

[image: ]




[image: ]




[image: ]





    Art Credits:
Front cover design: Dominika Dmytrowski

    Front cover art: Visions © Cindy Jerrell

    Half title: Detail from Visions by Cindy Jerrell. COPYRIGHT © CINDY JERRELL

    Frontispiece: Dreaming of Winter by Steven Parke. COPYRIGHT © STEVEN PARKE

Copyright: Katie Matusik. COPYRIGHT © KATIE MATUSIK

Contents: Skateboarder by Scott Ligon. COPYRIGHT © SCOTT LIGON.


Copyright © 2010 by Scott Ligon
All rights reserved.

Published in the United States by Watson-Guptill an imprint of the Crown Publishing Group, a division of Random House, Inc., New York.
www.crownpublishing.com
www.watsonguptill.com

WATSON-GUPTILL is a registered trademark and the WG and Horse designs are trademarks of Random House, Inc.

Ligon, Scott.
   Digital art revolution : the essential guide to creating fine art with Photoshop / Scott Ligon.
        p. cm.
Includes bibliographical references and index.
eISBN: 978-0-8230-0833-9
1. Digital art--Technique. 2. Adobe Photoshop. I. Title.

N7433.8.L54 2010
776—dc22
                                                         2009022670

v3.1





[image: ]




Contents

Cover

Title Page

Copyright

ACKNOWLEDGMENTS

FOREWORD BY MICHAEL W. DEAN

WELCOME TO THE REVOLUTION

Reason One: Everything Is Connected

Reason Two: Endless Experimenting

Reason Three: Process, Not Product

Reason Four: Eliminate the Middleman

Reason Five: No Limitations

Myths and Misconceptions

Is Painting Dead?

About This Book

CHAPTER ONE: UNDERSTANDING THE VISUAL LANGUAGE

Composition

Line

Shape

Value

Color

Space

Texture and Pattern

The Sum Is Greater Than Its Parts

CHAPTER TWO: MEET PHOTOSHOP

Why Photoshop?

A Pixel-based Program

Resolution

Opening a Document

Orienting the Image

Saving Your Work: The .psd Format

Color Modes

The Photoshop Layout

Adobe Bridge

Drawing Tablet and Pen

Wanna Make Something of It?

