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LETTER FROM THE EDITOR
Happy Holidays from
The Painter’s Journal!
Welcome to the December issue of The Painter’s
Journal. I am excited about this issue because we have
expanded to 24 pages and have added two more pages
of color. We have been able to do this since the printing
costs are a little cheaper here in Boston than in Illinois
and we also have about 20 more subscribers than at
this point last year. We really haven’t done much
advertising for The Painter’s Journal, so I must thank
all of you subscribers who help advertise the
publication through word of mouth; personal
endorsement is the best type of advertising.
We are currently in the process of updating and
overhauling our website. By the end of the holidays I
will add new sections with photo galleries, information
on our back issues, and more, links to websites of
interest, such as the visual resources Steve Hirsch talked
about in the September issue. I also invite you
subscribers to email pictures of your work that you
would like to display on the website. If you have any
suggestions for the website please contact me via email at phelps@paintersjournal.com; I would like to
make it an interactive and valuable resource for scenic
artists.
Speaking of interactive resources for scenic artists
on the Internet, I would like to say thank you to Lisa
Lazar of Berkeley Repertory Theatre for starting a
Yahoo! Group site for scenic artists. This is a great
way for scenic artists to ask questions and get quick
feedback from many other scenic artists. To join the
group, go to:

In this issue we have three great articles. Eric
Morris who wrote “Past Tints, Present Tints” last spring
is back with an article about his experience creating a
paint shop from an old cookie factory. Peter Miller is
also returning with an article about creating Composite
column capitals using a mold making process. The
last article is one that people have been requesting for
a while. This article, written by Mary Novodvorsky,
makes comparisons of several different brands of sealers
and provides suggestions for the application and use
of sealers. This is Mary’s first and hopefully not last
article for The Painter’s Journal.
Looking ahead we have another issue coming
up this March. Also in March is the USITT
conference. The Painter’s Journal will have a table set
up again this year on the expo floor. I’d like to invite
any subscribers attending USITT to stop by the table
to renew their subscription for 2005-06, pick up back
issues, or just to say hello.
Thanks again to everyone who makes this
publication possible, the writers, editors, advertisers,
the Editorial Board, and you subscribers. Without
your help this publication would not be possible. Have
a great holiday season and I hope to see you in Toronto
at the USITT conference.
Good Painting!

Anthony R. Phelps
Executive Editor

http://groups.yahoo.com/group/
Scenic_Artists_Forum/
I will put a link on The Painter’s Journal website.
Thanks again, Lisa!
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BAKING FROM SCRATCH
by Eric Morris, Lexington Children’s Theatre
I’ve painted scenery in some odd places: once in
an old Western Union telegraph office, where we
stapled soft goods around support posts, ran our own
lighting and washed our brushes in the commode;
outdoors in the Indiana summer heat and rain, camping
for nine days amidst the chiggers and raccoons; atop a
mountain in Virginia at a past president’s estate,
overlooking Monticello, another past president’s estate.
I also once paid a fellow fifty dollars a day to unlock a
door for me, so I could use the stage floor of an old
theatre to paint a full size drop. All of these places
functioned, and we managed to do good work; but
paint shops are like lost loves, you never forget your
first.
When I was a younger man, I worked as
production manager for a regional ballet company in
Georgia. We wanted to do good scenic work, original
work, and we wanted to make it all ourselves. I
understood the need, desire, and benefits of founding
a paint shop, but I did not know enough to anticipate
entirely what this adventure would require of us. When
you aim to start your very own paint shop from
nothing, what is the first thing you look for? You seek
out an old cookie factory, naturally. At least that is
how it started for me.
Because the average theatre batten is 44 to 50
feet, I figured I needed floor space at least 48 feet wide.
I wanted the capacity to lay out full drops, at most 24
feet by 48 feet. I found the ideal structure in the Old
Towne section of downtown, across the street from
the city’s original cemetery. Once a factory for making
butter cookies, the building was an old industrial
bakery owned by the Murray family, who built the
Murray Cookie business. As this space measured 60
feet by 60 feet, it ensured room enough to make 48
foot borders and 24 foot legs. It had a good roof
overhead, electricity, lighting, and enough square
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footage—our minimum requirements. Its other
attributes included a sealed brick floor throughout,
high clearance overhead, and one entire exterior wall
of translucent window-light. The old flour and sugar
containers were still mounted in the ceiling, along with
the piping that I imagined carried butter for the
blending. Over the aged brick wall you could view
cenotaphs, obelisks, and old magnolias and Spanish
moss growing in bald cypress trees.
We gave the place a good scrubbing and
sweeping, and it cleaned up gamely. I removed some
floor railings to make uninterrupted space for a deck
and then I installed a 3/4" T&G ply floor that finished
out at 24’ x 48,’ minus the few inches lost to the tongue
and groove. For extra protection I sprayed it with a
water sealer. Our first project was making a Nutcracker.
Inexperienced as I was, I then called my designer and
friend (who would also charge the show), Curtis Trout,
and asked for a list of equipment to supply our newborn paint shop.
Lay-in brushes and rollers would get us started,
he said. He would, of course, bring his toolbox of
brushes as well. He suggested we needed a sprayer,
charcoal snap-line and pounce tools, craft paper, bogus
paper, duct and masking tape—a great long list of
things, including bamboo for paint sticks. In Georgia,
you have a choice regarding wild grown canebrake.
You can cut your own bamboo fresh, or like anywhere,
you can go to a bait shop and buy cane poles. I visited
construction sites and asked after their discarded
drywall mud buckets. Also on the list were staplers,
side cutters, and laundry starch for sizing. Curtis sent
a paint order, too. Although I found some of the
paints locally, I had to order most of the paints from
theatrical suppliers: caseins, acrylics, cal-tints from
Epstein and Sons, and Ben Moore Vol-Pro 800.
There were other problems to solve, though. Our
bakery, ironically, came without heat. Consequently,
we were mindful to schedule our painting in the
warmer months of early fall and late winter, avoiding
December and January. When it turned cold, we used
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portable kerosene heaters— a bit of a smelly solution,
but an effective one. When it got very cold, we wore
extra socks! We had no running water in the building,
and that is a necessary ingredient and tool for mixing
colors and for cleaning brushes. I found a fifty-five
gallon drum and tapped a spigot onto it. Each day I
trucked five gallon buckets full of clean water and filled
the drum and just like that we devised running water.
However, this did not solve a personal problem—the
need of a toilet. Our inclination, being all males, was
to find a spot in the bushes. But that wouldn’t work
for all callings or genders or predispositions, so I
ordered a portable toilet which we set outside on Fourth
Street. It worked just fine, until the morning we found
that vandals had toppled it over in the night.
Apparently, it is true that everybody is a critic.
On the nice days, we painted with the roll door
open. The folks in the neighborhood watched us from
their front porches. On a bright morning, one of the
old men came across the street to talk to us. He had
seen us standing holding our paint sticks and wondered
what exactly we were doing. We showed him our
brushes at the end of our bamboo, and he laughed.
He agreed we had found another viable use for a cane
pole. We visited with that old fellow for a while. He
told us about the cemetery and the people he knew in
it, how the electric trolley cars used to run down the
middle of the street, from which they ventured all the
way over into South Carolina.
We did good work in that shop— the best we
could muster, and what we hoped was as good as any.
What mattered was producing original work, and
making it good. A measure of naiveté helped me along.
Underestimating the mileage before you begin is
sometimes beneficial because otherwise, you might not
begin a journey at all. After we got rolling and slinging,
it was a matter of talent and skill. And those qualities
are inestimable. That year we made a new Nutcracker
and a whole Beauty and the Beast , producing
everything for the stage in our homemade paint shop.
Initially, I did not anticipate all the vital tools and
ancillary comforts needed to create our paint shop.

