~ t o t r i s b ~ a k  
PaiRn'ng wklr Pastels (Mxth 
Light Books, $15.95) Pem 
Hohnson states, "Pastels 
~ r n ~  a vast range of 
artistic expasion and p s -  
sesses-nodher 
medium can emulate." With 
this book, he p w s  t I a  p- 
tels are a~ v y  to use .its oils 
or w a t e e  ead illa&ates 
€he v d t i t y  of thr: medium 
by calling on five p fe s -  
s i d  artists who each dem- 

their own 
@$einBsintinga' 
subjr?cb. Mumew$ emla 
il1-w eurd TW&& draw- 
&@ .* included k help art- 
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ers; the only problem is negotiating the 
price-they are generally going to be 
harder in terms of prices. But once they 
say what it is, their word is law, and it 
will go. They've never reneged on any- 
thing; they'll get everything out, and 
you'll get paid. I'm still trying to track 
down one art director so that I can get 
paid. 
SF: I find dealing with an art director 
great when you build rapport and you 
begin to understand their language. You 
can negotiate a good relationship with 
art directors and build confidence. Then 
they will go with you, even if you're 
more expensive, or they may stretch out 
and think of a way to use you. When 
you deal with an art buyer, the first thing 
they want to know is how much it will 
cost. I think, generally, deallng with an 
art director is much easier because they 
know what they want and how to handle 
it. 
RH: Well, when you're dealing with an 
art buyer in conjunction with an art 
director, sometimes it's too much. The 
art buyer is in the middle and he's 
screwing it up. Sometimes you get 
involved and you're doing a job direct 
and after the rush is over the art buyer 
calls you and gives you the purchase 
order. It depends on the agency; some- 
times the art director is stronger, some- 
times it's the art buyer. 
SF: Yes, I've had situations where I can 
deal with the art buyer who is great, but 
I can't deal with the art director. 
RH: The art buyers have a tendency to 
be more organized. They know what stuff 
costs; they've got 15 books broken down 
into cheap, middle range, and more 
expensive. They're much more apt to 
serve the client and the agency at the 
expense of the artist. But that's their 
business. Ideally, I'd like to deal with 
the art director first and then get the art 
buyer in there to get the terms squared 
away. 
LB: Haven't you had this happen? The 
art director will call you in, you talk to 
the guy about some amount, and you 
think, great; it's set. Then you talk to 
the art buyer who says, "Why did he 
tell you that?" 
RH: They're trying to negotiate for the 
agency. 
LB: I still enjoy talking to them. Don't 
you love it when someone calls you up 
and says, "I want to see your book." 
And you're waiting [for more informa- 
tion until] finally you say, "Could I ask 
a dumb question? Could I know a little 
about the job?" It's like he calls a 
plumber and says, "I've got a problem. 

Can you come to the house?" And the 1 I A ~ U ~  
plumber says, "What's wrong?" And 
he says, "I can't discuss it." 
RH: Generally the art buyer won't even 
know what the project is when he calls 
your book in-and it won't be the art 
buyer who calls but the art buyer's sec- 
retary. I think, though, that it comes down 
to money. If they're going to spend 
money, they're going to know what they 
want. When you get through that first 
level you're OK. You try to find out as 
much as you can early on. You don't 
want to send a messenger down with 
your book and find out three days later 
that you weren't even close to [getting] 
the job. A 

RH: There's never a problem when you 
create a wonderful image for an art 
director. You create that image and the 
art director says, "This is great, this is 
what I wanted." Only you know that 
their client, that Fortune 500 com- 
pany-there's no way they're going to 
run that off-the-wall image. The art 
director doesn't have the experience to 
know that and takes it forward. The 
image comes back with changes. 
LB: Yeah, and you have an exciting 

E 
portfolio piece when you get done. 
SF: I try to get as much information on 
the phone as possible to find out if I'm 
even in the running. I don't want to send 
my portfolio out if I'm not right for the 
job. I might get into situations where I'll 
have two portfolios out for jobs 1'11 never 
get and the right client calls and I can't 
send anything. 
RH: And, of course, the client doesn't 
care if your book is out. 
LB: How about this: They design an ad 
based on, say, your Showcase ad, and 
they don't have a lot of money. Then 
they ask if you know someone who works 
like you. 

