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INTRODUCTION
When we began working as profes-

sional airbrush illustrators we
wanted nothing more than to prac-

tice our craft all the time, yet this

was impossible because we worked
in full-service studios where our re-

sponsibilities extended beyond the

airbrush. By starting up our own
studio in 1982, we were able to spe-

cialize in airbrush illustration and
photo retouching and at the same
time expand our skills and bank of

techniques at a more satisfying

rate.

By necessity, our skills did im-

prove. As we strived to satisfy each

client's needs, we discovered and
shared new ways to create tex-

tures, surfaces, special effects, and
more, many of which you'll learn in

this book. As our business grew,

and still grows, we can afford to

bring new illustrators into the stu-

dio, and with these artists come

more challenging questions and
ideas.

Through this book we want to

offer you the same opportunity for

creative and professional growth
that surrounds us daily, and that

you would experience working side

by side with us at A.I.R. Studio.

We've written and designed this

book so it takes you from the brief

stage of seventeen actual client as-

signments through planning and
design to finished art. We'll discuss

the problems and challenges faced

in these jobs and the decisions we
made to solve them, such as using

window screening to give texture to

a microphone or renting an air-

plane and shooting our own photo-

graphs for an aerial illustration of

a long distance bike tour. This abil-

ity to think of innovative ways for

solving the challenges inherent in

every illustration assignment is a

must for the professional airbrush

artist.

This book won't teach you the

basics of airbrush. What it will

show you is how to use and com-
bine these basics with more ad-

vanced techniques to create the

special effects your illustrations re-

quire. The artwork that results will

satisfy your client's needs and be a
high quality piece of airbrush art-

work.
The way to come up with new

ideas consistently is to combine
what you already know with what
you can learn from other illustra-

tors, such as what we'll show you
in Dynamic Airbrush, also what
you can see in illustration annuals,

magazines, and in advertisements.

By continuing to expand your un-

derstanding of airbrush capabilities

you'll stay ahead of your competi-

tion, and draw much closer to

achieving your potential as an air-

brush illustrator. Use these illus-

trations and methods as the cata-

lyst for creating your own exciting

and dynamic artwork.

There is tremendous satisfaction

to be derived from simply learning

how to control the airbrush. But
the greatest satisfaction, regardless

of the techniques you use, comes
from transforming and communi-
cating your thoughts and ideas into

illustrations that excite the mind
and eye, and make your clients

happy.

The future of the airbrush for

the illustrator is in its purposeful

application. The airbrush is a tool,

just as the paintbrush or palette

knife is, and the continued popular-

ity of airbrush illustration among
clients will depend upon how you
use this tool to apply your skills

and talents to the challenges at

hand.

The cogs that make A.I.R. Studio run,

beginning front and center moving clock-

wise: Jim Effler, Thomas Chung, Martin

Roper, Toby Lay, Mark Rohling, Derek

Rillo, Dean Miller, and Dave Miller. Not

present, Maurice Mattei.



PARTI:
VISUAL
GLOSSARY
Advanced airbrush illustra-

tion is as much a question of

choices as it is the skillful exe-

cution of basic techniques. Be-

fore beginning a piece, you're

faced with many decisions

that need to be made. Are
there any special textures

needed? How can you best ren-

der them? Is there any really

fine detailing to be done? If so,

should you use a double-action

or turbo airbrush? Do you

need to create any unusual

edges? Maybe this is the time

to utilize a stencil burner?

The key to answering ques-

tions such as these is in know-
ing the best uses of the differ-

ent types of airbrushes, tex-

tures, edges, boards, masking
materials, and mediums. To
help you in your decision-

making we want to share with

you how we use them—knowl-

edge that we've picked up
through years of doing profes-

sional illustration.

What follows is a "visual

glossary" of airbrushes, tex-

tures, edges, hand brushes,

boards, mediums and refer-

ence materials. It's by no

means all-encompassing, but

its strength for you, as an il-

lustrator, is as a reference up-

on which you can build your

own library of "uses."
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CHOOSING
AN
AIRBRUSH

On these two pages you see the ob-

ject that gives us both satisfaction

and, at times, disappointment—the

airbrush. Our intention isn't to pro-

mote a particular brand, although
in the photographs you can see

which brands we use. Selecting and
buying an airbrush is a personal

thing, dependent not only on how
you plan to use it, but also on

which style feels right in your
hand.

What we can recommend,
though, are the uses we feel each
type brush is best suited for, in ad-

dition to a rundown of the advan-
tages and disadvantages of each.

This information will help you
know which tool to use to create a

specific effect.

DOUBLE-ACTION AIRBRUSH
This is the most versatile of the

three types of airbrushes. By con-

trolling the air flow, the amount of

pigment released, and the distance

between the needle and the board
surface, you can render the great-

est range of effects and textures

that can be achieved with any air-

brush. The key advantage of the

double-action, which separates it

from the single-action or turbo, is

your ability to control the air flow

and amount of paint. Because of

this, you can use the double-action

to spray everything from broad,

gradated areas to fine detailing.

You can create speed lines, such as

in Music City USA, page 136;

shade clouds as in A Day in Eden,
page 24; or gradate tone to shape
objects such as a cone or sphere.

While the double-action can han-

dle the finest detail spraying, it is

not quite as well suited to detail

work as is the turbo. Its spray is

less consistent and it's more likely

to clog as you spray a long line,

thus breaking the line.

ADVANTAGES
• More versatile than other types of

brushes
• Air and paint ratio can be controlled

while you spray
• Can vary width of sprayed line

while in use
• Delivers a fine spray
• Good for detail work
• Easy to repair

DISADVANTAGES
• Paint consistency must be thinner

than in a single-action to prevent

clogging

• Requires more time to cover large

areas than a single-action

SINGLE-ACTION AIRBRUSH
The single-action airbrush isn't de-

signed for use in professional illus-

tration. Its large nozzle or tip open-

ing limits its use in professional

applications because the enlarged
opening means it can only spray

rather broad lines—from one-half

to five inches wide. This is com-
pared to the double-action with line

widths from lkz of an inch to four

inches. Also, the single-action

doesn't spray a very smooth pat-

tern, making it most suitable for

stippling. One advantage it has
over the double-action is its ability

to spray thicker consistencies of

acrylic paint, which in the double-

action must be thinned to the point

of weakening the color.

Double-action, Iwata HP-C Double-action, Thayer & Chandler, Model A

The double-action airbrush pictured here is used by Jim Effler

without its handle. This allows him access to the needle so he

can move it in and out when flushing the brush with water to

prevent buildup of pigment which would interrupt the paint flow.
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ADVANTAGES
• Less expensive than all other

brushes
• Sprays large areas faster due to

larger aperture

• Durable
• Accepts thicker consistency paints

due to larger aperture
• Good for rendering large stipple pat-

terns and textures

DISADVANTAGES
• Paint flow can't be adjusted while

you're spraying
• Manual adjustment of spray widths

requires more time to do a job

• Delivers a coarse spray
• Unsuitable for detailed work

Tl RBO AIRBRUSH
The turbo is the most highly so-

phisticated and precise of the three

types of airbrushes. It sprays a

fine, even line that is ideal for ren-

dering super-fine details. However,
the turbo's fine spray makes it un-

suitable for anything but detail

work. Unless you do extensive

amounts of fine detailing, it isn't

essential that you buy a turbo. (We
have only one that sees action in

our studio.) The double-action can

satisfy your needs.

Some effects rendered well with

the turbo are subtle fabric textures,

tiny shadows, soft highlights, such

as spot highlights on metallic sur-

faces, and distant, glowing stars.

You can also spray stippled texture

by adjusting the speed of the tur-

bine, in much the same way as you
would reduce the air pressure on

your air regulator to create this ef-

fect with the double- or single-

action.

ADVANTAGES
• Ideally suited for detail work
• Delivers a consistent, fine line with-

out breaks

DISADVANTAGES
• Expensive
• Difficult to repair

• Limited spray width
• Noisy
• Holds very small amount of paint

• Requires thinned mediums

Single-action. Paasche H Turbo, Paasche AB
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TEXTURES
Many artists view the airbrush as

a tool for achieving only smooth,

slick or metallic surfaces; as a re-

sult their airbrushing doesn't real-

ly achieve its full potential. Howev-
er, it's possible to create a variety

of textures using just an airbrush,

a combination of airbrush and
hand brush, or these same tools in

combination with masking materi-

als such as liquid frisket, cloth, or

sponge.

By adding the ability to render a

range of textures to your skills,

you'll automatically expand the

range of objects you can illustrate

and increase the types of jobs you'll

be able to take on.

On these two pages you'll see fif-

teen different textures you can cre-

ate—and these are only a few of

the possible effects. Don't limit

yourself to just these—experiment!

STIPPLING
Stippling is particularly useful in render-

ing concrete, asphalt, gravel, sand, or

stars, as shown in The Planets, page
156.

To achieve a stippling effect, lower the

air pressure in your airbrush. An air pres-

sure of 10 pounds per square inch or

less creates an effective stipple pattern

for many uses.

The type of airbrush you're using and
the thickness of the paint can also affect

the coarseness of the stipple pattern. A
single-action airbrush generally creates a

coarser, more irregular pattern than a

double-action. Increasing the thickness of

the paint will also make stippling larger

and more textured.

Above you see stippling with a double-

action airbrush and seven pounds of air

pressure.

With the air pressure in the double-action

lowered to three pounds, the stippling

pattern becomes coarser.
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The single-action airbrush creates large, A toothbrush creates an even more irreg-

uneven stippling. This sample was done ular stippled texture,

with an air pressure of four pounds and
the paint valve three-quarters open.
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DRY-BRUSHING
When used in conjunction with the air-

brush to lay the overall tone, the dry-

brush technique is a common and rela-

tively quick way to produce fine texture

such as hair. fur. wood grain, and
grass—textures that would take much
more time to render if you hand painted

each hair or blade of grass individually.

You can vary this texture by using differ-

ent amounts of paint, stroke lengths, and
colors. For example, in the Ryland
Homes project, page 150. illustrator Jim
Effler used very short brushstrokes of

dark green and a second layer of light

green strokes to create a plush lawn. For

a step-by-step demonstration of the dry-

brush technique, see A Day in Eden,

page 18.

In this example you can see wood grain

created with dry-brush.

A simple base color and dry-brushing re-

sult in grass.

ERASING
Erasing the paint from an area is some-
times the best way to create texture,

highlights, contours, or modeling. Erasing

produces a cleaner color than you get by

spraying a light color over darker paint,

and spraying white to lighten an area

may muddy or dull the colors. Working
freehand with an eraser produces a
softer-edged shape with a matte finish,

while erasing through an acetate mask
as a shield produces a shape with harder

edges and more definition, one that will

appear shiny, such as smooth plastic or

metal.

The Vortex Logo, page 28. required

extensive erasure to render the metallic

fist, as did the Statue of Liberty, page 86.

to build up the tarnished copper.

In Dynamic Airbrush, page 104, you
can see very subtle freehand and cross-

hatched erasure in the forearm area,

where it models the fleshtone and keeps
it from looking plastic.

You can use many types of erasers.

Hard rubber or ink erasers remove a lot

of paint quickly and produce sharp lines.

Kneaded or soft gum erasers work slowly

and can produce very soft, tonally gra-

dated or feather-like edges.

A base color, dry-brushing, and gradated

color create aluminum.

DRYTRANSFER
By using dry transfers to mask specific

parts of your illustration, you can create

any number of effects—such as realistic

fabric, wood grain, or leather (see Moel-

ler's Football, page 132). or even incor-

porate a client's logo (see GPA Brochure,

page 96). Transfers are available in art

supply stores in sheets of numbers, let-

ters, and textures. Custom transfers can

be made from any line (not tone) art

that's the right shape and perspective.

To use dry transfer to create texture like

this, burnish it onto your board; after

spraying the color, remove the transfer

with low-tack tape and clean off any re-

sidual adhesive.
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CLOTH AND SCREEN
When you need to add highly "struc-

tured" texture to an illustration, experi-

ment with different masking materials—

loose-weave cloth, mesh, window
screening, or any open or porous materi-

al. One example is the Statue of Liberty

project, page 86, where the artist used
window screening to create the micro-

phone webbing.

To create this type of texture, first

spray the exposed area with a base col-

or. Secure the mask over the base color

with a light coat of spray adhesive to pre-

vent underspray. Spray a darker color

over the mask, then carefully remove the

mask, wiping off any residue from the

spray adhesive with Bestine solvent.a
«*••

Compare the textural differences be-

tween the gauze used in the example
above and the cloth used at right.

ammmmmmmmmmmmmmmmmmi
'•••"•SffffKi!«'
Simple window screening created this

unusual effect. To render this texture with

all lines parallel, lay the screen on the

board. To create this curved effect, actu-

ally curve a portion of the screen before

you spray through it.

LIQUID FRISKET
You can use liquid frisket to create such
unusual effects as fabric textures, small

distant objects (such as crowds of people

or distant stars), or minute or unique

highlight shapes. As shown in these two
examples, the texture you achieve de-

pends solely on how you apply the

frisket.

There are many advantages to using

this type of masking to render texture or

any special area of an illustration. It's

very easily controlled and is easily ap-

plied with a small nylon brush. Once dry,

it becomes rubber-like and waterproof.

Colors can be sprayed over the frisket

after it dries. The frisket can then be re-

moved with low-tack tape, such as 3M's
no. 256, leaving the board beneath
white. The edges created by this type of

masking will be hard, but you can soften

these edges by slightly overspraying the

color sprayed on the masked areas.

A large brush can create a contrasting

texture with liquid frisket, above left, but

our general use for this masking material

is with the technique, above right, to ren-

der objects such as trees, stars, high-

lights, or detailing. Liquid frisket was
used in many projects in this book. Soc-
cer World, page 72, includes a step-by-

step demonstration of this technique.

See also The Planets, page 156, and
Bike Tour, page 44.
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EDGES
Edges are as fundamental to air-

brush illustration as is the air-

brush itself. And a thorough under-
standing of the different ways you
can create edges is essential.

Frisket film, acetate, and free-

hand spraying are the three prima-
ry means of rendering edges. It's

important that you understand the
strengths and weaknesses of each.

They can give you the full selection

of edge types you'll need, ranging
from razor-sharp to soft, out-of-focus.

SUPER-HARD EDGES
If an illustration requires really

crisp edges, you'll want to use

frisket film for your masks. Be-

cause frisket film adheres to the

board and is very thin, it creates

an extremely clean line with no
underspray. It will generally ad-

here to most surfaces, as it's quite

flexible, but you shouldn't use it

when you're working on heavy lay-

ers of paint or highly textured

board surfaces, because the adhe-
sive may remove some of the paint.

When you're using frisket on
large areas, you can save yourself

time and money (frisket film is the

most expensive of the masking ma-
terials) by saving the various
frisket masks you remove from
your illustration and repositioning

them as needed rather than cutting

new masks to fit the shapes.

RELATIVELY HARD EDGES
Acetate can produce hard edges,

but never to the point of crispness

that frisket film can. For the hard-
est possible edge use acetate that's

.003mm thick and secure it in

place with a light coat of spray ad-

hesive, by taping it at the corners,

or by holding it by hand. Hand
holding acetate works best for

small masks. Whichever means you
use, always spray away from the

edge of the mask opening to pre-

vent color bleeding under the

mask.

SOFTER EDGES
Acetate, particularly clear acetate,

is also the best material to use for

softer edges, and there are two
means to do so. One is to rest the

mask on the board surface and
move it slightly as you spray. The
second way is to raise the mask off

the surface. The underspray that

results from both methods softens

the sprayed edges. Acetate that is

.075mm or .01mm thick is best

suited for both methods. You could

also utilize stiff paper or cardboard

for the same effect, but you can't

see through these materials to see

what you're doing.

VERY SOFT EDGES
For the softest of edges freehand

spray without any masking. This

technique requires that you have
peak control of your brush.

Frisket film masking results in the hard-

est possible edge.

Acetate mask, .003mm thick, held on the

painting surface by hand creates a slight-

ly softened edge.

Acetate mask, .003mm thick, moved
slightly on the painting surface while

spraying creates an even softer edge.

Acetate mask. 01mm thick, with quarters

placed between the board and the mask,

further softens the edge and allows for

increased underspray.

Freehand spraying requires skill and con-

centration.
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BRUSHES
AND THEIR
USES
The airbrush can't completely re-

place the hand brush; some things

are simply better rendered by
hand, such as thin highlights or

tiny detailing. Mastering a range
of hand brushes will enable you to

save time by, for instance, putting

in a thin highlight with a sable

brush rather than cutting a frisket

or acetate mask. It's sometimes
tempting to do a piece only in air-

brush, fearing that hand brush
work would clash in style with the

airbrush. It could, but when done

well, hand brush work blends with

airbrushed paint and enhances
your illustration. Here are some of

our brushes and their uses.

SABLE HAIR
It's essential to have a quality

sable-hair brush especially for

touch-up work, small detailing, and
dry-brush work. Most touch-up and
detailing can be accomplished with

a no. 0, while washes and dry-

brush need a large size—nos. 3, 5,

and 8 should cover all your needs.

NYLON
We use nylon brushes, such as no.

or 000, mainly for applying liquid

frisket. They're stiffer than sable

brushes, which gives you more con-

trol when applying the frisket.

They also cost less and are easier

to clean.

No. sable hair

CAMEL HAIR
Camel hair brushes in nos. 4, 5,

and 6 are good to use for mixing
paint and filling the airbrush color

reservoir. Again, these brushes can
tolerate more "abuse" than the sa-

bles and are less expensive. It's

most efficient to have at least six of

these on hand so you don't have to

clean a brush every time you mix a
new color.

DUST BRUSH
You can buy brushes strictly for re-

moving dust from your illustra-

tions. They're made of pony and
goat hair, which ranks them be-

tween the sable and nylon brushes.

The hairs are firm enough to clean

the board surface, yet soft enough
not to damage the delicate paint.

Hand brushes are helpful for everything

from touch-up work to mixing paint. Here
are a few we find handy to have around.

No. 3 sable hair

No. 5 sable hair

No. 8 sable hair

No. 000 nylon

No. 5 camel hair

Dust brush
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BOARD
SURFACES
There is a variety of illustration

boards on the market and, like

paints, they each have strong and
weak points. Here are the boards
we have used and what situations

they are best suited for.

SMOOTH SURFACE
In general, smooth, plate-finish

i hot-press i boards work best for air-

brushing. The smooth boards we've

used are Crescent 205. Letramax
2000 and 4000. Frisk CS10. and
Bainbridge 172.

For most illustrations, we use
Crescent 205 because it's not only

smooth to the touch but also less

modeled than other boards, which
means that the natural hills and
valleys in the board's surface are

less visible (you can see these if

you hold a light at the edge of the

board and shine it across the sur-

face at a low angle*. You shouldn't

leave frisket on this board for a

long time (such as a few days) be-

cause fibers on the surface can be

pulled up when you remove the

frisket. You can erase color from
this board but don't use anything
wet to wipe color off, or it might
damage the surface. The character-

istics of Bainbridge 172 are gener-

ally similar to Crescent 205.

The Letramax boards 2000 and
4000 are very smooth. You can
erase easily and even use a damp
cotton swab to remove paint with-

out damaging the surface. Frisket

won't pull up any fibers either, but
overall surface modeling is slightly

more prevalent than in the Cres-

cent 205. All of the smooth-surface
boards hold the color well when
you pull up frisket from a painted
area.

TEXTURED SURFACE
The modeling in textured (cold-

press) boards is a design and ren-

dering factor. Before you spray on
textured board, consider whether
you want to minimize the board's

texture for a subtle effect, in which

case you'd spray directionally from
all four sides in towards the center.

To maximize the texture, spray
from only one low angle, as illus-

trated below.

If you plan to use colored pencil

in your piece, it's better to use a
textured board so the pigment has
something to adhere to. Crescent
board no. 1 or no. 110 is good for

this, but we recommend no. 110
due to its greater whiteness. Wash-
es also work well on textured

boards.

The overall effect of an illustra-

tion rendered on this type surface

will be softer than on smooth
board, since the texture breaks up
the smoothness of the spray, pre-

venting really hard edges. Imagine
how much more effective an illus-

tration of a fuzzy-haired teddy bear
would look on textured board than
on smooth.

The degree of texture on this

board will affect the ability of

frisket film to adhere, so watch for

underspray.

Gouache sprayed on Crescent 205 from

all four sides results in smooth, even sur-

face coverage.

Gouache sprayed on Crescent 110 in

one direction—from the bottom edge
up—maximizes the surface texture.

Gouache sprayed on Crescent 110, from

all four sides inward, creates the same
look as on Crescent 205.
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MEDIUMS
The four paints used in airbrush-

ing—gouache, watercolor, dye, and
acrylic—have unique and individu-

al characteristics, both good and
bad. When choosing a medium for

a particular use, you should know
exactly how it will act in your air-

brush, on the board surface, and in

relation to other mediums, in addi-

tion to the types of effects it can
create and what its limitations are.

While we use gouache maybe 90
percent of the time, it's important
that we have the option to use oth-

er mediums for the remaining 10

percent, because while gouache is

very flexible, there are effects you
can't achieve with gouache alone.

That's why it's beneficial to under-

stand the full capacity of every

available medium.
In this section we'll discuss these

four primary mediums, plus the

use of dye over gouache and colored

pencil. We'll give their characteris-

tics, plus advantages and disadvan-

tages for each, so you'll have the

information you need to make the

best choice of medium for your own
illustration work.

GOUACHE WATERCOLOR

One of the key characteristics of

gouache is its opacity when applied

heavily. This results in a flat, "silkscreen"

quality. You can vary the opacity by
changing your paint consistency and ap-

plication. Opaque gouache is the medi-

um to use when you need to cover and
rework a sprayed area. (Caution: Heavy
buildup of gouache can break or peel

when an illustration is bent for scanning
during reproduction.)

On the other hand, you can thin

gouache for translucent coverage. The
look will be more luminous and add
depth to your illustration because more
light will go through the pigment and re-

flect off the white board surface.

The fine pigment grind in gouache
creates few clogging problems in your

brush, resulting in a steadier, more con-

sistent spray. Gouache colors are nicely

saturated and very compatible with each
other.