6
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But with guidance from a friend and colleague, I quickly
learned the essentials and met not a single unsolvable
challenge. It seems the most important ingredients
were the desire and the will to make it happen. We
had some good times and huge challenges in our old
Fourth Street shop, our cookie factory.
When I left the company and my southern
hometown, the paint shop continued fully functional.
It produced exceptional work for shows featuring
Winton Marsalis and his quintet and Sam Bush and
his band playing an original production of The
Hatfields and McCoys— a legacy of considerable
adventures scenically supported in a first rate fashion.
For a productive paint shop some things are more
important than others. A leaky roof is a bad idea. Make
sure all windows are sealed off. A loose pigeon is a
specious artist and can set back a good day’s work. Try
to dispose of old paint properly— know where your
drain empties out. We create much waste in the process
of producing theatre, so try to do your part to make it
safe. Next time you’re in the sweets aisle in the grocery
store, seek out the butter cookies and think of the
possibilities.

General tips and a list of goods for starting your own
paint shop.
- For the paint deck it’s okay to lay your 2 x 4’s flat,
unless you feel the need to insulate beneath the ply.
Choose a minimum of 5/8" ply. You don’t want your
deck too spongy. A vapor barrier is not absolutely
necessary. You can do a test to determine the need.
- A good roof is essential. If you lay out a drop and it
rains, you will have to start over when it gets wet.
- Good lighting is important. This implies that you
will have electricity. You need to see your work with a
minimum of shadows, with light source that is as close
as possible to the color temerature of natural light.
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Paint elevations from Augusta
Ballet’s Nutcracker. Designed
by Curtis C. Trout and painted
by Curtis C. Trout, Eric Morris
and Russell Bonin in the old
bakery.

These photos are from Augusta Ballet’s Beauty and the Beast, Curtis C. Trout scenery/costume designer, Eric Morris lighting.
Scenery painted by Curtis C. Trout, Susan Attea, Eric Morris and Russell Bonin in the old bakery.
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- Running water is very convenient for mixing paint
and for cleaning brushes and buckets. Running water
also implies that you have a toilet, which is important,
unless you plan on holding it in all day.
- Heat is another convenience. If you’re painting in a
northern or mid-western climate, then it’s necessary.
If you’re way down south you might get around it. Air
conditioning, well, that’s just a luxury.
- Take care of how you discard your old paint. Know
where your drain empties out, and if it’s safe. If you
must, then pack out what you bring in, and use landfill
disposal.
Tool list

- Acetate or clear plastic. Scale rulers. Measuring tape.
- Permanent markers, paint markers, pencils.
-Staplers and staples (use half inch to put down soft
goods), side cutters or dykes, flathead screwdrivers,
putty knives, matte knives, exacto knives.
- Bogus or red rosin paper. Craft paper. Masking tape
and duct tape.
- Foam working tools. Hand rasps, sandpaper, hotknife.
- Glues. White glue, spray adhesives, brush-on glue.
Some glues eat foam, some don’t.

- A variety of brushes, including lay-in, liners and cut
brushes. Give me a cut brush and I will paint the world,
or at least all the corners of it.

- Paint. Caseins, acrylic, tints.

- Rollers, large and small. Roller sticks and pans.

ABOUT THE A
UTHOR
AUTHOR
Mr. Morris received a B.A. from Augusta College
and an M.F.A. from Western Illinois University. In his
22 years as a professional designer, he has worked with
colleges, regional theatre, opera, and ballet throughout
the East and the Midwest, Off-Broadway, and on
Broadway. He has designed and assisted for Theatre
Project, Charterhouse School, Augusta Ballet,
Lexington Ballet, Augusta Opera, Chicago Opera
Theatre, Steppenwolf Theatre Company, Goodman
Theatre, DePaul University, Maryland Arts Festival,
Trinity Repertory, Great Lakes Theatre Festival, and
others. His guest artist work includes sessions with
Augusta College, The Hotchkiss School, Western
Illinois University, Illinois Wesleyan University and the
University of Kentucky. Mr. Morris is a past recipient
of the Theatre Communications Group/NEA Young
Designer Fellowship. Presently he is Resident Designer
at the Lexington Children’s Theatre and consults with
Fayette County Public Schools and Hazard
Community College. Mr. Morris enjoys spending his
spare time writing fiction; he is currently penning his
fifth book.

