
AIRBRUSHING MAGIC

The airbrush has added an element of
magic to model building. How else could
you reduce yourself to the size of a person
that was actually painting the pro t o t y p e
on the assembly line? The airbrush litera l l y
allows you to duplicate the effects of a spray
painting gun reduced to any scale you choose.
With the airbrush, you can control the paint
pattern to create those  “soft”blended edges
between camouflage colors with relative ease.
Further, the airbrush allows you to apply
a color evenly without burying the details
under too much paint.

With pra c t i c e , the airbrush eliminates
the messy runs and spatters that are all too
common with spray cans. Both spray cans
and hand brushing have their useful place,
but airbrushing allows you to superc e d e
both techniques with practice.Don’t let
the perceived complexity of airbrushes stop
yo u .You can buy env i ronmentally safe cans of
p ropellant like Testor #8822 Ozone Safe
Airbrush Propellant and an inexpensive
airbrush for the price of a few kits. On wa r m
and calm days you can spray outdoors with

a large empty corrugated card b o a rd carton
to catch the ov e r s p ray.

The  “ u l t i m a t e ” airbrush outfit, h o w ev e r,
m ay include a double-action airbrush (so
you can control both the flow of paint and
the flow of air with a single downwa rd and
b a c k wa rd stro k e ) , a silent compressor fitted
with a pre s s u re regulator and moisture tra p,
(one that runs quiet enough so you can con-
tinue painting until two in the morning if yo u
w i s h , without disturbing others), and a spray
booth (vented to the outside so you can spray
a nytime of the year without wo r rying about
airborne dust or spreading the odor of dry i n g
paint throughout the house).

THE CAVEMAN ERA OF AIRBRUSHING

There’s an archaeological theory that
suggests that some of the paintings on the
walls of caves were done by the cave people
blowing air across a hollow reed straw, w h i c h
in turn siphoned  “ p a i n t ” up the reed and
deposited it onto the cave walls and ceilings.
This basic siphon technique describes the
actions of the most primitive, c o n t e m p o ra ry
low-end airbrushes. Now if we can just prov e

A i r b r u s h  P a i n t i n gchapter

S I X

6-1 An Italeri Panther D superdetailed with new track and spare links from Kasten by Doug DeCounter.



that the cave people used this technique
on some of their handcarved stone wo o l l y
mammoth miniatures we can push back the
date of the beginning of the modeling hobby.

PROFESSIONAL QUALITY AIRBRUSHING

A commercial artist may spend up to
hundreds of dollars on various airbrushes
and a silent and clean air supply. A modeler
also may spend this amount, although there
a re lower-cost airbrushes and air supplies.

SELECTING AN AIRBRUSH

Airbrushes are divided into two camps,
the E x t e r n a l and I n t e r n a lM i x. External mix
airbrushes atomize the paint as the name
s u g g e s t s , outside the airbrush. Internal mix
airbrushes are designed to bring both air
and paint together inside the airbrush nozzle.
After this, you have va rying control mechanisms
for both air and paint.

External mix airbrushes generally hav e
a separate adjustment for paint and air. Air
is generally switched on and off by pre s s i n g
the trigger. Paint flow is adjusted by ro t a t i n g
the threaded paint nozzle, which allows the
paint volume to be adjusted on an external
mix airbrush.

Internal mixers, on the other hand, a re
available in up to 3 control mechanisms:

• Single Action

• Double Action 

• Fixed Double Action

Single Action – Air supply is re g u l a t e d
via a simple on/off trigger. Paint supply is
adjusted generally by a separate ro l l e r, c o m-
monly located at the rear of the airbrush. T h i s
roller allows variable line widths to be selecte d .

Double Action – Air supply is re g u l a t e d
by pressing the trigger. The further down the
trigger is pressed,the more air is expelled.
By pulling back on the same trigger, paint is
i n t roduced into the airstre a m . The further
back one pulls, the more paint is injected.

Fixed Double Action – When pressing the trig-
ger both air and paint are expelled.The

m o re the trigger is depre s s e d , the larger the
quantity of both air and paint.

SELECTING AN AIR SUPPLY

P ropellant cans are an economical sourc e
of air for airbrushing. P re s s u re inside the
p ropellant can is 60 pounds per square inch
(p s i ) , but this pre s s u re dro p s as it is used. I t
will re c ov e r, once left to stand (warm up). I f
you wish to keep the pre s s u re from dropping
so quickly, place the propellant can in a
shallow pan or coffee can of room t e m p e ra-
t u re — not hot — tap wa t e r. This prevents the
can from chilling too ra p i d l y. Change the
water if you are using propellant for an
extended period. For big jobs, t wo cans used
alternately will ensure continuous painting
without affecting the ov e rall paint job quality.