Watercolor has the finest pigment grind

of all four mediums, and as a result its

best use is for transparent layering of

color directly over the white board. The
board acts as a "tinting" agent to lighten

the watercolor without muddying the col-

or or adding density. The step-by-step

demonstration of the balloon in A Day in

Eden, page 26, exemplifies this. Use wa-

tercolor over thin consistency gouache
for finer detail work.

ADVANTAGES
• Most colors are bright

• Produces a smooth, even tone

• Flows smoothly without clogging

DISADVANTAGES
• Expensive
• Hard to cover other colors

• Easily damaged due to water base

ADVANTAGES
• Good coverage over large areas
• Reproduces well

• Dries fast

• Moderately priced

DISADVANTAGES
• Can get muddy when mixed
• Easily damaged since it's water-

based
• Some gouache colors contain dye,

which can stain
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DYE ACRYLIC DYE ON GOUACHE

Dyes are the best transparent colors to

use. better than even watercolor. They
work better over gouache than watercol-

or because they are a purer color mix

with less grain or opacity. The drawback
is that errors in dye are hard to correct

because dye stains and will bleed

through paint sprayed over it.

ADVANTAGES
• Mostly brilliant colors

• Easy to mix and use
• Norirclogging

DISADVANTAGES
• It stains and can't be covered easily

due to its bleed-through quality

• Many colors are not permanent
• Tends to bleed under frisket

• May not reproduce faithfully

• Easily damaged due to water base

We don't use this water-based paint be-

cause it clogs airbrushes unless it is

thinned severely, and this weakens the

colors. For the most part, acrylic pigment

is best suited for the basic level artist

who tends to build up heavier layers of

paint since acrylic can tolerate this with-

out peeling or flaking. While the acrylic

clogging problem is serious, consider this

pigment if your piece is to be displayed

since acrylic is the most durable of the

four mediums.

ADVANTAGES
• Bright colors

• No bleed-through
• Waterproof and permanent when

dry

DISADVANTAGES
• Clogs airbrush
• Transparent quality requires more

time to build up color density

You'll sometimes find that gouache will

dry to a color that's duller than you in-

tended. You can brighten the dull color

by spraying a dye, which adds color and

some density. The darker, more color-

saturated the dye you use, the more it

will intensify the base color. The above

example shows crimson dye over ultra-

marine gouache.
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COLORED PENCIL

You can use colored pencils to render

textures that neither the airbrush or a sa-

ble brush is well suited to, such as con-

crete or asphalt, rough wood grain, skin,

or hair.

If you want the colored pencil to blend

in with the illustration, use a cotton swab
to lightly rub over the pencil work. This

will soften the pencil work, making it ap-

pear more airbrush-like. Depending on
what you are illustrating, however, you
might prefer to leave the colored pencil

unblended for a harder look. (A word of

caution: Experience has taught us that

hard-lined colored pencil over airbrush

tends to look foreign to the illustration

when the art is either separated or pho-

tographed.)

Do pencil work as the last step of

your artwork—otherwise frisket film will

pick the color up and Bestine solvent will

dissolve it if you have to clean spray ad-

hesive off your illustration.

Note in this simple impression of hair

how the pencil line fades out the farther

it gets from the skin surface.

Asphalt is rendered easily using the side

of the pencil.

ADVANTAGES
• Can produce a range of textures, in-

cluding many that can't be obtained

in any other way
• Can render hard or soft lines

DISADVANTAGES
• Must be done as the final step in a

piece

• Colors less intense than paint
• Time-consuming if used over large

area

Rough wood grain is obtained using

three different pencil colors.

Multiple pencil colors also give depth to

grass.

WHITE PAINTS

The truth about white paints is

that they aren't all created equal.

And it's a good idea to know going
into an illustration which white
paint is best suited to what use.

There are two white gouache
paints in general use: permanent
white and zinc white. Permanent
white is the more opaque of the

two and covers other paint colors

better. Although permanent white

also does well for tinting, zinc is

better—it mixes better and doesn't

degrade the original color, which
permanent white may do.

Bleed-proof white is the right

white to use when you need to cov-

er dyes (and some gouache and wa-
tercolor that contain dyes) that

would normally bleed through oth-

er whites. Bleed-proof white is very

opaque and covers well; it is, how-

ever, also grainier than permanent
or zinc white and doesn't cover as

smoothly.

Two other all-purpose whites are

Instant Aero White and Gamma,
both by Grumbacher. Both are

opaque and smooth, great for

spraying fine white lines. Gamma
White is the best pigment for fine

hand brush work.
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USING
REFERENCE
MATERIALS
To help us conceive, design, and
visualize our illustrations, we rely

heavily on reference materials such

as books, magazines, photographs,

maps, and advertisements. Some of

these materials—good 35mm photo-

graphs you shoot for yourself, for

instance—can provide exact infor-

mation on an object's detailing,

size, shape, color, and perspective.

Books and magazines are also good
sources for this type of information.

Other resources offer different

advantages. Instant prints are ex-

cellent sources for immediate infor-

mation in working up preliminary

drawings, even though they're gen-

erally useful only for insight into

an object's shape.

There will be occasions when
you won't be able to find or create

a reference that pictures an object

in the exact form you need. In

these instances, you may have to

alter the perspective or size from
what's shown, but can still use ref-

erences for help in depicting details

such as color or general shape.

These references will serve mostly

to help you imagine what an object

could look like in your illustration.

On the following three pages
we'll describe the references we
use, and how we use them.

35MM COLOR PRINTS
If you own a decent 35mm camera
you can shoot your own reference

photos. This allows you to set situ-

ations up just how you need them
for a particular job. In general

35mm prints are better for color,

tone, and detail than instant

prints. Photos from 35mm nega-
tives make better direct reference

for finished art, especially for in-

volved subject matter, because you
can enlarge them to the size you're

working. Instant print images must
be enlarged on a Lucidagraph
(which projects an enlarged image
onto glass so that you can trace it

at the desired size).

The drawbacks to using 35mm
photos are: 1) you must use a

whole roll of film even if you don't

Three photographs were used as refer-

ence in the A Day in Eden poster, page
18. Note the detailing they provide in ad-

dition to the color representation.

By comparing the 35mm print with the in-

stant print, you can see that the 35mm
print works better in some situations than

the instant photo.
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need it, and 2) it takes longer to

get your pictures back, although
one-hour photo developers are be-

coming more and more popular in

many cities.

While neither 35mm prints or

instant photos are cheap, the infor-

mation they provide is often valu-

able in saving time and getting

your subject matter to look just

right.

INSTANT PRINTS
You can't beat an instant print for

quick reference. You can set the

props up just the way you want
them and shoot from the exact an-

gle you need. These photos are

helpful for pencil sketches or even
reference for a finished piece if it's

not complicated, detailed subject

matter. While they're good for get-

ting the shapes of objects, you must
be aware of possible distortion

when you are very close to the sub-

ject matter because of the wide an-

gle lenses these cameras have. In-

stant photos are not good for color

reference, either.

CLIP FILE
Sage advice: Start a clip file, main-
tain your existing clip file, or up-

date your old clip file. It's invalu-

able and will serve you well in

your search for that just-right im-

age.

Our studio file is divided into

two parts: the first part holds im-
ages (from any type of printed mat-
ter) of objects; the second part har-

bors examples of other artists' il-

lustration styles and techniques.

Our objects file gives us quick

access to visual reference for a

range of subjects. This is especially

helpful if the subject is one we
can't photograph ourselves, such as

the Taj Mahal, Bambi, or the plan-

et Saturn. Keep your clips filed and
indexed according to subject mat-
ter; add to the file regularly. And
even though it may seem that for

some jobs you couldn't possibly

have the reference you need, if the

file is maintained well, oftentimes

there is something in it that can
serve as a springboard.

Clippings of advertisements can give you

access to a range of fruits, such as

these, many of which may be out of sea-

son if you tried to buy them. You'll have

more time to study what ice looks like

with a clipping than with the genuine arti-

cle.

These two instant prints show the ideal

use for this type of reference material

—

images where you can get in tight and
color isn't critical. The print of the two

hands was used for the GPA Brochure il-

lustration on page 96 and the computer

photo was used in Tropical Computer,

page 160.

i'*&&^
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In the second half of the file,

keep illustrations by other artists.

From these samples you'll not only

expose yourself to a range of differ-

ent illustration styles, but often

you can pick up on a new approach
to a common (or tricky) subject

matter.

Certain effects, such as that of liquid and
ice cubes, result from careful consider-

ation of masking and contrast. You can
learn a lot about these elements through

other illustrators' work, so your reference

file should contain samples like this one.

Rendering a super shiny surface is chal-

lenging. Studying examples of work by

other artists, such as this piece, will help

you understand how to render reflec-

tions, edges, and hot spots that result in

the metallic effect.

The unique style of this illustration could

give you an idea for handling a job of

your own.
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LEAD
PICKUP
TECHNIQUE
The lead pickup technique is a real

time-saver for transferring a draw-
ing to board, something which is

always welcome in this business.

This method works best when there

aren't too many shapes to be cut

out and re-positioned, with shapes
that aren't so complicated that you

can't re-cover them with the pieces

you removed, and with shapes re-

quiring hard edges. Your pencil

drawing should consist of precise

lines, so you know exactly where to

cut, and be drawn with a lead such
as an H that is not too hard or too

soft.

First tape your pencil sketch

(which is on tracing paper and
should be rendered as accurately as

possible, without tone or shading)

to a board to keep it flat. Lay a

piece of frisket large enough to cov-

er the entire drawing on top of it.

Go over all the lines with a

burnisher so that some of the

graphite from the pencil drawing
transfers to the adhesive side of the

frisket. Then remove the frisket

from the drawing and carefully

place it down smoothly on your fi-

nal illustration board. (It's vital

that there be no air pockets in the

film.) You now can start lightly

cutting along the illustration lines,

but save the pieces so you can re-

place them as masks later. Remem-
ber that you'll have to spray all the

shapes in the piece before you re-

move this frisket; otherwise you'll

lose the drawing.

Frisket film

Graphite transterred from pencil drawing

Tracing paper

Original graphite drawing

Illustration board

Here's a trick you can use to make transferring a large drawing with the lead pickup

method easier. First, tape the drawing down to the illustration board you're going to

use for the finished art, making sure the board is larger than the drawing on all sides.

Cover the drawing and board with frisket and burnish. Be sure the frisket overlaps the

drawing and adheres to a good portion of the board, as shown in the diagram. When
you remove the frisket. pull it up only far enough to remove the drawing beneath it,

leaving it tacked at one side of the board. Then smooth the frisket back down on the

board to complete the transfer.



PART II:

THE
PROJECTS
A professional airbrush illus-

tration develops through a se-

ries of stages including the

briefing with the client, con-

ceptualization and design,

drawing up pencil sketches

and, finally, rendering the fin-

ished piece of art. During each

of these stages the illustrator,

either alone or with the client,

makes dozens of important,

thoughtful decisions about

mediums, edges, masks, and
more.

In Part 2 of this book you'll

see seventeen actual client

projects and two experimental

pieces with step-by-step dem-
onstrations, enlarged details,

and extensive instructional

captions so you can learn ex-

actly how we drew upon our

knowledge of airbrush essen-

tials to make decisions

throughout the entire process.

We'll specifically discuss what
went into our decisions, and
how they directly affected

whether the finished illustra-

tion met the client's needs.

As with Part 1, use this sec-

ond half ofDynamicA irbrush

as a well of ideas, a guide in

making decisions on your own
illustrations, and we hope, to

some extent, a source of inspi-

ration as you work to satisfy

the needs ofyour own clients.
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PROJECT 1 A DAY IN EDEN
ASSIGNMENT
A poster promoting a summer festival

in Cincinnati's Eden Park

ARTIST

Jim EtYler

CLIENT

Horwitz. Mann & Bukvie Advertising.

Inc.: Dave Bukvie. art director

The A Day in Eden illustration

shows how much planning can go

into a complicated design. The il-

lustration was used as a poster to

promote a summer festival in Eden
Park in Cincinnati. Ohio. The ad-

vertising agency's art director

wanted to incorporate lots of ani-

mals, trees, and balloons to create

a colorful, storybook-like setting,

and he provided a rough pencil lay-

out showing the basic composition.

Another important consideration

was that the poster accurately por-

tray some of the park's landmarks
so that people seeing the poster

would immediately identify the lo-

cation.

fc :icjSaLAug.lC. 12-9pm

1
Refining the Concept: In all. I spent

fifty hours in the preliminary stages of

this illustration, just getting to the point

where I could transfer the drawing to the

illustration board. That included talking to

the art director about his rough layout

(shown here), taking pictures in the park,

researching the animals at the library,

and completing the first pencil draft and

the finished pencil drawing.

From that point on, I spent another

100 hours doing the illustration. When I

started it. i felt like I'd never finish it. but

when I did, it brought a real sense of sat-

isfaction. It takes patience.

2 The first step in researching the illus-

tration was to snap photos of the

area s general landscape, foliage, and

landmarks. Then I carefully researched

the animals in the foreground to make
sure they were all native to the area and

to find visual references for drawing

them. You can see some of the refer-

ences I used here. In some cases—the

blue jay for instance— I was able to find

a reference with the animal in a position

very close to what I wanted. The only

changes I made to the blue jay were to

move its head so it was looking toward

the crowd and to use brighter colors be-

cause I wanted the poster to have a col-

orful fantasy feeling. The sample I had

for the turtle, though, wasn't close to

what I wanted, so I used it as a guide as

I drew the turtle and imagined what it

would look like from the actual point of

view I wanted.

Gouache and uatercolor; 25 x 35'.' Courtesy of Horwitz. Mann & Bukvie Advertising. Inc.
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3 Once I'd finished the research, the

next step was to produce two drafts

of the illustration on tracing paper. The
first draft generally mapped out the illus-

tration. The second draft had cleaner

lines and a few minor changes. I gave
the jack-in-the-pulpit, the flower in the

right foreground, a longer stem to en-

hance the realism and added a small

mole for interest in the center fore-

ground. After completing the second and
final drawing, I sent it to the art director

for approval.
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4 Inexpensive Masking: Following the

art director's approval, the drawing

was transferred to the illustration surface

with graphite-coated tracing paper. Then
I began the painting. This particular illus-

tration was done to full size: 23 \33 1 2"

with a one-inch bleed. To protect the il-

lustration and save frisket. I put a cheap
paper mask down first, as described in

the sidebar below.

5 I illustrated the most important ob-

jects first, beginning with the fore-

ground—animals, flowers, plants, and
ground. The next stages included the

tree-covered hillsides, the clouds, and
the sky, with detail work like the pavilion,

crowd, and other landmarks coming last.

*

^~^^K^S
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INEXPENSIVE
MASKING
TECHNIQUE
To conserve frisket, cover your entire il-

lustration with inexpensive white wrap-

ping paper; cut a hole in the general

area in which you'll be working. After

you've made this protective sheet, cover

the open image area with frisket. Now
cut the frisket exactly along the edge of

the shape to be sprayed.
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6 Animal Fur: The technique for illus-

trating most animal fur is similar to

that I used for the chipmunk in the right

foreground. First I masked the image so

the background was covered, leaving the

white stripe of the chipmunk's fur cov-

ered also. Next I sprayed a light (20 to

30 percent) tint of the fur color to give

shape to the animal, as you see here.

7 Since I wanted the chipmunk's tail to

be lighter than its back, I used ace-

tate to cover the tail while I sprayed the

back darker, moving the mask slightly to

avoid creating a hard edge. (You can see
the mask I used here better at the top of

the previous illustration.)

9 After this step, I airbrushed some
more tone to make the shadow areas

darker.

WNext I used the dry brush again to

apply a second layer of fur to make
it look thicker. When applying the second

layer, remember to point the hair in the

same direction as the first coat.

8 At this point, I added the fur, using

the dry-brush technique. For this

technique, use watercolors from a tube

or gouache and a good sable brush, any
size from no. 5 to no. 8. You'll want to

work with a relatively dry brush, so to

achieve the correct consistency, put ap-

proximately one-eighth of an inch of the

sable brush into the paint and stroke it

lightly across a scrap piece of illustration

board. When you get the "fur" effect that

you're after, start applying paint on your

illustration. Keep your strokes fast, light,

and going only in the direction the fur

grows. Every time you dip the brush for

more paint, you must first get it started

on the scrap board. To get the brush

hairs to separate nicely, sometimes it's

necessary to press the brush down on
the scrap board almost to the ferrule and

twirl it slightly.

11
You may choose to spray more
tone over the second layer if you

think it's necessary.
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ia I then pulled up the frisket covering

I A the white stripe and sprayed black

along the brown edges to soften them. I

kept the airbrush close to the board with

a narrow spray to avoid getting color on
the white area.

| o The final step was to dry-brush

IO some white hair onto the stripe. A
smaller sable brush such as a no. 3 is

best for working in a small area like this.

1A ^a ' 1 un *'' y°u have comPleted tnem background immediately surround-

ing the animal to soften the contour edg-

es with a hand brush. This way you'll

only have to do this finishing touch once.
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I g Plants: To achieve the depth in the

13 foreground plants I first sprayed

the flowers, since they are the most im-

portant. I decided to start in the fore-

ground and work my way to the back-

ground because the flowers in the fore-

ground were the important objects here,

and I knew how I wanted them to look. I

then rendered the plants in the back-

ground to support and contrast the flow-

ers. The next things to render were the

stems and leaves of the flowers; then I

masked off the flowers and plants I'd fin-

ished and exposed the background. To
heighten the feeling of depth in areas of

foliage, spray a green in the background
areas dark enough to separate them
from the previously painted plants. Check
to see how they contrast as you go by

carefully lifting up, and replacing, some
of the frisket over the already painted

plants. While doing these areas you can

use some "stem" and "leaf" shapes cut

out of acetate to lay on the background
areas as you spray. This will create more
plant forms in the darker areas.

1A Clouds: The clouds were put in af-

10 ter the sky gradation had been
sprayed but while the masks covering

the land, balloons, and other objects in

the sky were still down. Colors used in

the sky should be gouache or watercolor;

dye will stain the white you spray on top

for the clouds. Some of the gouaches
and watercolors also contain dye that

might come up through the white. If this

happens, use bleed-proof white to spray

your clouds.

When transferring the overall drawing

to the board, it's better not to trace down
the cloud shapes. Then when you're

ready to render them, tape a piece of

003mm acetate over the pencil drawing,

which should also be taped down to a
piece of board. Cut the cloud shapes
out—you can use more cutting pressure

than usual since the finished art isn't un-

derneath the blade. After you do this,

mark the acetate with a grease pencil,

registering it to some of the objects in

the illustration such as the horizon and
landmarks. Then pick up the acetate and

put it over the final art, registering it with

the traced landmarks.

| ^ Spray just enough white through

I # the cloud shapes in this mask so

you can easily differentiate the clouds

from the sky when the mask is lifted.
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W Remove the cloud mask and spray

white paint freehand along the edg-

es of the clouds to soften them. Also use
white to model the clouds' interior

shapes by spraying the sides facing the

sun.

a | Pull up the frisket only after you

A I are completely finished with the

clouds.

19
The shadow sides should be
sprayed with a color similar, but not

identical, to the sky. Clouds reflect the

sky color somewhat, but by using a dif-

ferent shade of blue, in this case a gray-

blue, you give the cloud substance.

MThe bright white edges take sever-

al layers of sprayed paint to build

up opacity. You'll have to spray them
again after putting the shadows in. Use a

turbo for this final and more detailed ap-

plication of the soft white edges.



f%*% The strings were added last. I

iw made the mask for the strings with

one curve cut in a piece of 003mm ace-

tate. It was cut from end to end then

cracked, and separated. I then taped the

two pieces back together, leaving a
space (the width the string would be) in

between them. I also put a piece of tape

on the ends where I wanted the string to

stop.

M Masks such as these acetate

"string" masks should be taped

down (not directly to the art but to a pro-

tective mask). This allows you to lift them
up and see if the strings are white

enough and get the masks back down in

the same position if they are not.

M Translucent Objects: To achieve

the translucent effect of balloons,

paint them in after the background, so

you know what shapes and colors must
show through each balloon. To get clean,

bright colors you should mask off the

balloons while doing the background, giv-

ing you pure white board to start spray-

ing your balloon colors onto. (If you
painted the entire background first and
then put the balloons in on top of it your

colors would never be as bright even if

you put down a layer of white.) After I

sprayed this particular balloon red, shap-

ing it by avoiding the highlight area, I cut

an acetate mask in the shape of the tree

behind the balloon. A couple of small

areas were masked off with frisket to

create holes in the branches. Then I

lightly sprayed a dark green color to give

the effect of the tree showing through.

M Final Tint: The last step in doing

this piece was to spray a tint of

yellow over the bottom third of the illus-

tration to unify the colors. Other colors

can be used but I chose a golden yellow

so it related to the yellow in the sky at

the horizon, and also to warm the illus-

tration up just a little. This tint was very

faint and transparent, maybe 5 or 10 per-

cent of the full color strength. I did not

spray the upper portion because I want-

ed the color in the balloons to be as
bright and clean as possible, and I didn't

want the clouds to turn yellow and the

sky green. Spraying a final tint can

cause problems, as it did in this case,

but it can also pull the colors together.

You have to keep the spray away from

areas that you still want white, such as

the Queen Anne's lace here. I was un-

able to avoid the rabbit's tail so I had to

spray white over it after spraying the yel-

low tint. Another problem you might run

into by spraying a tint is it might ruin

some of the colors in your artwork, espe-

cially opposites of the color spectrum. I

kept the spray away from the blue jay af-

ter noticing that the small purple flowers

were turning an undesirable color. I had
to mask around these flowers and go
back over them with white and then blue

to get rid of the yellowish tint on them.

Had I realized this before I sprayed the

yellow I would have covered them up
with frisket first.
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PROJECT 2

Gouache, watercolor, and dye; 18" x 25"
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VORTEX LOGO

ASSIGNMENT
Logo for the Vortex, a roller coaster at

Kings Island amusement park

ARTIST

Dave Miller

CLIENT

Sive Associates; Kim White, art

director

Vortex is a $4-million roller coaster

at Ohio's Kings Island amusement
park. The ride features two and a

half minutes of hills, drops, and

vertical loops, plus corkscrew,

boomerang, and 360-degree helix

turns—at speeds of more than 50

miles per hour. The ride is de-

signed to make riders feel like they

are totally under the control of out-

side forces.