CHAPTER THREE: PHOTO BASICS

Exercise 1: Improving the Composition

Enhancing Value and Color

Exercise 2: Improving a Photo with Basic Image Adjustments

Exercise 3: Converting a Color Photo into a Black-and-White Photo

Selection Masking

Exercise 4: Working with Selection Masks

The Magic Wand and Quick Selection Tools

Exercise 5: Creating a Selection Mask in the Quick Mask Mode

Photo Retouching

Project: Enhancing a Photographic Portrait

CHAPTER FOUR: COMPOSITING: THE ILLUSION OF REALITY

Exercise 1: Creating a Composite Image

Putting Things into (Linear) Perspective

Exercise 2: Creating a Mural with Vanishing Point

Other Methods for Creating Perspective

Exercise 3: Using EDIT >TRANSFORM to Create Perspective

Project: Create a World

CHAPTER FIVE: EXPRESSIVE NONREALISTIC PHOTO ART

Visual Themes

Exercise 1: Expressive Photo Art

Project: Manipulating Photographic Images for Expressive Purposes

Project: Fifteen Green Things

CHAPTER SIX: PAINTING WITH PIXELS

Brush Features in the Control Panel

Mixing Colors

More on the Drawing Tablet and Pen

Painting with Transparency

Exercise 1: The Traditional Renaissance Method of Painting 2.0

Project: Portrait with Sepia Underpainting

CHAPTER SEVEN: PAINTING WITH SHAPES

Exercise 1: Pixel-based Solution

Posterize

Sketch Filters

Exercise 2: Creating a Figure with a Filter and the Pattern Stamp Tool

Adobe Illustrator

Vector Modes, Tools, Paths, and Layers in Photoshop

Exercise 3: Creating a “Generic” Self-Portrait using Vector Paths

Converting Paths into Selection Masks

Rasterizing Vector Layers

Vector Masks

Project: Make Some Smooth, Flat Artwork

CHAPTER EIGHT: MIXING PAINT, PHOTOS, AND EVERYTHING ELSE

Using a Digital Camera

Look on Your Hard Drive

Items from Your Other Artwork

Exercise 1: Mixing Paint and Photographic Reference

Photoshop Filters

Exercise 2: Integrating Photoshop Filters into Digital Art

Project: Photos and Paint

CHAPTER NINE: FINDING YOUR OWN VOICE

Mining a Vein

Reacting to the Outside World

Style vs Subject

Exercise 1: Copy/Analyze Someone Else’s Style and Mine Your Vein

The Artist’s Statement

Project: Commit to a Style and Method of Art-making

CHAPTER TEN: INTO THE REAL WORLD

Home Ink-jet Printing

Large Format Printing

How to Improve the Permanence of Your Printed Piece

Framing

Monitors, Screens, and Projection

Combining Digital and Traditional Art

Starting Analog, Finishing Digital

Exercise 1: Working from a Scanned Pencil Sketch

Starting Digital, Finishing Physical

Exercise 2: Applying a Digital Image to a Physical Surface

Exercise 3: Integrating a Digital Image into a Three-dimensional Structure

Type, Images, and Promotional Materials for the Artist

Project: Hybrid Art

AFTERWORD: SHOW US THE POSSIBILITIES

RESOURCES

CONTRIBUTING ARTISTS

ABOUT THE AUTHOR

INDEX


Acknowledgments

Thanks first and foremost to my wife, Laura Sherrill Ligon. She took photos and posed for photos used in the technical instructions in this book. Her painting Fried Eggs is used in the perspective exercises in chapter four. The waves and swirls used in the first exercise in chapter seven are based on a pencil sketch by Laura. She is a constant sounding board and source of encouragement for my work in general and for this book in specific. Thanks also to my sons, Sam and Max, for patiently posing for crazy reference pictures and generally humoring their dad in his projects. It’s a pleasure to watch them grow into smart, creative people.

Thanks to Rhonda Coble, who took the photos of the Egyptian statue used as the examples in the instructions for exercises 1 and 3 in chapter three. Thanks to Kyle Coble, who took the photo of the girl and monkey used in exercise 4 in chapter three.

Thanks to Linda Abrahamsen, Jeff Bodovetz, Chad Cummings, Julie Cummings, Kevin Czapiewski, Richard Fiorelli, Kevin Kautenburg, Jacqueline Kennedy, William Leddy, John Spofford, and Vikas Srivastava for posing for the photos used in the composite exercise in chapter four.

Thanks to Neal Reed and Kathy Anderson for patiently posing for the digital painting in exercise 1 in chapter six.

Thanks to my sister, Pam Mayor, for allowing her old photo to be the basis for exercise 1 in chapter eight. Exercise 2 in chapter eight is based on a video still from “Figure/Ground,” my perennial work in progress. Thanks to Ian Hinkle, my director of photography for the film, for capturing the image, and thanks to actresses Lindsey and Lauren Hyde, who appear in the video image.

Thanks to author/director Michael W. Dean for inspiration and specific help. In addition to the foreword for this book, Michael recommended the book proposal to his agent, which resulted in a great and propitious experience. Additional thanks to Michael and his wife, Debra Jean Dean, for proofreading the original book proposal and making helpful suggestions. Thanks also to Webb and Ricki Sherrill for proofreading, as well as for general help and encouragement!

Thanks very much to Margot Hutchison of Waterside Productions, my book agent for this project. She has been a pleasure to work with, labored mightily on behalf of this first-time author, and did an all-around great job. Thanks to publishers Watson-Guptill/Random House for the wonderful opportunity. Thanks to editors Joy Aquilino and John Foster for patience and informed guidance regarding this project.

Thanks to Adobe for making such great creative tools. I use them on a daily basis. Thanks to Wacom, Canon, and Kodak for providing images for this book. Thanks to Elizabeth Saluk at the Cleveland Museum of Art for help in obtaining permission to use images from art history. Thanks to Michael Pilmer for helping us to obtain permission to use images created by Mark Mothersbaugh … and thanks to Mark!