When using an air compressor, selecting
one that has an airflow between about 10
and 30 psi of air pressure is desirable.More
pressure,up to 60 psi, can be useful in cer-
tain circ u m s t a n c e s .You also want a moisture
trap so the water that is compressed out of
the air won’t find its way into your paint job.
I t ’s also important to have a compre s s o r
with either a large enough pump or with 2
s t o rage tanks, s o that it can maintain at least
22 psi continuously to ensure effective atom-
ization while you continue to spray. F i n a l l y,
i t ’s really nice to have a compressor that is
virtually silent in o p e ra t i o n . Of course, t h e
m o re of these f e a t u re s you wa n t , the more
you will need to spend.

C O2 cylinders of compressed gas are
another option. Totally silent and moisture
f re e ,t h ey provide long service between re f i l l s
(accomplished at your local bev e rage supplier/
d i s t r i b u t o r ) . A regulator is still necessary –
in fact you can’t run without one.

WH Y  SO  MA N Y  TY P E S   O F   AI R B R U S H E S?

One re a s o n , the simpler the design, the less
expensive it is to pro d u c e ,e rgo the less expens i v e
it is for you to buy. H aving said this, you will
be getting exactly what you pay for.

External Mix airbrushes such as our
n ew A220 are very good for spraying larg e



quantities of paint, but do not easily lend
themselves to small detail wo r k . The A 2 2 0
is an excellent tool for producing car bodies,
l a rge single-colored models, p r i m i n g ,e t c .
W h e reas our new external mix A270 (a little
m o re complex/expensive) is quite capable of
c reating all but the most complex camouflage
or what have yo u , and is still able to prov i d e
b road cov e rage as with the A 2 2 0 .

Aztek Internal Mix airbrushes such as the
A 3 2 0 , A 4 3 0 , and A470 are all capable of the
same i n t e rchangeable selection of nozzles,
but the double-action controls of the A 4 3 0
and A 4 7 0 allow you to exploit the finer points of
a i r b r u s h i n g .

BALANCING AIR, PAINT FLOW AND TIME

Successful airbrushing depends ultimately
on a balancing act of sorts. A l ways re m e m b e r
the three va r i a b l e s .

Air Pressure (PSI)
Pa i n t / Thinner Ratio (Vi s c o s i t y )
Spraying Position (Proximity)

And to balance all three of these is to
obtain perfection.

PERFECTING THE BALANCE

FOR FINE LINES

T h e re are actually two ways to appro a c h
fine lines, and they come about this balance

in totally opposite fashion. We will call them
Method 1 and Method 2.

For Method 1 use:

Thick paint (viscosity – high)
High pre s s u re (30 psi and up)

This allows you to create fine lines when the
needle is partially re t racted into the airbrush
n o z z l e .

For Method 2 use:

Thin paint (viscosity – low)
Low pre s s u re (10-15 psi)

This combination produces fine lines with
the needle fully re t racted into the airbrush
n o z z l e .

Choosing is up to you and what you feel
you are most comfortable with. We wo u l d
like to encourage you to experiment with
both methods,so at the very least you can
a p p reciate the differences this balance has
on your resulting paint jobs.

We would like to point out that both
methods have their adva n t a g e s . The down-
side with Method 1 is that the thicker the
paint is being delivered under higher pre s-
s u re , the more paint builds up on the needle/
n o z z l e , causing spitting and clogging, w h i c h
in turn re q u i res more interruptions to clean.
This is especially noticeable when spray i n g

6-2 It is easy to recreate blended color demarcation line camouflage patterns with an airbrush.



a c ry l i c s , since solvent-based enamels tend to
redissolve themselves when dried accumula-
tions are met with additional wet solvents as
you spray. The acrylics do not. Method 1 also
re q u i res that you work faster and keep the
airbrush moving across the surface to be
p a i n t e d , as any hesitation in your travel will
result in a wetter and wider than desired fine
l i n e . The advantage of Method 1 is that yo u
get better paint coverage/opacity without
c reating those weak runny spiders.

The disadvantages with Method 2 are the
potentials for both poor cov e rage and atom-
ization (due to insufficient psi).The distinct
a dvantages are far more control and the ability
to  “build up” color with multiple passes (coats).

