>>> Interview by Matt Zimmer

THE MONSTER MAKER
For almost two decades now, The Monster Makers—
Arnold Goldman’s family-owned FX supply company
based in Ohio—has been providing materials, inspiration,
and hearty doses of guidance and encouragement to a wide
cross-section of experienced FX pros and young artists alike.
For Arnold and his wife Kimberly, the real joy in their business
comes from helping people achieve their creative visions,
especially when it comes to latex maskmaking.
HorrorShow: Tell us about your early inspirations and how
it all got started for you.
Arnold Goldman: Well, when I think back on how I got into
this industry, three things instantly come to mind: art, monster movies, and toy figures. And, beginning at around the age
of five or six, my parents could see that I had a knack for art,
and they decided to foster those abilities by enrolling me in
classes at the Cleveland Museum of Art. For anyone who is not
familiar with the museum here, it is a treasure trove of masterworks and houses a large, permanent collection of sculpture
and fine art works from many of the world’s greatest artists,
and it is still recognized as one of the premier museums in the
country.
At any rate, I vividly recall sitting on the floor amongst
all these amazing works of art while I set to work drawing
or painting whatever I pleased. If you can imagine being so
young and being surrounded by the works of Rembrandt,
Picasso, Rodin, and so much other extraordinary art, it does
leave a big impression. I don’t think I could’ve understood the
importance of this kind of art at that time, but it did have an
enormous impact on me—so much so that I now take my own
daughter there, who is the same age today that I was when I
attended those classes nearly 40 years ago. I remember those
classes so well, and would you believe that they still take the
kids out into the museum to sit amongst the masters and allow
them to create their own art?
Around the same time as the art classes, my father noticed
that I was completely fascinated by toy figures, and he would
often buy me soldiers and all sorts of little characters. The art
museum had a great selection of small, beautifully detailed
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bronze figurines on display, and they reminded me of those
full-size bronzes from the museum. So, every year for my
birthday, my dad would buy me a few of these plastic-injected
armies-in-a-box that came all connected on tree sprues; and
of course you’d have to break them apart from the sprues and
clean off the little bits of flashing before you could start having
fun with them. Nonetheless, it was the way they were arranged
in the box that gave me a clue that there was some sort of process involved in making the figures.
I remember being very curious about this “process,” which
my dad must have known something about since he worked
in the plastics industry as a chemical buyer. At some point my
father took me to a flea market where we stumbled upon a toy
called “Mold Master,” which was made by Kenner. The answer
to how my plastic soldiers were made was to be revealed right
there in that box. My dad knew it was the perfect toy for me.
With Mold Master I could make my own plastic soldiers.
The set came with a rudimentary plastic injection system,
which also included a little melt tower and plunger. There
were also little beads of a wax/plastic composite (probably Elvax and micro wax) and a bunch of soldier molds that you
could squirt the melted plastic into. I remember the process
well—melting and remelting that plastic and injecting it into
the molds. Thinking back now, I realize what a huge thing it
was for me to make that connection at such a young age. I
could actually make my own characters! (As luck would have
it, a few years back I spotted a nearly flawless copy of Mold
Master in a toy collector’s shop, which I of course purchased
immediately. And it still works!)
HS: In addition to the monster making sets, what other toys
Right: Close-up of Snarly mask by Arnold Goldman

