Qpaque to

the rascue

In an eardier version of
Croxs  Ower  Golindnimas
{mcrglic, zean), | had & type-
cal watercolory ype shy,
comalete wath closds. | faly
ke clowde competed with
the detadl in the rool, o i
miked up SOTSE . Qg
acrflic, and fust I‘ﬂ\'_ll..l“l‘i
water (o get |1 1 Few and
painted the sky one flat
colod. Becaute the  shy
aoesn’t have any detall to
araw atbemtan. (L wsueably
pushed the roaf and the
bl power forward, making
them & more Imporian
Iocal podng

The Best of

Both Worlds

Add more power to your paintings
by exploring the transparent and
opaque natures of your acrylics.

By CHARLES HARRINGTON

used by permission | he Artist’'s Magazine



hen 1 first starmed paanrng, 1
was attracted o wateroolor
becanse of it unigue smrb-
ufes—its transparency and irs
fresh, sponmancous aestheric.
After a finished watercolor painting suffered
water damage, howeves, 1 started 1o expenment
with acrylics as a more durable alternative.
Happily, | found that with acrylics | could
retain most of the attributes thar anracted me
to watercobor, while ar the same nme exceeding
watercolor's capahslities. For example, adding
transiucent and opague passages to an other-
wise rransparent watercolor painting isn't only
visually awkward, it also frowned upon.
Switching to acrylics allowed me to develop a
technique that's predommantly transparent—
but wath transhacent and opaque passiges—
without violating the integrity of the medium,

A masquerading medium

Pamting m a warercolor rechmigue with acryhics
is really a simple matter of diluting my paint tw
a washlike comsastency. Even the more opaque
acrvlic pigments will look mansparent then, 1l
put in the fransparent passages first, building
those up with washes, eventually moving to the
more opague passages before applving the final
transparent glazes. Knowing that I'm working
with acrylics, | don't have to worry about sav-
ing every linde highlight as | would in watencod-
or—I| can just cover a passage with gesso to get
back to white.

When | paint on paper, | don'’t have to
worry about adhesion problems because the
acrylic paint adheres well to the paper. As long
as | can see the white of the paper, | haven'r ap-
plied enough paint 1o seal the paper completely.
When the lavers ger opague and | want to
come back over them with transpar-
ent washes, I'll add some acrylic
muatte medium to the warter and paine
misture so that it will bond properdy.,

The process
Pecanee of rime rearictions and fre
guent adverse weather, [ usually rely
on photographic documentation and
sty skerches to develop my paint-
mgs. With the exception of class
demonserations, my paintings are
dome in mulnple sessons becmae [
like £o st o painnng-in-progress aside
and just think about it. Generally, my
painiing process falls into four stages.
The concept stage: | need to feel
stromgly about an idea before | can
paint it, s0 Fll ask mysel: Why does
this idea deserve to be painted? What
is the essence of this sulject that
cowihd be communicated through a
painting? Afrer 've clarified o concept
and developed a degree of enthusiasm
for the idea, I'm ready 1o move on.
The design stagé: [ psually procede
the actunl painting with mubnple

Letting the light shina

Baihy of Corncals (acsylie, 2gam) began with
photes | ahot in Rime seyveval vean ago, My
poal was to emadete a trensparent watercolor
technique, but in serybes. 1'd painted all of |8
bt the foregrownd when | hit a bk wall—n
wasn't Inuim,g rlg!'rr A year later | came back 1o
- It, eavering up a few thingy with geaso, going
SEE  back owver the gesso with transparent glazes
S and spaltenng cpadue paind o the gravel
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washes o1 color

'] Off to a good start. | believe 2 good drawing is a pre.
requisite to a good painting, so | began this painting
with a small conceptual sketch, testing ideas and working
out compositional issues such as value arrangements.
When [ was satished, | transferred the drawing to a sheet
of Arches 300-1b., cold-pressed watercolor paper. Since this
painting would be predominantly warm, | applied a trans-
parent wash of yellow ochre over portions of the paper
using my 1'srinch wash brush. This added 2 special warm
glow ta the focal area.

Building up color. At this point | concentrated on
shaping the clay pots with multiple washes of burnt si-
enna and ultramarine blue applied with my round brushes.

ZEWHhhing value. Acrylics are excellent for glazing
with multiple transparent washes. | continued using
washes that represent the lightest values in the finished
painting, making sure that each wash was dry before ap-
plying another. This process of building up the painting
with multiple washes allows me to make subtle changes in
color and temperature while maintaining transparency, |
try to get some of the darkest passages in place at the be-
ginning to help me accurately judge the relative value of
other passages.

masked the bottom edge with Misket and masking
tape. Not having to worry about these edges allowed me
maore freedom as | painted the foreground. (You can also
apply the masking at earlier stages to keep a clean edge as
you're layering washes.) With my 1-inch flat brush, | paint-
ed the ground plane with a mixture of blue and burnt sien-
na. For the gravel texture, | spattered on a variety of values,
shapes and colars.

Dremonstration confiresd on The mesd page
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Toolbox
The artist’s materials

Maost of my painting tools and matenais dre typical of
those used by watercolorists, with 2 few adjustments to
accommiodate acrylics.

Paints: Ultromaring blue and burnt sienna are the back-
bone of my palette and aliow me to mix many warm
and cool grays. To these grays | add cther coloss appro-
priate to the painting. | often apply thin glazes of yellow
ochre or ultramarine blue to maintain a warm or cocl
dominance. | mix my blacks, and | use acrylic gesso for
white; tube whites tend to overpower my mixtures.
Brushes: | prefer synthetic or a synthetic/sable mix,
doing g5 percent of my work with these Winsor & Mew-
ton brushies: " and 1inch fats (series ao9gh; 1\ /=inch
wash (series g65): Nos. 4. 6 and & rounds (series 101);
and Nos. 1 and 2 script {sofies-307).