H aving said this, what is the ideal balance?
Unfortunately the answer rests with the p a i n t
viscosity itself, p e r i o d . The only way to be
specific about this is to nail down for you an
example to illustrate an ideal balance.Ye s ,i t
sounds self-serv i n g , but an ideal balance –
as a guide – would be found as follows:

Take Model Master II enamel, s p rayed full
s t rength using an Aztek A320 or A430 armed
with a 9305C .45 mm ø gr ay nozzle (a.k.a.
“g e n e ral purpose nozzle”) hooked up to 15–
20 psi. Paint can be dispensed using either
a siphon feed jar or paint cup if you pre f e r.
Life doesn’t get any better! Of course, a slight
thinning of the paint may be re q u i re d ,e s p e-
cially when shooting glosses, up to 20% or 2
parts of Airbrush Thinner to 8 parts paint.

Now given these two extremely differe n t
methods, you’ve probably figured out that,
somewhere between thick paint/high pres-
sures and thin paint-low pressures,will be
the spray characteristics yo u ’re looking for.

THE BALANCE OF
BROAD AREA COVERAGE

For broad area cov e ra g e ,p re s s u re and paint
viscosity are not nearly as critical due to the
l a rge output pattern over a large are a .Ta k i n g
into account all the previously mentioned
va r i a b l e s , higher pre s s u res and thicker paint
a re ideal for obtaining maximum cov e rage in

the shortest amount of time. A g a i n ,w h e n
s p raying glosses, some thinning (actually
m o re) is conducive to smooth glossy re s u l t s ,
up to 50% or half-and-half. Light gloss colors
such as yellows or gloss white re q u i re signifi-
cantly less thinning, m o re like 20% or 2 parts
Airbrush Thinner to 8 parts paint.

The upshot of all this can be summarized
as follows: Fine line wo r k , weathering effects
and detail  “ s p o t ” applications are best done
using thin paint/low pre s s u re (Method 2)
because thick paint/high pre s s u re (Method 1)
will obscure delicate details. And for
b road cov e ra g e , Method 1, or thick paint/high
p re s s u re , tends to yield more uniform and
consistent cov e ra g e .

DUSTING – THE TECHNIQUE

As an adjunct to Method 1 (high pre s s u re /
thick paint), and because straight use of this
technique will generally smother the model
with paint, causing runs, pull the airbrush
back and spray from a distance of at least 6
i n c h e s . This will allow the paint to dry some-
what on its approach to the model, c re a t i n g
a very thin paint film on the model’s surface
without obliterating fine detail.

LEARN AIRBRUSHING
BY DOING IT

H e re are some samples of good and bad
applications of paint with an airbrush. M a k e
a dozen photocopies of these pages and leav e
most of the page empty to provide an are a
for pra c t i c e .S p ray the photocopied pages
with Model Master II Flat Clear Lacquer
# 2 0 1 5 , thinned down using Lacquer T h i n n e r
#2018 to about a ratio of 8 parts clear to 2
parts thinner; it’s not all that critical, but try
being as precise as possible – it’s good pra c t i c e .
Adjust your airbrush for a broad cov e ra g e
application and spray the photocopies, s e a l i n g
the paper so the practice paint will not soak
in .S t u dy the examples and then try yo u r
hand at  imitating the patterns – noting pre s s u re ,
d i s t a n c e ,v i s c o s i t y, and adjustments. H av e
f u n , loosen up, n o b o dy is going to get critical
on yo u .P ractice will lead to mastery.



B u m py/Uneven Lines
C a u s e s : Insufficient pre s s u re or

pulsation from compre s s o r

So l u t i o n s : Thin paint further or use a
c o m p ressor equipped with a
re s e rvoir or use a Co2 t a n k .

S p i d e r i n g
C a u s e s : Paint too thin and/or airbrush

held too close.

S o l u t i o n s : I n c rease your distance and/or
s p ray at a lower pre s s u re .

Dots at Ends of Lines
C a u s e : Releasing trigger too abruptly

and or continuing to spray after
stopping at end of stro k e .

S o l u t i o n s : P ractice releasing trigger gently
and smoothly. Follow thro u g h
or move past end point of spray
p a t t e r n .

Asymmetrical Lines
(Sharp on one edge, fuzzy on the other edge) 

C a u s e s : Bent needle, airbrush not held
perpendicular to surface. Pa i n t
buildup on aircap or particles o f
dried paint obstructing nozzle.

S o l u t i o n s : N ew nozzle, hold airbrush more
perpendicular and clean airc a p.