HORRORSHOW 

Two different angles of the Blood Slayer mask

were you into at that point in the ’60s?
AG: My obsession was with toy figures, so anything that had
figures involved was something I was definitely interested in. I
recall having Rock’em-Sock’em Robots, G.I. Joes, Major Matt
Mason, and lots and lots of army men.
But later on I graduated from Mold Master to “Thing Maker,” “The Strange Change Machine,” “Creepy Crawlers,” and
“Incredible Edibles,” along with an assortment of monster
making sets. Some of your older readers will remember all
those whacked-out toy making sets. They were so cool, and I
remember saving my allowance to be able to get the latest and
greatest set-up. I also remember those vending machines in
the ’60s and ’70s that allowed you to watch as a wax figure was
made right before your eyes inside the machine. You would
insert your coins and select the figure that you wanted. The
machine would then move into action and pour the melted
wax/plastic composite (again, probably a blend of micro wax
and Elvax) into a mold, and in a few minutes the mold separated and out popped your character at the bottom of the machine. I just ate all this stuff up, and I loved making my own
toy figures. The process especially intrigued me with all the
various polymers that were used. So my exposure to art and its
relationship to toy figure making were really what shaped my
interest early in life for three-dimensional art and how it was
created. For me, the mold was quite literally cast at an early
age.
Once I was old enough to watch them, I really got into the
monster movies. In Cleveland we had Ernie Anderson, a local
radio announcer who created one of the first late-night horror
host characters called “Ghoulardi.” I was too young for Ghoulardi, but when Anderson left town for greener pastures in the
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early ’70s (he became the primetime announcer for ABC TV),
his successor, “The Ghoul,” took over the slot and I became
hooked on monster movies for the next decade or so into my
mid-teens.
My interest in monster movies inevitably led me to magazines like Creepy and Eerie and also Famous Monsters of Filmland, where I first got wind of movie makeup artists. Surprisingly, though, I never became interested in doing makeup per
se, but as I began to learn the details of the process used to
make movie monsters I did become interested in the sculptural
and moldmaking aspects of the art. Detailed information was
hard to come by back then, and materials were just as scarce,
so I never got the opportunity to experiment at that time.
It wasn’t until I got into college that any of these early influences began to surface again. In college they had a small bronze
foundry, which was exactly the kind of process I could relate
to. I wanted to learn how to make bronze sculptures, just like
the figures I had seen as a child in the museum. But the sculpture teacher, unfortunately, had other ideas. He wanted us to
make “artistic statements” with our pieces. This was a concept
that did not fit in at all with my ideas. I was purely focused
on process and technique, which was primary in my mind. In
the professor’s mind, however, process was a distant second to
making a statement. He was apparently trying to mold everyone into “artistes” with “something” to say. The only statement
that I had to make was, “I want to learn everything I can about
making bronze sculpture.” Sadly, the professor and I did not
get along.
Despite this major clash, I was nonetheless able to teach
myself the process from start to finish. In bronze making you
learn many skills that can easily cross over into special effects,

The Immortal mask by Arnold Goldman
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everything from sculpting in oil-based clay and wax to making
cores, flexible molds, and multi-piece molds. There are some
very complex moldmaking skills that are required, and these
were excellent and challenging things to learn. Best of all, I was
finally pouring wax into molds again, not unlike what I was
doing at age six with my little Mold Master set.
During the year that I had access to the foundry I had several successful pours in bronze. Naturally, the professor disliked every piece. I never succeeded or even attempted to make
those so-called artistic statements in bronze. What a complete
waste of bronze that would have been! While my fellow students were busy casting blobs of abstract who-knows-what,
my pieces were intentionally very literal, such as a detailed figure sitting on a park bench or a dinosaur rendered verbatim
from an artist’s painting. This was all done specifically as an
exercise to learn the process. If I had sculpted a perfect likeness
of Whistler’s Mother, I would have still failed in the teacher’s
mind. My professor could not argue that my completed bronzes were not successful or well-done, but when grades finally
came, I had a hunch that I was going down. Sure enough, the
instructor gladly supplied me with a charitable “D” grade for
the final semester of Bronze, indicating that I never made a
single artistic statement. Well, that should have been a “D” for
“Duh!” It was the only poor mark that I received in college,
and it really killed my GPA, but it was worth it. I could not

have learned the process the way I wanted without doing it my
way in that classroom. So I have to say that I am really proud
of that poor grade. I fought hard for it. That was 20 years ago
now, but to this day I happily wear it as a big badge of distinction.
Another factor that played heavily into my future in the
SPFX industry was, oddly enough, my time spent in a laboratory. While attending college I also worked as a tech in a physical testing lab for plastics. My dad was able to get me on during
the summer after I graduated high school, and I stayed on all
through college as a means to pay for my tuition. I quickly
discovered that this job wasn’t exactly my cup of tea, but the
lab had all kinds of cool plastics that I became fascinated with.
It was also here that I was first exposed to the process used for
compounding plastics and soft vinyls. The soft vinyls could be
made very rubbery and I began to experiment with different
formulations during my lunch breaks. The fun really picked
up when I discovered how to make fake vomit in plastisol.
Now here was something I could get passionate about! I got
quite good at it, too. On many a lunch break I could be found,
in between bites of my Mr. Hero sandwich, carefully crafting
vinyl peas and carrots or half-digested meat chunks for my
latest-and-greatest fake vomit masterpieces. I think I must’ve
made every shade and texture of partially digested food that
I could imagine, and I actually got so good at making these
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Steve Morris sculpts an original mask design while a cameraman shoots footage for
a news segment

