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PREFACE 

Editors’ Note: With the publication of this edition we are pleased to
announce the new title: Siegel on Entertainment Law, in recognition of the
many years that Howard Siegel served as Editor-in-Chief, and with great
appreciation for his preeminence in the field of Entertainment Law and his
continued role as beloved teacher, mentor, and leader in the profession. This
compilation honors the excellence of prior editions and continues the custom
of bringing together distinguished practitioner-authors to share their knowl-
edge, expertise, and insight, while looking forward with a view toward the
ever-evolving and expanding definition of Entertainment Law. To that end,
we have added chapters on Fashion Law and Virtual Reality, Augmented
Reality, and the Law.

Since the last edition was published in 2013, there has been an enormous
transformation in long-established segments of our field, particularly in how
books are published, how music is distributed, and how film and television
are produced and viewed. We are pleased to include updated and new chap-
ters that reflect these expansions. As technological developments continue to
thrust us into uncharted territory at lightening speed, in this and future
updates and editions, we will strive to provide the reader with timely infor-
mation as the law and practice evolve, and as relatively “new” areas, such as
gaming and e-sports, come to the fore.

We humbly look forward to continuing in the tradition of our predecessor,
Howard Siegel, as expressed in his words from the very first edition of this
work. Here, then, just as it first appeared in 1989, is the Preface to this edi-
tion, aptly titled Siegel on Entertainment Law:

* * *

You will find in what follows something of a departure from other trea-
tises on entertainment law—or for that matter, on other areas of practice.

These chapters are as stylistically eclectic as the variety of topics covered.
The reason for this has a lot to do with a more or less laissez-faire approach
to that aspect of the editing process. There is little sense, it seems to me, in
trying to achieve a conformity of style simply for its own sake. Furthermore,
the distinguished authors represented here render unnecessary, and arguably
even presumptuous, the notion of any significant editorial undertaking.

There is another reason for the somewhat unconventional style of this
book. The goal of this collective effort is to convey its substantial informa-
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tive content in as interesting and entertaining a package as possible. This
approach is the implementation of a belief that the effectiveness of the mes-
sage is directly proportionate to the reader’s enjoyment of the manner in
which the message is conveyed.

The hope is therefore consistent with the approach—that you will learn
from what follows and, if we have achieved our complete objective, that you
will find enjoyment in the process.

Diane F. Krausz
Rosemarie Tully
Editors-in-Chief
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