Paint Too Thick
C a u s e s : Not enough pre s s u re and/or

insufficient thinning of paint.

S o l u t i o n s : M o re pre s s u re and/or add
m o re thinner to paint.

Paint Too Thin
C a u s e s : Overthinning of paint.

S o l u t i o n s : I n c rease air pre s s u re and/or
use less thinner in paint.



F I R S T PRACTICE X’s

S e t u p : 22 psi/thin paint to  “milk consistency.”

Using A320 or A 4 3 0

Start by applying more paint, h o l d i n g

your airbrush approximately 4 to 6 inches

away from the paper, then move pro g re s s i v e l y

c l o s e r, while applying less paint (by not

pulling the trigger as far back) until you can

duplicate the X’s on the bottom line. T h e s e

a re created with the airbrush nearly touching

the paper.

N O W            T RY   O’s
Using the same technique

M o re paint/more distance

Less paint/closer up



N E X T               T RY  S Q U A R E S
M o re paint/more distance

Less paint/closer up

H O W          A B O U T          S O M E          D O T S
M o re paint/more distance

Less paint/real close

Less paint/but moving farther away



A N D        M O R E        D O T S

Now that we’ve been running the compre s s o r

for a while, m o i s t u re has been collecting in

the air hose. S o , ev e ry so often the airbrush

spits some water along with the paint. This is

w hy a moisture trap is mandatory to prev e n t

this from happening.

READY      FOR       S O M E
N I C E          F I N E          L I N E S ?

Come in close, and try to keep them

consistent and stra i g h t .

Work swiftly at high pre s s u res (25 psi), t h e n

slow down and reduce pre s s u re to 18 psi and

l ay down a few.



Dots at the beginning of a stroke or line

a re caused by lingering too long at the

starting point and/or getting a little too

close to begin with.

Keeping your distance is

i m p o r t a n t ,t o o .N o t i c e

how the same amount of

paint creates a puddle if

you move too close.



B R O A D       A R E A        C O V E R A G E

A common error is to turn around on

the model surface, causing excessive paint

build-up at the beginning or end of each

p a s s .A l ways work in linear straight stro k e s ,

and continue a pass past the model surface

b e f o re turning around to make the next pass

in the opposite dire c t i o n .

P R O P E R        G R A D AT I O N
O R        F E AT H E R I N G

is reliant upon applying the paint smoothly,

starting (in this case at the lower part) and

backing off with both paint and distance as

you proceed upwa rd s .A l ways continue yo u r

s t rokes PAST the desired end points to

e n s u re consistent cov e ra g e .



S TA RT

G ra i ny –
not enough air

Not enough air

Too heav y,
c o a t - b l o t c hy

S o m e t i m e s
a lot of
d i ff e rent pro b l e m s
can occur
in a single pass.

Apply small
a m o u n t s ,c l o s e
and fast

M o i s t u re

Too much paint
Too close – start of spiders

S p i d e r s
Too little paint

F I N I S H



Once you are more familiar and comfort-

able with your airbrush’s functions, m ov e

onto an old model and repeat the entire

learning pro c e s s .You may find that it takes

much less paint to produce a run or sag on

the three-dimensional model than it did on

flat paper. Adjust your airbrush and technique

as directed on the practice page until yo u

can duplicate all the effects shown on this

page – even the wrong ones.Your goal is to

be able to apply a pencil-thin line, with the

edges evenly feathere d , and without any

telltale blobs of paint.

Your airbrush can be used to apply a

series of dots no larger than the periods on

these pages or to draw lines as thin as those

you would make with a pencil. The airbrush

can be adjusted to produce a pattern that is

the size of a period, as well as patterns the

size of a dime, on up to about two or thre e

inches in diameter.

The closer the tip of your airbrush is to

the model, the more focused or narro w e d

the spray pattern becomes. In fact, to get

a period-size dot from the airbrush, the tip

should be almost touching the model’s

s u r f a c e . For most model wo r k , hold the air-

brush substantially further from your model.

R e m e m b e r, the goal in learning to airbrush

is to master and gain control of three va r i a b l e s :

1 ) The flow of air (as determined by

how far down you push the trigger).

2 ) The distance the airbrush is fro m

the model.

3 ) The amount of time you hold the

airbrush spray pattern over a given

a rea of the model (loitering vs. p ro p e r

t i m e - ov e r- t a rg e t ) .

AIRBRUSH PAINTING

GLOSSARY OF TERMS

Line Width Adjustments – The adjustment
of a sprayed line – mechanically – without
changing the paint volume used, by changing
the relationship or distance from the surface.