My assignment was to create a

logo that reflected this mood but

didn't frighten or intimidate peo-

ple. The logo would serve as the

ride's trademark in all kinds of ad-

vertisements and promotions. To be

successful, the illustration also had

to please the client and incorporate

ideas and goals.

Courtesy of Kings Island
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1
Working with Your Client: The art

director did several thumbnail sketch-

es to establish the basic concept, then

gave me a rough sketch to follow. As the

work proceeded. I worked closely with

the art director to make sure he ap-

proved of my execution and design deci-

sions. We met to discuss the drawing

four different times. Our first meeting

was to discuss the concept and price.

During the second, I showed him the

preliminary drawing of the fist and shot

reference photos of various ride tracks

from the agency's videotape library. The
third and fourth meetings involved re-

viewing the preliminary drawings, discus-

sing the lettering, approving the final

sketch, and making color choices.

One of the first steps in doing this il-

lustration was studying my photo and il-

lustration file of fists and chrome letter-

ing. Establishing good, strong tonal con-

trast and separation was of primary

concern in rendering a shiny steel sur-

face.

21 prefer to concentrate on drawing

one area of an illustration at a time

because this lets me rework and refine

each area as needed. I began with the

robot fist, then worked up the track and
the lettering separately. A primary con-

sideration in sketching the fist was to

keep it from looking too menacing, and
while it was very important that it look

functional, composition was my primary

consideration. We decided at the briefing

session that the knuckle spikes, which

you see indicated on the art director's

rough above, would be left off the pencil

drawing. However, after I rendered the

fist without the spikes, it seemed too del-

icate.
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1

3 This rough sketch shows the revised

fist. To change the delicate look of

the fist I added the knuckle shield and
the spikes to both it and the wrist. Note

that I lessened the overly aggressive im-

pact of the spikes by making them short

and wide rather than long and vicious-

looking.

I drew up this basic concept several

times as half-size roughs to refine the

details in the fist and letter design before

completing the finished, full-scale draw-
ing on page 33.
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4 To plan the track's design and under-

stand the shape of the support struts,

I shot 35mm stills from several commer-
cials for rides similar to Vortex.

5 The final drawing of the track shows
triangle-shaped struts rather than the

ess visual L-shaped supports of the ac-

tual ride, since the triangle shapes were

deemed more exciting visually.
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.

6 After completing the individual

sketches of the hand, track, and let-

tering, I traced them onto a single sheet

of heavyweight tracing paper. (If you
work up your preliminary sketches either

larger or smaller than your final illustra-

tion size, photocopy the sketches to the

finished size and paste them down onto

a board. Then trace the drawing onto the

tracing paper.)

I then used the lead pickup method
described in Part 1 to transfer this fin-

ished drawing onto smooth illustration

board.



8 In the final drawing, detailing is more
important than at the rough sketch

stage. Proportions and shapes must be
accurate, shadows must be indicated

and lines should be clean.

7 Shiny Steel: In this step-by-step

demonstration you'll learn exactly

how I created the metallic effect in the

fist and wrist.

12
areas.

Leaving the sprayed areas ex-

posed, I pulled up the next value
| A At this point I re-covered all the

Iw areas whose density I didn't want

to increase. To create the hairline shad-

ows between the fingers and the knuck-

les I readjusted the frisket masks cover-

ing the knuckle just slightly. I sprayed

these areas a mid-value.

mm With most edges now defined by

I *f some tone or shadow. I exposed
the entire finger and added tone. Each
finger was sprayed and re-covered be-

fore I moved to the adjacent one.
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9 With the outline drawing transferred

onto illustration board I began cutting

the fnsket using a sharp blade and a

straightedge.

ia I removed the frisket first from the

IU areas to be sprayed darkest. I

worked from dark to light because the

density of the darkest areas would serve

as a guideline for establishing the values

of lighter areas.

n Using ivory black watercolor, I

sprayed the dark tones, making
them slightly less dense than I wanted in

the finished illustration since they would

pick up tone when I sprayed subsequent
areas. My objective was to define the

fist's overall form since many of the

shapes were similar, such as the fingers.

In addition, the project moved more rap-

idly when I worked these areas up in

mass.

| jF After applying light gray tone to the

ID fist. I used a plastic straightedge

as a guide for spraying the dark, soft-

edged lines running the length of each
finger.

jr Tone now defines the fist's basic

10 form and construction, but not its

color or reflectivity.
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« Track and Background: At this

I / stage. I added color to the track. I

can often save time by reusing original

fnsket pieces, such as you see scattered

around this image, rather than cutting

new masks.

~\

f

| A I put the background in next be-

lO cause at this point I wanted to es-

tablish the right contrast between the

background and the fist. The gradated

background helped emphasize the top

portion of the illustration, especially the

lettering and fist, while giving a lighted

appearance to the lower portion. The

contrast of the hot background colors

against the cold metal warmed up the il-

lustration and intensified the fist's impact.

IH I made the rails yellow with blue

IV supports, rather than orange with

blue supports as on the actual ride. True

color representation wasn't critical to the

piece, and as you can see here, the yel-

low complements the hot red back-

ground. This type of decision was crucial

to the overall look of the illustration and

was made with the art director in one of

our preliminary meetings. Discuss con-

siderations such as this with your client

before you begin working to prevent

problems later on that could mean
changes to the finished piece.



M Reflections on Shiny Steel: The
next sequence of illustrations

shows how by adding sky and ground re

flections you can transform a dull metal-

lic surface into one that is slick, polished

and highly reflective.

M Freehand spraying of permanent
white along the horizon line reflec-

tion intensified the contrast; the occa-

sional hot spot accentuated the light

source.

OH The final s ^eP in de,ailm9 these

XO edges was to hand brush thin

white lines for hard reflections. When
rendering shiny metals, keep hard-edged

white highlights to a minimum, ideally in

equal proportion to the shadow areas.
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MHere I used an acetate mask to

lay in the horizon, keeping the

edges semi-hard and fading the brown
ground reflection out at the bottom.

23
I increased the reflections' contrast

by erasing some tone along the

top of the horizon's reflections. To protect

the brown ground area, I used a piece of

acetate as an erasing shield.

MTo further delineate the ground re-

flections through added texture

and depth, I penciled in fine, dark lines

near the horizon line.

*%^ To see just how important these

At latter stages are to the overall fin-

ished rendering, imagine the fist without

the glowing white highlights, the pen-

ciled-in horizon lines, or the hard-edged

white highlights. Would this surface look

like shiny steel?

MHere you can see how the finished

fist became a powerful element in

the complete illustration.
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M Trouble-shooting: As you re ren-

dering an illustration, it's crucial

that you watch for areas at any stage

that don't work in the overall design. If

you look at the left leg of the X in the

word Vortex, you can see that propor-

tionately, it's too thin. With the illustration

this far along, the best way to correct the

X was to mask it to the new size, spray

white over the pink background, and re-

create the leg. (The final pencil drawing

on page 31 shows the reworked X.

That's because I corrected the drawing

first, then corrected the actual illustration

accordingly.)
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^A Reflective Lettering: The Vortex

wW lettering was designed to be heavy
and thick, with sharp edges and a mirror-

like steel finish. Readability was critical,

which is often difficult with reflective sur-

faces. A way to keep metallic lettering

readable is to render the reflected sky

and landscape very simply and cleanly.

While the reflections you see here

weren't included on the final pencil draw-

ing, they were discussed at that stage

with the art director.

After spraying the front surface reflec-

tions of each letter I re-covered these

with the original fnsket masks and pulled

the frisket up from the sides. The ground

and sky reflections on the side surfaces

are similar to the front area, but they in-

clude reflections from adjacent letters,

curved horizon lines, and background

color.

In the top illustration you can see the

reproportioning of the left leg of the X. In

the bottom illustration, the background

has been completely resprayed, and the

leg is now more effective at its new size.
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01 Refining with Details: Small de-

O I tails such as those shown in the

next three illustrations are crucial in help-

ing define the scale and in lending real-

ism to the illustration. I painted the peo-

ple last using primarily hand brush work,

since they were a small element in the il-

lustration. Their addition made the robot

fist seem gigantic, giving it more force.

M Details such as these chipped and

peeling areas increase the realism

and impact of the robot's fist.

*%i% The detail shows you how the gra-

wv dation of tone in the reflections is

important in defining the type's shape
and weight. The thin white highlights and
occasional hot spot along the leading

edges add balance and shine.

MOnce the full-color illustration was
completed, I generated additional

Vortex artwork such as this tone art for

newspaper and other print advertising.

For this image I retouched a black-and-

white print of the original rendering. Be-

cause a black-and-white conversion of

full-color art makes the blue tones very

light and the reds dark, I needed to in-

crease the contrast and separation with

airbrush and hand brush work.

^jf A version of the logo was also

w3 needed that could be printed in flat

colors for T-shirts, coffee mugs, and oth-

er gift items. Since the logo was to be
used as small as two inches across, it

needed a bold line weight.
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PROJECT 3
ASSIGNMENT
Black-and-white newspaper ad for a

cross-country bicycle tour

ARTIST

•Jim Effler

CLIENT

Flynn Sabatino Advertising Agency:

Stan Grimes, art director

This job offered a couple of chal-

lenges—both of them created by
the combination of a realistic, de-

tailed approach and an unusual
point of view. The first was the

problem of getting accurate refer-

ence materials: the second was the

tricky perspective of the bridges

and bikers along the route.

An art director with Flynn Sa-

batino advertising agency had seen

the A Day in Eden poster (see page
19 1 and contacted me about doing

an illustration combining cartoon

and realism for a full-page black-

and-white newspaper ad he was
working on. It was to advertise a

long-distance bike tour sponsored

by the Huntington Bank from Co-

lumbus to Portsmouth. Ohio, along

Route 104. This state route follows

the Scioto River, a valley which
has many beautiful farms and
wooded areas, characteristics we
wanted to emphasize in this illus-

tration to attract bikers for the

tour. His idea was to show an
imaginary aerial view of the river

valley with Portsmouth in the fore-

ground at the bottom of the page
and Columbus on the horizon at

the top. We planned to include

areas of interest in this "fantasy"

portrayal of the Scioto River Val-

ley. He provided a rough sketch of

this idea. We also decided on an
outline style because this would
hold up better when screened to 65

lines per inch and printed in black

in the newspaper.

1
Originating Your Own References:
A map of the actual bike route was

supplied by the client, along with a tour-

ing map of Route 23. which runs just on
the other side of the river from Route
104. I also had a topographical map of

Ohio with shaded relief as reference.

hip/ S

New
Boston

Allentown

BIKE TOUR
2 Since I always try to get the best ref-

erence possible, I decided to take my
own aerial photographs of the river val-

ley. Looking for references at the library

would have been like looking for a nee-

dle in a haystack and would have taken

a long time, especially since I was after a

particular view, from the south looking

north.

Unfortunately, the weather was not

good the day I had scheduled the plane

for these photos. I was able to fly, but

since it was overcast and raining at

some points I couldn't photograph clearly

everything I was after. Despite that, the

pictures we shot sufficed for drawing ref-

erence. For extra visual references, I

also drove the route in a car to take pho-

tos I couldn't take from the plane. This

might seem like a lot of unnecessary

work, but in my experience starting with

better references always leads to a bet-

ter finished illustration.

When shooting reference photos, re-

member to take them from the same
viewpoint as they will appear in the illus-

tration. In this particular job. my efforts to

do this made drawing the construction of

the steel bridge much easier since the

perspective in the photos was accurate.

Even though this particular piece was
not done in a realistic style, it was still

important for landmarks to be recogniz-

able to keep the illustration from looking

"wrong."

Watereolor and gouache; 14 x-23"
Courtesy of Huntington Bank
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3 The Pencil Drawing Stage: The
purpose of this pencil sketch was to

establish the design, perspective, compo-
sition, and basic location of all the ele-

ments. In this case I simplified the

curves in the road and the river, drew
them in, and created a basic perspective.

I added in the towns and other key

points, drawing in only the most striking

visual landmarks. Too many details

would have produced an overworked

drawing and made it difficult to pick out

the trail of bikers. The bridges took some
careful drawing to obtain the correct per-

spective. Notice the bridge reflection in

the river— it was especially tricky be-

cause I couldn't simply flop and reverse

the bridge image.

4 The second sketch, done on tracing

paper on top of the first, needed to

have clean, precise lines. To do this, use
templates, straightedges, and French

curves to achieve the perfect line. I pre-

fer a 0.3mm mechanical pencil to get an

accurate thin line. This sketch was
shown to the client for final approval be-

fore I transferred it to illustration board.

The client requested a couple of

changes at this point. I had to move two

of the farms on the upper right to make
more room for the copy and added a

small portion of road and a sign that said

"Three Locks Road." I sent the art direc-

tor a copy of the revised sketch, then

transferred the approved drawing to illus-

tration board using graphite coated pa-

per.
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5 The next step was to put a piece of

frisket film down over the entire

board. A board this big (23" x 34") can be

difficult to cover with frisket film, but this

method works well.

First cut a piece of frisket film that is a

couple of inches longer than your board

in each direction. Peel back the protec-

tive backing paper about five or six inch-

es and line the frisket up with one end of

the board; burnish it down evenly.

Use a large plastic triangle in one
hand to push down the rest of the frisket

as you pull back the protective paper

with your other hand at the same time. If

wrinkles start to appear, stop, pull the

frisket up to the point where there are no

wrinkles, smooth it with the triangle edge,

and then proceed again. Once it is down
flat, trim the excess frisket away from the

edges. It is important to get the frisket

flat, otherwise it is hard to cut, and paint

spray may bleed underneath the wrinkled

edges.

6 Creating Trees with Liquid Frisket:

One way to create dense foliage

without cutting a lot of complicated

masks is to use liquid frisket. To do that,

I cut around the first couple of sections

of trees that were the closest to the fore-

ground, but peeled up the first group

only. I worked the closest section first so

it would be the darkest and appear clos-

est to the viewer. When this area was
exposed, I used a small nylon brush to

paint down dots of liquid frisket that

would be the light areas of leaves on the

trees. To use this process yourself, you
will need a small amount of Bestine sol-

vent to clean your brush as the liquid

frisket starts to dry.

7 When all the dots are dry, you can
spray the first tone on the trees. You

will go back over the whole area later, so

don't spray too dark now.
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8 After the paint is dry, pick up the liq-

uid frisket dots by burnishing white

artist's tape over them, then peeling it

up.

9 Now spray a second, lighter tone

over the dots and the trees so the

white dots will have some tone on them;

this will also darken the first tone on the

trees. Now do the next row of trees in

the same manner and keep working your

way back.

1A You can adcJ more tree snaPes bv

IU using several tree templates cut

out of acetate or frisket. Place one down
where you want a tree and spray dark

tone around it. Move the templates

around or overlap them to achieve differ-

ent tree shapes.
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nThe next step on the trees can be
done now or you might choose as I

did to get some other areas of the illus-

tration going—such as the land, road,

and river, in this case. (As a general rule,

I prefer to get as many areas of the

piece started as possible before getting

one area completely finished, unless this

means you will have to cut duplicate

masks.) To complete the trees, develop

different leaf shapes with a hand brush,

matching the lighter tones already paint-

ed. This will provide an interesting variety

of dot shapes and relieve the monotony
of the regular round blobs caused by the

characteristic viscosity of liquid frisket.

|A You should also spray a little white

I* on the lighter areas of the trees so
the value contrast will not be too sharp
and prominent, detracting from other

more important elements in your illus-

tration.

m*% Because this illustration was for re-

Iw production in a newspaper, and I

needed to create distance between the

clumps of trees, I went around the edges
of the trees with a black colored pencil

for definition. Colored pencil work should

be done when the rest of the illustration

is complete because any further use of

frisket will pull up the colored pencil lead.
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1

V m M Rendering Landscape: I cut the

land, road, and river out of one
piece of frisket, exposing the land first. I

sprayed the areas of land close to the

road and faded the tone out. For the

farm fields, I cut one curved strip out of

acetate, placed that over the field (which

was masked at the edges with the frisket

film), sprayed through this, and then

moved it to spray the next row. Next, I

pulled up the frisket covering the road

and sprayed it, so that the land (which

was still exposed) got darker with the

road.

| jf Now I uncovered the river and

Id sprayed a light tone over it. Also, I

cut some lines out of acetate that fol-

lowed the flow of the river, and used this

to spray some darker ripple-like lines in

the water. You can use an eraser such

as a pink pearl to make some light rip-

ples in water.

jr Next, I moved on to the buildings,

1 bridges, and other objects on the

landscape. When you're developing

buildings or bridges, spray the shadowed

side first to define the shape, then unless

the object is white, spray a light tone

over its lighter side. To define more

clearly the shapes of each building, I

chose to outline each one in dark gray

with a hand brush rather than black col-

ored pencil, because the pencil effect

was too soft. The brush line yielded a

harder edge that was more appropriate

for buildings.

^ ^ jJtt\< $s *
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WINDOW MASKING TECHNIQUE
The technique I used for the building

windows in this illustration can come in

handy. First, cut parallel bars out of two

pieces of acetate. Then mask off the

face of the building and lay one mask

down so that the cut-out bars run parallel

to the side of the building. Lay the sec-

ond mask down parallel to the roof and
ground line of the building. Spray through

this and your windows are finished. You

can use the same masks on buildings of

different angles because you can change
the angle of the two acetate masks to fit

the building's specific planes.

Urll -K
s

I m Finishing Touches: To do the sky,

l# I first masked out the buildings,

lands, and clouds. Then I sprayed about

a 20 percent gray for the sky tone. I ex-

posed the clouds, then shaped them with

gray and softened the edges with white.

In designing this project, I made sure

that the Huntington Center was the tall-

est building on the Columbus skyline so

it would show up well since Huntington

Bank was sponsoring the bike tour.

*!l!

&&**

| A I painted the bridge using both air-

10 brush and hand brush and then

added the reflection in the river. The re-

flection is very important because it cre-

ates the feeling of water.
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|Q I handled the bike riders in the low-
I # er portion of the illustration by first

painting a gray outline defining the out-

side edges and internal shapes within

the figure. Then I filled them in with a
hand brush using different tones of gray.

For the bikers in the upper half of the il-

lustration I cut several different size sil-

houettes and just re-used the shapes to

create a group of bike riders. You can
add some simple definition to distant fig-

ures like these with hand brush work. I

used acetate masks for the shadows of

the bikers, buildings, signs, and trees.

MAN that's left to do is sign it and it's

ready to deliver! About 4.600 cy-

clists from forty-four states and several
foreign countries turned out for this twen-
ty-fifth annual bike tour of the Scioto Riv-

er Valley. It was a two-day, 210-mile trip

from Columbus to Portsmouth and back
again.

J^\
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PROJECT 4

Gouache and dye; 22"x27"
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CRUSH SODA DISPLAY
ASSIGNMENT
In-store display promoting the addition

of fruit juice to the Crush soft drink

line

ARTIST

Dave Miller

CLIENT

Campbell Art Studio & Associates,

Inc.; Tom Hutchinson, art director

A SYSTEMATIC APPROACH TO
A COMPLEX JOB
This in-store display for Procter &
Gamble's Crush soft drinks re-

quired a lot of planning and an or-

ganized, systematic approach. Not
only was it a complex job, given

the dozens of small elements like

grapes and cherries, but I also had
only one week to complete the

piece. By knowing the exact order

in which I planned to do the ele-

ments, I saved time that later

could be spent embellishing certain

parts of the illustration, such as

the fruit, which I wanted to exag-

gerate and idealize by playing up
the pulp of the orange slices and

the strawberry seeds.

By the time a drawing is ap-

proved I usually have a mental

plan of how I will approach the ac-

tual painting of the illustration

—

whether I'll lay a base tone down
first or perhaps do the background

first. By "walking" through your

painting process in advance you

can usually anticipate problems,

such as areas that may demand
stronger contrast or color separa-

tion.

This illustration was to be used

in stores nationwide to promote the

addition of 10 percent real fruit

juice to the Crush line of sodas.

Earlier, I'd done a nearly identical

illustration for P & G when the

company first test-marketed four of

these juice flavors. With the suc-

cess of the four, they added two ad-

ditional flavors, and needed the il-

lustration redone with all six fla-

vors.

Campbell's art director wanted

Courtesy of the Procter & Gamble Company
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CRUSH SODA DISPLAY

the six products to be featured in a

setting of fruit that represented the

actual juice flavors of the soda. The
fruit was a challenge to render. It

had to be very vibrant and atten-

tion-getting, since it would be the

main focus of the illustration. The
fruit colors were to be bold and
bright—Pantone colors that

matched the colors on the soda
cans—with water droplets added to

indicate freshness. The background
of the piece had to be minimized so

as not to compete with the fore-

ground, even though there would
be type printed on the background.

IThe Sketch: The first step in this il-

lustration was to draw up a pencil

sketch to working size. 22" x 27 ". The ac-

tual art would be used a bit larger in

some cases but I felt working larger than

this would be awkward. The finished

sketch was arrived at after several revi-

sions requested by the client. It's best if

you finalize all changes on a drawing be-

fore you start on the final art, as it is of-

ten difficult, if not impossible, to change
an area that has been rendered. (This

was especially true for this job. where in

order to make the colors brilliant I built

them up through transparent layers of

tints. To make a change to this type color

development, you have to completely

cover the paint with white and start over.)

I decided to transfer the drawing by

the lead pickup method, going with this

method instead of carbon tracing to save
time. Also, most of the illustration would
be defined with fairly hard edges, which
can be best obtained with frisket film.

Only the background required soft edg-

es—to increase the depth—so I used ac-

etate masks there. I used an ellipse tem-

plate to cut out the grapes. (Note: In a
complex illustration such as this it's help-

ful to place the frisket pieces you remove
onto the original tracing in their proper

position so they can be found and re-

placed easily.)
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VIBRANT FRUIT

I've re-created a cherry, strawberry,

grape, and orange slice in the following

sequence so you can see exactly how
they were rendered for the Crush illustra-

tion. The first step for each fruit, as I

mentioned earlier, was to transfer the de-

signs by the lead pickup method to the

board, cut out the shapes, and remove
and save the masks from the first areas

to be sprayed. In the actual illustration I

/

rendered the strawberries first, then the

cherries and orange slices. At that point I

hadn't decided how to handle the orange
peel, so I did the grapes and pineapple

slices next. With this much fruit, I found it

easier to concentrate on one kind at a
time. In the demonstration, however, I've

done four kinds of fruit at once so that

you can see how each was developed.