- Paint sticks, i.e., cane poles, and heavy-duty rubber
bands to keep the brushes in the sticks.
- Floggers—something you can make. Feather dusters.
- Laundry starch—powder or liquid. Corn-starch is
okay if you’re desperate, but it will make your soft
goods a bit crunchy. You might need a hotplate and a
pot if you don’t have a precooked laundry starch.
- Dishwashing detergent and Murphy’s oil soap.
Scrubbing pads, shop towels, a water hose.
- Pump sprayers. Buy quality ones, or you’ll regret it.
- Paint strainers, stirring sticks, one, two and five-gallon
buckets.
- Pounce tools, including powdered and vine charcoal.
- An overhead projector is convenient, but not essential.
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Capital
Improvements:
Creating Composite
Column Capitals
by Peter S. Miller
In addition to our work painting backdrops and other
kinds of two-dimensional scenery, scenic artists are sometimes
called upon to create three-dimensional scenic elements. For
exterior settings, these might include natural objects like trees,
rock formations, or large tropical plants; for interiors, architectural
details like statuary, urns, or decorative cartouches. This is the
second in a series of articles describing the creation of threedimensional objects for operatic productions, in this case the
fabrication of a mold – a useful technique when a complex
decorative element is repeated several times.
Several years ago, I was contacted by Bob Grimes,
Production Manager of The Wolf Trap Opera Company of
Vienna, Virginia, about the possibility of fabricating Composite
column capitals for an upcoming production of Claudio
Monteverdi’s L’Incoronazione Di Poppea (The Coronation of
Poppea), a baroque opera set in the latter days of the Roman
Empire. Since I had already made a pair of Corinthian pilaster
capitals for Rossini’s Il Viaggio a Rheims (The Journey to Rheims)
the previous season, this did not come as a complete surprise.
This time, the project was more elaborate in scope since the
capitals were larger (about two and a half feet high), there were
six of them, and they were completely round column capitals,
not those of a shallow pilaster. My immediate reaction, since
there were so many and they needed to be identical, was that the
process would entail the creation of a large and complex mold.
Upon seeing preliminary designs for the show, Bob and
Technical Director Chris Hourclé had investigated the possibility
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of purchasing commercially made capitals, but few were available
that came close to being the right size. Anything that was
approximately right was outlandishly expensive and outrageously
heavy - qualities one tries to avoid in theatrical scenery. Although
Corinthian column capitals made of cast resin were available
(you may be able to see them in the Victoria’s Secret store at your
local mall), they were small, expensive, heavy, and lacked the
flamboyant ornamentation of the Composite order.
This quality was important to scenic designer Depu
Gupta, who preferred the Composite order because of its
association with Imperial Rome at its most decadent. It is generally
accepted in most texts that the first use of the Composite order is
the Arch of Titus, in Rome, circa 82 A.D.
I was not interested in spending most of my spring in
suburban Virginia again, but was intrigued by the challenge of
the job. I realized that if I created the sculpture, crafted the
mold, and figured out the casting process, most of the work of
fabricating the six capitals (actually twelve half-capitals), could
be performed by the crew at the shop in Virginia, working under
the supervision of Chris and Scenic Charge Madeline O. Hartling.
I accepted the job on the condition that most of my work could
be accomplished at home, and figured out what I hoped would
be a reasonable budget and schedule.
Backgr
ound and Terminology
ackground
Before describing the project in detail, it is probably
appropriate to provide some historical background and
architectural terminology. Please refer to the illustration on page
10.
In classical architecture, the formal system of horizontal
members and vertical supports is known as “The Orders of
Architecture.” There are three principal orders: the Doric, the
Ionic, and the Corinthian. These were invented by the Greeks
as elements of temple architecture, and modified by the Romans,
who added two more: the Tuscan, a simplified version of the
Doric, and the Composite, a combination of elements borrowed
from the Corinthian and Ionic orders.
Through time, during the Renaissance, Baroque, Rococo,
and neo-Classical periods, the Orders have been modified to suit
individual projects and changing tastes, but for the most part,
the forms that we recognize today in banks, libraries, courthouses,
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post offices, museums, and other monumental buildings are based
on the later, Roman versions.
Each order is made up of the column (base, shaft, capital),
and an entablature, a long horizontal element that runs across an
entire row of capitals. The capitals are ornaments at the top of
the columns, and are the most recognizable feature of each order.
The Composite capital is quite complicated since it is a
combination of details taken from the Corinthian and Ionic orders.
Like the Corinthian, the lower portion of the Composite capital
has a double row of large and small acanthus leaves gathered
around a central core with a lip, which is shaped like a basket or
an inverted bell. The upper part is based on a Roman version of
the Ionic capital, where each face is identical, with large volutes,
or spiral scrolls, embellished with elaborately carved foliage. The
volutes meet each other at a forty-five degree angle and support
the four corners of a slab, with inward-curving sides, known as
the abacus. At the center of each of the four faces of the abacus
is the fleuron, a small flower.
The Composite capital also incorporates several moldings.
One is an astragal, a simple half-round where the capital meets
the column shaft. Another is the echinus, a large quarter-round
located where the lip of the core meets the underside of the
abacus. It is enriched with an egg and dart pattern. Below this
is another astragal molding enriched with a bead and reel motif.

10

Just below the lip of the core, in the space between the
large acanthus leaf and springing from behind the smaller ones,
are the stems of caulicolus plants. These are vestigial remnants
left over from the Corinthian capital; in which they support
the smaller volutes.
I. Researching mold-making techniques
The first and most important decision to be made was to
choose the right materials for the mold and the final capital
castings. A large, complex form always poses interesting moldmaking issues. Detailed shapes create undercuts; areas where the
mold and the castings lock together and refuse to come apart
without damaging one or the other. This problem can be
overcome in several ways. One method requires the making of
a complicated, multi-part mold where each section can be
removed without catching an undercut, and the pieces of the
mold can be reassembled. Another technique requires the use of
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a rigid mold material and a flexible casting. This means that the
castings have some “give,” enabling them to be extracted from
the undercuts without damage. The third method uses a flexible
mold and a rigid casting material, which means that a second
rigid “mother mold” is needed to support the flexible mold so it
will not be distorted when filled with a heavy casting material.
All of these solutions are made more complicated by the size and
weight of a large project.
Early in life, I had considered the possibility of working
in the field of special makeup effects, and had some experience
using rigid molds to create flexible latex appliances that could be
attached to actors’ faces. Using familiar materials and techniques
appealed to me, even if it was in a much larger scale, and thinking
of the job as a bunch of giant rubber noses made it seem less
intimidating, so the decision was made to go with a rigid mold
and flexible casting.
I am also very fortunate in having a good friend and
colleague in fellow U.S.A. Local 829 member Gerarda Pizzerello.
Gerarda has considerable experience working in the field of
automated window displays. She has supervised projects that
involved the sculpting, molding, and fabrication of lifelike
moving figures, and was an invaluable source of information on
a flexible rubber casting material called Cementex, manufactured
by the Cementex Latex Corporation, 121 Varick Street, New
York, NY 10013. They also publish a Mold Making Manual
and Catalog, which is an excellent reference. After some thought
I decided to use their “L-200 Pre-Vulcanized Casting Latex” and
“#64 Filler,” which can be added to the rubber in varying
amounts to make the flexible castings more or less rigid.
Usually, the L-200 is cast in plaster molds, which absorb
moisture from the mixture, leaving a rubber gel deposited on the
inner wall of the mold. The excess is poured off; the remainder
is allowed to dry. Several layers of the latex are built up and the
final layer is laminated with burlap to provide extra strength and
to minimize shrinkage.
To make the mold I decided to use Ultracal 30, a tough
industrial gypsum material used by makeup artists and special
effects technicians. It is similar to plaster but denser; since the
mold was so large, it needed to be very strong. The fact that it
was a familiar material gave me greater confidence. Ultracal 30
can be purchased from Paramount Theatrical Supplies; The
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Alcone Company, 5-49, 49th Avenue, Long Island City,
NY11101. Their telephone number is (718) 361-8373.