Paint Volume Adjustments – The adjustment
of the quantity of paint exiting the air-
brush nozzle.

Castellations – Raised protective feature s
on the airbrush nozzle tip, designed to
p rotect the needle from damage.

Viscous – H aving a thick, s t i c ky consistency.

Viscosity – The state or quality of being
v i s c o u s . With respect to paint, low viscosity
is thin, high viscosity is thick.

6-3 Use an eye dropper or a Model Master Pipette to
mix paint colors.

6-4 A Testors MIG-29 painted and marked to match
the box art by Terry Tuytscheavers.



AI R B R U S H MO D E L DE S C R I P T I O N CH A RT

A i r b ru s h D e s c r i p t i o n S u g g e s t e d Trigger A i r S u g g e s t e d
M o d e l Fe at u re s Model Scale Va l ve U s e s *
N u m b e r U s a g e Ty p e

A 2 2 0 E x t e rnal Mix A l l S t a n d a r d Priming and single-color application
( 8 8 2 1 ) Single A c t i o n ( P r i m i n g ) O n / O f f1 for car bodies, and large surface area

Fi xed Nozzle 1 / 2 4 t h c overage on big scale models. Will do
1 / 2 5 t h most any camouflage prov i d i n g

l a rger masks or templates are used
to restrict ov e r s p r ay . Best airbru s h
for car modelers.

A 2 7 0 E x t e rnal Mix 1 / 3 5 t h S t a n d a r d As abov e, plus more control that allow s
Single A c t i o n and Larg e r O n / O f f1 more freehand camouflage work on
I n t e r c h a n g e a b l e on larger scale subjects using less masks.
N o z z l e s Also a favorite with car modelers.

10 0 0 S I n t e rnal Mix 1 / 4 8 t h Va r i a b l e2 K ey feature: Fine atomization, creates a
( 8 8 2 6 ) Single A c t i o n and Larg e r finer mist – best used for detailing but

I n t e r c h a n g e a b l e not broad coverage on large scales kits,
N o z z l e s since the “ f o c u s ” of its adjustability is 

concentrated at the finer range.

G P –10 0 I n t e rnal Mix A l l Va r i a b l e2 Same as A320 and 1000S abov e, b u t
Fi xed Double G l a d l y even finer control allows you to do 
A c t i o n these things on even smaller scale
I n t e r c h a n g e a b l e s u b j e c t s.
N o z z l e s

A 3 2 0 I n t e rnal Mix 1 / 4 8 t h S t a n d a r d Same as 1000S abov e.
Single A c t i o n and Larg e r O n / O f f1

I n t e r c h a n g e a b l e
N o z z l e s

A 3 7 0 I n t e rnal Mix A l l Va r i a b l e2 Same as 10 0 0 S, G P - 1 0 0 ,A 3 2 0 .B u t
Double A c t i o n with the addition of double action.
I n t e r c h a n g e a b l e
N o z z l e s

A 4 3 0 I n t e rnal Mix A l l Va r i a b l e2 As with GP-10 0 ,A 3 2 0 . But with the
I n t e r c h a n g e a b l e addition of double action.
N o z z l e s

A 4 7 0 I n t e rnal Mix A l l Va r i a b l e2 With all the abilities of the A 4 3 0 ,p l u s
Double A c t i o n W i t h features variable trigger positions, w h i c h
Single A c t i o n E a s e will appeal to the full-fledged ex p e rt .
Fi xed Double
A c t i o n
I n t e r c h a n g e a b l e
N o z z l e s

*Your results may va ry. A l ways bear in mind, it is your skill developed through practice and patience plus our airbrush
= results that will amaze yourself and impress your peers.

Trigger air valve type: 1 . S t a n d a rd = Simple On/Off Action – similar to all other manufacture r s
2 . Variable = Proportional increase in air volume-to-trigger movement – more control 



OU R AI R B R U S H CO N F I G U R AT I O N S AT A GL A N C E

A i r b r u s h A i r T r i g g e r A i r Hose to Hose to
M o d e l H o s e T y p e V a l v e A i r b r u s h A i r s o u r c e
N u m b e r P o s i t i o n T y p e C o n n e c t i o n C o n n e c t i o n

A 2 2 0 C o nv e n t i o n a l * A i r S t a n d a r d Pe r m a n e n t l y P r o p e l l a n t
( 8 821 ) O n l y O n / O f f Fi xe d Can Ready**