CHERRY

Oli The snadow areas °f tne cherry

AiK were sprayed first with Marabu's

gloss reddish. (I selected this color,

which is sold in cakes, because it's very

finely ground, resulting in a smoother
spray. The color is transparent yet capa-

ble of very dark density build-up.)

STRAWBERRY

MThe shadow areas on the straw-

berry were sprayed with the same
reddish color. (A way to save time on an

involved project such as this Crush illus-

tration is to uncover and spray all the

same color areas at one time.)

GRAPES

Kl sprayed the reddish color for the

grape's darkest inner tone through

a small diameter ellipse template, moving
the template to create a soft edge.

ORANGE SLICE

MTo create the shadowed portion of

the orange pulp, I repeatedly

sprayed Winsor & Newton's carthamus

pink gouache along one edge of an

ellipse-shaped template. (I used a 9mm
ellipse with a curve of 10 degrees, and

covered the other ellipses on the tem-

plate with tape to make sure no over-

spray hit the board through those open-

ings.) To create the difficult texture of the

orange peel, I applied small drops of liq-

uid frisket, over which I sprayed a light

tint of the same pink.
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CHERRY

*j a With the highlights still covered, I

wA sprayed carthamus pink, concen-

trating on the shadow areas. The next

step was to remove the stem frisket in

preparation for spraying.

STRAWBERRY

on Again, this stage was identical to

vD that of the cherry with the excep-

tion that the paint was applied thinner in

the center area to emphasize the straw-

berry's form. The leaf mask was then re-

moved.

GRAPES

*%f First a light tint of pink was
w% sprayed around the larger ellipse,

then ultramarine blue was sprayed within

the smaller one; both colors were faded

into the center.

ORANGE SLICE

*%w\ Yellow dye was sprayed over the

wlr same areas that were uncovered

in the first step; note that the liquid

frisket was removed before I sprayed the

yellow. In preparation for the next step I

also uncovered the peel thickness.
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CHERRY

m Before spraying the stem, I cut an
1M acetate mask to cover the cherry,

rather than replacing the original fnsket,

because this was faster and easier to po-

sition. I then sprayed ultramarine blue

just along the edges of the stem which

would serve as the base for dark outlin-

ing to be added later.

STRAWBERRY

/ID For th 's step of the strawberry I

IB replaced the original frisket film

slightly off register and sprayed some ul-

tramarine blue to give the leaf dimension.

I then removed this mask completely.

GRAPES

mf The first two steps were repeated

1v on the foreground grape. The
background grape was left uncovered so

that the overspray would increase its

density.

ORANGE SLICE

MWk I sprayed a light pink tint over the

IU entire slice, before removing the

mask from the orange section dividers

and spraying light yellow dye over the

entire surface of the orange slice. The
dye adds color but not opacity.
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CHERRY

CA After the stem was sP rayed Per
"

3M manent green light, fnskets were
removed from the highlighted areas. Pink

was sprayed on the lower, crescent-

shaped highlight and around the base of

the stem to soften the edges and add
form.

STRAWBERRY

M Before removing the highlight

mask I sprayed the same green

over the leaf and stem. Note that the

tone was gradated to give this area

shadow and form. The highlights were

sprayed in the same way as the cherry

above.

GRAPES

jp^ Winsor & Newton's bengal rose

3% gouache was sprayed over both

grapes, still avoiding the centers where
wanted soft highlighting.

ORANGE SLICE

£|t A final thin overall tint of spectrum

311 yellow gouache added more color

saturation, and resulted in the combina-

tion of bright orange and light yellow

orange I wanted.

/
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CHERRY

AA At this point in the deve|°Pment of

OM the other fruit, the cherry remains
unchanged.

STRAWBERRY

jr p To make the indentations in the

OD strawberry where the seeds would
be rendered, I cut a single, small ellipse

out of .003mm acetate. I sprayed rose

carthamus gouache in a random pattern

over the berry, making the spots darker

when they fell in the shadow area.

GRAPES

M Ultramarine blue was sprayed thin-

ly over both grapes, giving them
their final color. I cut a mask out of

003mm acetate and placed it over the

foreground grape to prepare for spraying

the hard-edged but gradated white high-

light.

ORANGE SLICE

AH Permanent white was painted with

Oil a no. 00 sable brush onto the top

highlighted edges of the pulp. (Remem-
ber that the highlights and shadows
areas of texture detailing, such as this,

should be consistent with the direction of

light in the rest of the illustration.)
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CHERRY

^j» All the frisket has been removed;
#M using a sable brush, I added dark

outlining to the stem and two white spot

highlights to the stem and cherry.

STRAWBERRY

^|% I cut a smaller ellipse from acetate

#D and sprayed cadmium primrose

(yellow) through this mask, which was
placed directly on top of the red indenta-

tions. I then began adding detailing to

define the seeds. I first outlined the yel-

low portion with brown using a hand
brush, then painted a lighter tan on top

of the brown. The last step was to add
the tiny white highlight to the top of each

seed. Some brown detailing was also

added to the leaf and stem.

GRAPES

jf I sprayed permanent white through

MK the highlight mask, concentrating

the pigment at the top of the opening

and gradating it downward. I repeated

this step on the second grape by simply

flopping the mask. You can see this high-

light in the next step.

ORANGE SLICE

ww\ I added the water droplets to the

/U orange slice by first hand brushing

their general outlines using rose cartha-

mus. I then cut acetate masks to fit

these shapes and sprayed the same col-

or lightly, increasing the density around

the tops of the mask openings to give

shape and translucency to the droplets.
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CHERRY

ftA
~'~

ne sma " water droplets were
©M painted entirely with a hand brush

using the same colors as the surface

they're on. Their outlines were painted

first, then the shadows were added, and
finally the white highlights.

STRAWBERRY

An I completed the seeds, and ap-

OD plied the water droplets in the

same way as the cherry. The mask sur-

rounding the berry was then removed.

GRAPES

Wl again used an ellipse to cut two

thin crescent shapes out of acetate

for the base highlights. To emphasize the

grapes' form, I concentrated the high-

lights' spray in the center of each mask
and faded the pigment out to the ends.

ORANGE SLICE

Aft The broad highlight on the largest

OV water droplet was gradated. To

create it, I sprayed permanent white

through an acetate mask placed on the

board surface.
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CHERRY

OA Additional water droplets were
#M added to establish a link between
this cherry and the strawberry.

STRAWBERRY

OR ^° 9've crecJ ibility to the grapes'

jf# water droplets. I added a few

more to the strawberry.

GRAPES

Qf After removing all masks I outlined

#^ the water droplets on the grapes

by hand with ultramarine blue before

adding the white highlights.

ORANGE SLICE

Ol^ The lon9' °Pa9ue wnite highlights

VII were added to the smaller water

droplets using a sable brush and opaque

white. This simple step gives the droplets

their reflectivity.
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GRAPES

iai Not wanting to lose the continui-

I VA ty of the water dripping from fruit

to fruit I added more droplets to the

grapes.

ORANGE SLICE

IAD ^er the mask ' n9 was removed,

IvD I added the yellow-orange shad-

ow beneath the orange slice, water drop-

lets on the ground surface, and dark

shadowing directly beneath the orange

slice.
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n Procedure: In the actual illustra-

tion, the strawberries were ren-

dered first, then the cherries and orange
slices. Where there were berries or cher-

ries next to each other I exposed and
sprayed the fruit that was farthest from

the foreground. By rendering the back

piece of fruit first you can achieve depth;

the fruits closest to the foreground have
the brightest colors and highlights. Be-
fore I began the orange slices, I made
sure that all the friskets were replaced

over the cherries and strawberries to pro-

tect them from overspray. (New frisket

can be cut to fit these finished areas if

that is easier than finding all the original

pieces and replacing them.)

The texture on the orange peel was
the hardest to simulate and at this point I

didn't have a satisfactory solution so I

moved on to the grapes.

| *% The approach to the grapes was
I A similar to the berries in that I re-

moved the grapes in succession, working

from back to front, defining shape and

separation as I went. (This is a good in-

stance of when it is more convenient to

replace the original frisket pieces than to

cut new ones since there are so many
pieces and their shapes so exact.)
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I o The pineapple slices were ren-

Iv dered in basically two colors. A
light tint of orange sprayed through sev-

eral wedge-shaped acetate masks
created the look I needed to define the

form. I moved the mask frequently, hold-

ing it down on the board by hand and
varying the density of the tint. I repeated

the procedure with spectrum yellow and
the pineapple slices were finished.

Having thought about the orange peel

a little more, I decided to create subtle

texture by first covering the surface of

the area with small drops of liquid frisket,

as described in the demonstration on
page 58.

mm Soft Drink Cans: With all the fruit

I rendered. I turned my attention to

the cans. Each can color was matched to

the actual product. The cylindrical shape
was simply rendered by two solid color

bands running vertically, fading out in the

highlight area, and into solid color again.

Where cans were placed side by side, a

light spray of color from the opposite can

into the highlight helped give the sense
of color reflectivity, such as the magenta
that appears to be reflected in the left

side of the purple can. The tops of the

cans, being shiny metal, also would re-

flect the colors that surrounded them and
were rendered this way even though I

hadn't illustrated the background yet.

The pull tab and rim of the tops were
defined easily with a hand-held acetate

mask that was cut to define the shadow
areas mostly. Interestingly, the same
mask worked on all the tops and was
flopped to change direction of the pull

tabs on some of the cans.

The completed foreground was then

covered with acetate before I began
working on the background.

| £ Rainbow: The rainbow colors were
13 also determined by the product col-

ors and were used at full strength. The
blending between the colors was the

most difficult task in completing the rain-

bow. The rainbow had to be rendered

freehand in order to create the soft,

blended transition of color. Curved ace-

tate masks were used initially to estab-

lish the base shape of each color. As you

move masks like these back and forth on

the board to avoid hard edges, you must

spray each color very close to the board

and away from the color next to it to

avoid overspray that could alter the pure-

ness of the adjacent color. I found it best

to work from light to dark so any over-

spray would be a darker color than the

surface where it landed. This enhanced
the blending effect.
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| r Grass and Trees: The grass and
10 the tree line were rendered so that

the large blades ot grass are fairly hard-

edged and the tree line is soft. By cutting

acetate masks for each successively

smaller size of grass blade, I created a

lot of depth in the illustration's back-

ground. Using permanent green dark, I

sprayed the tips of the grass blades and
faded out towards the bottom of the

blade. It's best to work from the biggest

grass blades to the smallest with the

smallest gradating to a soft yellow green

at the tree line. The tree line was easily

accomplished by using two acetate

masks, one for the shadow areas and
the other for the light areas. Again the

soft edges came from moving the ace-

tate slightly back and forth as I sprayed.

I cut an acetate mask that would cre-

ate the clouds when the sky was
sprayed, while covering the rainbow and
horizon. Ultramarine blue was used for

the sky gradating the color from dark at

the top to light at the horizon. Again, I

moved the mask as I sprayed to keep
the edges of the clouds and rainbow soft.

| ^ All the type and graphics on the

l# cans were accomplished with dry

transfer lettering that was produced and
applied to the art by another studio. (See

page 82 for more on dry transfer.) Be-

low you can see the black-and-white Ko-

dalith perspective shots of the actual

product from which the transfers were
pulled. This method is especially useful

in commercial illustration because of the

crisp definition it gives the type. Since

the transfers produce only flat color, a lit-

tle tone sprayed over the type's shadow
areas helped to give form to the cans.

m
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1

I A Removing all the masks from the

10 fruit, I completed the detailing in-

cluding the strawberry seeds, some hand
brush work on the stems, small white

highlights, and water droplets. Compare
the finished illustration at bottom with the

earlier stage shown at left to see how
much life these details add to the illustra-

tion.
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PROJECT 5

Gouache and watercolor; 20"x22"
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SOCCER WORLD
ASSIGNMENT
Poster promoting a sweepstakes in

which the prize was a trip to the World
Cup soccer tournament

ARTIST

Jim Effler

CLIENT

Campbell Art Studio & Associates,

Inc.: Tom Hutchinson, art director

This illustration demonstrates how
you can manipulate the elements

in an illustration without a lot of

redrawing. By sketching each item

separately, I was able to move or

alter one item without affecting all

the others.

The illustration was used to pro-

mote a sweepstakes sponsored by

Pepto-Bismol in Mexico. The
sweepstakes prize was a trip to

Mexico City for the World Cup soc-

cer tournament. In doing this proj-

ect, I used an interesting method to

achieve the look of leather without

having to render the texture by

hand—by using dry transfer sheets

instead.

Courtesy of the Procter & Gamble Company
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IThe Concept: As with most commer-
cial projects, this one began with a

rough compositional layout from our cli-

ent. Although this layout was very rough,

it served its purpose in communicating to

me what the art director had in mind and
it also established the basic size and po-

sition of the objects. The art director spe-

cifically wanted a foot clad in a soccer

shoe, kicking a soccer ball rendered to

look like the world. Because of the na-

ture of the advertisement, the country of

Mexico and certain identifiable landmarks
had to be incorporated.

31 decided that the three-quarters front

view of the foot was better for this il-

lustration than the side view because it

fit the design better. I drew the shoe-

strings flying back to indicate the forward

motion of the foot.

^gg.

W^K^^^^^

2 The first step was to gather refer-

ences for the pencil sketch. I used
an ordinary exercise shoe for the photo
reference shots of the foot and took a

side view and a three-quarters front view.

I knew I would need a soccer shoe for

detail reference eventually, but it wasn't

necessary at this stage because I was
just concerned with composing the ob-

jects in the picture.



4 The client supplied me with soccer
balls and books that contained pho-

tos of landmarks in Mexico that they

wanted included in the poster. I used an
actual globe to draw the country of Mexi-

co and a photo of one of the soccer balls

for the form of the world: the jet was
drawn from my imagination.

Each object was drawn separately

and to the size that it would be used in

the final illustration. I laid the drawing of

Mexico over the tracing of the soccer ball

and rotated it to a position where the

patches on the ball interfered as little as
possible with the shape of the country.

Then I combined these two drawings on-

to one tracing.

\

5 After I completed the individual

sketches of the airplane and monu-
ment, I traced all the elements together

and completed the first pencil drawing,

which I then took to show the client.
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5 The client took my drawing and put

together a layout to see how the il-

lustration and type would work together.

We made a few changes. In order to

keep the type from overlapping the top of

the monument and part of Mexico, I had

to redraw the land mass so that it was
sitting up higher on the soccer ball. I also

changed the positions of the patches on

the ball by rotating the same ball tracing

underneath the new drawing of Mexico

again until it was in a position where the

patches interfered least with the shape of

the land.

I shortened the monument about

three-eighths of an inch so that it

wouldn't get cropped off at the top of the

poster. (On the final printed piece it end-

ed up only an eighth of an inch away
from the top edge.) I redrew the plane of

the pyramid and the idol so that they ap-

peared firmly seated on Mexico in its

new position.

7 The client also wanted the jet to be
larger so I redrew this. Finally we de-

cided to add some clouds to give a little

extra interest to the land and sea.
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81 bought some soccer shoes and
photographed one of them in the ex-

act position in which it would appear in

the illustration. (You can see the drawing

Dased on those photos at right.)

3

'
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9 Finally I put together the complete
pencil layout, which was approved,

and set about starting the airbrush illus-

tration.

|H After transferring my pencil sketch

IV from the tracing paper to the illus-

tration board, I masked out the foot,

world, plane, and statue in order to spray

the background first. With a background
that is as dark as this one, it is better to

spray it in before you start working on
the objects. If you paint the objects first,

you will paint them so that they look right

against a white background. Then when
you put in a dark background, the ob-

jects will look too light and it will take a

lot of extra work to go back and darken
all the objects.

The next area I worked on was the

ocean. I made a non-adhesive, protective

mask to protect the painted background,
leaving only the world and a quarter of

an inch gap around it exposed. This ex-

tra quarter of an inch provides enough
space around the world for the frisket

that will cover the land mass to stick to.

You can use 003mm acetate for a pro-

tective mask such as the one used here,

or, to cut expenses on large illustrations,

use a combination of frisket for the area

right next to the illustration and cheap

wrapping paper for the remaining area.

After cutting the frisket mask to leave

only the ocean exposed, I sprayed it,

keeping in mind the direction of the light

source on the sphere and creating shad-

ows and a highlight to give it credible

form.
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n Soccer Ball Patches: The next

step was to achieve realistic soc-

cer-ball patches on the globe. I left the

frisket covering the land in place for this

entire process. First, I taped a piece of

acetate over the entire area and cut out

as many patches as I could, without cut-

ting patches that were directly next to

one another. I needed four different ace-

tate masks to incorporate all the patches

without having any two adjacent patches

on the same mask. With tape, I hinged

one acetate mask to the top of the illus-

tration board, one to the bottom, and one

off to each side. With only one of these

masks on the art at a time, I then

sprayed the dark edge of each patch. Af-

ter doing all the patches on one mask I

moved on to the next mask until all the

patches were complete. I used the same
masks and an artist's kneaded eraser to

lift out the highlights along the edges that

faced the light source. I saved these four

acetate masks and then pulled up the

frisket mask.

| a Now I laid a new piece of frisket

I JL over the globe, leaving in place the

acetate that protected the background. I

exposed the land masses and sprayed

them in varying colors to indicate desert

and greener areas. Next I sprayed the

mountains. (It is sometimes a good idea

to use watercolors rather than gouache
when spraying small detail work because
it flows more smoothly in the airbrush.)

After putting in the mountains, I used
the same four acetate masks to shape
the ball's patches on the land just as I

had done on the ocean. Then I removed
the acetate masks and the frisket. I

sprayed the clouds and their shadows
without using a mask, but kept the back-

ground protector in position. Next I re-

moved this protector and sprayed in the

light atmospheric layer around the globe.

To complete the plane, temple, idol,

and statue, I simply sprayed in the basic

tones and added in the detail work with a

no. sable brush.

Notice how the highlighted edges of

the patches facing the light source give a

realistic, three-dimensional quality to the

surface of the soccer ball.
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iq Shoelaces: The last object I pamt-

Iw ed was the shoe. First I cut a new
protective sheet out of paper and acetate

as before, this time leaving only the shoe

area exposed. I started with the shoe-

strings. I left exposed areas of the shoe-

strings that were not directly touching

each other. Then I painted liquid frisket

on the board with a no. 000 brush to

mask out the light areas of threads on

each lace.

11 I made sure the liquid frisket was
II dry before spraying the darker tone

of the shoestrings a bluish-gray color.

| jp After the paint was dry. I burnished

Id low-tack tape with medium pres-

sure onto the liquid frisket area, then

peeled it up. When you try this remem-
ber that if you have sprayed a lot of paint

on top of the frisket you may have to

very carefully nick the tiny lumps with a

point of a knife blade before positioning

the tape: this creates a rough spot that

the tape can adhere to. I repeated this

procedure for the rest of the shoestrings,

adding tone after the texture was done.

mw You can see the final shoelace tex-

10 ture below.



I ^ Shoe Leather: The leather texture

I / of the shoe is probably the most in-

teresting aspect of this illustration. I air-

brushed the black leather first and then

the yellow.

| q I saved the red leather for this

10 demonstration because I thought it

would be easier to see. (The black and

yellow were done in the same way as

the red.) I cut the frisket so that the

areas to be red stripes were exposed,

and sprayed this area a mid-value of red.

I also sprayed a small swatch the same
mid-value of red on a separate piece of

white paper, one inch square. I saved

this so that I could easily compare this

tone with the darker red I would be using

later to check the contrast.

|A I made sure the paint was dry, then

IV burnished down over the entire red

area a sheet of dry transfer that had a

texture similar to leather. Be careful

when using dry transfer texture. If there

is an acute perspective on the object,

such as a dramatic change from large

grain to small, you can't use a standard

sheet of dry transfer with an even tex-

ture. You can have custom transfers

made, but this can get very involved and
expensive as you have to make up your

own black-and-white art from which to

make the transfer. In some cases this is

worth doing when you consider the alter-

native of painting a lot of texture by
hand. The textures available commercial-
ly are flat and even, but you can add
form to them to some extent with tone as
I did by adding shadows and highlights

on the soccer shoes.

Ml sprayed the highlight and the

darker red over the dry transfer.

Now I referred to the one-inch swatch to

check for a good contrast in values be-

tween dark red and highlight. The swatch

enabled me to check this without remov-

ing part of the transfer.

A,v
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SOCCER WORLD

g%m When the paint was dry I picked

XI up the transfer by lightly burnishing

white tape over the area and peeling it

oft.

M Finally I picked up the frisket mask
and the leather texture was fin-

ished. The stitching was added with a

small hand brush. For greater authentici-

ty. I added some additional cracks in the

shoe leather (where it creases) with a

hand brush.
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Ml drew the lines on the sock very

lightly on the illustration board,

masked around the sock with frisket. and
then sprayed the lines in without any ad-

ditional masks in order to get a soft ef-

fect.

To create the blurred motion effect, I

cut acetate masks for the swishes behind

the shoe. I put down a white undercoat

before spraying the yellow and red

swishes, to make these colors stand out.

The darker black swishes were sprayed

directly over the background.

At this point I looked for minor touch-

es that might enhance the piece and de-

cided to cast a blue tint on the left side

of the shoestrings to reflect the earth's

color. I touched up some small defects

with a hand brush and the illustration

was finished.

MHere you can see how the differ-

ent elements work together in the

finished illustration.
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STATUE OF LIBERTY

ASSIGNMENT
Illustration of the Statue of Liberty to

be used by a television production com-

pany both on the air and in printed ad-

vertisements

ARTIST

Dave Miller

CLIENT

Sive Associates, Inc.; Kim White, art

director

Multimedia Entertainment, a tele-

vision production company, wanted
to use an image of the Statue of

Liberty to promote its lineup of tel-

evision specials. Multimedia's ad

agency, Sive Associates, asked us

to tie together the statue, which

was celebrating its centennial, and

television production, so we decided

to replace the torch in the statue's

hand with a microphone.