and plan were aligned as closely as possible, using points like the
stems of the acanthus leaves and the corners of the abacus.

During the research phase of this project I consulted The
Prop Builder’s Molding and Casting Handbook (Betterway
Publications, Inc., White Hall, Virginia). This book, by Thurston
James, prop master for the Department of Theater, Film and
Television at U.C.L.A., is a great resource, with a clear, concise
text and many step-by-step photographs.

When satisfactory, the drawing was inked in black Sharpie
marker, and perforated with a pounce wheel while still folded at
center. It was then unfolded and inked on the perforations to
complete the drawing. A red marker was used to indicate in
dotted lines the location of an underlying plywood and Styrofoam
armature.

II. Creating the Sculpture
The capital
capital’’s cor
coree
After choosing materials, the next step was to create the
actual sculpture. I assembled research from several sources, xeroxed
the best pictures and took them to a meeting with set designer
Depu Gupta. He selected a capital from Robert Chitham’s book,
The Classical Orders of Architecture (Rizzoli International
Publications, Inc., NY 1985). This illustration was used to create
the full scale pounce drawing shown in Figure One.

A trip to Washington on Amtrak’s Metroliner followed,
and I spent several days at the shop in Virginia going over the
details of the construction and casting process with Bob and
Chris. Chris constructed the cleverly crafted plywood and blue
foam armature “core” shown in Figure 2. Although I intended
to make the rigid Ultracal 30 mold in sections to make it easy to
remove from the sculpture, I hedged my bets by asking Chris to
make it possible to disassemble the armature from the back, so it
could collapse in on itself, making it easier to extract the sculpture
from the completed mold.

Fig. 1
Two measurements were used to make the drawing: the
diameter of the Column and the height of the Capital. Both
were taken from the designer’s half-inch scale drafting. The
research was xeroxed to a convenient scale, divided at centerline
and gridded into squares. A piece of brown paper was folded on
centerline and sectioned into corresponding squares.
Half of the front elevation was drawn using fine vine
charcoal, with a plan view directly below it. A beam compass
(also known as “trammel points”) was used to lay out the half
circles and arcs. An effort was made to make sure that elevation

12
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Fig. 2
While Chris built the armature, I spent the day doing a
value study in chalk and charcoal on the pounce. This was a way
of thinking seriously about the details of the sculpture, since the
drawing would serve as a guide to making the form. At the end
of the day Chris attached a screen door handle to the armature,
making it easier to carry home on the Metroliner. My unusual
“briefcase” drew a few stares from the folks in Business Class.
Figure 3 shows the completed capital core and abacus.
The Styrofoam molding was carved and sanded and the “bell”
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was covered with strips of illustration board, which were butted
together, stapled down and the seams covered with gaffer tape.
It was covered with muslin and Sobo glue to blend the seams
and strengthen it. The core and abacus were given a skim coat of
joint compound and plaster, which was sanded when dry, and
finally given a coat of flat white primer.

2. Next came making the actual sculpture. I decided to
use a technique which I had used the previous season to make a
pair of Corinthian pilaster capitals. A “sandwich” of felt and
quarter-inch thick foam rubber was assembled with spray
adhesive. For the acanthus leaves a length of flexible armature
wire (from the craft store) was imbedded between the layers.
Spray paint was used to “stencil” the pattern onto the “sandwich,”
after I made sure that the center stem of the leaf was registered
with the wire.
3. Finally the leaves were cut, shaped and detailed. After
being cut out, the leaves and other details were saturated with
Sobo glue and placed on the capital core which had been coated
with shellac and covered with Saran wrap. The leaves were bent
to shape. Figure 4 shows the cut out leaf and other details ready
to be soaked in glue.

Fig. 3
Creating the plant ornamentation
I decided that the best way to make the caulicolus stems,
acanthus leaves, and fleurons was to sculpt them in plastelene,
create an Ultracal 30 mold and cast them in flexible L-200
Cementex. This served several purposes: it meant that they
would be identical since they came from the same mold; they
would be flexible, making them easier to extract from the final
mold; and it gave me a chance to work with the materials on a
smaller scale before casting the larger capitals.
1. The first step was to make full-sized patterns from craft
paper. The size and shape were taken from the drawings in
Figure 1, but were adjusted slightly to compensate for the
distortion caused by the fact that the drawing was flat while the
actual capital was 3-dimensional. The leaves were altered to
create a flat pattern which could later be shaped to create the
distinctive curled tip. The patterns were folded on centerline,
cut out with scissors and temporarily attached to the core with
masking tape; after several attempts, a suitable form was found.
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Fig. 4
These elements required additional detailing, and for this
step I used some of the skills that I had acquired as a teenager
interested in special makeup effects. The technique was to use
oil-based plastelene modeling clay on top of the foam, felt and
glue “sandwich.” The plastelene is softened by kneading in the
hand until it becomes malleable. It is pressed onto the form and
smoothed to blend it. Details can be worked with orange wood
and metal modeling tools. When the sculpture is complete the
surface can be smoothed with a small brush and a little petroleum
jelly. This removes tool marks and helps to blend the small pieces
of plastelene together.
4. The next step was to prepare the sculpted details for
the molding process. To keep the liquid Ultracal 30 in place
while it set, a low wall or dam of plastelene was constructed
around the ornament. The sculpture, the wall and the small
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portion of the capital core within the wall were sprayed with a
clear Krylon acrylic. This served as a sealer, making it easier to
remove the mold later, and made the joint between the wall and
the capital core water-proof, minimizing the potential for leaks.
Figures 5 and 6 show a caulicolus stem and the fleuron
detail ready for molding.