Usually things go smoothly, but when 
they go wrong, they go really wrong. 
And many times the art director is sub- 
servient to the account executive. Some- 
times the art director isn't even in the 
meeting with the client. Sometimes the 
communication isn't good. 
THE FUTURE OF ADVERTISING 
RH: I think there will be more use of 
art buyers down the road. It's a way of 
controlling costs. The percentage of 
agency budgets spent on art is nothing 
compared to what they spend on type, 
dye transfers, photography, and so on. 
It's really a small part of their budget. 
LB: A tremendous amount of business 
is going out to agencies in Chicago, St. 
Louis, and Detroit because it's cheaper 
out there. It's a sign of our times: Busi- 
ness is moving out of New York. 

World's most 
amazing airbrush and 
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RH: Then there's the creative side. If 
you look at the last five years, most of 
the exposure and the awards have been 
given to agencies outside of New York. 
LB: My two biggest clients are now in 
Boston and Detroit. 
RH: Mine are still in New York. 
SF: I always feel that the work in New 
York has been going downhill in the last 
few years, but I think it is going to hit 
bottom soon and will have an incredible 
future. The changes that have taken 
place-all the mergers and acquisitions 
in the industry-may appear negative, 
but I think it's a good sign. The agen- 
cies have been doing the same stuff over 
and over. I think we have been living 
under the laws of the 1960s and we've 
hit the bottom of that. I think Saachi & 
Saachi have acquired some of these 
agencies because they have had prob- 
lems. This has been coming for a while 
now. The smaller agencies now have a 
lot of creativity coming out of them. And, 
if there is creativity out there, it's going 
to be used. 
RH: I'm going to disagree. Generally 
that smaller agency based wherever it is 
is used to using local ~ e o ~ l e  and is not 

the newer agencies outside of New York 
have siphoned off business. And the 
client out in Seattle or wherever has the 
attitude "Why should we go to New York 
and deal with a big giant like Ted Bates? 
We don't need European exposure yet. " 
That kind of thing has pulled work out 
of New York, and left people out of work. 
In the process, I think a lot of people 
are nervous and for us that's a bad envi- 
ronment to try to negotiate big money 
in. It's hard from our standpoint, I think 
prices are a little depressed because of 
that. 
SF: I don't think that's my case. The 
clients I work for would rather go to the 
smaller agencies-I don't mean the 
smallest, good-sized agencies with maybe 
100 people employed, but small com- 
pared to J. Walter Thompson. When these 
clients go to the smaller agencies they 
feel good about it, they almost own the 
agency and they're saving money. The 
agency is hungry and also experiments 
more. Those kinds of agencies, I think, 
are the future. 
LB: I think that a lot of people went to 
Chiat Day because they had such crea- 
tive ideas and did these incredible cam- 
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going to have ;he kini  o i  budgets that paigns that got away from BBD&O and 
New York agencies have. They're all the classic agencies. They had new 
spending as much as the 'big guys' used 
to spend. In trade, which is my area, 
the art director has more power because 
he's in a smaller agency and his client 
is very close to him. And, I think the 
more agencies that come into the mar- 
ket, the more the competition. 
SF: I'm not talking about the really small 
agencies. I'm talking about mid-sized. 
They're spending as much as the big 
guys used to spend. In trade, which is 
my area, the art director has more power 
because he's in a smaller agency and his 
client is very close to him. And I think 
the more agencies that come into the 
market, the greater the competition. 
LB: I disagree with both of you. We 
shouldn't generalize. I've had calls from 
small agencies where it's been great and 
the budgets have been great. And I've 
had large agencies that have tied me to 
the radiator and done bad things to me. 
I understand what you're saying, but once 
again, it's what I love about what we 
do: You never know what's going to 
happen. 
RH: The mergers and acquisitions have 
disrupted New York in the last few years. 
Clients that find themselves in an agency 
where their interests overlap with another 
client's jump ship and have to leave the 
agency. So there are a lot of creative 
people who are out of work and are trying 
to get reabsorbed into the system. Then 