Palette: | use a porcelain butcher tray because acrylics
will stain standard plastic watercalor palettes. | place
paints on a damp, folded paper towel at one edge of my
palette. The evaporation of water from the towel beeps
the paints molst.

Mediums and additives: Acrylic matte medium, mixed
50-50 with water and added to paint, dilutes the paint
while retaining enough of its body so it can adhere to the
paper. Acrylic Flow Release (Golden) keeps paint from
beading up on nonabsorbent, gesso-primed surfaces.
Supports: Arches 300-b., cold-pressed paper or gesso-
primed panels and gesso-primed canvas.

Masking medium: | often use Misket brand liquid
frisket to mask parts of  painting and to control edges.
Spray bottles: Misting the paper as | paint extends
working time and allows me to manipulate the edges
before the paint dries. Old hairspray bottles give me a
fine mist while houseplant misters give me a more vig-
Orous mist

Water containers: Acrylics are hard on brushes, so fre-
quent washing with clean water andfor soap and water
is essential.

Miscellaneous stuf: Tissues, white paper towels, rolls
of thin tracing paper, No. 2 graphite pencils and rofler-
ball pens, and a soft white eraser for corrections.

Final glazes. Mext, | removed all the mask-
ing tape and Misket and took a careful look

at how well the multiple components of Clay
Pats (acrylic, 2129} were working together. At
this paint, changes may require darkening or
cooling a shadow, softening an edge, changing a
value, applying a few highlights, ar just warming
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or cooling a portion of the painting with trans-
parent washes (giares) of yellow ochre or ultra-
marine blue. Here, | did some of all of these,
mixing these final glazes with a bit of matte
acrylic medium so they would go on more uni-
farmily and adhere to the layers below,



thumbnal skerches, progressing to mare in-
vohed compositional smdies. | often do small
color sketches to test compositional strategics
and color schemies, Ir's especially important
that value relationships be worked oot before |
constroct a demailed deawang, This fallscale de-
tuiled drawing mvolves roughing ous the major
shapes oo tracmy paper and making sure | get
the perspective right. | then Liy anather sheer of
tracarg paper over this drawing to rehne per-
spective, shapes, propormons and so forth. This
is fodlowed by successve overlays, each one bur
ther refining rhe deawing and adding detail.

Onee I'm satsshed with the accuracy and
cormpdetenes of the devwane, [ place o sheet of
graphite transfer paper between the drawing
and the pamtmg surface to rranster the draw-
ing, There will usually be some additional
drawing work to be done on the paimnng sur-
face before | feel ready to starr painting.

The application-of-medium stage: Depend
ing on the sobjecr and anticipated color
scherme, Fusudlly start the actual painting
process by applying a thin underpainting—yel-
ko ochre, for example. This subduoes the white
of the ground and estbhishies o subtle sense of
color and remperature. This step has a unifying
effect on the hmshed panong,

From this poimt | begin o rough m the
shapes, establish value patterns, and, | hope,
feel 0 confirmanon that the design 1s working, |
try toowork all areas of the painting equally
through these steps. Ir's helpful i | apply some
oo the darkest passages early in the process.
This allews e to correetly evaluate value rela-
tonships among dark, medium and lighe ele-
mients. of the painnng. | contimue to define
details and fine-tune value relatonships unnl
I'm satisfied with the overall loolk.

"The hnal step: This stage is when [ apply

herhlizhee refine dersile whens smsded - aidie

Leading the eye

Sgirtveh Titex: (acrylic, 31038) was anothes
paindm thait had a clasthe wlnrr:al-m'-:p Ay
but afver | fnishied, | felt it wasnt appropri-
sle—it pulled the eye away lrom the fone-
Er-:lund tike, which | wanied to be the
subject. The flat opague iy | sdded allows
yoair ey o stay on the bulding In the Tare-
grourd. Then, to comect & compasitional
amibalance, | added the charch in the back-
Eround, i wils pairted opigie, then glared
witkh trarsparent washes.

overworked passages and apply transparent
glazes where needed. Much of this work is
done with opaque pamt, but in a manner thar
unihes opadue and transparent passages.
Lipaquic passapes are abways present bt sel-
dom noticeable in my painticgs. Then [ apply a
final glaze of acrylic maree medium o seal and
protect the surfte of the paintng,

Above and beyond

Il always approciate the rranspanent qualitics
of watrroolog, bot using scryBos gives me so
many mare options, inclading buikding op mul-
tiphe plizes withowr the dreaded “mud effect™
thar plagues watercolorsts, With acrybics | can
also use a masking medium over painted areas
without hifting pasment from previous washes
Thie more 1 wiork with acrvlics, the mone I'm
comvinced that virmually every rechnique and ef-
fect that makes watercolor such an attnictive
el can be dupbcated m acrvlics: &

(L%

Aibrout the Artint

A shgratune memiber ol the Mmerican Watentalot Socisty and
the Mational Acrdic Painters Association, CHARLES Hagr-
RINCTON has ghewm his works in juried eshibtions, includ-
ing MARA_ the American Artist's Professional Lezgue, Allied
Artiits of Armenca, Wateroolor LIS snd At for the Farks Tog
100, A trained architedt) v puriued fine art throwgh work-
ahops, sellstidy snd coursevwerk a1 the Uiniverity of Arkansas

and Lovistana Tech Unwsenily (where he taught for 35 yean) . He cusrertly (s and paims

full tamne iy Bells Vista, Arkantad. You can see moreof his work at b Web site wees,

charletharrngioncom
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