disgustingly real, freeform works of vinyl art that for a while I
even fantasized about turning it into a business.
All things considered, for a job that I really didn’t care much
for, it was amazing how much I learned. By the time I was
ready to move on, I had absorbed a lot of information about
how polymers were used, tested, colored, quality controlled,
sold, packaged, sampled, ordered, applied, adhered, aged,
weathered, analyzed, mixed, formulated, and so much more.
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There is not a day that goes by at Monster Makers that I do
not draw upon something I learned from that job. And if I
ever find a market for fake vomit, I would likely be the best in
the business.
HS: When did you found Monster Makers, and what was it
like getting your own business off the ground?
AG: Monster Makers was officially founded the day I began
teaching maskmaking classes in my own studio. This was February 1991. In order to understand how it got there we need to
go back to 1986, when I finally graduated from college. Early
in that year, with my graduation looming, I started to feel
around for jobs in which I could possibly employ my various
skills. I could sculpt, make molds, and formulate polymers,
though I was not degreed in the latter of the three and arguably not in the other two since my degree was a Bachelor of
Arts with a major in Sculpture. Any way you sliced it, it was a
weird combination of skills, and no one was exactly knocking
down my door for my services. In my Monster Makers Handbook I talk about how I got started in masks when I offered to
help a friend who was making a monster movie. What it boiled
down to was that I had never made a latex mask before this opportunity presented itself. But the idea of it was very appealing
to me. So I set out to teach myself.
The only reference I had at the time was David Ayres’ How
to Make Latex Masks booklet that he was selling through the
back of Fangoria. It had no photographs and was very basic,
but enough info was there to help get the job done. I drew
on Dave’s wisdom often and he actually became quite a good
friend and mentor to me. Once I completed that first mask I
was totally taken by the process and got swept up in it. Not
even my experience in bronze casting was as satisfying as making that first rubber mask. Latex maskmaking was the perfect
fit for me because it utilized all the important elements that
interested me. I was hooked.
So for the next several years I immersed myself in the craft.
I started off doing some original designs but soon discovered
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that it was tough going. Costume shops were the easiest outlets
to sell masks to at that time, but they were only looking for
known characters that they could resell. They wanted Freddy
Krueger and Michael Myers. But I wasn’t interested in doing
knock-offs. After about six months of frustration, I realized
that the stores were not going to buy my original designs in
any amount that would keep me working full-time. Keep in
mind that we had only a hint of the Internet at the time.
So I caved in a little, but I didn’t sell my soul. On a hunch
I made several different mask prototypes of cartoon characters that were popular at the time and began to show them
around town. As it turned out, the costume shops loved them.
Encouraged, I sent a copy of one of the characters to a store
in New York City, whose proprietor personally knew the artist responsible. I was amazed to learn that the artist gave his
blessing for me to produce whatever I wanted. By 1989, I had
turned the basement of my rented double into a mini mask
factory and produced over 1,500 masks for local and regional
shops. It was the first real business venture I had attempted. I
had tons of energy and enthusiasm but virtually no help. The
lessons I learned were invaluable—but burnout was looming
close on the horizon. As fast as it began, it ended. By the close
of 1990 I was done with mass production and went looking for
something less grueling and more creative. I decided to open
a small school, which I called “The Monster Makers,” which is
how my company was born. It began as a school with myself
as the lone teacher.
HS: What were some of the more difficult challenges and obstacles you encountered in the early going?
AG: I think the biggest struggle was just to keep things going and staying focused. I had a good idea of what I wanted