and different approaches. I think what 
Stanislaw is saying is that the new agen- 
cies, the smaller ones, are playing that 
role. 
RH: You are talking about clients like 
Perdue and Apple. Those are the clients 
that Chiat Day had and they took them 
from nothing and made big companies 
out of them. In turn the agency got big 
itself. With the economy right now, if 
we don't have a new healthy economy 
to bring those clients along, they're not 
going to bring the agencies along with 
them. And if you look at the economy 
right now, I don't think it looks too good, 
but it might get better. 
SF: I think the fact that clients can save 
money and get good quality in return 
will definitely help the smaller agencies. 
And the more agencies, the better for 
artists, there's more of a chance of 
breaking in, of doing good things. You've 
got to find new ways to sell; you can't 
keep selling the same old thing. An 
agency that's creative can sell under any 
conditions, and that's the kind of thing 
that can create a new force in the industry. 
RH: Yes, and that's what this business 
has always been like, it's always gone 
through cyclical changes. What's hap- 
pening now isn't really new; it's just part 
of the normal cycle of things. 
LB: And that's the fun of it, isn't it? It 
never stays the same. 
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ost of you 
who are 
reading this 
article are 
probably 
somewhat 

the commercial advertising 
field might be, 'You're good 
at drawing, but you need to 
find a copywriter.' " 

In Redden's scenario, the 
analyst acts as a translator 

familiar with attorney PERSPECTIVE and should be able to break 
Michael Redden's regular down existing forms (con- 
Airbrush Action column, tracts, letters, proposals) into 
"Legal Air." In that col- ON THE individual components. 
umn, Redden attempts to "The greatest service that the 
delineate some of the finer ARTS ATTORNEY- analyst can provide the art- 
points of the law; shedding ist," suggests Redden, "is 
light on those legal issues that to make legal jargon 
affect the individual artist on 
a regular basis. Recent col- ART IS T RELATIONS HIP understandable.?* Among the more crucial 
umni have covered such skills that the attorney spe- 
topics as contract analysis, cializing in the arts must 
work-for-hire agreements, BY HARVEY COHEN possess "is a background in 
tax law and consignment. copyright law and a hands- 

The intent of this article differs slightly; instead of offering on ability to work with contracts," says Redden. "The attor- 
a specific topic analysis, Redden attempts to introduce Air- ney should not only be able to tell his client what should or 
brush Action readers more personally to the sorts of relation- shouldn't be in a contract, but he must possess interpretive 
ships that can exist between artist and attorney. We believe abilities as well. When discussing a contract, the analyst may 
you will find the end result particularly enlightening and offer possible outcomes such as, 'Accept the offer,' 'Counter 
humanizing. offer,' 'Avoid these people at all costs,' and so on." 

"The characteristics that define an arts attorney," says Pessimist/Optimist. "The pessimist surfaces when some- 
Redden, "are really not much different from those that define one confronts me with an unresearched business plan or an 
a business attorney." Most attorneys who specialize in the incomplete proposal. In this role, I try to gingerly lay out the 
arts, have combined the study of copyright law with solid down side to the plan. Often I'll suggest doing a cost-benefit 
academic backgrounds in tax law, corporations, and business analysis." 
organization. "The academic pursuits are really just a small The pessimist must walk the tightrope, careful not to be 
portion of what it takes to represent an artist," Redden con- overly discouraging but simultaneously making a realistic 
tends. Beyond the basics, "the arts attorney also possesses assessment of the situation at hand. "Especially in the area 
intagible attributes and skills that are more closely aligned of business ventures, shortsighted artists tend to look only to 
with the needs of the artist." the bright side," Redden observes. "I try to show them that 