The challenges of this job were

to correctly imitate the color of the

statue's tarnished copper and to re-

produce the many folds and shad-

ows of its cloak.

I Multimedia Entertainment, Inc.
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ITone and Color: For most illustra-

tions, where I have good reference or

visual knowledge. I take the pencil

sketch only to the point of a good outline

drawing, showing no tone, only edges
and contours. But with the many folds

and soft curves of the Statue of Liberty, I

felt it necessary to render at least a por-

tion of the sketch in tone to get a better

understanding of how to approach the il-

lustration. I decided to also add some
color to a portion of the drawing to deter-

mine what pigments I would use and in

what order. Using colored pencils and an
eraser. I defined shadow and highlight

areas.

2 After transferring the outline drawing

to the illustration board with the use
of graphite carbon paper, I covered the

drawing and entire board with frisket film.

3 With a sharp blade I cut along all the

outlines lightly through the frisket try-

ing to avoid cutting into the board sur-

face.

4 Tarnished Copper: I lifted out the

pieces of frisket in areas I wanted to

begin to define with tone or shadow, and

began spraying lightly with cobalt tur-

quoise watercolor. I chose watercolor be-

cause of its transparency, which allowed

me to build up color density in layers.

That meant I had more control over the

color saturation.
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5 With the basic shadow areas defined,

I began to use a dark green colored

pencil with a fairly hard lead (such as the

Eagle Verithin brand because it will hold

a sharp point) to put in the darkest shad-
ows and, at the same time, define some
of the edges and folds.

6 Creating Form and Contour: Here

you can see where I've gone back
into the illustration to airbrush a cool

bluish green tone overall and a yellowish

tint to the highlight areas to accentuate

the feeling of sunlight shining onto the

statue from above left. I added density to

the shadows using acetate masks cut to

fit specific shadow areas.

While adding the overall tone in-

creased the middle tones it also flattened

the image out somewhat. To increase the

contrast I used a kneaded eraser to re-

move color from the highlight areas and

a fine no. 2 sable brush to add very dark

bluish green into the darkest shadows
and folds. I also did some touch-up work
with the colored pencil.

7 You can see in this detail of the fin-

ished illustration the results of adding

overall and shadow tones with the air-

brush, erasing tone in the highlight

areas, and handpainting the deep hard-

edged shadows. I worked back and forth

in this way until I rendered the statue

nearly finished.
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8 Sky and Clouds: I cut an acetate

mask to cover the statue so I could

spray the base color of the sky—a warm
ultramarine blue with a slight gradation

from light at the bottom to a bit darker at

the top. It's best to achieve the shade
you want with light tints of pure color

than by adding white to lighten a color.

This is especially true if you want to use

erasure to create highlights or define

lighter tonal areas.

Here, I added fine dark edges with a

sable brush.

|H I erased color from the background

IU in the areas where I wanted
clouds, roughing in the size and shape of

the clouds this way. (While I gently used

an ink eraser to erase most of the cloud

areas, I used a kneaded eraser for soft

edges and a more abrasive ink eraser for

the hard edges.) Pulling out the refer-

ence photo I'd selected ahead of time for

the clouds, I begin to freehand spray

them with permanent white gouache se-

lected for its opacity. When I finished, the

clouds were rendered almost entirely

white.

With the sky and clouds finished I re-

moved the acetate mask that covered

the statue. Since this mask was held in

place with a light coat of spray mount, I

wiped that area with a soft pad mois-

tened with Bestine solvent to remove any
adhesive that had stuck to the illustra-

tion.
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nOnce the background was finished

I had only to add the finishing

touches and detailing. Up to this point I

had added lights by removing the pig-

ment with an eraser. Now in the final

step I sprayed white highlights very se-

lectively, careful to keep them relative to

the metallic surface. Thin white highlights

were also applied to some of the finer

detail areas. The result was a satiny

sheen that gives the statue a look that is

not too slick or coarse but just right for

weathered copper.

| a Window Screening: After I spray-

IZ ed the microphone the same bluish

green as the rest of the statue. I masked
the area around with frisket. I created the

texture by spraying through a piece of

window screen. I started with the shadow
side and emphasized the sphere shape

as I sprayed. The white "hot" spot was
added to the sphere to complete the

look. Because the screen is flat and the

lines don't curve around the microphone

it is best not to over accentuate the tex-

ture but rely more on tone gradation and
highlight to define the form.
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1 *1 I generally go over the illustration

Iw at this point to spot any small spots

where masking was not perfect or a

highlight was missed. The last touch is

an overall light spray coat of gum arabic

and water to set any pigment that may
be loose on the board.

| m The art was used for a two page
II magazine ad. Ad copy was sur-

prised over the sky to the right of the

statue on the second page of the ad.
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PROJECT 7
agsa

ASSIGNMENT
Illustration for a promotional brochure

for a technical consultant company

ARTIST

Dave Miller

CLIENT

Pete Kurles", freelance art director

This project shows very well the

difficulties in designing a complex

illustration that must incorporate a

lot of technical elements. GPA
Technical Consultants, Inc.—

a

company that places and contracts

professionals such as engineers and
technicians—needed an illustration

to use on a promotional brochure

that would encompass the entire

scope of its business. The company
wanted the brochure to illustrate

three key occupational areas—com-

puter technology, aerospace tech-

nology, and energy exploration—as

well as several other aspects of the

business.

The challenge was to find appro-

priate ways to represent these

rather technical concepts in a visu-

ally pleasing design, while at the

same time present an accurate por-

trayal of the company's involve-

ment in each field. To do that, we
had to experiment with the design

more than usual. To begin with, we
presented the company with three

preliminary drawings that showed
different approaches to the prob-

lem. In addition, the company
made additions and alterations to

the design even after the piece was
finished.

Gouache and dye; 10*k" x IT
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GPA BROCHURE

1
Research and Planning: There were
two primary objectives in composing

and designing this piece: to make the

size of each image in proportion to the

company s involvement in the particular

field and to tie the myriad elements to-

gether so they would make an aestheti-

cally pleasing unit.

Some of the considerations in select-

ing the images to be represented in the

drawing were the number of people GPA
employs in each area and the signifi-

cance of growth to certain of these occu-

pations. In the end. we chose images
that quickly conveyed the fields they rep-

resented and were graphic: a computer
terminal, airplane, engineers, oil rig, sat-

ellite, and so forth.

Photo references for these images
were assembled from many sources, es-

pecially stock photo books that contained

industrial situation photos. I used an in-

stant camera to shoot reference photos

of the hands in the studio and of the

computer mouse' in the GPA offices.

Looking at the three drawings on this

page, you can see how we proposed to

use these elements. All three designs in-

corporated the same images, but each
was a fairly different composition. The art

director chose the bottom drawing be-

cause of its prominent computer theme
and the central focus on the GPA symbol

on the computer screen.

Courtesv of GPA Technical Consultants Inc.
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2 Building a Montage: Starting with

the areas surrounding the computer I

put the main compositional elements in

first. The hands working with a drafting

machine formed the base, onto which I

painted the jet fighter. The sky would be-

come the base for the oil rig, satellite,

and so forth. I began by removing frisket

pieces where I would spray general color

tones, such as the fleshtones on the

hands, the green for the drawing board,

the metal parts of the parallel rule—basi-

cally the areas where I wanted hard edg-

es. I sprayed the rest of the necessary

base colors, where I wanted softer edg-

es, using acetate masks and holding

them loosely on the surface so that I

could move them slightly as I sprayed. I

then erased tones in the highlight areas,

which you can see in the hands, figures,

and rule.

3 Here you can better see how each
area was sprayed in roughly first,

and the highlights erased to create form

and volume. By keeping many of your

edges soft in a montage like this, it's

easier to blend one element into another

and add detailing as the image evolves.

4^
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4B\ examining the two illustrations at

nght you can see how the group of

industrial workers developed. After the

basic images were laid down, most of

the detail on these small figures was
done with a hand brush. The detail in the

cockpit of the jet fighter was done much
the same way.

\
-IBS 1 %.

* It

SAt this stage you can see how the

separate elements of the illustration

come together as backgrounds fade into

foregrounds.

6 These two stages show how the rela-

tive softness or sharpness of ele-

ments can add depth to an illustration.

The figures are somewhat crisper than

the background, which helps pull them
into the foreground. Notice the way the

figures relate to the background—light

shoulder colors against darker horizon.

I

1

f
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7 Computer Graphics: To create the

computer graphic image on the ter-

minal screen, I burnished down a dry

transfer mask of thin, circular lines, being

careful to avoid getting any excess adhe-

sive from the transfer sheet onto the

painting surface.

8 Next I sprayed the screen's black

background slowly to keep the color

from bleeding under the mask's edges. I

covered the GPA logo with an acetate

mask while spraying the background. Af-

ter I achieved the right color density, I re-

moved the dry transfer circular lines from

everything except the GPA letters. I then

removed the acetate, leaving the dry

transfer over the lettering, and sprayed a

50 percent black tint over the dimension-

al part of the logo.

9 To make the circular globe lines

glow, I painted each line individually

with a fine spray of white pigment. To

create the lines I held the airbrush very

close to the board and reduced air pres-

sure from 23 to 15 pounds.
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|H At this point I wanted to spray the

IV globe lines green, add some green

color to the tinted logo area (the letters

are still covered with dry transfer), and
increase the density of the black back-

ground. To achieve all three objectives, I

used transparent green dye, rather than

the more opaque gouache.

n After picking up the dry transfer

from the lettering, I sprayed two

layers of white in the same manner as I

sprayed the globe lines white. This

added depth and emphasis to the logo.

| a I finished the screen image by

I A spraying a single layer of transpar-

ent green dye over the GPA lettering

and. again, the globe lines. Having two

coats of green on the globe and only one
on the lettering made the logo stand out

on the screen.
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•« In this illustration you can see how
I w the completed computer terminal

works with the surrounding elements.

The job now was to make it more inter-

active with the surrounding background.

The same green dye used for the screen

was sprayed on portions of the hands in

the foreground and the tail of the jet

fighter to make the screen appear to

glow. Note that the texture of the com-

puter's housing was created with the dry

transfer method described on page 82.

mm Tying the Elements Together:

l"I The computer terminal was further

tied in with the other images by the addi-

tion of white sweeping speed lines. To

create the speed lines I cut an acetate

mask using a ship's curve (which is a

long, clear plastic, irregular drafting

curve) as a guide to insure a smooth
sweep. Using bleed-proof white, I

sprayed lightly, giving added attention to

the edges. (Bleed-proof white was appro-

priate here to prevent the dye on the

screen from bleeding through the white.)

The satellite was rendered prior to the

addition of the sweep. The order in which

the different elements of the illustration

are layered made it impossible to do the

sweeps at any other time but last.
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| g The finished illustration shows ad-

13 ditional elements that the client de-

cided to add after I had completed the

piece. The female executive was added
over the drilling rig s base, which re-

quired that I spray a light color base to

cover the area the figure would occupy. I

rendered the woman and the red engine

blocks above the computer screen using

a combination of hand brush and air-

brush, similar to the method used on the

three industrial workers. The keyboard at

the bottom was added over the darker

background using acetate masking and
spraying permanent white. The top.

highlighted portions of the keys received

the most white coverage, the sides of the

keys less since the dark base color

helped define these areas. Fading off of

the keys on both sides was easily ac-

complished with this method. The final

element to be added, the computer
mouse on the right side, was sprayed

in also using acetate masking with ivory

black for the body and permanent white

for the lens and highlights.
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PROJECT 8 DYNAMIC AIRBRUSH
ASSIGNMENT
Jacket illustration for Dynamic
Airbrush

ARTIST

Dave Miller

CLIENT

North Light Books

When I designed the illustration

for the jacket of this book, I wanted
to emphasize the fact that the air-

brush is a tool, not a style. And
that the "trick" to airbrushing is

gaining hand control over the in-

strument, just as you would over a

pencil or paint brush. The obvious

solution for the jacket illustration,

to portray the impression I wanted,

was to show the airbrush as an ex-

tension of the artist's hand. I also

decided that I wanted the piece to

be very realistic, and thus more
convincing, but not so realistic that

it would be mistaken for photogra-

phy.

The trickiest areas of the illus-

tration were the chrome finish on

the airbrushes and the skin tex-

ture, both of which had to be real-

istic and convincing.

1
Drawing Directly on the Board: I

started by drawing the illustration di-

rectly onto the board surface since I

planned to paint over the pencil and felt

the graphite lines would help define the

form.

2 After I had the basic outlines drawn

in, I airbrushed freehand directly over

the pencil lines with a gloss brown water-

color, essentially redrawing the image.

This provided a nice warm base with

form and shaping starting to show.

Gouache; !.?'/#" x 181W
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3 The final background tile color was to

be cool turquoise, so I freehand air-

brushed over the brown with blue water-

color. The arm was sprayed with golden

yellow gouache to give it opacity and, by

concentrating the light spray in shadow
areas, further define the form.
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4 At this stage I continued to spray the

brown and blue tones freehand, fol-

lowing my photo reference of an arm and

hand. This added tone and density, de-

fining the muscles in the arm and the

beveled edges of the tiles. I also began

now to remove tone with an eraser to

create soft highlights. To give the piece

depth I masked the arm with frisket and

sprayed a light shadow along the outline

of the arm and between the "fingers." By
making the shadow darkest right along

the edges of the hand, I intensified this

effect.

*«'
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5 By comparing these two steps you
can see how I worked the illustra-

tion—first adding tone and then lightly re-

moving some of it each time to more ac-

curately and subtly create the contours of

the arm and the tiles. Also notice I've

added a dark blue pencil line around the

tiles to increase their separation and con-

trast. I continued to add tone into the

shadow or dark areas, but now I used
acetate masks cut for specific areas

such as the beveled edges of the tiles.
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5 Matte Chrome: In these three steps

you can study the development of

the chrome in the early stages of the

piece. Here the basic form of the air-

brushes has been defined using mostly

acetate that's been cut to define shadow
areas and dark reflections. A kneaded

eraser was used to keep the highlight

areas clean and light with soft edges.

7 The small detail areas and edges
were indicated with a dark blue pen-

cil. Some of the same acetate masks
were used to add more contrast to the

forms.

8
Subtle colors were worked into the

chrome for increased realism. Not

much of the color I added to the air-

brushes at this stage will remain in the

finished art, but some of the subtle color-

ing will show up in the midtones, giving a

realistic impression of chrome.
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9 Here I've added more color to the

arm and hand. The eraser is still

helpful in defining form; I also used it to

develop texture in the forearm by erasing

in a Crosshatch motion.



WSkin Texture: At this point I'd

reached the appropriate density
and color saturation, and the contour and
form was complete. All the remaining
work involved detailing and adding tex-
ture. I hand Prushed individually each
dark arm hair and used a very sharp
blade to gently scrape out the light hairs.
The detailing on the airbrushes mainly

DYNAMIC AIRBRUSH PROJECT/ 1 1 1

consisted of adding thin, crisp whites and
darks with a hand brush and some white
"hot spots" with the airbrush.

C



nThe edges of the tile facing the light

source got a hard white highlight as
did the water puddles. This was done by
spraying through a thin slit cut into ace-

tate.

The skin texture was very time con-

suming. It was done by removing color

using a small no. 1 sable brush. By
slightly wetting the tip of the brush I

could scrub color out of the illustration

board in tiny areas, varying their size and
shape. This was done across the back of

the hand, fading out across the arm to

the right and also where the fingers met
the airbrushes. This procedure added a
great deal of surface texture and contrast

in a way not usually associated with air-

brush.

iA The final details added were the

I A pink paints in the color cups of the

airbrushes and the spray emanating from

the needles. I first cut an acetate mask
with openings the shapes of these areas.

I taped it in position and used a pink

pearl to erase as much color as possible

from these areas. I used acetate as a

shield to protect the surrounding areas

as I erased. I then sprayed a soft, con-

sistent coverage of permanent white,

concentrating the spray in the center and

letting it fade out on the sides. I then

sprayed carthamus pink over the white

allowing some paint to overspray onto

the blue tiles. (By using this method rath-

er than masking to render the pink, I

achieved an effect that is softer and

more realistic.) The last step was to

spray a touch of pink onto the chrome
reflections and hand brush hairline high-

lights on the paint in the cups.
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PROJECT 9

Acrylic, gouache, and dye; 13"xl8"
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TIMOTHY HUTTON
ASSIGNMENT
Portrait of actor Timothy Hutton

ARTIST

Derek Rillo

CLIENT

None. This is an experimental project

the artist did to explore airbrush por-

traiture.

I did this illustration because I was
interested in doing a self-directed,

experimental piece that would give

me the freedom to combine some
unusual images and techniques. I

did that in the border of the illus-

tration, contrasting flat, graphic

shapes with loose, dimensional

brushstrokes. Rendering the brush-

strokes intrigued me. I knew that

because of the "tightness" and con-

trol inherent in the airbrush proc-

ess, it might be difficult to capture

a spontaneous or loose feeling.

My second objective with this

piece was to experiment with por-

traiture using the airbrush. I want-

ed the portrait of actor Timothy
Hutton to have a photographic feel-

ing, but I didn't want people to

mistake it for a photograph. Essen-

tially, I was after the truthfulness

and mood of a photograph.

IThe Sketch: Once I have an idea for

an illustration, the first thing I do is a

small sketch in which I work out the com-

position and indicate the colors I intend

to use. I try to be spontaneous with the

sketch and put down ideas as they come
to me: this is perhaps the most creative

part of my work process. This is also the

stage where most major decisions are

made, as you can see in this illustration.
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2 Floating Brushstrokes: It appeared
that the best way to achieve a loose

brushstroke for the border would be to

paint it by hand rather than with my air-

brush. Because this was a critical step in

the illustration, it was logical to paint the

brushstroke before doing any airbrush

work.

To give the brushstroke dimension. I

needed to use paint with a thick consis-

tency. Another consideration was the col-

or of the paint. I needed to be able to

distinguish it from the white board sur-

face, but it also needed to be a good un-

dertone since it would later be painted

over to achieve the final color.

3 Acrylic paint mixed with a little

gouache gave me both the proper

consistency and a sprayable surface; you
can see the consistency above. To solve

the problem of distinguishing the brush-

stroke from the board I tinted titanium

white acrylic with a small amount of red

that I thought would be compatible with

the final color. This pink tint wouldn't

muddy my final color. I used a no. 5 wa-
tercolor brush to apply the brushstroke.

(It's a good idea to practice making
brushstrokes on a spare piece of board
before approaching your illustration.)

4 The next step was to paint the area

behind the brushstroke, being careful

to keep the stroke properly masked with

frisket. I removed the acetate mask so

you could see this step completed here,

but the mask must be in place for the

next stage. When choosing the back-

ground colors I wanted them to comple-
ment, not compete with, the brush-

strokes. For immediately behind the

brushstroke I chose dark gray because
this color recedes and helps push the

strokes forward. The other colors in the

background, mauve and aqua, were
grayed down to keep them from becom-
ing too bright.

5 Since I was attempting to achieve a
spontaneous feel to this area, I want-

ed an "active" texture behind the brush-

stroke. To get this effect I used a spatter-

ing technique. For this I found that the

brush on the end of an ink eraser worked
perfectly. It gave nice directional spatters

when flicked at a low angle to the board.
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6 After the background was completely

finished and the acetate masks re-

moved. I removed the mask from the

brushstroke and re-masked the immedi-

ate surrounding area with frisket. The
large piece of acetate you see here pro-

tected the rest of the piece. The next

step was to give the brushstroke its final

color and enhance the texture. To color

the strokes I used a combination of Lu-

ma watercolors. because of their intensi-

ty and transparency, and a little gouache

to help the colors dry quickly and avoid

any smearing. To emphasize texture and

form of elements like these brushstrokes,

spray at an angle almost parallel to the

surface of your board. You can also

spray near the brushstroke (not directly

on it) allowing the overspray to hit the

surface of the stroke.

7 The airbrush is useful for making the

texture of the brushstroke more ap-

parent, as you can see here. Adding
shadows and highlights reveals all the

surface irregularities. To give added di-

mension to the illustration. I used two dif-

ferent colors on each of the four brush-

strokes. On this stroke I sprayed a red to

indicate the shadow and a much lighter

yellow from the top for the highlight. Now
there is both a value change in the

stroke, from top to bottom, and a color

change.

8 Now for the final step in creating the

illusion. I carefully removed the ace-

tate from the background and masked
the brushstroke with frisket. (It saves
time if you can just reposition the piece

you cut out when masking off the back-

ground earlier.) Using fairly thin lamp
black watercolor, I sprayed an even
shadow beneath the brushstroke to give

the illusion of levitation. If you want the

object to seem to be floating higher off

the surface, simply spray the shadow far-

ther away from it.

9 Once the mask was carefully re-

moved, the brushstroke was com-
plete. The most interesting part of a proj-

ect like this is experimentation. Don't be
afraid to use different paints, brushes,

masks, or techniques. Remember there

is no one right way to do this type proj-

ect. Achieving spontaneity such as this

brushstroke requires imaginative experi-

mentation to get the results you want.
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1A Wnen dealing with fleshtones in an
IV illustration such as this, it's a good
idea to minimize pencil lines on the

spraying surface. So after I enlarged the

sketch to size (15" x 18"), I didn't transfer

the full drawing to the illustration board,

but instead drew just enough lines onto

the tracing paper to position the head.

Later, I'd lightly trace some details of the

face onto the board as I needed them,

making sure they wouldn't show in the

finished illustration.

n Developing Facial Values: I began

by building values in the face, since

developing these tones evenly would be

the most difficult part of the portrait. I

mixed a very opaque mixture of dark

gray using blue and violet gouache, mak-

ing sure I mixed plenty since matching

this color would be difficult if I ran out. I

then cut out the frisket from the areas

that would have the most density, and

sprayed these areas solid with the dark

gray.