A 2 7 0 C o nv e n t i o n a l * A i r S t a n d a r d Pe r m a n e n t l y P r o p e l l a n t
O n l y O n / O f f Fi xe d Can Ready**

10 0 0 S R e a r A i r Va r i a b l e Pe r m a n e n t l y P r o p e l l a n t
( 8 8 2 6 ) O n l y Fi xe d Can Ready**

G P –10 0 R e a r Fi xe d Va r i a b l e Fi xe d P r o p e l l a n t
D o u b l e S w i v e l Can Ready**
A c t i o n

A 3 2 0 C o nv e n t i o n a l * A i r S t a n d a r d Pe r m a n e n t l y P r o p e l l a n t
O n l y O n / O f f Fi xe d Can Ready**

A 3 7 0 C o nv e n t i o n a l * S t a n d a r d S t a n d a r d Pe r m a n e n t l y P r o p e l l a n t
Air & Pa i n t O n / O f f Fi xe d Can Ready**

A 4 3 0 R e a r Va r i a b l e Va r i a b l e D e t a c h a b l e C o m p r e s s o r
D ow n w a r d Air & Pa i n t R e a d y

A 4 7 0 Rear Va r i a b l e Va r i a b l e D e t a c h a b l e C o m p r e s s o r
D ow n w a r d Air & Pa i n t R e a d y

* C o nventional air hose position: industry standard – downwa rd from midway on the Airbrush body.

* * All propellant can re a dy hose fittings include an air compressor adapter.



I t e m O r i f i c e P S I N e e d l e T i p
N u m b e r S i ze C o l o r R a n g e Ty p e S t y l e U s e s

9 3 0 4 C . 3 m m Ta n 10 – 3 0 S t a i n l e s s C a s t e l l a t e d All ultrafine applications
S t e e l 1/144th scale and up.

9 3 0 5 C . 4 m m G r ay 10 – 3 0 S t a i n l e s s C a s t e l l a t e d Fine line applications are
S t e e l possible with more skill.

An excellent general purpose
nozzle for medium cov e r a g e.

9 3 0 6 C . 5 m m Tu r q u o i s e 2 0 – 4 0 S t a i n l e s s C a s t e l l a t e d L a rge camouflage pattern s
S t e e l 1 / 3 5 t h , 1/48th aircraft

c a m o u f l a g e.

9 3 0 7 C . 5 m m P i n k 0 – 2 0 S t a i n l e s s C a s t e l l a t e d Spatter and stippling
S t e e l effects – diorama bases,

weathering for larg e
s c a l e s. R o c k work on
model railroad lay o u t s.

9 3 4 0 C . 3 m m B l a c k 10 – 3 0 S t a i n l e s s U n p r o t e c t e d Same as 9306C, but much
S t e e l Easy to easier to clean. No castellations,

C l e a n so it is easier to damage.

9 341C . 5 m m W h i t e 2 0 – 4 0 S t a i n l e s s U n p r o t e c t e d Same as 9304C, but much 
S t e e l Easy to Easier to clean. No castellations,

c l e a n so it is easier to damage.

9 3 4 2 C . 5 3 m m R e d 2 0 – 4 0 A c e t a l * C o n e Best for viscous (thick)
P r o t e c t e d a c ry l i c s. Car bodies. L a rge scale

camouflage applications.

9 3 4 3 C .70 m m O r a n g e 2 0 – 4 0 A c e t a l * C o n e Best for viscous (thick)
P r o t e c t e d a c ry l i c s. Broader spray 

p a t t e rn s. Medium range 
of control.

9 3 4 4 C 1. 0 2 m m Ye l l ow 2 0 – 6 0 A c e t a l * C o n e The  “ B l u n d e r b u s s.” For 
P r o t e c t e d priming big things. V i rt u a l l y

no adjustment/control, but 
excellent for R/C aircraft
l a rge-scale spray gun effects if
you require major cov e r a g e.

AI R B R U S H NO Z Z L E MAT R I X

* Acetal resin copolymer. Acetal resin is used selectively by NASA in the space pro g ram because of its light, s t a b l e ,
and nearly unbreakable nature . Acetal re s i n , unlike metal, does not deteriorate t h rough contact with solvents; and
its manufacturing tolerances are much more precise and uniformally pro d u c e d .



6-5 Hold the model with a coat hanger bent to plug into holes in the fuselage.

6-6 This Italeri MH-53J Pave Low III was painted using the A470 Double Action Airbrush.

6-7 This Italeri M24 has been superdetailed with On the Mark etched brass fender supports and about 50
other details by Doug DeCounter.