Fig. 7

Figure 8 shows the first part of the molding process: the
plastelene wall is built and is partially filled with liquid Ultracal
30.

Fig. 5

Fig. 8
Figure 9 shows the completed two-part negative mold.
A low plastelene wall has been built around it to make it easier to
fill with Cementex.

Fig. 6
The acanthus leaves required a two-part mold because of
the undercut created by the curled-under tip. When separated,
the sections of the mold would allow the castings to be extracted
easily. Figure 7 shows the completed small acanthus leaf sculpture
of felt, foam rubber, Sobo glue and plastelene, coated with Krylon
acrylic spray and ready for casting.

14
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Fig. 9
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Figure 10 shows the two-part negative mold with the
sections separated, the original paper pattern and four small
acanthus leaf castings of Cementex rubber. The original sculpture
was destroyed while being extracted from the mold.

A plastelene wall was built around the model, sealed with
clear acrylic spray, and filled with Smooth-On’s two-part P.M.C.121/30 rubber. I followed the manufacturer’s instructions on
the package closely and the mold was easily removed the
following morning. Figure 11 shows the negative rubber mold
with the plaster and plastelene model directly below it.

Fig. 11
Fig. 10
In order to complete the capital sculpture a number of
castings were made: two fleurons (one was cut in half and used
on either side), four caulicolus stems, four small acanthus leaves,
and four large ones. One of the large acanthus leaves was cut in
half down the center of its stem, and the two sections used at the
edges of the capital. Since it took time to allow the Cementex to
build up in the molds, the casting process took several days.
Volutes and moldings
While the castings were in production, I moved on to the
large, scrolled volutes, and the echinus and astragal moldings
with their respective egg-and-dart and bead-and-reel enrichments.
Fortunately,, a friend had salvaged an architectural fragment
from a building that was being torn down; the fragment had an
egg and dart detail that happened to be exactly the right size. I
was able to borrow it for several hours and cast a mold from it
using dental impression cream, a harmless, water-based material
used by makeup artists to make life casts of actors’ faces.

Assembling the capital
capital’’s moldings
In order to add the moldings to the capital sculpture,
softened plastelene was pressed firmly into the flexible mold,
which had been sprayed with Smooth-On’s mold release. The
mold filled with plastelene was carefully aligned and pressed
onto the core; since it was flexible, it could be bent to take the
curve. When the mold was removed, the plastelene remained.
The process was repeated three times, in the center, and on either
side.
The large volutes were carved out of white styrene foam,
and attached with contact adhesive. There are actually four of
them – only two of them show in the front view. The area inside
is hollow to make them easier to extract from the mold later.
Seams were filled with plastelene and additional leaf details were
created using the same method that was used to make the
acanthus leaves. The fleurons were attached with finishing nails,
and seams and holes patched with plastelene. The final effect is
shown in Figure 12.

From this negative mold, a positive plaster copy was made;
unfortunately, it didn’t come with a bead and reel astragal molding
directly below it, so this had to be sculpted in plastelene. When
complete, the model was given a coat of shellac and sprayed with
a clear acrylic coating. This gave both materials a uniform texture
and prevented the sulfur in the plastelene from attacking the
rubber used to make the final mold.
Fig. 12
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Attaching leaves and stems to the core
By now, the required number of caulicolus stems and
acanthus leaves had been cast and removed from the molds. The
core was carefully subdivided into sections to indicate the center
line of each one. This information came from the plan view and
was transferred using a protractor.
The leaves and stems were attached with finishing nails
and pins after careful trimming with an Exacto-knife. Softened
plastelene was used to fill holes and gaps where the fit wasn’t
perfect. Figure 13 shows the caulicolus stems applied and
centerlines plotted for the leaves.

Fig. 14
III. Making the Mold
With the sculpture now complete, the last phase of the
project was to make the actual mold. Four twenty-pound bags
of Ultracal 30 were purchased from Paramount Theatrical
Supplies; making the mold for the details used up about 10
pounds. My good friend and fellow scenic artist, Albert Chini,
who is also an excellent carpenter, assisted by constructing a
plywood box around the capital. It was painted and wrapped in
plastic to create a water-tight seal and to avoid bonding the
Ultracal permanently to the wood. The mold was to be cast in
sections so I could take it apart in case I couldn’t collapse and
extract the sculpture; therefore I also laid out some guidelines on
the inside of the box to remind me where the wedge-shaped
sections of the mold should go.