12
Next I removed the frisket from the

entire face area, leaving the back-

ground, clothes, and eyes covered. As
you can see here there are no pencil

lines on the face.

|Q Using graphite and the original

Iw drawing I transferred some details

of the lips, nose, and cheek very lightly

onto the board as a guide for light free-

hand work. I made sure they could hard-

ly be seen, since I didn't want them to

show in the finished illustration. Working
from dark to light I began spraying these

detail areas, slowly building up the face. I

used the same opaque dark gray mixture

I used to establish facial values. At this

stage I was only developing dark and
light values, no skin color.

mm I sprayed freehand around the

II darkest areas to soften the hard

edges before darkening the middle value

areas. I used thinner gouache so these

areas wouldn't get too dark too fast. Fi-

nally, I added an overall light tone to the

entire face.

| £ For skin tone I used a combination

Id of acorn brown and flame red

transparent dye that allowed the base
values to show through. I sprayed this

mixture over the entire face area, adding

a slightly redder tone to the lips. To light-

en areas of the face, and give it more
form, I used a kneaded eraser to erase

some tone above the eyebrows and
around the nose, eyes, and cheeks.
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# Working In this manner—dark and
10 light values first, then fleshtone on

top—gave the illustration the look of a
tinted black-and-white photograph. I was
pleased with this final effect because it

revealed the photographic influence be-

hind the illustration. Remember that it is

important to be patient and not try to de-

velop facial tonality too fast. Work slowly

in thin layers and you'll achieve smooth,

controlled shading.

| m Eyes: The eyes were done using a

l# variety of masks. First frisket was
used to mask the flesh around the eyes,

then liquid frisket was applied to mask
the highlights in the eyes. I sprayed the

blue of the eyes through a circle tem-

plate. After spraying the blue, I sprayed

the black of the pupil, again spraying

through the circle template. Next I

sprayed the shadows in the white part of

the eyes, and to finish the eyes, I re-

moved the frisket and painted the eye-

lashes using a sable brush.

a As you can see, I followed the

lO sketch fairly closely, although I did

change the color of the outside border

and the shapes of the brushstrokes. Re-

member that the sketch is by no means
an absolute, but rather a reminder of

your original ideas.
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PROJECT 10

ASSIGNMENT
Rendering of a banana split to be used

on a greeting card

ARTIST

Jim Effler

CLIENT

Gibson Greetings, Inc.

In doing this appetizing illustra-

tion, I discovered that one of the

hardest things about dealing with

ice cream models is that they don't

last very long. But the good news
is that you can eat your mistakes!

Gibson Greetings, Inc. had
created a series of greeting cards

with ice cream themes, and turned

to us for an illustration of a ba-

nana split. The greeting card dic-

tated what shape and size the illus-

tration could be, and the art direc-

tor supplied me with both an out-

line of the card and a fairly tight

marker rendering of a banana
split. Rather than struggle to make
the marker rendering look more re-

Gouache, 5" x 8"
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BANANA SPLIT

USING A SEQUENCE OF
PHOTOS
The first thing to do was, of course,

buy all the makings of a banana
split—ice cream, toppings, bana-

nas, nuts, whipped cream, and
cherries. For the initial shooting

session I put all these ingredients

together into a specially shaped
glass bowl, only to discover my cre-

ation melting. As I devoured the

evidence from my first inauspicious

attempt. I decided the only ap-

proach to this problem was to pho-

tograph one item at a time—first

the banana, then a scoop of vanilla

ice cream, then the topping, then

two more scoops and their toppings,

followed by whipped cream, nuts,

and a cherry. Although the result-

ing photos weren't technically

great, they showed enough detail,

reflections, and highlights to work
well for reference.

alistic, though, I decided that

shooting my own reference photos

would give me more accurate infor-

mation for my pencil drawing.

Iln this first photo, I lit the single

scoop of ice cream and the bananas

from overhead because that created the

most even lighting and, throughout the

shoot, would provide the nicest high-

lights. The brown background made the

ingredients stand out and the white table-

top insured that no color reflected into

the glass. The white surface also reflect-

ed light into the dish. Although the prints

came out cool blue from working under

the fluorescent lights in my kitchen, I

planned to warm the colors up in the fi-

nal illustration.

E 1985 Gibson Greetings, Inc. Reprinted with permission. All rights reserved.
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2 At this stage I shot the ice cream as

chocolate syrup was poured over it.

This approach gave me the thickest pos-

sible syrup because, as you can see in

the next photograph, by the time I moved
on to the strawberry syrup, the chocolate

had already begun to thin and run.

3 Although the scoop of strawberry ice

cream had, by this time, lost its

shape, I was able to utilize this photo for

reference in creating the thickness and

translucency of the strawberry syrup.

4 The problem here was that the

marshmallow topping, when put on

the chocolate ice cream, tended not to

stick, preferring instead to slide off com-
pletely. You can see the results of leav-

ing the marshmallow topping under the

lights too long in the next photo. I had to

work very quickly to avoid this problem.

SHere I added whipped cream, nuts,

and a cherry, all of which were more
cooperative than the marshmallow top-

ping. Even though at this point the bana-

na split looks pretty disastrous, this photo

worked fine for additional highlight refer-

ence.
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61 had a few shots left after shooting

the complete banana split, and since

the chocolate ice cream hadn't held up
well during the session, I took one last

picture of the three flavors together in

the bowl. This shot helped me capture

the ice cream texture.

71 utilized bits and pieces from all six

photographs to do my pencil draw-

ing. So that the illustration would fit the

card format, I made sure the outline re-

mained as the art director had originally

indicated. But for the sake of impact, I

did exaggerate one aspect of the banana

split slightly—in reality it wasn't this tall.
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8 The Bananas: Creating the thin,

white wiggly lines that ran the length

of the foreground banana was the trick-

iest aspect of rendering the banana tex-

ture. In these three diagrams you can

see how I did it.

The first step was to mask the areas

surrounding both ends of the banana
with frisket film. I then lightly cut along

the outline of both ends in .003mm clear

acetate. I scored two wiggly lines length-

wise through the acetate to create the

three masks you see here, labeled A, B

and C.

Beginning with the left end of the ba-

nana I broke out the top mask from the

acetate. I placed the remaining acetate

masking over the bottom two-thirds of

the banana, sections B and C. I then

sprayed a yellow tint over the exposed

area using a double-action airbrush. To

create the soft texture and fine lines run-

ning both the width and length of this

area, I sprayed over the tint using a tur-

bo airbrush, which to save time was at-

tached to a second C0 2 tank. (Your

equipment will dictate whether you can

use this same method. If you have only

one tank and one regulator you may
have to spray the yellow tint over the en-

tire banana first and then use a turbo for

the texture, re-masking the three areas

as you go.)

9 To create the top thin white line, I

broke out center piece B and set it

aside. I taped mask A onto the sprayed

area so that it overlapped slightly into the

center portion of the banana. I broke out

the bottom mask C from the acetate and
moved it up slightly, again overlapping

somewhat into the center area. I then

sprayed the yellow tint over the center

area. Next I went back into this area with

my turbo airbrush to add the soft, fine

textural details.

• a To complete the banana and the

IU bottom white line, I removed mask
C. and replaced mask B—overlapping it

into the bottom area—and sprayed the

yellow tint and the textural detailing in

this last area. At this point I increased

the contrast in certain areas to further

define the banana s texture and shape. I

repeated these same steps for the other

end of the banana.
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I

nThe finished banana looks decep-
tively easy. And with experience it

is easy. I suppose. To make it easier for

you. there are three pieces of advice I

can offer. First, always use clear acetate

for your masks. This is always a good
idea, but more so in this case since you
must make the thin white highlights even,

and this is easier to do since you can
see them through the acetate. Second,
practice using the turbo to render the

soft, fine detailing: control of this tool is

critical here. Third, the right amount of

contrast is important for creating the ba-

nana's texture and shape. Think this

through before you spray.

| ^ There are three ways I could have

Iw rendered the ice cream. The first

would have been to paint it in with a

hand brush, but that creates a look that's

too hard and crisp.

A second method would have been to

actually cut a pattern of the ice cream
texture out of acetate and airbrush color

very lightly through this mask, shifting

the acetate ever so slightly to keep the

edges soft.

But the method I used was to free-

hand soft, fine lines with my turbo air-

brush. This approach was not only faster

than cutting a mask, but it resulted in a

softer, slightly melted, more appetizing

look.

1 1% Ice Cream and Toppings: To give

I A the toppings, in this case the

strawberry syrup, a wet look. I used
hard-edged highlights. Note a couple of

techniques I used to define the thickness

of the syrup. First, the placement of the

highlights was important. The further

from the edge you place highlights, the

thicker the syrup will appear. Second, by

decreasing the color density in portions

of the topping. I was able to add dark

flecks of strawberry and increase the im-

pression of a thick syrup.

You'll notice that the highlights aren't

pure white; to keep them from contrast-

ing too much with the syrup, which would

have made the syrup look too hard, I

sprayed a little of the red topping color

over the highlight areas.
On the whipped cream, I held an ace-

tate mask above the board to airbrush

soft-edged shadows and emphasize its

softness. I used a blue-gray in the shad-
ows of the whipped cream, rather than a
realistic brown-gray, to keep these areas

clean looking. Reflecting the reddish cast

of the strawberry topping onto the white

whipping cream tied them together within

this space. In the finished piece you can

see the same treatment with the choco-

late topping.

14
Here's the final piece—and it's not

even fattening!
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CHAMPAGNE FANTASY
ASSIGNMENT
Poster showing champagne being

poured into a high-heeled red slipper

ARTIST

Toby Lay

CLIENT

None. This was done as an experiment

with reflections, and later was used as

a promotional piece for the studio.

What began as a simple self-initi-

ated exercise in rendering reflec-

tions eventually turned into a pro-

motional piece for the studio and
Christmas presents, in the form of

the poster on page 131, for our cli-

ents.

The design's concept originated

after I saw an interesting magazine

clipping of a red shoe. I liked the

shoe's exciting, red visual appeal

and decided to combine it with the

classic fantasy of drinking cham-

pagne from a high-heeled slipper. I

thought that giving these objects a

very slick, contemporary, and so-

phisticated look might make an

eye-catching illustration. By com-

bining frisket film and airbrush I

could render the crisp-edged reflec-

tions I needed to create the impres-

sion of slick, highly polished sur-

faces. Brilliant red dye would pro-

vide the saturated shoe color, and

transparent watercolor the translu-

cent color of the liquid.

The three major concerns that

required good preliminary research

and planning were the numerous
reflections, the liquid puddles, and

the wine splashing into the shoe,

which I wanted to render as realis-

tically as possible.

Gouache and colored pencil; 1~>' i'x22"
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1
Making a Color Study: To get a bet-

ter idea of what liquid looks like when
it's being poured and splashed, i first

gathered a number of reference materi-

als—illustrations and advertisements

—

that showed this. Then I worked up a

pencil sketch to determine the general

shape of the splash and approximately

where the highlights and reflections

would be. This was followed by a rough

color study using markers and colored

pencils, which helped me envision the

splash with color and detailing.

As in this case, if there is some un-

certainty as to how to render a specific

area, I prefer working out layouts of that

area in advance, rather than jeopardize

the illustration by trying to solve the

problem on the finished art.

First I wanted to create the overall

shape of the splash. I masked the sur-

rounding area, using frisket film to create

the hard-edged overall splash shape and
acetate to create the softer, irregular-

shaped edges of the splash.
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2 Reflections on Glass: The wine

bottle obviously required a very

glassy look. Two tricks I used to render

this effect were to carry over the back-

ground color and utilize lots of flat and
sparkling highlights. The first step was to

mask off all the areas to be green and
spray the darks (where background
showed through the bottle) using the

same color I had used on the back-

ground. I then exposed the green areas

and sprayed transparent watercolor,

which allowed the white of the illustration

board to give highlights to these areas. It

also gave a slight greenish cast to the

darks.

The highlights on the bottle s lip and
the reflective highlighting running along

the top and underside of the bottle were
applied by airbrush using opaque white.

Opaque white makes the highlighting

brighter and the surface it's on more sub-

stantial. I painted the glistening white hot

spots first with a hand brush and again

with an airbrush to soften them.

To render the wine in the lower half of

the neck and pouring into the shoe I sim-

ply repeated the glass procedure—spray-

ing dark background colors first, and
then the lighter red areas. The curving

highlights create the impression of flow-

ing liquid; note the distortion of the shoe

as seen through the liquid, which en-

hances the wine's transparency.

You'll also notice that the color of the

wine inside the bottle is more muted and
the edges are softer due to the density of

the glass. The wine's reflections are a bit

more subdued inside the bottle because
the light hitting the wine is diffused by

the glass. Another point: the neck of the

bottle is less dense than the head, so the

reflections are more pronounced in the

neck area.
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3 Since the foreground was intended to

be a highly polished, mirror-like sur-

face, I knew it would show a lot of reflec-

tions from the shoes. To understand how
an object reflects on a mirrored surface I

arranged a pair of borrowed shoes on a

piece of Plexiglas and studied the reflec-

tions. This is what I learned:

• Because a shoe's sole isn't complete-

ly flat, the reflection of the curve of the

toe is larger than if the shoe were a flat

object sitting on the same surface.

• Since the right shoe curves inward on

both sides, the inside of the shoe shows
in the reflection.

• The reflected colors aren't the same
as the colors of the objects themselves.

Instead, they pick up color from the re-

flective surface. In the reflection of the

shoes, I added more blue and purple, a

result of the foreground color.

• Although the reflections are important,

they don't have to be super-accurate.

They should be secondary to the overall

design. For instance, I shortened the

width of the right shoe's reflection to im-

prove the design of the piece.

• The highlights and reflections on the

shoes themselves had to be considered

when working out their reflections in the

foreground.

Although I had the magazine clipping

to follow as a reference in drawing the

pencil sketch of the upright shoe, I didn't

have any resources that showed a simi-

lar shoe lying on its side. To solve this I

used the drawing of the left shoe and
maneuvered it so it appeared to be lying

on its side. I had to foreshorten the toe

area and drop the heel angle slightly to

get the proper perspective for the shoe.
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4 Flowing Liquid: I poured some wa-
ter onto a piece of Plexiglas to see

what the droplets would look like sitting

on a flat surface. I found that puddles of

liquid resulted from this experiment, the

largest being not only bigger in diameter

than the smaller, but also thicker.

Before you render areas of liquid,

such as the wine puddles in front of and
inside the right shoe, you should consid-

er several things: how the colors of the

liquid and of the surface affect each oth-

er, how much less light will pass through

the denser droplets, and how the reflec-

tions in the liquid will vary according to

the density of the liquid.

In this illustration, notice how in the

largest wine puddle the shoe's reflection

appears slightly raised off the mirrored

surface, and curves to follow the depth of

the puddle before resuming its normal

place on the surface.

When I thought I was done with the

puddles. I stepped back and realized

they were too light, which made them
seem less real than I wanted, plus their

color was too similar to that of the shoes.

I darkened the puddles and added the

white highlights through acetate masking.

5 Here you can see the finished poster.

The puddles of wine and shiny, hard-

edged reflections give this piece a very

contemporary look.
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Gouache and watercolor; H'/2"xll"
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MOELLER'S FOOTBALL
ASSIGNMENT
Illustration for the cover of a high-

school football team's program

ARTIST

Jim Effler

CLIENT

Moeller High School

For this assignment, I was given

almost complete creative freedom.

The client's only specifications

were that the illustration be full

color and proportional to the
- 11" program. I opted for a

cartoon illustration that looked at

the sport from the football's point

of view.

Even though there would be a

"cartoony*
-

look to the piece, I

wanted to work in some realism for

added believability. Two techniques

that added to the realism were the

use of two light sources and of dry

transfer texture. The two light

sources—a warm light from the

stadium below the football and a

cooler light from the moon above

it—not only added atmosphere, but

resulted in a three-dimensional

look. The dry transfer created a re-

alistic texture on the football itself.

Once I'd decided I wanted a car-

toonish yet realistic illustration, I

worked out some other aspects in

my mind before actually starting to

work:
• The beaten-up football would be

the main subject. The back-

ground—the crowd, stadium, play-

ing field, etc.—would be there just

for support.

• The perspective of the whole

piece would be a dramatic, aerial

one. to add visual excitement to the

piece.

1
Making a Crowd with Liquid

Frisket: When doing the crowd, I

masked off around the surrounding areas

and painted down small dots of liquid

frisket to represent the people. After the

frisket dried, I sprayed a dark blue for the

background. I picked up the frisket with

low-tack tape, and sprayed a pinkish col-

or to indicate fleshtone; the background

picked up the pink and became slightly

purplish, which complemented the flesh

color. I used only one color, rather than

several, for the people because I wanted
the crowd to blend into the piece and not

compete with the football.



2 Leather Texture: Dry transfer texture

was used for the football texture

here, as it was on the shoe in the Soccer

World piece on page 82. Unlike the

soccer shoe, which was made up of mul-

tiple pieces of leather sewn together, the

football shows just two major pieces of

leather with the white stripes painted, not

sewn on. To achieve that effect my ap-

proach had to be very different: I decided

to use multiple acetate masking, which

you can see in the diagrams below.

3 The first step was to mask all non-

leather areas with frisket. I then cut

two acetate masks: Mask A would be

used to cover the white stripes when I

sprayed the brown color and mask B
would protect the brown areas when I

sprayed the stripes. You can see these

two masks in this diagram, which shows
exactly how they were taped to the

board.

4 The next step was to put the dry

transfer texture down over the entire

football shape. Remember, the area sur-

rounding the football was masked with

frisket during this stage so the transfer

could extend slightly over the edge of the

football's outline.

With mask A covering the stripes, I

sprayed a light beige color over the foot-

ball. Then I reversed the masks, laying

mask B over the football and spraying

the stripes a light blue. I then removed
the transfer texture with low-tack tape.

The football was now covered with

tiny white cracks where the transfer had
been. Again covering the illustration with

mask A. I sprayed a darker brown to fill

in the cracks and also to shape the foot-

ball and indicate highlight and shadow
sides. I reversed the masks again and
sprayed a slightly darker, blue gray over

the stripes to fill in the white cracks.

Mask B was removed and the football

texture was finished.
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S
Adding the Seam: To render the

highlighted side of the football seam.
I cut a curved slit in a piece of acetate to

use as an erasing shield and removed
some of the color with a kneaded eraser.

This made that side of the seam glow as
if lit. Note that details such as making the

white stripes dip in at the seam add to

the realism. I cut a second acetate mask
for the shadowed side of the seam and
sprayed a bluish gray.

mm Finishing Touches: I added mo-
DM tion lines to show action and
movement. I wanted to make it obvious

where the football was coming from, so

the lines lead to the players down on the

field.

Ml used acetate masks to create the

tree areas. After masking off ev-

erything but the trees. I sprayed a light

green base color over the areas nearest

the lights, making the green darker and
darker towards the horizon. (Generally,

objects do get lighter as they recede to

the horizon; here, however, the stadium

is the illustration's primary source of

light.) Once the base color was down, I

cut tree shapes out of acetate and held

them just off the surface while I sprayed

soft, thin layers of green, in varying den-

sities, around the edges of the masks,

just enough to define the tree shapes.

Since I sprayed only around the edges,

the "front" portions of the trees nearest

the stadium remained light and the dark

layers created shadow areas behind the

trees.

KTo keep your highlights as clean

as possible, mask them with

frisket film or liquid frisket before painting

the object they re on. You can blend one
end of the highlight into the object or tint

it with the same color as the object; both

techniques help integrate the highlight

with the object. Here. I tinted the ends of

the highlights on the tongue pink.

Clfe ^he f00tba " players were added
3U with a hand brush, and gouache
after the field and players' shadows were
complete.



Gouache and watercolor; 15'k" x 19" Courtesy of Multimedia Entertainment
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PROJECT 13 MUSIC CITY USA
ASSIGNMENT
Magazine advertisement for a country

music television program

ARTIST

•Jim Effler

CLIENT

Sive Associates: Kim White, art

director

The dramatic use of perspective

and the flying shards of glass com-
bine to make this illustration dy-

namic and powerful. Used on an
8*2 \ 11" magazine advertisement

for Multimedia Entertainment's

syndicated television program Mu-
sic City USA. this illustration

shows how you can use symbols

that might at first seem unexcit-

ing—in this case a guitar repre-

senting country music and a stan-

dard television set—to make a

strong visual statement.

1
Manipulating Perspective: The con-

cept began with the art director, who
gave me a very simple compositional

layout showing the neck of an acoustic

guitar bursting through the screen of a

contemporary television. The art direc-

tor's concept was well ordered and we
went with it with very few alterations.

To enhance the dramatic effect, we
decided to foreshorten the neck of the

guitar and fade it into the smashed tele-

vision screen. We decided to have a very

brilliant white light emanate from inside

the television through the screen. Since

the guitar head was far more important

than the television, the television would

be unspectacular in design and kept in

the background. Finally, the blue back-

ground on the top left had to be dark

enough so that white type would show
up on it.

2 Nearly all my research was concen-

trated on the guitar and the hand. I

already had a lot of magazine tearsheets

depicting guitars, their necks and heads.

But to get the right reference I photo-

graphed the head and neck of an electric

guitar with a hand playing an actual

chord, not just grasping the strings at

random. The photograph was lit from be-

low, and although you can't see it very

clearly here, it did give me some idea of

the lighting effect.

31 constructed a careful drawing of the

head and neck of the guitar to work

out the shapes of all the elements in-

volved. I changed the top of the guitar

head so that it looked similar to an

acoustic guitar but wasn't exactly identi-

cal. (An acoustic guitar wasn't available

for the photo.) I also widened the head of

the guitar so that I'd have enough space

for the words Music City USA. As you

can see, I also moved the machine

heads (the knobs to which the ends of

the strings are attached) out to the edges

of the head to give the lettering enough

room.

I changed the plane of the head and

the neck and narrowed the perspective

of the neck all the way down to enhance

the effect of it coming out straight at you.
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4 For the finished drawing I concentrat-

ed primarily on the construction (and

destruction) of the television. I wanted a

clean-looking new television set without

any striking features that would draw at-

tention away from the guitar neck and

head. I also wanted to keep the screen

fairly large and not have too many knobs

and buttons taking up valuable screen

space. So I pulled together various

tearsheet pictures of television sets and

from them invented the television you

see here.

You'll also notice that the television is

not floating in space but is grounded. I

decided that the guitar would be more ar-

resting if it was crashing through a sta-

tionary television set rather than one that

was already moving, as in the art direc-

tor's rough.

Fragments of glass were drawn in and

arranged so that they radiated from the

center of the smashed television screen.