Thanks to all the artists who allowed their work to be included in the book. These visual examples are a big help in clarifying the instruction.

Thanks very much to my students in general, and more specifically those students whose works are included as practical examples of project solutions.

Thanks to the Cleveland Institute of Art and my colleagues there. It is a privilege to teach at such a great school and be surrounded by such smart, creative individuals on a daily basis. Thanks to the University of Mary Washington, where I was both student and instructor (with several years in between the two!). Thanks to Joseph DiBella, Richard Dawson, Dave Tanks, Petra Soesemann, and Kevin Kautenburger for providing teaching opportunities and for general guidance, friendship, and help. Thanks to Grace Hartigan for being a powerful and significant mentor, influence, and inspiration.

Thanks to Attorney Joni Davis and Attorney Andre Des Rochers for legal help and advice regarding this book.


Foreword

BY MICHAEL W. DEAN

I first heard of Scott Ligon in 2006, when he wrote me a snail-mail letter and sent me a DVD of his animated short film Escape Velocity. The letter said that my book, $30 Film School, had influenced him to make films. My book had sold many thousands of copies, and was more than a simple tech book: it was, for many, a “bible,” a way of life. I was amazed that this little message in a bottle that I’d written on my old laptop in a crappy, little studio apartment had touched so many people around the world. And it seemed like all of them sent me a DVD of the film they’d made as a result. When these DVDs started filling my PO box, I would eagerly watch all of them.

But I soon realized that the same truism I had discovered twenty years earlier when putting out vinyl of my own punk rock music—after listening to all the other punk rock vinyl put out by everyone else in the early ’80s—was also true of digital filmmaking: when everyone can make a record (or in this case a movie), everyone does, and most of them suck.

The pithy little statement I’d come up with to describe this phenomenon was: “I’ll fight to the death for your right to make your movie, but I don’t want to have to watch it.” This may sound callous, but the simple logistics of trying to have a life and moving on to my next long art project made it impossible to watch all of the films that were sent to me as a result of writing my book. I gave everyone an “A for effort” in my mind, but most of the films were not ones that I’d go out of my way to watch.

When $30 Film School went into a second edition, I was asked by the publisher to produce a DVD to accompany it, rather than the CD the first edition had. I pulled Scott’s film out of the I’ll-watch-these-someday pile by my desk. I remembered that I’d really liked his cover letter. It seemed very genuine, without kissing butt. And I was impressed that even though he said that his film was about his Attention-Deficit Disorder, there were no typos in his letter. Having a bit of ADD myself and knowing how hard it is to do proper written communication (even though I do it for a living), it impressed me. I popped his DVD into my laptop.

I was blown away. It was fantastic. I called Scott on the phone before the film was even finished. When I got Scott on the phone, he sounded a little starstruck to get a call from me, but I don’t think he knew that I was actually a little starstruck to be talking to him. His movie had leapt off the screen and deep into my cortex, and I simply had to put it on the DVD that was to be included with the second edition of $30 Film School. Scott agreed, and I asked if he could edit a shorter, ten-minute version, because I was putting a lot of stuff, a few great films, and a lot of data on the DVD. He said yes, and with consummate professionalism he FedEx-ed me an updated DVD three days later. He not only included a video DVD, but also a data DVD, which made my job much easier.

I was impressed.

Scott and I have kept in touch over the years via e-mail and phone. I’m a fairly private person and don’t give my home phone number out to many people, but folks as professional and talented—and funny—as Scott are the exception. We’ve worked on several projects since, and he’s always been ultraproactive, amazingly talented and visionary, and kept to all his deadlines, whether the project is for pay or for free—all while making me smile and laugh, a lot. I’m honored to consider him among my few, true friends.

Scott is an expert in Photoshop on a level that few people are. Part of this is because of his background in fine-art painting, part of it is his unique worldview (some of that is taken from transforming his ADD from a burden into an attribute), and partly because he just looks at life differently than most people. His worldview and his take on life are refreshing. Scott is childlike, but with the skill sets of an adult genius. Most people give up when they grow up, to a certain extent. Scott has kept the best aspects of a child’s inquisitive mind and retrofitted it around being an adult who is an expert at functioning in the modern world, even when he can’t find his car keys.