Fig. 13
A source of concern for me had been the difficulties I had
removing the large and small acanthus leaves from their molds.
In spite of the two-part mold and the flexibility of the Cementex,
the undercut created by the curled-under leaf tip was causing
problems. I also knew that the finished capital castings needed
to be reasonably rigid to avoid sagging when attached to their
wooden interior supports. I had disturbing visions of the
undercuts trapping a semi-rigid casting permanently in the mold
– remembering that for every half-capital there were nine of
them – one for every leaf tip.
In spite of the artistic compromise (the capital no longer
looked exactly like the drawing), I bent the tip of the leaves over
farther and filled in much of the area underneath the tip with
plastelene, making the undercuts less extreme. After three weeks
on the project, the clock was ticking and I felt that there was no
alternative. The final effect is shown in Figure 14.
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It is important to mention that both plaster and Ultracal
bond firmly to themselves. If you want the sections of a mold to
come apart, you must use a mold release like petroleum jelly.
Creating “keys” in the walls of a mold’s sections make it easier to
reassemble them later. A “key” can be made by imbedding a halfball of plastelene in the wall of the “dam” built around a mold’s
section. When the wall is removed, the ball leaves a half-round
indentation in the wall of the mold’s section. Before casting the
next section, the edge and the indentation are thoroughly greased
with mold release to ensure separation. When the next section is
cast, the indentation fills up with liquid material which, when
set, becomes a “key” that fits into the indentation. When the
pieces of the mold are put back together the “keys” ensure a good
fit.
The entire sculpture was sprayed with several coats of
Krylon’s clear acrylic sealer to provide a uniform surface, and the
sides of the box were lightly greased with petroleum jelly to serve
as a mold release.
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Mixing and using plaster and Ultracal is a somewhat Zenlike activity. It takes a while to get a sense of the working properties
of the material. Try a small, simple project before embarking on
anything large and ambitious, and make a small batch to get a
sense of the timing before you mix a big one.
The mixing procedure is similar to working with plaster.
Using a flexible bowl, add the material to the water, sifting it
through the fingers to work out lumps. Add material until it is
level with the surface of the water. Gently striking the sides of
the container helps to work out air bubbles. After the water has
thoroughly soaked the Ultracal, the mixture can be gently stirred,
although this hastens the setting time. After about ten minutes
it is ready to brush on, although it is still thin enough to run off;
for this reason, it is important to build a plastelene “dam” around
the area.
As the material begins to thicken, more and more of it will
cling to the raised areas of the sculpture. Finally, it will become
almost yogurt-like, and a spoon will be a better tool for applying
it than a brush. There is very little time left before it hardens, so
it is important to work fast. Try to avoid trapping air pockets,
since this will weaken the mold. If the mold is large, it is important
that it be strong. In this case, mix another batch of material and
laminate several layers of burlap into the outermost layers of
Ultracal. If by some unfortunate circumstance a mold should
crack, the weave of the fabric will keep the pieces together and
make it easier to repair. In any case, the burlap fibers make it
much stronger.

Figure 16 shows the completed mold, which was
surprisingly heavy. Several people were required to lift it, and it
caused the back of a pickup truck to sag noticeably. The loops
on the outside are burlap and Ultracal, which I put on in case I
needed to reassemble the sections of the mold later. A rope
threaded through them would have helped to keep the pieces
together. Fortunately, they were not needed.
I was able to extract the sculpture from the mold without
having to take the mold apart, although, as I expected, the
sculpture was destroyed in the process. The plywood and foam
abacus was cut into several sections with a jigsaw, the plywood
half-circles pulled apart, and the illustration board core and
acanthus leaves ripped out with pliers. The worst part of the
process was avoiding the ends of all the pins and finishing nails
and cleaning the traces of plastelene out of the egg-and-darts
and the volutes.
Once the sculpture was extracted, the joints between the
sections of the mold were reinforced with Ultracal and burlap.
Throughout the arduous process, Albert Chini’s patience, good
humor, and carpentry talents were greatly appreciated.

It took about a week to cast all the parts of the mold.
Figure 15 shows the process about two-thirds complete. The
scrolled volutes and the end of the abacus remain uncovered.

Fig. 16

Fig. 15
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IV
IV.. Casting the Capitals
The last step was to deliver the completed mold to the
Wolftrap shop, where scenic charge Madeline O. Hartling and
her crew made the twelve Cementex castings, following the same
procedure that I had used to make the acanthus leaves and other
details.
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Figure 17 shows the inside of the finished negative mold.
Note the shadows and the thickness of side walls created by the
tips of the acanthus leaves.
The top and bottom of the mold were filled with masonitecovered plywood, which was given a coat of shellac to seal the
surface. The seams were patched with Ultracal and burlap to
create a watertight seal. The Wolftrap carpenters built a sturdy
“sling” of inch plywood and two-by-fours to support the weight
of the liquid-filled mold. A notch was made in the center of the
bottom to facilitate the draining of excess latex.

anything like it before, and for the most part relied on advice
from friends, information from books, common sense, and the
limited experience I had had making molds for special makeup
effects.
The only downside to the project was the stress of not
knowing if it would actually work – I had doubts, and a few
sleepless nights, and the fact that that it took longer than I
expected it to: five weeks instead of four. It was certainly more
interesting than being unemployed!

Bibliography
After being reinforced with burlap, the Cementex castings
were allowed to dry overnight and were carefully removed from
the mold and powdered to prevent sticking. They were trimmed
and placed on the wooden armatures so they would not become
distorted. After being allowed to dry for a few hours, they were
stapled and pin-nailed in place. Where the two half-capital
castings met, the seam was filled with caulk, which was smoothed
with a finger and blended with a brush. Fortunately, the seams
ran down the center stems of two large Acanthus leaves, which
helped to disguise them. On stage, the columns were positioned
with seams facing away from the audience, as much as possible.
Although I never actually saw the show, I was told that the final
effect was quite successful.

Fig. 17
Creating this sculpture and making the mold was one of the
more ambitious projects I have attempted. I had never done
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Water Based Sealers:
A few “Do’s” and a
Bunch of “Don’ts”
by Mary Novodvorsky, The Children’s Theatre Company

Why aren’t more students taught sealer usage in
college? (Use this article and please start teaching it, just
credit me please.) There are a lot of sealers on the market.
Which one to choose? How do you use them? It’s not
surprising to hear a scenic relate a horror story about
some piece of scenery that was ruined the minute the
sealer was applied. There’s nothing worse than seeing a
lot of hard work disappear under cloudiness or lifted paint
or some other disaster. Scenery does not always need to
be sealed. But when it does, it is less stressful if you
know where or how you can screw it up.
Reasons I use sealer on scenery:
·
It needs a particular sheen and I have not used paint
with a built-in the sheen. I usually paint decks with
a satin or glossy paint. But you can not always buy
the right color in these paints (like a red-tone blue
or a good purple), or you have not set yourself up to
mix your own colors in a satin or gloss.
·

It is a floor that is going to be mopped and I did not
use a water-impervious paint. Or, I mixed scene
paint with a satin or gloss paint to get the correct
color, and I want to make sure that it is impervious
to water.

·

It needs to have a flat finish, yet needs some sort of
protective layer so that it can be mopped. Flat sealer,
however, is not a very hard finish and scuffs easily.

·

An actor will handle it, climb it, or sit on it.
Costumers really frown on paint rubbing off on
costumes.

·

It is faux wood grain or marble and needs the extra
depth and the sheen.
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·

It is a tour and will load in during a snow storm at
an unprotected dock.