to accomplish, but so many distractions presented themselves
along the way. You have to recalibrate once and a while, be
willing to roll with the punches, and definitely never give up.
You also have to be very resourceful, which is something any
good business owner must have in abundance in order to
survive. In my case I was lucky to have a partner in my wife,
Kimberly, who has been just as committed as I am to making
our company a success. Without Kimberly, there would probably be no Monster Makers. Just between you and me—and
the readers of your magazine of course—Kim is the glue that
holds the company together. She has a sales and restaurant industry background and was one of the best servers I’ve ever
seen. Anyone that has ever worked in that industry knows how
tough it can be.
In fact, a great way of describing how Monster Makers operates is to use a restaurant analogy. In restaurant terminology
the back of the house (that is me) is where things are made
for the customer. The menu is planned, recipes are created,
the food is made, and finally it is sent out to the front of the
house. The front of the house is of course Kim, where product
is packaged and presented to the customer. It is a division of
labor that has worked well for us. As a result, we are now in
our 15th year with a large and loyal following. We have also
been fortunate enough to have all of the major FX shops as
customers. I am also proud to say that in 2005 Monster Makers
had a banner year when KNB EFX Group acknowledged us in
the Chronicles of Narnia with a prominent film credit for the
custom foam latex formula we created for the film.
HS: Tell me more about the formula and its contribution to
the film.
AG: My specific contribution on the film was to provide a
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SPFX artist Doug Henderson adheres a facial appliance made of Monster Makers Theatrical Latex Foam System

custom blend of our Monster Makers Foam Latex
System that met particular requirements of KNB
owners Howard Berger and Greg Nicotero. This
was born out of my working relationship with
Ben Rittenhouse, who heads the foam department
there. Ben has been a big fan of our system since
he discovered it over at Rick Baker’s shop a few
years back and we developed a friendship over the
last several years when technical questions would
arise. During these conversations we began to discuss the finer points of foam and how it could be
made to work better. Once Ben started to tell me
what he liked about our system it was apparent to
me that he was interested in pushing the envelope.
It was an unusual and refreshing change to have a
highly experienced foam runner feel comfortable
enough to approach the subject and be receptive
to my ideas. Once the channel was opened up I
think he was just as happy to discover that we both
wanted to push the same envelope. I knew that I
was capable of providing him with something really amazing. So when the opportunity arose and
KNB was awarded the makeup for Narnia, Ben
called me immediately to ask if I could work with
him on a special blend for the film. I think over
time Howard and Greg were seeing what Ben was
doing with our product and realized that the foam
pieces were really extraordinary and way above the
norm. Right from the beginning I think they were
clear that they wanted something really special for
the film, so it was great to be able to collaborate
with Ben on such an important project.
It is also interesting to note that I never set foot
in KNB’s shop during the making of Narnia. I did
all the foam manufacture and development work