Scott Ligon’s experience as a college art teacher shows in all that he writes. He’s the perfect guy to write a book that has the final word on fine-art Photoshop. In a world where “Photoshop” has become a verb, where “to Photoshop” is often synonymous with “putting boobs on the president” or “putting witty little text comments under silly photos of cats,” Scott is reclaiming the verb “to Photoshop.” He’s putting it where it has belonged all along: in award-winning, world-changing videos, in museums, and now, in the hands of up-and-coming fine artists like you.

Scott is the perfect guy to write this book, because he’s the only guy who could write this book. I don’t say this lightly: this book is far more than a tech book; this book will change your life.

—MICHAEL W. DEAN

Michael W. Dean is a filmmaker and author of many books including $30 Film School and the coauthor of YouTube: An Insider’s Guide to Climbing the Charts. He also directed the films D.I.Y. or Die, How to Survive as an Independent Artist, and Hubert Selby Jr: It/ll Be Better Tomorrow. He recently moved from Los Angeles to Wyoming to “get away from it all.”


WELCOME TO THE REVOLUTION

Digital art’s greatest advantage is its ability to combine elements from different sources into a seamless, unified work. Digital technology offers the single, greatest advancement in the possibilities inherent in art-making since, well, art-making began. Most of this introduction is devoted to five key reasons why digital technology is redefining the creative process. We will look at how it: (1) blurs the boundaries between mediums to the point of irrelevance, (2) possesses potential for endless experimentation and variation, (3) allows for infinite duplication with no loss of quality, (4) is able to reach large audiences directly with no middleman, and (5) contains no inherent aesthetic or technical limitations. It also addresses some of the fears and misconceptions associated with “new media” and gives you some basic information about the organization of the book. Welcome to the revolution! Now, let’s look closely at some of the reasons why and how digital art is causing a revolution.
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Still images from the video Breakdown by Kasumi, which premiered at Carnegie Hall as a commission by the American Composers Orchestra. Kasumi is recognized as one of the leading innovators of a new art form that synthesizes sound, film, and live video manipulation. Photoshop is a regular part of Kasumi’s workflow. You can see more of the artist’s work in chapter ten. COPYRIGHT © KASUMI

Reason One: Everything Is Connected

Everything is connected, inherently. Although I think of myself as a painter—my formal training is in painting—I’ve worked in many other media. Whether it is painting, filmmaking, music, writing, or any other creative endeavor, I very much consider them to be built upon the same inherent, creative thought process: (1) start with the central idea, (2) build structures, or themes, around the idea, (3) introduce secondary themes that run through the work that add complexity and depth, (4) use repetition in the themes to build stability and purpose, introducing variations on those themes for greater interest, and (5) place elements in your work in a way that leads you from one idea to the next in a logical fashion that draws attention and clarity to the central ideas.

Traditionally, the differences in art forms have been accentuated instead of their similarities. This is at least partially due to the vast difference in the physical tools traditionally needed for each art form in order to translate its creative process into reality. Painters needed paint, brushes, and a surface on which to paint. Photographers needed film, a camera, and a darkroom filled with toxic chemicals. Filmmaking required all of the above in addition to cumbersome and expensive machines to edit the film. Music required a group of people playing together in (hopefully) a well-rehearsed manner before a live audience. Later, the advent of recording equipment allowed live musical performances to be recorded and played again and again. With the invention of multitrack recording, it became possible for a single person to create music in layers, adding and subtracting textures like a painter in order to create a finished piece of work. Work in all of these art forms (and more) can now be done on a computer with a few interrelated software programs.

We are physical beings in a physical world. We still need a drawing tablet and pen to paint information into our computer. We need a scanner or a camera to capture still or moving images into our computer. A microphone or cable to connect instruments is needed to translate sound into information. But once it’s in there, it is all information. It’s all potential and ideas to be manipulated with hard work and the facility of thought. Regardless of its source, this digital information is all the same thing. It’s all ones and zeros ready to be manipulated with no inherent divisions or limitations in possibility. Already, the borders between different art forms are beginning to blur. Over time, as technological abilities increase, this will result in the logical conclusion of making all art essentially one thing, one creative act.