This adds dramatically to the effect.
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5 Flying Glass: I completed all air-

brush rendering on the guitar, televi-

sion, and background before I started on
the glass. I had to complete the back-

ground objects first, since the back-

ground had to show through the glass

shards. Otherwise they wouldn't look like

pieces of real broken glass.

To render the glass shards I first cut a
piece of acetate so that it covered the

entire drawing and extended about two
inches beyond the border on each side.

To register the acetate to the illustration I

outlined the top of the guitar and drew a
couple of lines on the TV set. I then laid

the acetate over the final drawing and
cut through it to produce the shape of

each piece of broken glass. I then laid

the acetate back over the artwork,

matched the register marks, and the out-

lines of the broken pieces of glass were
in position. However, I didn't pop out

every piece of acetate immediately, but

began by removing just three or four of

them at a time. I sprayed white over the

area where I had removed each piece of

acetate, taking great care not to produce
an even surface on each piece of glass,

so that the denser coverage created the

edges of the glass shards. Remember,
the screen of the television is curved

and the bigger shards must look curved

in the picture.

6 If you look closely at the edges of

one of the larger pieces of glass,

you'll notice that it is white where it re-

flects light coming from the television

and dark green on the shadowed side.

The diagram at right shows you how I

created this effect.

I first popped out the acetate mask
(A) over one of the shards, and taped it

over its opening, leaving a gap (B) be-

tween the opening and the mask to rep-

resent the thickness of the glass.

Then I taped another piece of acetate

(C) over the portion of the shard that

would be green and sprayed the ex-

posed gap white. To spray the green

edge. I flopped C to protect the newly

sprayed white edge and airbrushed the

green.

In reality I worked on about ten pieces

simultaneously. If I'd done just one piece

at a time. I would have had to keep
changing the color in my airbrush.

At this stage you can still move one or

two pieces of glass to make a better

grouping if you like: you just have to cut

a new hole in the acetate sheet.

You'll notice that some of the pieces

of broken glass overlap. For this I cut the

shape of the overlapping piece out of an-

other large sheet of acetate and used the

same procedure. Some of the very small

;

particles of glass were painted in by

hand and in one or two places along the

shadow edges, I put in some even dark-

er touches to indicate the edge was in

even deeper shadow. I used a hand
brush to do this.

To produce the white tails that come
off the ends of the pieces of broken

glass. I used acetate masks. For the

larger pieces I used just one acetate

mask and positioned the tail so it pointed

directly towards the glow coming from

the television. I sprayed in the tail, taking

care to fade it out towards the television

set. For the tails on the small pieces of

glass I cut one or two slits out of acetate

and moved this around from piece to

piece, spraying a tail on each as I went.
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7 In spraying the glow of light from the

TV set, I took care to create a soft

edge on the lower left-hand side of the

broken screen, but produced a hard

edge on the right-hand side that showed
the reflection of the light coming from be-

low and also defined the thickness of the

screen better.

8 Fine Wood Grain: To create wood
grain like that on the guitar head you

begin by masking off everything, except

the wood area. Here, that included the

guitar strings. Then with a no. sable

brush, hand paint the dark wood grain

lines with a very dark brown. Simulate a
natural wood grain by painting the lines

almost parallel to each other but with a

variety of curves and bends in them. You
can put small breaks between the lines,

but at all times be careful to not let the

lines touch as this would lessen the look

of real wood grain. In some areas split a
line into two and start a new line.

With this done, spray a slightly lighter

brown color over the top of the grain to

hold the whole image together. It's impor-

tant to note that by spraying after you've

done the hand-brush work, you'll knock

back the lines and keep them from

seeming too dominant.

Another way to create wood grain is

to cut the actual grain pattern into ace-

tate; this method takes a lot of time and
in this case, since this was a dark grain,

I didn't think this approach was neces-

sary because the grain wasn't going to

show so clearly that it required precise

rendering.

Yet a third method for doing wood
grain is to use the dry-brush technique

that's illustrated on page 22. Take a

bristle brush with some undiluted paint

and render the grain in one stroke. This

is a common practice for watercolor

painters, rJut in a piece of art like Music

City USA it's risky because this is a one-

shot—you have to get it right the first

time. My handpainting method is slower

than dry-brush, but you have control over

each line, and I think it produces a nicer

effect.

After finishing the wood grain, and
with the mask still in position, I sprayed

the shadows from the machine heads.
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9Fleshtone: I sprayed the finger as

one smooth fleshtone. Then I

sprayed in slightly darker color on the top

side of the fingers where they're in shad-

ow. To lighten the fleshtone that was di-

rectly in the television's glow I used a
pink pearl eraser and gently removed
color to produce highlights. I decided

against using white paint for the high-

lights as these tend to muddy the

fleshtones and the white board under-

neath gives a better tone. You can see
these highlights very clearly along the

lower edges of the fingers, in the light

cracks in the knuckles, and in the lower

part of the little finger.

I hand painted the dark cracks and
lines with a very fine sable brush. They
are very soft details and are only really

noticeable if you look for them.

W Here's how the illustration ap-

peared in the advertisement. You

can see that the guitar seems to burst

through the television screen with a lot of

force, creating an energetic feeling.
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PROJECT 14
ASSIGNMENT
Illustration to be used in school dis-

plays to warn children about electrical

hazards

ARTIST

Jim Effler

CLIENT

Lawler Ballard Advertising: Joe Stry-

ker. art director

The assignment to produce artwork

for a display in local schools that

would demonstrate the dangers

caused by the misuse of electrical

appliances gave me the chance to

put more of myself into the project

than usual. Because the illustra-

tion was to be done in cartoon

style. I had more room to be crea-

tive and have fun with the project.

The nature of the illustration

and its intended use dictated much
of the way I planned to render the

piece. To really emphasize the

girl's action it was important to

have a strong center of interest

—

the girl's expression, the fork and
toaster, and the slice of bread fly-

ing out of her hand—and simple

foreground and background areas.

To intensify the scene's drama. I

would use the glow from the toast-

er's elements as a fictitious light

source to underlight and emphasize

the girl's expression and cast

spooky shadows on the back wall.

Other elements, such as the con-

trast of light and dark values and
warm and cool colors would further

spotlight the center of interest.

The illustration was one of four

panels Cincinnati Gas & Electric

Company used in its school display.

It was used 3' x 5\ but to save time

and money I rendered the art a

third of that size. Photo enlarge-

ments were then made to fit the

art to the final panels.

ZAPPED!
II drew the pencil sketches at half the

final art size (one-sixth the panel

size) because it's much easier to work up

the entire composition and design in a

6-10 area initially, and add small de-

tails later. No reference materials were

necessary for this project.

As I began the first drawing. I kept in

mind that the final illustration had to very

clearly show the dangers of putting a

metal fork into an electric toaster. I made
the girl's shocked expression, the fork,

and the glowing toaster elements the ob-

vious centers of interest. At this early

stage. I decided to have a light come
from this area to draw the children's at-

tention to it quickly. You will notice that

even at this preliminary stage I worked

out details such as rounding off the edg-

es and corners of the toaster so they

would fit in with the cartoon style of the

art better than would the sharp, square-

edged design of a contemporary toaster.

2 One of the client's primary concerns

when reviewing the first drawing was

that the young girl didn't look female

enough. The characters featured on the

other three panels in the series were

male, so it was important that this figure

be unquestionably female. In my second

drawing, which incorporated all the cli-

ent's suggestions, you can see that I

made the girl's eyelashes longer, her lips

darker to indicate red lipstick in the final

artwork, her fingernails longer and more

femininely shaped, and her hair restyled

slightly. Note also the addition of ear-

rings, bracelets, and a ring.

The client's second point was that the

fork's prongs should show more promi-

nently in order to emphasize the girl's

mistake, so I made them longer. Finally

we made sure that the dark toaster cord

would be set against a lighter contrasting

color so that it would show prominently.

Gouache, uatereolor, and dye; 12'"x20" Courtesv of the Cincinnati Gas & Electric Company
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3 This is the final drawing scaled up to

a working size of 12" x 20". I traced

this down on the board.

4 The Centers of Interest: To keep to

a cartoon style, I carefully simplified

all the girl's features and kept color and
value variations within them simple. The
pop-eyed look is exaggerated to enhance
the shocked expression, and I left out all

detail in the teeth and eyebrows—don't

draw attention to any features that are

not of prime importance in conveying a

poster's message.

5 The red-hot heating elements were
another center of interest. First I

masked the elements with frisket film,

leaving the glowing area immediately

around them exposed. I sprayed a warm
red over this part. Next I sprayed a dark

brown between the elements to strength-

en the intensity of the red directly next to

the elements.

After removing the film covering the

elements themselves, I sprayed a yellow-

orange dye over the insides of the toast-

er. By using a translucent dye rather than

an opaque gouache I was able to create

an orange glow over the entire area with-

out dulling the already sprayed red.
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6 The dark shadows on the back of the

girl's hand and bracelets add a dra-

matic element to the illustration. The
shadows between her fingers and the

toast emphasize the fact the toast is fly-

ing out of her hand because she has just

been shocked.

7 Use of high contrast values in the re-

flection of the table top makes the

chrome surface appear very shiny. The
hard edges also suggest a smooth pol-

ished surface.

8 Adding Drama with Light: The
lighting is basically fictitious, intended

to dramatize the expression on the girl's

face just as she was zapped. The light

appears to come from the toaster ele-

ments, although they would never really

give off light of this strength. Notice how.

with the underlighting, the areas on her

face that would normally be dark are now
light and the places that would be light,

such as her cheekbones, are now dark. I

included an unseen light source in the

foreground to illuminate the front of the

toaster and the cord as my client had re-

quested. To define the shape of the girl's

head I reflected some light off the back

wall and put a highlight along the edge of

her hair to separate it from the shadow
and create a more three-dimensional

look. The spooky shadows on the back

wall help dramatize the scene.

I made the background colors and the

sweater dark in color to contrast against

the light and warmth of the electric

shocks. Also by keeping these back-

ground colors dark, I further emphasized

the center of interest.

When rendering shiny metallic sur-

faces, it's important that you render the

reflections of objects close by. In this

poster I was careful to include reflections

of the handle, cord, and fork prongs. I

didn't include the girl's reflection on the

top of the toaster as it would have dis-

tracted attention from the heating ele-

ments and made them harder to recog-

nize.
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PROJECT 15
ASSIGNMENT
Poster to promote a science fiction fes-

tival that would explore the possibili-

ties of artificial intelligence

ARTIST

Tom Chung

CLIENT

Horwitz, Mann & Bukvic Advertising,

Inc.; Dave Bukvic, art director

In this illustration, the robot head
was designed to attract and then
"shock" viewers through its combi-

nation of cold, mechanical realism,

mesmerizing human eyes, and mul-
tiple light sources. The challenge

was to combine a convincing robot

head with piercing human eyes,

and to make the unusual combina-

tion believable.

Since the image was to be used

by the University of Cincinnati's

Science Department to promote its

science fiction festival, the robot

had to be believable. To achieve

this, I used electronic devices such

as wires and tubes. It was also im-

portant that the robot look contem-
porary, rather than futuristic, so I

rendered both new and slightly tar-

nished metallic surfaces. The use of

a strong reference photo and under-

lighting helped make the eyes look

real, yet eerie.

The tight time-frame for com-
pleting this project presented an-

other challenge, because it didn't

allow enough time to do a lot of de-

tail work. Since I couldn't simplify

the design without making the ro-

bot look less persuasive, I added
details by using a photograph
showing computer chips.

I completed the entire project

—

from first pencil drawing to fin-

ished art—on a very tight deadline.

The first drawing, shown on the

next page, took two days to do. The
revised drawing, which included

the art director's changes and is

also shown on the next page, took

two days. I completed the finished

illustration in the four days that

were left on the art director's

schedule.

Gouache and acrylic; 17"x25"
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IThe art director's first idea was to

render the eyes on a strip laid in po-

sition on the robot's face.

2 This second sketch shows the re-

vised concept, which laid the ground-

work for the illustration. The human eyes

are now actually part of the robot's head,

rather than separate elements.

~

U »
.

3 In my first pencil drawing I basically

added my own ideas to the art direc-

tor's sketch, while also drawing ideas

from magazines such as Heavy Metal

and Omni.

The art director had two main con-

cerns about this drawing. The first was
that the robot looked too comic-bookish,

particularly in the mouth and ear areas.

The second was that the eyes gave the

impression that someone was inside the

robot, rather than part of it. To eliminate

the comic book effect I narrowed the

whole face, squared up the chin, and

added more jaw. I also added more

wires and other devices to give the face

a more traditionally complex robot look.

Courtesy of Horwitz, Mann & Bukvic Advertising. Inc.
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6 Eyes: Underlighting and a very

strong reference photo helped me
make the robot's eye area eerie, realistic,

and hypnotizing. After I'd rendered every-

thing but the computer panel, I began the

eye and cheek areas. I first masked the

eyeballs, then freehand sprayed the

green metallic tone to the top of the

cheeks and above the brows, leaving the

designated flesh areas white. After

achieving the desired shape of the

cheeks, I sprayed the fleshtone, blending

it into the metallic tone.

Having completed this stage of the

4 The art director furnished this contact

print of twelve different facial expres-

sions photographed under lighting condi-

tions that approximated the planned illus-

tration. He selected frame six because it

offered the harsh, piercing eyes he want-

ed in the piece.

5 The art director then cropped in on
the eyes and gave me this 8" x 10"

print to use as reference in rendering the

robot's "human" eyes.

fleshtone, I moved on to the eyeballs. I

used the enlarged photo of the human
eye, shown at left, to render the pupils

and irises. I first used frisket to mask the

flesh area surrounding the eyes and the

hard-edged white highlights on the irises.

Liquid frisket was applied for the smaller

highlights around the edges of the eyes.

Working freehand with the turbo air-

brush, I sprayed the black pupils first,

and then added the dark blue tone

around the outer edge of the iris, being

careful to spray in towards the pupil. To

give a realistic, diffused look to the irises.

it was critical that I spray a minimal

amount of color. I sprayed pale green

and the brighter blue last.

To give more contrast and shape to

the iris, I lightly erased lines using a soft

eraser. I then sprayed a light gray over

both eyeballs, gradating the tone to give

them form and emphasis.

I re-masked the eyeballs before I

sprayed the soft-edged orange tone un-

der the eyes and, finally, hand brushed in

the eyelashes, eyebrows, and blood ves-

sels in the eyes.

7 Liquid Flowing Through Tubes: To

create the effect of liquid moving

through the tubes in the neck I first laid

down the green, brown, and blue base

colors. Over these colors I sprayed thin

"rivers" of the dark background color us-

ing an acetate mask for the hard edges.

You see more background color in the

middle of the tubes since more highlights

occur along the outer edges. I also used

an acetate mask to render some of the

elongated hard-edged highlights and a

hand brush for the long, soft-edged high-

lights and air bubbles.
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8 Metal Panels: Determining the type

of metal each panel would be was an

arbitrary decision. The gray-green sur-

faces were sprayed first, followed by a

dark brown coloring over four of these

areas to create a tarnished appearance.

The lavender-tinted chrome panels were
unmasked and sprayed, followed by the

gold-plated panels. The nose, masked
throughout this process, was completed

next. After rendering everything else on

the head—excluding the eye areas and

computer panel, which you can learn

about below and on the facing page—

I

hand painted all the wiring.

The highlights between each metal

panel were done by hand brush, again

using acrylic white because it's easy to

control and flows smoothly. I concentrat-

ed the highlights on the shiny surfaces

—

such as the chrome and gold panels

—

putting more intensity there because they

reflected more light than the other, duller,

metals. Where the light source was more
direct. I rendered stronger highlights.

9 Using a Photostat: The glass-

enclosed electronics panel in the ro-

bot's forehead was one of the most chal-

lenging parts of this illustration due to its

intricate detailing and the project's tight

deadline.

The solution was to use a color photo-

graph of computer chips. First I made a

color photostat of the photograph and re-

touched it. I created the vertical high-

lights by masking those areas while I

sprayed white gouache over the stat. You
can see the original bright green color in

the vertical highlight on the left. The
highlight on the right was created the

same way, but where it overlapped the

largest, dark chip, the contrast turned out

too weak. To strengthen the contrast I

sprayed a thin layer of white gouache.

When I spray-mounted the retouched

panel onto the illustration, the edge of

the photostat was evident. I used a dark

gray to eliminate the edge and blend it

into the illustration.

The final effect, right, was realistic

and very effective.
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(iounche and watercolor, 20" x 20" Courtesy of Horwitz, Mann & Bukvic Advertising, Inc.
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RYLAND HOMES
ASSIGNMENT
Architectural rendering to be used on a

pamphlet and poster to promote Rvland

Homes, a company that builds homes

ARTIST

Jim Effler

CLIENT

Honvitz. Mann & Bukvie Advertising.

Inc.: Dave Bukvie. art director

In rendering architecture, the most
important aspects are the seeming-

ly incongruent ones of realism and
flattery. You need to render the

scene and building as accurately as

possible, and also make it look in-

viting.

For this project, which would be

used full page in a 12" x 12" pamph-
let and on a poster along with

three other house designs I paid

particular attention to giving the

illustration a strong sense of light

to help define the building's form.

i 1 had to be careful not to get too

carried away with the sun shadow
principle on this job because the

client wanted the siding to remain
a consistent color, which in normal
sunlit situations is not the case.)

I was also interested in provid-

ing the client with a scene that

would provoke a viewer into want-

ing to know more about my client's

business. So the setting was made
as inviting as possible, but still

keeping in realistic parameters.

IThis was the black-and-white line art

supplied by the client. Since the per-

spective was accurate and what the cli-

ent wanted, all I had to do was have a

photostat made to the size I was going to

work on—20" • 20". The pencil drawing

was done right over top of the photostat.

2 You can see in this drawing that the

changes from the client's architectur-

al drawing were mainly in the setting: I

left the house alone for the most part.

This is actually the first and second

drawing: after reviewing the first one

(which had only the lone tree in the front

yard) the art director felt that the lawn

and surroundings looked too stark, too

barren. To remedy this. I added foliage in

the lower right-hand corner, a tree direct-

ly in front of the house, and bushes

around that tree. The styles of bushes

and trees in the architectural drawing

were changed to make them look more

realistic.

If you look closely at both sides of the

drawing you II see where an additional

inch was added. The original framework

of the piece included a one-inch bleed,

which when cropped in reproduction

would have put the tree on the very edge

of the illustration. This was aesthetically

unattractive so we expanded both sides.



152/DYNAMIC AIRBRUSH

3 Siding: The siding was the most in-

volved aspect of rendering the house

because it was critical that the width of

the siding strips be equal. I planned to

render the siding by first putting in the

shadows between the strips and adding

brown tone on top. The first step was to

mask the surrounding areas with frisket

film, leaving the siding on the front and

side of the house exposed. I then estab-

lished the vanishing points by extending

the top and bottom lines of the front and

side walls until they met at a single point.

The original line art indicated the

number of siding boards necessary for

the side and front of the house. I divided

the height of the wall by the number of

boards and marked this measurement
lightly along the corner of the house. To

indicate each piece of siding, I placed

one end of a straightedge on a vanishing

point and the other end on one of the

marks I'd made along the corner of the

house. I drew the lines directly on the

board.

I next cut two pieces of acetate, one

for the front and one for the side wall

and put a single thin slit in each, nar-

rowing the slit slightly at the end farthest

away from the viewer. This helped estab-

lish a feeling of depth, since objects ap-

pear smaller the farther away from you

they are. This was particularly important

on the side wall, since it extended farther

into the distance. Starting with the side

wall, I laid its acetate mask over the first

pencil guideline and sprayed a cool blue-

black mixture through the slit. By repeat-

ing this technique over each pencil line, I

defined the shadows between each strip

of siding. (Remember as you're spraying

the lines to keep the unpainted, exposed

siding area protected with acetate.) I re-

peated the process on the front wall.

With all the shadows rendered I spray-

ed transparent brown watercolor over all

the siding areas, followed by the blue-

black mixture over the entire shaded side

and under the front eaves.
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4 Shingles and Brick: In the pencil

drawing, I had done only a section of

the roof, just enough to Indicate what the

shingles would look like. The art director

provided me with a piece of the actual

roof shingle (as well as a siding sample
and trim colors) so I could match the red-

brown color and texture.

I penciled the shingles directly onto

the illustration board, then inked them in

with a no. 00 Rapidograph pen. After

masking off the area surrounding the

roof. I speckled a black pattern across

the roof (airbrush pressure about eight

pounds). On top of the speckles, I

sprayed reddish-brown transparent wa-
tercolor.

The light reflections on the shingles

were put in with a gouache and a no.

sable-hair brush.

5 To create the bricks, the vertical and
horizontal lines were penciled in. and

then the window and surrounding areas

were masked off. I speckled a pattern of

rust brown over the brick area, and then

a second brown color. For the darker

bricks I cut a couple of brick shapes out

of acetate, moved the shapes around at

random and sprayed either a bluish or

reddish brown.

To emphasize the warmth of the sun-

light hitting the front of the house, I

added cool, blue-gray shadows from the

bushes and siding over the brick. All the

shadows in this piece were put in at the

same time, after all other elements were
nearly complete. This ensured uniformity

throughout the illustration.

6 Creating Grass with Dry Brush:

The grass was created using the dry-

brush technique demonstrated on page

22. I first sprayed a middle tone of

green over the lawn to establish the base

color and to make the lawn look as if it

had been mowed recently. I dry-brushed

over the tone with very short strokes of

dark green. Something still didn't quite

say grass.'' so I mixed some light green

with the dark green and went over the

whole yard with light strokes, again using

a dry brush.

The shadowed areas (see the finished

piece on page 155) were sprayed over

top of the green tone and strokes; I did

have to replace some blades of grass

that were obliterated by shadow.
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7 Quick Trees: My main consideration

in painting the trees was that they

look more realistic than those you saw in

the Bike Tour poster (page 48). The
technique I used in rendering these trees

is not only more effective for realism, but

also the quickest and most cost effective

I know to get this kind of detailing.

Both the foreground and the back-

ground trees were handled in the same
way: I first sprayed down a middle-green

base color through a frisket mask, and
then went back with a hand brush to put

in the darks and the light leaves.