·

The scenery is being used outside and needs rain
and UV protection.

·

The show is in rep and I need to wash dirty hand
prints off it weekly.

·

Liquid is being used on the set, and most likely the
actors are blocked to throw it.

·

Food is being used on the set, and most likely the
actors are blocked to throw it.

uestion.
The O
il Verses Water Q
Question.
Oil
I tend to avoid oil-based materials whenever
possible. Not only do you need to worry about the material
itself, but you also have to deal with the solvents to clean
it up! It costs money to dispose of used solvents at
hazardous material recycling centers and half of my building
would be irritated by the fumes. Plus, some products
take four to eight hours to dry, some longer. In my shop,
I do not have that kind of time to leave something to dry.
The carpenters are working right next to the painters and
the scenery would be fuzzy within the first two hours.
Perhaps someone who uses the oil-based products will
write an article and tell us why they like those products.
Are water-based products safe to use? How about
for the environment? According to a friend of mine, who
is a chemistry professor, water-based materials sometimes
do contain toxic substances. But most materials that are
soluble in water are also easily bio-degradable, which
means they do not stick around very long. This is why we
are allowed to let the water we use to clean these products
run down the drain. However, most states do not allow
you to dump large quantities of water-based sealers or
paint products down the drains. Before disposing of
these products in the trash, you must let these products
dry and become a solid. Just because you are using waterbased products does not mean that you should not use
safety equipment. Read all labels and MSDS sheets to

www.paintersjournal.com

19

PRODUCTS
determine the risk for each product. NEVER spray
without a mask, unless you want to create a water
impervious coating in your throat and lungs. Treat skin
contact like you are getting an x-ray. Once might not
hurt you, but repeated exposure certainly will.
Which sealer to buy?
I do not have one particular favorite sealer. My
choice depends on the piece I am working on, however, I
typically use three different brands. When I try a new
sealer, I play with it a little first so that I can see how it
can be screwed up. Someone else’s favorite may be a
sealer I detest, while one of my favorites could be a sealer
that others dislike or find hard to work with. Sometimes,
price is a factor for choosing one over another. Other
times, application ease is the main factor or I may simply
like the sheen of one product over another.
The following dozen mishaps were compiled from
my own experiences and from the recollections of disasters
from Scenics who have worked for me. They are in no
particular order. Number one is not any more important
than number twelve, although the CAPITALIZED
STATEMENTS should be taken very seriously. If you
have an experience that you can add, or if you disagree
with any of these, or if you have another product to add,
please feel free to write in and add to this article!

12 G
uin Scener
Grr eat Ways to R
Ruin
Sceneryy with Water-based
Sealers
1. Seal your scenery when it is so cold that you want
to wear gloves.
Do not seal surfaces when the temperature is below
55 degrees (some products say 45 degrees). If it is too
cold to comfortably paint, it is too cold to seal. You run
the risk of the sealer clouding up as it dries. This is the
reason I stopped sealing during strikes occurring in
Minnesota’s harsh winters. Even though the shop is heated
and warm, I have had cold air at floor level haze up the
sealer on just the bottom twelve inches of scenery.

some types of clear sealers will mix in air and cause them
to become foamy or bubbly. You will have a difficult time
getting rid of the bubbles or foam when you apply the
sealer, and foam will dry very cloudy or very yellowish.
Stir the sealer well. “Well” does not mean once or twice.
It means stir until your arm is really tired. If the sealer is
not stirred well enough, the sheen may appear uneven,
especially with gloss sealers that are clear out of the can.
You may get uneven patches of high gloss scattered among
patches of satin. Alternately, your floor will start out one
sheen and change as you move across the floor, since you
have gradually poured off to the bottom of the bucket.
3. Slop that sealer on, who cares how thick it is. More
is better
better,, right?
Apply sealer in an even, thin coat. Areas of sealer
that are too thick sit in puddles or have thick streaks that
dry cloudy or yellowed— at which point, there is no fix
other than repainting.
4. JJust
ust use a rroller
oller to apply sealer; it co
covvers a bigger
ea faster
area
faster..
ar
DO NOT USE A ROLLER TO APPLY SEALER
and ignore label instructions that recommend it. Rollers
will incorporate more air into the sealer, will cause it to
become foamy, and will leave roller marks that will look
like yucky roller marks. Better tools to use are:
Br ushes
ushes- They will leave a more subtle pattern in the sealer.
Treat it like basing in a drop using cross hatching strokes.
Watch for puddles and holidays. Always brush into a wet
edge.
Paint pads
pads- These work very well on thin sealers. Apply
in the cross hatch pattern being careful not to press too
hard. Pressing too hard will overwork the sealer and cause
the pads to produce foam which will dry cloudy or very
yellowish depending on the sealer you are using. The
pads will apply a very thin layer on their own without
extra pressure. If you are pressing down to get the last
drop of sealer out of the pad, you are working too hard
and you should just refill the pad more often. Pads should
only be used with sealers that are very thin in consistency.
Heavier, thicker sealers will not spread easily enough.

2. SShake
hake the can to mix it; it is so much quicker
quicker..
Do not shake a can of sealer to mix it. Shaking
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Pneumatic spray equipment
equipment- Works very well, especially
if you are sealing a piece with a lot of nooks and crannies
in which the sealer will puddle. Use a sealer that does not
get tacky right away. You want a little bit more open time
here. Some sealers, like Breakthrough, have a short tack
time and the overlapping strokes from the gun can dull
the finish of the previously laid stroke. No matter how
hard you try to space the stroke evenly, the finish will
always look striped. Using an HVLP gun or an extender
helps, but does not always eliminate this problem. You
could also thin the sealer with water. But just remember
that you are also thinning down your binder.
When spraying sealer, be sure that you are thoroughly
coating your piece. It has to get wet. Just waving the gun
over the scenery and letting the spray sift down four feet
is not going to do much good. The coverage will be uneven,
too light to give a protective layer, and the spray will dry
in the air on the way down to the scenery. All you have
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done is spray dust on your piece and shown your boss
that you do not understand how to use the equipment.
Hudson and hand pump spray
ers
sprayers
ers- These do not work if
you are expecting complete coverage, since you will get a
spattered effect. Some sealers will dry with air bubbles in
the spatter and will appear sparkly (this, however, can be
a nice effect if that is what you want).
Pre-v
al SSpray
pray
ers- These are great for small projects. They
e-val
prayersare also great for spraying a thin layer over unstable paint
to help “set” it, so that you can come back with a more
thorough brushed layer without damaging the paint job.
5. Oops! Missed a spot, so I will just go touch that up
befor
dryy.
beforee it
it’’s dr
Once it has sat on the paint and penetrated for a
bit, do not go back into sealer to “adjust” it. Fix the
holiday after the sealer has dried. Once the sealer has
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sat, soaked in, and softened the paint, it may lift or smear
if you try to manipulate it. Then you have messed up
your paint job. To help avoid this, add some sealer into
the paint as you mix it to give it a little extra binder. The
amount will depend on how much water you want to add,
and how much sealer you can add before you have
drastically changed the opacity, coverage, or sheen of your
paint. Even flat sealers can add some sheen. Flat does
not always mean matte. The paint may still lift, but you
should get a little more time to adjust things.