Will your project be visual or auditory? Will it be still, move, or interact with its audience? Will it stand alone, or augment a physical activity such as theater or dance? These questions are part of a single creative decision-making process that is subject to change as the work progresses. Once you have the information on your hard drive, regardless of whether it was originally photographic, drawn by hand, or drawn digitally, it is ready to be manipulated using the vast array of digital tools that are available to you.

To illustrate this concept, let’s create a hypothetical body of work. Let’s say that you have created twelve digital works that are to be printed on archival paper, framed, and displayed in a gallery. Nine of the works were digitally painted, completely from scratch, in a blank document. You had someone pose for you and then painted the person from life. You then used your laptop, drawing tablet, and the painting tools in Photoshop to complete the works done solely with digital paint. It would be reasonable to call them digital paintings.
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    Top: Big and Blue; Bottom: From the Roof by Max Chandler. Max really blurs the boundaries between media. His finished works are acrylic paintings on canvas, but they are painted by robots! Max uses Photoshop for palette and color planning as part of the preparation process. He premixes all of the paints and makes test charts to make sure the colors are right before he programs the robots and sets them loose. COPYRIGHT © MAX CHANDLER

Now what if one of the three remaining works contained an imported photographic texture as part of the work. Ninety-five percent of the work is painted, and then there is a nice, compatible photographic texture that visually supports and enhances the piece. Is it still a painting, or is it a collage? It seems reasonable that you can mix a photograph of a rusted metal texture into your paint and still call it a painting.

Let’s say the remaining two works have started with photographs. In one of them, you used the photograph as a starting point, but have painted over it and added new elements, with the result being that the completed artwork bears little resemblance to the original photograph. In the last remaining piece, let’s say you use several photographic elements that end up in the finished piece and that they have been altered and manipulated. In addition, let’s say the photographic pixels have been pushed around like wet paint and mixed indiscriminately with purely painted elements, but strong, photographic elements remain.

When you look at the twelve finished pieces, they clearly look like a consistent body of work, with repeated themes of structure, stroke, and color. They are printed on the same paper and framed in a uniform manner. Is it realistic to say that they are works in different mediums? Would it matter if what started out as a photograph of a shoe ended up as a painting of a horse? What if the works were displayed as images on video monitors instead? What if nine of the works were non-moving and three were moving? Are they different things? What if they only moved a little? What if they moved a lot? What if they had sound? What if one of the moving images seemed to tell a narrative story? My point is that although some pieces may be clearly painted and others clearly photographic, there are no clearly defined lines of distinction when it comes to digital art.

This concept mirrors the creative process itself. Visual, creative thinking is analogous thinking. Creative thinking considers things as connected, as relationships. Creative thinking takes individual elements already in existence and puts them together in a new way, making them function as a purposeful whole.

Art-making, in any one of its forms, uses whatever tools are appropriate to make the creative process happen. Any attempt to categorize and separate discourages many of the intrinsic possibilities within the digital medium. It’s my hope that, instead, this spirit of exploration, inherent in human thought, will spill over into our “analog” endeavors, such as physical painting. How could it not, if the two mediums coexist and are interrelated?

Reason Two: Endless Experimenting

If an experiment has a high likelihood of aesthetic failure but would be very interesting if successful, there is a strong incentive for artists to exercise caution over courage in traditional mediums. You don’t want to ruin your work. Sometimes, in my traditional physical paintings, I have a creative tangent that is too tempting not to explore. Even though I may not be sure what will happen and recognize that I might ruin my painting if I try my experiment, the lure of the “What if?” is often too strong to resist and I take the risk. Sometimes it is successful and produces something exciting (at least to me) and other times it ruins the work, and I have to start from scratch, or drastically rework the piece—often with less satisfying results.