The foreground tree was done with

three different shades of green; the

background tree had only two. I put less

contrast in the background tree because
it was the foreground tree I wanted to

"pop" and draw attention to the house. It

became apparent after completing the

trees that the hand brush work was too

hard-edged to work with the rest of the il-

lustration, I freehand airbrushed the trees

with dark and light greens to soften these

edges.
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8 Clouds with Form: I moved the

cloud formation slightly to the left in

the finished art to allow more of it into

the frame. I liked the way it repeated the

shape of the tree below it, but composi-

tionally it needed to balance with the tree

better than it did in the final pencil

sketch. The method used to render the

clouds differs from my usual, where I put

in the sky and apply the clouds on top of

the blue. To give the cloud well-defined

shaded sides and light sides, as I had

done with the house, I masked the

clouds before spraying the sky. Then I

uncovered them and cut an acetate

mask for the shadowed side of the

clouds. Freehand airbrushing softened

both these dark areas and the white edg-

es of the clouds.

9 The finished illustration shows an

attractive yet realistic view of the

home.
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Gouache; 12-Vh" x 12-Vh" Courtesy of TELARC, ! 1986
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THE PLANETS

ASSIGNMENT
Album jacket for a recording of Gustav
Hoists The Planets. Opus 32.

ARTIST

Toby Lay

CLIENT

Telarc International Corporation; Ray
Kirschensteiner, art director

The challenges I encountered in do-

ing my first outer-space illustration

were in rendering the planets real-

istically and in detail, although not

necessarily accurately, and creat-

ing enough depth to make the piece

believable. The illustration was re-

produced on the cover of an album
featuring Andre Previn and the

Royal Philharmonic Orchestra per-

forming Gustav Hoist's The Plan-

ets, Opus 32.

The company's art director speci-

fied that all nine planets in our so-

lar system be depicted, along with

the sun. Compositionally, I had no
restrictions, except that the art fit

within the 123 s-inch-square album
cover.

Existing illustrations and photo-

graphs of the solar system and the

individual planets gave me a broad

base of visual reference for select-

ing colors and positioning the plan-

ets. The patterns on the planets are

basically combinations of the refer-

ence materials.

1
Since time and creative freedom,

which are usually somewhat rare

commodities, were available on this as-

signment, in-house illustrator Maurice

Mattei was able to spend the time origi-

nating five pencil drawings. This also

gave the client a larger selection of de-

signs.
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2Starbursts: I masked off all the larg-

er stars with liquid frisket before

spraying black over the background

space.

I carefully removed the liquid frisket,

using low-tack tape, and sprayed scarlet

red, yellow, and blue transparent water-

colors on most of these stars. I let the

spray on some of the stars overlap into

the background to create a glowing ef-

fect. I used five pounds of air pressure to

stipple the tiny white stars throughout the

background.

To create the red glow around the

largest starburst, I first cut a circular ace-

tate mask. Laying the mask directly on

the board, I sprayed red gouache around
the outer edge of the acetate, fading the

color into the background to produce the

"glow."

The actual starburst was created by

cutting a cross shape out of acetate and
spraying white opaque gouache from the

center of the cross outward, letting the

white fade into the background. The
large white burst of light emanating from

the center of the starburst resulted from

spraying the white densely in the center,

and gradating it into the background.

3 Earth and Other Planets: I used liq-

uid frisket to mask the white clouds

on the earth's surface because the hard

edges and patterns that result from this

masking method would define the plan-

et's strong cloud patterns. The next step

was to lay acetate masking on the illus-

tration to define the hard-edged land and
sea areas, in contrast to the soft edges
on the surfaces of the other planets,

created with liquid frisket. After I sprayed

the land and seas and pulled the liquid

frisket up with low-tack tape, I sprayed a

light blue tint over the cloud areas. The
shadows on the left side, added last,

gave the earth its form.

To achieve the red atmospheric haze,

I freehand sprayed red watercolor, going

over the area four to five times until I

reached a richness and density that in-

tensified the enormity of outer space. To
allow the paint to diffuse I held my dou-

ble-action brush (which I used throughout

this piece) approximately six inches

above the board.

41 rendered the remaining planets

freehand giving a distinctive look to

each one, such as you see in this detail.
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5 Sun, Moon, and Meteors: I began
work on the sun by first covering all

the lightest areas, which you can see in

the detail below, with liquid frisket, before

spraying transparent, thinned light red

gouache. (All other areas of the illustra-

tion, including the suns gassy perimeter,

were also masked during this process.)

After pulling up the liquid frisket, I went
back over the red tone and the exposed
board surface with a thicker yellow

gouache. Using liquid frisket here added
a nice subtle texture to the sun's surface.

A stronger red followed, starting at the

sun's outer edge and gradating towards
the center. This gradation of color result-

ed in the glowing effect you see around
the sun's perimeter.

To render the outermost edge of the

sun. I removed the mask from this area

and first airbrushed in yellow; the hard

edge where this yellow met the body of

the sun was softened somewhat by

freehanding red over it. I continued to

apply red in fine, irregular lines through-

out the yellow to create the gaseous ef-

fect.

There was also a hard edge where I

had masked the sun to spray the back-

ground black. I eliminated that edge by

freehand spraying the same red gouache
repeatedly, blending it in towards the sun

and trailing gassy tails into outer space.

For the foreground body of meteors,

shown in the detail below. I cut the larger

meteor shapes from a single piece of ac-

etate and sprayed a base of gray

gouache. To show the glowing reflections

from the sun, I added yellow randomly to

some of the meteors. The smaller dust

particles, scattered throughout the mete-

ors, resulted from stippling a varied pat-

tern. The gray stippling provides con-

trasting relief to the sun. while the light

pink stippling pops against the gray me-

teors. The stippling effectively adds to

the sense of depth vital to this piece.
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Gouache; IT x22"
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TROPICAL COMPUTER
ASSIGNMENT
Illustration for a mailer advertising a

computer database service

ARTIST

Derek Rillo

CLIENT

Sive Associates. Inc.; Tom Tarvin. art

director

Rendering the hundreds of jungle

plants in this illustration was quite

challenging. The foreground plants

needed to look dense and lush, and
the tropical, humid feeling of the

background foliage required special

masks cut with a stencil burner.

The illustration was to be used

on the cover of CompuServe's infor-

mational pamphlet. The art direc-

tor wanted to communicate that

the pamphlet would guide its cus-

tomers through the "jungle" of in-

formation services it offers (Compu-
Serve subscribers have access to

more than 1.000 computer data-

basest. The cover concept would
complement the interior design,

which imitated an old explorer's

map.
After compiling my reference

materials—which included every-

thing from photographs of comput-
ers to Rousseau's mystical jungle-

like painting The Dream—I com-
pleted the preliminary sketch and
transferred it to the board.

1
Tropical Plants: I painted all the

foreground plants in basically the

same manner—using a hard frisket film

mask for the outside shape and then

spraying a dark blue .or violet base color

to give the plant its form and definition.

Acetate masks were used to delineate

within the plant form. At this point I

added transparent layers of gouache to

give the plant its final color. I also

brought out details in some plants using

a hard rubber eraser. To give the jungle

a more lush and colorful look. I used lay-

ers of yellow, blue, and aqua, and once
in a while a straight green. To add more
variety and contrast between plant forms.

I sprayed reds, oranges, or violets on
certain plants to create a warm green. I

used no white in any of the painting and
used the more transparent gouaches be-

cause I was layering colors.

2 Using a Stencil Burner: After paint-

ing all the major plant forms in the

foreground. I moved to the background.

First I masked off all of the plants and

the computer with frisket film. (In the

large painted areas I first put down trac-

ing paper to protect the paint from the

adhesive of the frisket film.) Because the

background was to be out of focus. I

used a combination of acetate masks
(moving them slightly as I sprayed) and

freehand spraying for this area.

I also wanted the background to have

a misty rain-forest feeling to it. so for the

background tree and vine forms I used a

stencil burner to create masks. (The

stencil burner is an inexpensive tool, sim-

ilar to the wood burner you may have

used as a child. By touching its fine tip to

acetate you can create any type of mod-

eled edge. Its best use is for rounded

forms, rather than straight lines.) Place

your drawing under a sheet of glass to

prevent burning your drawing. Lay the

acetate on the glass and trace the draw-

ing with the burner to create your masks.

To fully burn through the acetate, which

can be difficult since the hot acetate

tends to meld back together, you have to

go over your mask guidelines a number

of times. The masks created with a sten-

cil burner create a slightly blurred edge,

which enhances effects such as this

steamy jungle foliage.

Courtesy of CompuServe. Inc. 1 986
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Gouache, watercolor, and graphite; 16'/2" x 123h"
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SIGNS OF THE TIMES
ASSIGNMENT
Cover illustration for Signs of the

Tunes magazine issue featuring air-

brushing

ARTISTS

Jim Effler, Maurice Mattei

CLIENT

S. T. Publications

The success of any airbrushed illus-

tration depends on the strength of

its design concept, and this illus-

tration shows how refining and ex-

perimenting with a good design can

make it even better.

Signs of the Times is a monthly
magazine published for the sign-

making industry. For an issue that

would feature an article on air-

brushing, the magazine's art direc-

tor wanted an illustration that in-

corporated an actual airbrush, the

word airbrushing. and graph paper,

which would represent the techni-

cal end of the medium. She had
two rough ideas for the illustration.

One was to show an airbrush

blending in with and then disap-

pearing into the background. An-
other was to show a drawing of an
airbrush with some frisket being

picked up.

We began experimenting with

the elements and the art director's

concept. The first concept, by illus-

trator Dean Miller, was to show a

hand airbrushing an illustration of

an airbrush. That got the ball roll-

ing.

II was given two past covers so I

could work the magazjne s logo into

the design and familiarize myself with

other cover designs.

2 Maximizing Your Design Options:

Miller's pencil drawing shows our first

concept—a realistic, three-dimensional

hand holding an airbrush, spraying a mir-

rored image of itself onto the graph pa-

per.

31 photographed this hand holding the

airbrush so it would fit into Miller's

concept; it was flopped to get the left

hand in the above drawing.

Courtesy of S. T. Publications
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4 The second concept, shown in the

drawing at right, also featured realis-

tic hands and an airbrush working on an

illustration of an airbrush; again, the

background was graph paper. The left

hand was holding down an acetate mask
and the right hand was getting ready to

spray. (I conceived both the second and

third designs.)

5 In these three photos below you see

the images we shot for the second

design.

—^tmm
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I
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6 While the first two concepts were
good, they were somewhat ordinary.

The third design was chosen because it

had a twist—instead of the hands being

three-dimensional and realistic-looking,

they were to obviously be drawn two-di-

mensional images, more and more unfin-

ished as you moved up the arm. Rather

than show the airbrush as a drawing, it

became the three-dimensional, represen-

tational image. The client liked the twist,

but we decided in the final art to leave

out the acetate because we felt the myri-

ad shapes might cause some visual con-

fusion. We planned to do a lot of detail-

ing and shading in the top airbrush, but

keep the hands ghost-like and the sec-

ond airbrush flat.

7 To determine letter spacing for Air-

brushing we sketched the word on

tracing paper making the second and

third versions airier. Using tracing paper

let us maneuver the lettering on the

drawing for final spacing and positioning.

We decided that the capital A in Air-

brushing would appear very chrome-like,

and each consecutive letter would be-

come closer to line art until, finally, the G
would have no tone at all.

I B hSi w
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8 In preparation for beginning final art,

the elements were drawn up sepa-
rately—the hands and airbrush, the dom-
inant airbrush, and the lettering, which
you can see on the previous page. Hav-
ing all the elements on one tracing was
not necessary. It was easy to trace the

top airbrush first, then ink the grid lines

of the graph paper around the airbrush,

and draw the hands and second airbrush

in pencil last, after the rest of the piece

was completed. The graph lines were
drawn directly onto the illustration board.

The other elements were transferred

from the drawings.

After the airbrush was transferred to

the board, and the outline of the graph
paper penciled in, I inked up the 3/s-inch

grid lines with a mechanical pen and an
opaque blue tint, relying on a T-square

and a triangle for guidance. The final grid

lines would be Va inch when reduced to

662/b percent and printed. I avoided ink-

ing over the pencil transfer of the top air-

brush because it would have been im-

possible to spray over the lines later on.

After inking the blue lines, the next

step was to spray a buff color onto the

paper; I gradated it from dark at the bot-

tom to light at the top to emphasize the

form.

91 wanted the shadow under the air-

brush to be soft to increase its real-

ism, but I had to be careful not to go too

dark. Often when you get a shadow too

dark you can simply lighten it up by

spraying a lighter-colored opaque paint

over it. But since this had a grid pattern

that needed to show beneath it, a sec-

ond layer wouldn't have been a good
idea because it might have obliterated

the grid. To make sure that the shadow
was very transparent and the graph pa-

per would show up within the shadow, I

used a light mixture of blue and black

watercolor.
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m Detailing: The shadowed sides

of the hose-connection threads

were inked in with a mechanical pen,

then filled in by hand brush with a black

wash. Then the area surrounding the

thread area was masked off and I gra-

dated a gray tone over it, putting the

greatest density on the left side. This

gave the white highlighted side of the

threads some tonality.

|| p To determine the type of reflec-

i I D tions I needed to render in this

area I set my own airbrush down and
studied the way the studio's light hit the

threads. Because of the uniformity of the

threads, the highlights fell consistently on
the threads. So I cut a tiny elliptical

opening in acetate and sprayed white

through it, moving the mask from thread

to thread in a vertical line from top to

bottom. Using a hand brush (spraying

would have been too time-consuming)

and white paint, I put a little dot in the

center of each elliptical highlight to inten-

sify its brightness.

1A The 'ma9e °* tne ,w0 nands anci

IU second airbrush was rendered by

Maurice Mattei, who is very experienced

at doing pencil work. He did preliminary

drawings on tracing paper, transferred

the final versions onto the board after the

rest of the illustration was completed,

and then put in the tone working from the

original reference photos.

ml used a no. 000 technical pen

and an ellipse template to create

the elliptical-shapes on the tightening

threads, just above the hose-connection

threads, shading the dark side in black

and leaving the light side white. The tiny

areas of orange watercolor along the

lower edge of the ellipses reflect the

warmth of the paper below. The blue at

the top of the ellipses the sky behind and

above the graph paper.

1 in There's also a harder, different

I II type of reflection—just a tiny

dot—on the right side of the threads. I

put these on with a hand brush also.
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INDEX
air pressure, 4, LOO, L53, L58

airbrushes.

double-action, 2, 4, 124, 158

single-action, 2-3

turbo. 3, 25, 124-25, 148

Bestine solvent, 6, 12, 48, 92

brushes,

bristle, 140
camel, 8

dust brush, 8

nylon, 6, 8, 48, 81

sable, 8, 22, 23, 63, 70, 71, 80, 90, 92, 112,

119, 140, 141, 153

colored pencils, 9, 12, 39, 50, 89, 90, 109,

128

dry-brush technique, 5, 8, 22, 23, 140, 153

dry transfer, 5, 69, 73, 82, 100, 101, 102,

133, 134

edges, types, 7

equipment,

burnisher, 5, 16, 81, 83, 100

French curves, 46
markers, 120, 128

mechanical pen, 166, 167

plastic triangle, 48, 166

Rapidograph pen, 153

ship's curve, 102
stencil burner, 161

straightedge, 35, 46
templates, 46, 57, 58, 119, 167

toothbrush, 4

erasers, types, 5

erasing techniques, 5, 39, 51, 80, 90, 92, 93,

98, 107, 109, 110, 112, 116, 118, 135,

140, 141, 148, 161

freehand spraying, 7, 25, 38, 92, 105, 106,

107, 118, 125, 148, 154, 155, 158, 159,

161

hand brush work, 42, 50-3, 62, 63, 69, 71,

83,99, 103, 111, 112, 116, 125, 129, 135,

139, 140, 141, 148, 149, 154, 167

hand-held acetate mask, 7, 22, 66, 68, 98,

125, 161

illustration boards, types, 9

lead pickup technique, 16, 33, 57

lettering, design, 30- 1, 40-1, 70, 94, 163, 165

masking materials,

acetate, 7. 24, 26, 39. 49, 51, 52. 53. 57,

60, 62, 70, 71, 78, 80, 81. 90, 92, 100.

108, 109, 112, 117, 128, 131, 134. 135,

139, 148, 153, 158, 161, 167

cloth, 4, 6

frisket, 7, 9, 11. 12, 16. 22. 24, 35, 48. 51.

57. 60, 78, 80, 83. 84. 89, 107, 116. 117,

118, 119, 128, 144, 148, 154, 161

gauze, 6

liquid frisket, 4, 6, 8, 48, 58, 59, 66, 119,

133, 135. 148, 158, 159, 161

mesh, 6
window screen, 6, 11, 93

wrapping paper, 21, 78, 81
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Boston Public Library.

Sale of this material benefited the Library

masking techniques, 21, 22, 23-6, 35, 37, 41,

49, 61, 62, 65, 66, 68, 80, 89, 98, 116-17,

12 4-25, 134, 139, 152, 155, 158

motion or speed lines, 84, 102, 135, 139, 159

overspraying, 6, 58, 65, 66, 117

paints,

acrylic, 2, 11, 116

dye, 11, 12, 59, 60, 101, 102, 114

dye on gouache, 11, 118

gouache, 9-10, 12, 22, 24, 38, 58, 61, 70,

106, 116, 117, 118, 135, 149, 153, 158,

159, 161

tints, 22, 26, 57, 58, 59, 60, 61, 66, 100,

116, 124, 135, 158, 166
watercolor, 10, 12, 22, 24, 35, 80, 89, 105,

117, 129, 152, 153, 158, 166

paints, white,

acrylic, 149

bleed-proof, 12, 24, 102

Gamma, 12

Instant Aero, 12

opaque, 129, 158

permanent, 12, 38, 62, 70, 71, 92, 103, 112

zinc, 12

pencil drawing/layout, 14, 16, 19, 20, 30, 33,

45, 46, 74, 76, 78, 89, 97, 105, 115, 118,

121, 123, 128, 137, 138, 143, 146, 151,

153, 157, 161, 163, 165

reference materials, 13-15

spatter technique, 116

stipple technique, 2, 3, 4, 159

subject treatment
airbrush, 105-13, 163-67

animals, 19-23

balloons, 19, 26

birds, 19, 26
bridges, 45-46, 51, 52
buildings, 51, 52, 151-55

cans, 66
clouds, 21, 24-25, 52, 76, 80, 92, 155
computer, 98, 100, 102, 103, 148-49, 161

crowds, 6, 21, 99, 133

eyes, 119, 143, 144, 147-48

face, 118-19, 147-48

flowers, 20, 21, 24, 26
football, 133-35

fruit, 56-66, 124
girl, 143-44

glass, 121, 129, 137-39

globe, 75, 76, 78, 80, 100, 101

guitar, 137-38, 140
hands, 30-31, 98, 102, 106, 107, 108, 110,

137, 145, 163-65

ice cream, 121-25

landmarks, 19, 21, 45-46, 74, 75, 76
landscape, 19, 45, 50-53, 150-51, 154-55
liquid, 128, 131

microphone, 6, 93
plants, 21. 24, 161

planets, 157-59

rainbow, 68
robot, 30, 42, 146-48

roller coaster, 30, 32
shiny metal, 30, 38, 68
shoe, 74, 77, 81, 129-30

sky, 21, 24, 38, 52, 92, 94

soccer ball, 74, 80

starbursts, 4, 6, 158

Statue of Liberty, 87-95

tile, 106, 108, 112

trees, 19, 21, 26, 48, 49, 68, 135, 154, 161

water droplets, 63-66, 71, 112, 131

tape,

low-tack, 5, 6, 81, 133, 134, 158

white artist's, 49, 83
texture, 4-6, 116

aluminum, 5

asphalt, 4, 12

bricks, 153

chrome, 109, 145, 149, 165

concrete, 4, 12

fabric, 3, 5, 6

fruit, 58, 66, 124-25

fur, 5, 22

grass, 5, 12, 68, 153

gravel, 4

hair, 5, 12

ice, 14, 15

ice cream, 123

leather, 5, 82, 83, 134

metal, 5, 15, 92, 145, 148

plastic, 5

sand, 4

shingles, 153

shoestring, 81

skin, 12, 102-3, 112, 118-19, 133, 141, 148

stars, 4, 6

tarnished copper, 5, 89, 93

trees, 6, 48, 50
wood grain, 5, 12, 140

tracing paper,

graphite coated, 16, 20, 21, 46, 89
heavyweight, 33

window masking technique, 52
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GRAPHIC ART

EWBCOK/^BBdUBCa
Watch as award-

winning, professional

airbrush illustrators take

you through a series of

challenging airbrush

projects step by step

—

from idea development to

adding those important

finishing touches and
hand-brush details.

1. To create the computer graphic image on the

terminal screen, as shown at bottom, the artist

burnished down a dry transfer mask of the thin,

circular lines, being careful to avoid getting any
excess adhesive from the transfer sheet onto the

painting surface.

2. After spraying the black background slowly to

keep the color from bleeding under the mask's
edge, he removed the globe transfer with low tack

tape, leaving the GPA letters covered. He then

removed the protective acetate mask and sprayed a
50% black tint over the dimensional part of the GPA
logo.

3. To make the globe lines glow, he held the

airbrush very close to the board and painted each
line individually with. a fine spray of white pigment

6. He finished the screen image by spraying a
single layer of transparent green dye over the GPA
lettering and, again, the globe lines. He
coats of green on the globe and only o*
lettering made the logo stand out on the

1

Here you can also see how the final computer
image fit into the whole illustration.

"...gives the comprehensive, innovative, step-by-

step instruction artists need to build on their own

basic airbrush skills to give their artwork an excit-

ing, professional-calibe^edge in the competitive

graphic art marketplace'

—Airbrush Action

isbn D-a^iaM-bss-b
900C0

4. At this point, he wanted to spray the globe lines

green, add some green color to the tinted logo area
(the letters are still covered), and only density to the

biack background. To achieve all three ob|ectives

he used transparent green dye, rather than the more
opaque gouache.

5. After picking up the transfer from the lettering,

he sprayed two layers of white to add depth and
emphasis to the logo.

9780 391 "346999
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