Redden sees three distinct roles that the arts attorney must in the majority of instances, these contractual arrangements 
be able to play, subject to the differing needs of his artist are doomed to failure." 
clients. These roles are "synthesist/analyst," "pessimisV Conversely, the optimist tries to find the silver linings. In 
optimist," and the "good guy"/"bad guy." Let's take an in- situations where artists either feel there is no solution or sense 
depth look at each. imminent failure, Redden tries to play up positive options and 

Synthesist/Analyst. "The synthesist is able to make order begin piecing together possible alternative scenarios. "There 
out o f  disorganization or nonorganization and has the vision is solace to be had in the knowledge that others have had it 
to see possible configurations," says Redden. "Often I'm worse," says Redden. "I suggest a checklist of concrete steps 
approached by groups of artists who state that things are not to take, thereby activating optimism and encouragement." 
'clicking' or don't feel right among group members. In my Good GuyIBad Guy. Most business relationships with out- 
capacity as synthesist, I can recommend organizational adjust- side parties require a contract to protect the interests of both. 
ments or fine-tunings that may solve their problems. "Artists sometimes have a hard time asking for what they 

"On an individual basis, sometimes I have artists tell me, deserve," says Redden. In his "good guy" role, Redden 
'I lyow I have the talent, but I'm not sure how to market attempts to champion the cause of the individual artist or 
myself.' At this point I may choose to go beyond the param- advocate on behalf of the arts organization. "Many times it's 
eters of legal advice and point to possible fiscally sound rela- simply a matter of getting individual egos pumped up enough 
tionships that the individual artist may want to consider. to go ask for what they rightfully deserve. At other times I 

"As a synthesist, I help artists visualize individual talents, have to do it for them." 
skills, and needs and suggest ways to augment and surround Similarly, "A lot of artists have trouble playing the role 
themselves with complementary players. For instance, a of the bad guy, especially in matters where they are owed 
response to a talented illustrator who has had trouble cracking money or someone has broken a contract," says Redden. 
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continued from page 22 
present on board, of little pieces of the 
surface lifting off. Working on film 
positives, at least for me, has removed 
a lot of difficulties, but there are other 
problems common to all paintable sur- 
faces, some of which are worse on film. 

The ever-present danger of unnoticed 
fingerprints is one of the biggies. Adhe- 
sive tracks from wrinkled frisket are 
another, and they emerge as if by magic, 
coming through as paint is put down with 
a clarity that would please a crime lab. 

The materials I use in producing my 
work have stabilized in the last few years, 
and while they certainly aren't the only 
things that will get the job done, they 
have proved to work the best in meeting 
my requirements. All my film positives 
are made using Agfa DU 1 P Rapid 
Access film, and until recently all were 
exposed from full-size negatives. My line 
drawings are inked on Teledyne Post 
drafting film using 000 and 0000 Koh- 
I-Noor pens. Even with all of these ultra- 
fine lines packed very close together, I 
am now having all my drawings put on 
8" x 10" negatives. This is being done 
by the Opticopy computerized process 
camera system, which is just coming into 
use, and it saves a lot of time and money. 

tack roll frisket masking, but I also use 
my finger, pieces of paper, and any con- 
veniently shaped object that happens to 
be lying around. I place my film posi- 
tives on 31 16-inch-thick white Fome-Cor 
board and hold them in place with white 
paper tape. After completion, I wash the 
edges or the entire background first with 
water and then with a little Bestine rub- 
ber cement solvent and mount the fin- 
ished painting on a clean sheet of Fome- 
Cor and cover it with clear acetate. 

The litho film approach to airbrush 
painting is limited only by the imagi- 
nation. Major rework can be accom- 
plished by cutting out areas and replacing 

My local source for this work is Glen- 
dale Blue Print in Glendale, California, 
and although they do a great job, I am 
sure that suitable local sources can be 
found in most parts of the country. 
Unwanted lines can be eliminated using 
K&E two-step green and white erasing 
fluid. 