Left: Commander Thorg mask by Arnold Goldman, designed by Jeff Rebner
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here in Ohio. Ben and his crew made all the actual foam rubber
articles from our raw materials at KNB’s shop in Los Angeles.
HS: What other films have you and your company contributed to?
AG: We have contributed to quite a few, but some of the more
prominent films include Tim Burton’s Planet of the Apes, The
Lord of the Rings: Return of the King, Batman Begins, Men In
Black 2, Hellboy, The Haunted Mansion, The Last Samurai, and
The Time Machine. I believe that all of the foam that has come
out of KNB since around 2000 and also the last few years of
Rick Baker’s was our stuff. We also recently supplied a lot of
product for Fantastic Four 2.
HS: Going back to your younger days, did you experiment
much with sculpting and casting while you were in high
school?
AG: No, very little. I did not seem to have access to these kinds
of materials at that time. They didn’t teach any moldmaking or
casting in the junior high school or art classes that I attended. I
would have to say that most of my interests in that regard were
on the backburner during that period of time. I had paper and
pencil and was using inks. I also had acquired a small kiln,
which allowed me to do some fused glass and enamel work,
which I loved. But no sculpture or molding and casting until
after high school.
HS: What other resources did you seek out during your time
in college?
AG: The college that I attended had an amazing art library
and a large section on bronze sculpture. That is actually where
I found all the resources for learning how to work in bronze
when I needed to teach myself. The professor, in fact, did not
provide instruction on what to do. He told everyone that he
wanted to see something made in bronze, but we all needed
to figure out the process for ourselves. All the materials were
there but no one actually knew what to do. We kind of helped
each other through information sharing.
HS: How did you support yourself in those early days after
you graduated?
AG: That was tough; it was really hand-to-mouth back then.
Once I decided to leave the lab I began selling drums of latex
and a few assorted items through the back of Fangoria. One
of my items that was popular back then was called Romaseal,
which was a cap material. I found a recipe somewhere for it
and began producing large quantities to sell. This goes all the
way back to 1987. So technically I have been selling supplies
since then, though at that time I called my company Romaseal
after the cap material. My second item was mask latex. You can
look back in Fangoria if you happen to have an old issue and
see my dinky three- or four-line ads for some of these items.
That seems like a lifetime ago. And it was!
HS: Tell me about the hours you were putting in while you
were operating your “mask factory”? That must’ve been insane.
AG: It was insane! I would get up at the crack of dawn and get
to work. I’d work all day and into the night. Before I had access
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to the basement of our rented double I had an 8’ x 8’ sun porch
that had a nice hardwood floor. I made hundreds of masks in
that room, and when all was said and done the floor was in bad
shape, even though I had taken precautions not to damage it.
But that was impossible.
So I would work like 14 hours a day for months on end gearing up for Halloween. I was basically a one-man show, though
Kim would help me paint sometimes and I recall putting my
mother to work once I had access to the basement. I would
hang up clotheslines and my mom would bring me an unpainted mask, and I would hand her back a painted one. We
would do this for hours like robots. The only conversation
would be, “Thanks Mom, here is another one. Hang ’er up to
dry and keep ’em coming! Got to get these orders out.” Mom
worked pretty cheap, but I took good care of her.
HS: What was your school like in the early days? How many
students did you have, and what was your course like?
AG: My school actually started in the summer of 1990 in the
basement of Mr. Fun’s Costume on Ridge Road in Parma. I
just had this idea that people would be interested in maskmaking. No one was really teaching the art at the time and it
seemed like it could fill a niche. So I made up some flyers and
set them out on the counter of the costume shop and waited.
The manager was helping to pitch the class and within a week
I had a full class of about 10 students. It blew my mind that it
filled up so quickly but that was the beginning. Mr. Fun’s had
tons of cool masks on display upstairs so I grabbed all the best
masks I could find and arranged them as examples to follow
for the students in my little make-shift classroom. I remember having some original designs from David Lady and I think
there might have been a few Death Studios masks as well. Anyhow, I had a lot of fun using the masks as examples.
The students would buy all their supplies at the costume
shop upstairs except the clay, which was my formula. Right
after I finished this first class I realized that I could make a
business out of it, so I started advertising at other costume
shops and went looking for my own space. By this time I had
found a storefront I could rent that I shared with Kim’s cousin’s husband who had a small carpentry business. He had the
front half of the space and I had the back with the sink and
the bathroom. He only lasted a few months and then bailed,
so I inherited the whole space, which was about 1,500 square
feet with 15-foot high ceilings. It was huge. And the rent was
dirt-cheap. The landlord told me not to mess the place up and
I could have it for $300 a month and that he would never raise
the rent. We shook hands. I paid the rent, was never late, and
wouldn’t you know that he never raised the rent. The only
thing that I messed up was the floor, which I warned him
about, so he knew full well. That lasted over 10 years until a
new landlord took over. We ended up staying in that space for
15 years and just recently moved.
Anyhow, I started holding my first official classes there as
Monster Makers in February 1991. I did all kinds of things to
promote it. I’d cut and paste images that I pulled from Fangoria as examples of what can be done, peppered with my own
little creature drawings and shots of my masks. At some point

The witches Babba and Yagga in an incredible animatronic display available from Monster Makers

