The Wonderful World Of

What PR Can Do For You

‘ve always wondered why

certain artists get quoted in all

the right magazines. Is it their
artistic endeavors that garner
them press or is it something
else. Well, | have found the
answers for you dear reader.
Once again in the valley of pow-
der and paint, it isn't always
what you know, but who you
know. On a cold Manhattan day,
| met Katherine Rothman, CEO
and president of KMR
Communications Inc. We saf
down for a little chat on the
importance of public relations in
the quest to become a beauty
star.

Does KMR Communications special-
ize in the beauty industry? Yes, we do
l::.:;m[}', health and ftmess ]m!rlii; relations,

Why should
an artist want a
publicist?
Makeup artsts,
hair stylists, col-
Orists, spa OWners,
anyone who wish-
€5 [0 remain com-
petitive  in  the
beauty industry today needs to hire a pub-
licist. Now more than ever, consumers rely
on what the media dictates as quality.
There are many makeup artsts whose
entire reputations were made as a resule of
media exposure. There are many tlented
people in the beauty industry today. But
what sets the superstars apart from those
without a "name” is the use of savvy pro-
motion in the form of media exposure in
magazines like Vogue, Allure, and InStyle.

What should an artist expect a
publicist to do for them? A publicist's
main function is to secure media coverage
be it on television, in newspapers, maga-
M

There are many makeup
artists
whose entire

reputations were made
as a result of
media exposure.
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that
offer beauty information.
Publicists

zines, or web-sites
should write
innovative original press
releases for their clients
with continuity throughout the duration of
a contract. 1t is also extremely helpful for a
publicist to arrange “"meet and greers” with
key beaury editors. This affords an artist a
chance o demonstrate their technigques in
person as well as elaborate on any products
he/she may be selling. This facilitates a
much more personal interaction between
an :Illii.‘il. i.”'H.i H | I'lr{,:."i.‘i i?ﬂr.’i“l'l. II'I ‘I'Ii.'\i man-
ner, they are not just another name on a
press release. We have found these meet-
ings to be invaluable to the long term sue-
cess of our clients. Publicists should also be
in contact weekly with their client updat-
iJ'lg them on !'I-I'l]gl'{.:hh: r,"l'l.Ju::' 1:}' Elx, phnm:.
or e-mail, whatever the client wishes. A
client should never be left in the dark
regarding progress on their account.

Do you think a publicist can turn an
artist into a star?
Absolutely. Those
'I.'I.'I'I“ h.IrL' ]"II?]‘I-

cists  must be
nlimlﬂ:l l:h;tl a
public  relations

campaign  is  a
cumulative
Lung
term success is not achieved by sporadic
media coverage. It must be the right media
coverage and it must be achieved with con-
sistency being mindful of an artist’s mrger
market.

What about established makeup or
hair artists? Fven stars such as Bobby
Brown, Francios Nars and Trish McEvoy
S-[i.” n |'.'L'1I ||'|1.:1h..'t [;I:l'r;r.lgi.:. I.I.l'flﬂ.‘.:l'l.:' 15 ili“'.'l :|."'i
going to be a "new kid on the block” and
no one can afford to be complacent in a
country so overrun with beauty experts.

At what point in an artists career
should he or she seek a publicist? A

Procoss,

publicist
should  be
hired when
an ATTIST
feels thae all
COMpoNents
are in place,
This means
that rthe
artist bas a
good quality
portfolio, satis-
fied clients who
amight be willing
to  talk  with
media people or
allow their before and after photos to be
printed, a competent assistant who can
field inquiries that come as a result of
media exposure, and finally they shouwld
ﬁ'ﬂ' a5 {Tl‘lu:]' have f‘."]'h{}' bamed their tal-
ent. Also, public velations must be sonre-
thing they are able to comfortably afford
without baving to sacrifice other necessi-
ties stecl as supplies or office space.

How does an artist find a publicist?
First, look for someone whose name
appears frequently in the media and then
find out who has been responsible for their
public relations campaign, Call @ beauty
editor at a lavge wonen's publication and
ask them what public relations firms ban-
dle  beauty acconnts andfor makenp
artists. The Internet is also an excellent
resource as is the PRSA which stands for
the Public Relations Society of America.

What deoes a publicist charge?
There is that old saying, "you get what you
pay for.” An artost could find someone for
as little as $500 a month. But be wary if the
fees are so small, That person docs not
likely have the media connections or
expertise to do the job. Typically firms in
New York City charge more than the rest
of the COuntry. There is ju.-i!_il-ln';l.l_iu'|| for
this. By virtue of this location, they can
make wvaluahle inroads and connections
with key media people that would not be
possible elsewhere. A quality PR firm
would typically charge an individual make-
up artst anywhere from $2,500 wo 53,500
per month. It is importane that artises
choose firms who make their niche in
beauty public reladons as opposed to fash-
ion Or enterainment.