My paint is gouache diluted with 
regular tapwater and sprayed through a 
fine double-action airbrush; a larger gun 
is used for larger areas and back- 
grounds. I primarily use very thin high- 

them with new or corrected elements held 
in place by frisket on the back. Paintings 
without line are easy. Just place a 
processed black piece of film over a line 
drawing and start spraying. Film posi- 
tives also make excellent overlays over 
another piece of film or an illustration 
board. All of these uses point to the ver- 
satility of this approach, which offers 
ever-expanding possibilities for both 
commercial and fine artists. 

David Kimble is a world renowned com- 
mercial artist and consultant to the 
Medeallwata Company. 
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1 -ExtraTip and Needle 
1 -Sampler Kit of ArtistsChoice Paints (6 colors) 
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Artograph Opaque Projectors at discount price$ 
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 risk, the market leaders m the 
Airbrush field with Frisk£il.m (low tack 
masking film), Friskair (airbrush 
propellant), and CSlO (airbrush1 
illlustration board), now introduces 
more quality European graphic art 
products for the United States market. 
Frisk Marker Pads, Prepared Acetate 
Pads, Layout Pads and Tracing Pads 
are now available. 
For free information 
and samples mail in 
the coupon today. 

frisk OMPHIC ART YATEIIALB 

Frisk Me. Send me free information and samples on: I 
Friskfilm Pre~ared Acetate Pads I 
(low tack masking film) 

CSlO (Board & Paper) 
Marker Pads 
Coverseal 
(Self-adhesive protective film) 

Layout Pads 
Tracing Pads 
Gloo-Booth 
(Air Purification System) 

(All Samples) 

Address: i I 
City: State: Zip: i 
Mail to: Frisk Products (USA) Inc. I 
4896 N. Royal Atlanta Drive Suite 304 I 
Tucker, GA 30084. Phone #: (404) 939-9496 I 
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Because your talent deserves the best 
You're looking at 

the most advanced airbrush 
tools available today. For a 
whole handful of reasons. 

With Binks, there's 
no limit to  what your 
imagination can achieve. 
You can paint everything 
from tiny photographs to  
oversized funny cars. And 
you can use inks, dyes, enam- 
els, watercolors, acrylics, 
stains, oils and lacquers. 
The choice is yours. 

RAVEN II The double 
action Raven is ideal for 
illustrators, photo re- 
touchers, architects, artists, 
and serious hobbyists. 

You get precise 
control with an adjustable 
air cap, needle and trigger 
assembly to  produce spray 
patterns from 112" to  
pencil lines. 

RAVEN II features 
smoother action with a 
more comfortable trigger 
design; and is available in 

models: Standard Quality, Reliability, Versatility 
and with a "needle 
adjustment" assembly. 

Also, Raven II 
Binks puts it - all 

with chameleon lets in the palm of your hand. 
vou use UD to  9 colors - 
at  once-by simply turning the 
selector located on the airbrush itself. 

WREN The single action Wren 
line is widely used for precision and 
background work by artists, hobby- 
ists, auto refinishers, and many others. 

Known for superb control 
and handling, Wren airbrushes are 
available in 3 nozzle sizes: Model "A" 
for fine lines, inks, dyes, etc. Model 
"B" for thinned lacquers, enamels. 
And Model "C" for ceramic glazes 
and heavier materials. 

All Binks airbrushes are custom 
engineered with the finest materials; 
and designed for easy cleaning and 
simple maintenance. 

So when you want the best 
airbrush money can buy, get your 
hands on a Binks. 
The "hands-on" favorite of 
artisans and hobbyists 
alike for over 90 years. 

Please circle Reader Service no. 40 

Call or write for 
more information today. 

Binks offers complete airbrush 
outfits, air compressors, oi l  and 
water traps, air regulators, hose, 
canned propellent, and more. 

For all your airbrush needs 
9201 West Belmont Avenue 
Franklin Park, Illinois 60131 
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