I heard about a local Beauty and the Beast convention after the TV
show starring Ron Perlman became popular in the late ’80s. I decided
to go and distribute some of my photocopied flyers there. Shortly
after that I got a call from a newspaper reporter named Nick Charles
from the Plain Dealer who wanted to do a story on my classes. Apparently a staff member of the Plain Dealer, Julie Washington, was a
sci-fi fan, and she picked up the flyer at that convention and assigned
the story to one of the editors to cover us as a feature for the paper.
I had only taught one class at the time, and all a sudden I get this
major opportunity from the city’s biggest newspaper. Anyhow, the
story ran and they decided to do a full-page on the Monster Makers’
maskmaking classes. It was a huge break for me, and suddenly my
classes start filling up in a big way. The local TV station then picked
up on the story, and I found myself doing television interviews. My
classes were becoming a big deal around town and I was filled up
every month for the next couple of years.
The classes were a bargain. I’d charge $150, which included all the
materials. The classes met for five hours on Saturdays and Sundays.
I’d have up to 10 students per class. If I had enough people I’d pull
a double with a morning and evening class. We’d cover every stage
and everyone got to take home a finished mask. My classes lasted
until 1994 when I had had enough of teaching. I really enjoyed it
but it also burned me out. By the time the classes concluded, I had
taught over 300 students how to make latex Halloween masks. A lot
of what I learned from the experience went into the Monster Makers
Handbook. Our full-head armature was born back then as well as our
oil-based clay, and the mail order was a logical extension of those
classes.

HORRORSHOW 12

Demon Mask by Andrew Goldman

HS: Did you make masks other than the cartoon characters?
What were those?
AG: I had done my own tributes to Pinhead, Chatterer, and
Butterball from Hellraiser. I also created a Face Hugger that
could be worn as a full head mask with the tail that wrapped
around the neck. I had a few originals but it was challenging
to copy the known characters as an exercise in rendering. I
also had a good friend who was a big fan of all things Sub
Genius. I am not sure if any of your readers know about J.R.
“Bob” Dobbs and the Sub Genius Foundation. It was kind of
a subversive cult thing whose character was a mask I made.
I did several different Sub Genius characters: Overman, the
Bleeding Head of Arnold Palmer—yes, you read that correctly—and of course the official J.R. “Bob” Dobbs mask. They apparently worship Arnold Palmer like a god, but only if his head
is bleeding—either by a wayward golf ball or perhaps a golf
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club. I am not really sure to this day why.
These were and still are a strange bunch of
guys. It was wacky stuff, but a job was a job
as far as I was concerned. My motto back
then, as always, was, “If they are paying, I
am playing!”
HS: You mentioned that you learned some
valuable lessons from that early mask business. What were those lessons, specifically?
AG: Well, I learned a lot about how to run
a small business, particularly in how to
deal with people and how to get people interested in what it was that I was offering.
I had to do everything myself and wear
many hats. You have to be a huge selfstarter or you starve. Masks are great because you can make a prototype and take
orders from that. A mask is also something
tangible that you can take around and get
an immediate reaction from. I’d take the
masks around wherever I’d go and show
people what I was doing. You could find
me in those early days at flea markets
wearing the masks and visiting every costume shop within driving distance. The
only way I could make it work was to get
out and do the legwork. This is a few years
before the Internet got going, which is
something people take for granted now. I
only wish now that I had such access back
then. It would have been so much easier, as
many mask makers today can appreciate.
HS: What is a typical day like now at The
Monster Makers?
AG: A typical day is geared toward getting
our orders filled and out the door. Quite
a few things that we sell are products that
we manufacture, so there is a lot of work
that goes into producing those items. My
special focus is on our foam latex system, which is being used
in major films. I handcraft the chemicals that go into the system and make sure we have a consistent product. I think that
approach has paid off, especially given the number of major
films that have used our foam.
Kim is still heading up the day-to-day operations on the
mail order, and I am focused mainly on special projects and
troubleshooting. I also like talking to as many customers as
possible and helping people out with their projects. That is
still one of the things that I derive the most satisfaction from,
and I think our customers appreciate that I am always available to answer questions. And I do not hold back information.
I share what I know in the tradition of Dick Smith and other
FX artists. In the early days, I had guys like David Ayres to turn
to, who was always willing to give me the time of day to an-