Digital art allows endless “What ifs?”: With digital art you can explore any tangent and simply hit “Undo” if it doesn’t work. You can also save a file at a given point, save a copy of the file under a different name, and explore an intended direction on the duplicate file. I often do this several times before I finish a piece. In the digital world, as long as you have the time, every possibility can be explored.
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Top: Freshwater Run; bottom: Tortoise in the Cactus, digital painting by JD Jarvis. These images both originated as the same work entitled Shapes and were created in Photoshop and Corel Painter. Copies of the original file were saved under different names and then taken in divergent directions to create these two distinctive, but visually related, works. COPYRIGHT © JD JARVIS

Reason Three: Process, Not Product

Since digital art is infinitely duplicable, it is possible to make any amount of copies of a digital file without losing any quality. So, while digital technology is a great tool for enabling the creative process, it makes the concept of a single, finished product artificial at best, which I think is great.

In traditional art, it is very easy for the creative process and its emotional expression to get usurped by the product, such as a one-of-a-kind masterpiece sold in an elitist gallery, reviewed in creative journals using language as hard to understand as a legal document, and sold to a wealthy patron to use as a status symbol. Digital art offers endless creative possibilities with no limits in duplication. This emphasizes the creative process and the idea, and de-emphasizes the preciousness of the original, physical product. What can we classify as the “original,” anyway, in digital art? Surely, it’s not the file itself, which is simply a collection of ones and zeros describing and encoding the creative decisions by the artist. Is it the image we see on screen? Is it a physical print made from the artwork? None of these possibilities offers a satisfying and definitive answer. In the end we’re only left with a creative process that is filled with expressive potential—with no “original” and no limitations in duplication. There is a lot to be excited about while making it hard to be an elitist!
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Core #5 by Qian Li. Starting physical, ending digital. The artist creates her works by painting on rice paper, scanning the images into a computer, adding elements that are shot from a digital camera, and then layering and shaping the elements in Photoshop. Qian Li prints her works in extremely limited editions, varying from a single copy to a maximum of six. You can see more of the artist’s work in chapter nine. COPYRIGHT © QIAN LI

How does an artist make money creating digital images? The jury is still out. My own personal solution is to make a limited edition. I limit prints of my digital artwork to an edition of twenty-five prints that are signed and numbered. This comes from the tradition of printmaking, the revolutionary technology of earlier times. I have a feeling that there are better and more natural solutions out there, too. I’m just too mired in the old way of thinking to see them yet.

To say that digital art is in its infancy is a drastic understatement. There is little consensus, or consistent information, about making it. Currently, digital art is comparable to television in the 1950s, and we haven’t created I Love Lucy yet. Formats, products, and categories have yet to be fully defined. We have yet to truly begin to grasp the enormous creative potential in this unprecedented synthesis of information. As with all new mediums, progress in the development of digital art is hampered by preconceptions made as a result of previous limitations. These limitations no longer apply, but changing perception is hard to do. Usually, it occurs in fits and bursts, built on one discovery after another by pioneering individuals, and later refined in subtlety and nuance by those of a more careful and less entrepreneurial nature.

Reason Four: Eliminate the Middleman

Creating and distributing art yourself is far easier and more possible than ever before. Nowadays, commercially successful digital artwork, design, and video that has been produced in home studios is commonplace. The odds may still be against the little guy, but they have been drastically equalized by digital technology. Also worth noting is that you no longer have to live in a centralized location to be a viable artist with digital art and digital transfer of information. It is possible for artists that have never met to collaborate, in real time if need be, from opposite sides of the world.

Reason Five: No Limitations

When digital cameras came onto the market and one-megapixel cameras were an expensive luxury, I often heard repeated the “fact” that digital cameras could never contain the nuances of traditional photography, because they could never approach the full range of information captured by film. Fast forward a few years. There is still debate about the exact amount of megapixels needed to equal the amount of information in 35 mm or large format traditional photography, but it is clear that high-end digital cameras are now, or soon will be, able to record a greater tonal range than traditional photography. Processing power increases exponentially every year. A technological limitation may seem to be an inherent limitation in the medium; but for practical purposes, all technological limitations are only temporary, and will be eliminated by an increase in processing power—matched by the constant development of better programs that bring elements closer and closer to the ideals of human perception. If you think digital photographs still don’t look as nice as traditional film photography, you may be right, but what do you think digital photographs could look like when they record twice as much information as traditional film? What do you think they’ll look like with twenty to forty years of constant improvements in the A/D converters based on human perception?
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A video still from Lucid Lunch by Megan Ehrhart. Her independently produced animated films and sculptural works are exhibited in galleries, film festivals, and art museums all over the world. You can see more of Megan’s work in chapter ten. Copyright © Megan Ehrhart