That's alot of meney. What can an

artist do on their own if they con't
afford a Publicist? ']"ht,"r should t.'urnl'r't]i;
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a list of all of the women's publications
such as Vogue, Allure, Elle, Glamour, etc.,
and find out the names and fax numbers of
the beauty edivors. They can also do the
same with their local publications. They
should call and introduce themselves as a
resource for stories pertaining o makeup
artistry. Faxing over a bio and accompany-
ing lerter is also helpful. If they carry a
product line, they can also speak with edi-
tors and ask if they wish to try to compli-
mentary samples. They can invite editors
for "open house” makeovers. This last tip
can also be extremely helpful if an artist
has celebrity clients who will allow their
name to be revealed, an artist should not
be afraid o namce 1|rn|!|. with '|:|<:rn11'.r.1’{'[nn
from the celebrity. Magazines love to able
to say, “Jane Doe whose list of celebrity
clients includes..." Finally, do not make the
mistake of being too aggressive, or
demanding of an editor's time. They
receive dozens of calls per day and they
will call you back if they have interest in
what you are pitching. Prove yourself use-
ful and you will be rewarded, prove to be a
pest, and media coverage will not be yours.

What do you think when artists
complain about not getting enough for
their money? The client and publicist
need to be elear with each other from the
outset about what is expected, and whar
can realistically be delivered within a spe-
cific time frame. An artist should not just
say to a publicist, ‘1 want media coverage.”
They should be clear about the kinds of
publications they want, the nawre of the
coverage, and the frequency that they can
expect. An honest publicist should be
truthful about what they can and cannot
achieve,

It is really important that an artist
realizes that publicists are responsible for
securing media placements. Beyond that, a
publicist cannot guarantee new business

as
a result. If a lient is unhappy, a publicist
needs to understand why. If the publicist is
securing consistent media coverage in line
with the types of publications a client had
indicated, then the publicist is doing their
job. It is helpful if a client gives a publicist
a wish list of publications as well as out-
lines long and short term goals. Any
skilled publicist will ask these questions.

So there you have it, the truth
behind all those names in the maga-
zines.

Katherine Rothman can be reached at
212-527-7511 or kmrpr@yahoo.com
www. kmrcommunications.com
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on sethacks. In this business in order to go
forward and keep pushing the ereative enve-
lope of the art even further [ ke advantage
of any opportunity to come up with entirely
new designs that have never been thoughe
of, and use anything from complex materials
w just houschald  items.
Improvisation is the key to thinking on your
teet and our of your kit I improvise all the
time. Once on the re-shoots of Wight Of the
Living Dead for DVD, 1 used chipped
Barbecue Ham stuffed in a fake head for a
zombie cating scene. You would be amazed
at how simple things can create just the right
complex effect for filim,”

plin  old

SUZANNE: With all the computer tech-
nology available today, do you see advance-
ments as a threat or an enhancement to tra-
ditional makeup FX?

chEHT.: ] e iT a5 1.':1-r1'|'|:|:i|‘|il1!'_f I'Ill'}th t{_"l;_'h'
nigues to the point that you won't be able to
tell what is makeup and what is a CGI (com-
puter generated image). In my mind, CGI
works best when it interacts well with a real
object. There also has tw be harmony in
design and look, and in the resulting move-
ment. The CGI designer and FX designer
should have a visual mind as well as a design
mind that can bring these points together
smoothly in a film. The resule should be
;I!1|I||_'l‘1_'r_'|'nl:il:]u to the audience. 1 nn]:..' See 1t
as a problem if the director hires a CGl
company that misses the mark. For instance,
in the film “Dogma” I can elearly see where
the CGI wings are and where my real ani-
matronic wings come into play. It just does-
n't look right if the blend between the two
doesn't happen in the final edit.
SUZAMNNE: Do vou think it takes innate
talent to make it in the business or ean it be
developed?

VINCENT: | think innarte talent will always
be bewer wo build skill if you're lucky
enough to have it. But, if vou learn to apply
a really good prosthetie, it can get you good
steady work. Ir is more ofea challenge to
break into the business now than when 1 did.
There are fewer people willing to mentor or
apprennce new talent, and that needs o
change. I try to be more outlandish and
creanive with each job I get. The more 1
push my self and my crew, and as cach proj-
ect has more and more of my stuff and ideas
in the final cut, the more 'm raken serious-
ly for my ideas from directors and produc-
ers.”

SUZANNE: What is your advice for artists

just starting out?
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ADVANCE YOUR
CAREER TO THE
NEXT LEVEL

Call For A Personal Tour
To Find Out Why

We Are Different
714-438-2437
www.makeupempire.com