swer my questions. I always appreciated that, and decided that
when my time came to do so, I would give back.
HS: Have you considered or felt the need to move to L.A.?
AG: Not really. I think we entertained the idea for a couple of
seconds, but there was never really a need. The business was
born and bred here in Ohio. I like to think that it inspires others to see that it is possible to do things outside of L.A. in the
FX trade. I have proven that repeatedly. I have many friends
who live and work there because that is where you have had
to go. It is where the film industry has been located. The major shops are all still there, but it has spread out over the last
half decade and plenty of FX artists can be found in places
like Canada and North Carolina. New Mexico is up-and-coming and lots of great stuff is happing in the Midwest. A few
years ago, Bob Kurtzman—the K in KNB—actually left L.A.
and opened his own full-service FX studio not far from where
Monster Makers is located. Bob is in Crestine, Ohio, which is
near Mansfield. We are about an hour’s drive from Bob’s place
in Lakewood. So if we did not put Ohio on the map for FX,
Bob Kurtzman most surely did with his company, Precinct 13.
And he is making feature films. So with the advent of the Internet and desktop filmmaking, you no longer necessarily have
to live and work in L.A. to be working in the FX trade.
HS: What’s your favorite part of your job these days?
AG: I really like to do formulations. Our foam rubber system
is something I take great pride in and I really like to work on
developing new products or improving on an old product. I
also enjoy helping our customers achieve success in whatever
they are trying to make. I get a lot of feedback from people
who appreciate that we are willing to take the time to explain
exactly how something is used. I also like the freedom to be my
own boss and to feel like I am in charge of my own destiny. If I
fail, I still failed on my own terms. If I succeed, I have done so
on my own terms as well. It is a great feeling to come up with
a concept, see it come to fruition, and still have it be around
after all these years. It is also very gratifying to know we have a
place on the map and that so many people know about us.
HS: Did you ever feel pressure to go into what some would
refer to as a “more practical” career as you were starting out?
How did you resolve that?
AG: No. I never had my sights set on anything conventional
and no one ever put any pressure on me to pursue something
that was not pursuable. My parents gave me just enough rope
to either hang myself or use it to make a rope ladder suitable
for climbing. Fortunately, I chose the latter (or ladder, as the
case may be). The only career I had in mind for myself was
something to do with art. Now it is art with a little chemistry
thrown in.
HS: What were the masks that you made for your friend’s
movie?
AG: I made one mask called “The Demon.” This was the first
mask I ever made. For the record, the year was 1986.
HS: When did you convert Monster Makers from being a
school into a supply company? How did that evolution occur?

AG: It happened officially when I had gotten burnt out on
teaching my classes. It seems that every time I get burnt out,
something good inevitably comes from it. This is clearly a pattern that I have come to recognize in my life. In the transition
from being a school to a mail order company, there were quite
a few items I had sourced for my classes that the students were
buying from us, and it seemed like a natural progression once
I decided to close the school. Our first ad was published in
Fangoria in August 1994. Incidentally, one of our first customers was Doug Goins (Editor’s Note: Check out HorrorShow #1
for our complete interview with Doug Goins). He called up early
on and became Monster Makers’ first company friend, and is
to this day still one of our very closest friends. But I bet everyone says that about Doug.
HS: How much of your business involves new or young artists
versus professionals?
AG: It really is a mixed bag. We certainly have quite a number
of professionals who work in the FX trade. But I think there
are far more new artists that are making things and exploring
the medium through the various products that we sell. It is
probably a ratio of like 30 percent professional to 70 percent
new and young artists.
HS: What information did you include in the Monster Makers
Handbook that you felt was missing from other existing references?
AG: The only reference I had on maskmaking was David Ayres’
booklet. It was good, but it did not have photographs and it
was a bit old school. When I set down to write the handbook
I thought about what I could add to the art, and I used the
knowledge from the classes I had taught to be specific about
how to make masks. The one thing I didn’t care for when I
took art classes in college or high school that really irked me
was the lack of instruction on technique. The teachers either
did not know or simply refused to teach it. I vowed from then
on that talking about technique was going to be my thing. I
would never hold back if someone were to ask. I would tell or
show them specifically how it was done. In my mind technique
and the process used is everything. Let someone else decide
to express himself or herself as an artist or not. Without technique you have got nothing. It’s like punk rock. You strap on
the guitar and start bashing on the strings—and junk comes
out. You learn the technique of playing the instrument and
then you have a chance of making something beautiful come
out the other side. I believe the same thing about art. Learn the
craft first, and an artistic statement will follow if it is there.
Visit Monster Makers online at www.monstermakers.com.
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