Digital video is a newer technology. It takes a large amount of processing power and hard drive space to work with high-definition video. Generally, 35 mm movie film looks much better than video. It’s also much, much more expensive. Using video can mean the difference between being able to make a movie or not. It also doesn’t involve processing with poisonous chemicals that end up in rivers and oceans. High-definition video cameras are already looking pretty good, and are quickly becoming affordable to the average consumer.

Processing power will increase unimaginably, and hard drives will drastically increase in capacity. The price of technological equipment will continue to fall. People will work every day to improve the look of video, day after day, year after year. Technological and perceptual limitations in digital art are temporary. Don’t assume a temporary limitation is an inherent one.

Myths and Misconceptions

As with any new idea, there are a lot of fears and misconceptions about digital art. I recently listened to a panel of abstract expressionist painters talk about digital art and why it is not “real” art. They referred to digital art as cold, mechanical, and taking the human element out of the process. I immediately pictured a panel of artists, fifty years ago, patiently, logically, and with good intent, explaining why abstract expressionism isn’t real art, and how it was undermining true artists. Art-making, to me, is the act of using the elements of the visual language toward the goal of expressing a quality or emotion. Craft is the technical mastery of the process.
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Fear of a digital planet!

If you accept my definition, any tool or medium could be used to create successful art. It depends not on what tool you work with, but on what you do with it. Digital art is a tool, and an exceptionally good one, with a full range of expressive possibilities, from mechanical to quite organic, from hyper-fast to meditatively slow. Beware of any philosophy of art that includes an explanation of how the art somebody else likes is real art, and the art you are excited by is not real art. Convincing you to do work that you are less interested in can only result in less interesting art. Follow your interests. Do what you are passionate about. This is your voice. Honor it. Practice it. Refine it. Don’t be talked out of it. There are much more efficient ways to make money doing things you don’t want to do. Never lose sight of why you wanted to make art in the first place.

Is Painting Dead?

Some people who are excited by new media and have seen digital art featured prominently in important shows have proclaimed that painting is dead. Applying physical paint to a surface is an inherently satisfying, primal experience that I cannot imagine ever being replaced. It’s not an outmoded technology. It’s a simple, direct process that works well and produces great results. I expect digital art and traditional art to exist side by side, and in some cases, to intermarry. If you love to paint, then paint! Follow your interests. People also tried to say painting was dead when photography was invented.

[image: ]

Painter Donna LoGrasso Howson in action. COPYRIGHT © DONNA LOGRASSO HOWSON

About This Book

This book focuses on a mere portion of the vast spectrum of possibilities in digital art: two-dimensional fine art created with the help of Photoshop. It offers specific instruction within the perspective of a larger context of possibilities. Digital Art Revolution is a book that teaches digital art from a true fine art perspective. This is not a book that teaches readers to process photos in order to mimic various styles from art history. This is a book that familiarizes readers with the fundaments of the visual language and then shows them how to apply these principals to digital art. It demonstrates the possibilities in the medium and guides readers toward developing their own unique voice. Rather than imitating art history and the great, unique artists that made it, this book will encourage artists to explore the possibilities of digital art and make art history. The book not only offers “how,” but just as important, “why.” All instruction is placed within the larger context of understanding the visual language and using it for expressive purposes. Photoshop is a great digital-painting program and arguably the best photo-editing program in the world! We’ll talk about the value of synthesizing these techniques at the beginning of chapter two. This book should give you a working knowledge of Photoshop and put this instruction in a perspective that encourages you to develop your own unique voice in doing so.
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 Fire Nation by John Spofford. Photoshop is an amazing painting program—it’s arguably the best photo editor in the world—but it is Photoshop’s ability to synthesize materials from a combination of different sources that offers the greatest expressive possibilitites. COPYRIGHT © JOHN SPOFFORD
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