LIST OF MANUF
ACTURERS
MANUFA
Aquaplastic (Dull, Satin, Semi-gloss, Gloss)
Coronado Paints
308 Old County Rd.
Edgewater, FL 32132
386-428-6461
www.coronadopaint.com
Breakthrough (Satin, Gloss)
Clear Advantage (Satin, Gloss)
Vanex Inc.
Mt.Vernon, IL 62864
Stays Clear
Benjamin Moore & Co.
Montvale, NJ 07645
www.benjaminmoore.com
Rosco Clear Acrylic (Flat, Gloss)
Rosco
36 Bush Avenue
Port Chester, NY 10573
914-937-1300
Fabulon (S
atin, G
loss)
(Satin,
Gloss)
P.O. Box 218
Cleveland, OH 44115
224 Catherine Street
Fort Erie, Ontario L2A5M9
Plastic Varnish (F
lat, G
loss)
(Flat,
Gloss)
Sculptural Arts Coating, Inc
Greensboro, NC
1-800-743-0379
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6. You ar
aree in a hurr
hurryy, so put a fan on it to speed up the
drying.
DO NOT EVER PUT A FAN ON FRESHLY
APPLIED SEALER. This is the one sure way to get it to
dry cloudy. There are some sealers that are more tolerant
of air currents than others, but why gamble? If you are
wrong, you will end up repainting. I have, on occasion,
put a fan to sealer that HAS TURNED CLEAR, but was
not totally dried. I do this more to mollify the people
who cannot wait to walk on it, than to help it to dry. If it
has a fan on it while it cures out a little more, everyone
thinks I am doing more to get it to dry faster. Plus, it is
a hint not to walk on it yet. It is going to take its own
sweet time to cure and harden. DRY DOES NOT MEAN
THAT IT HAS HARDENED! Sealers prefer a slow
drying time. It gives the particles in the sealer time to
anneal, or merge and melt together. This is especially
true for milky colored sealers. Milky colored sealers are
suspensions or emulsions and have larger particles, that
is, larger than molecules. Clear sealers are homogenous
or dissolved at the molecular level. When the sealer dries
too fast, all of the globules of materials dry separately and
that adds to the cloudiness.
7. Ther
ee
Theree is only a slight br
bree
eezz e; it will not hur
hurtt
anything.
If you are trying to apply a thin layer of sealer, even
a slight breeze will tack up the edge you need to brush
into. See #8 for the results of this blunder.
8. Brush right into that dry or tacky edge over there.
Always work into a wet edge. On large projects,
get help. Working into a tacky edge may cause you to
pull up that edge resulting in a roughened surface texture.
It may lift and fold over on itself or small parts of it may
lift and then you will have bumpy holidays. Sealing over
a dry edge may also get you a shinier finish where the
edges overlap (depending on the sealer).
9. JJust
ust paint right oovver that old painted scener
sceneryy and
then seal it.
Use a stain blocking product to prime over old
scenery before repainting it. Use an oil-based product
over suspected dyed pieces. (Dye will bleed through waterbased stain block products.) The solvents in sealer may
give you some surprises, if you do not prime first. Old
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paint that you thought was painted over and gone for good
might suddenly reappear. Some sealers will also reactivate
permanent marker, and inked lines will reappear. If priming
layers up the surface too much for you, recover with fresh muslin.
10. So you just spent three hours meticulously matching
that color; no need to check it with a sealer coat!
Sealers will usually darken or deepen the color of your
paint. They will also yellow the color somewhat. The amount of
yellowing is dependent on the sealer you choose. You will need
to mix color keeping this in mind, so that you can adjust for the
shift. Sometimes, this shift can actually help you to match a
difficult color. Deep reds and purples sometimes visually recede
into darkness and it is hard to get them to brighten up. (Painting
over a white base, when possible, will also help to brighten these
colors.) Almost all of the gloss sealers brighten up reds and
purples and some satins do too. On the downside, they all tend
to pull the reds into the orange tones, making it hard to mix a
blue-toned red.
It is ok to mix brands and sheens of sealers, as long as they
are all water-based. Do a test first to try out your combination.
In order to get a stronger semi-satin finish, I often mix
Breakthrough satin with Plastic Varnish flat.
11. U
sing a glaz
faces? Thin it
Using
glazee oovver satin or glossy sur
surfaces?
down a lot so it spreads easier and settles out more.
A thin, watery glaze needs a porous surface to grab.. If you
attempt to use a watery glaze over a non-porous surface, the glaze
will just bead up. Do not thin out the glaze with as much water;
to see how much you actually need, conduct a test. Add more
clear sealer to get to the transparency that you wish. However, it
will be difficult to get rid of brush strokes with a thick glaze.
12. Go ahead and clean those shoe scuffs off of the deck
with alcohol, it is sealed!
Very few water-based sealers are really resistant to alcohol
or strong cleaning solvents. Before using solvents, do a test in an
inconspicuous area. Breakthrough, Fabulon, and Aqua Plastic
are brands that I have used that I can somewhat clean with
alcohol. Fabulon will turn cloudy if liquid is left to sit on it, but
will return to clear when dry.
Miscellaneous notes
Some sealers mix with dyes and bronzing powders better
than others. I have not tried dye and bronzing powders in all of
the sealers listed in the following chart, therefore, it is not
incorporated there. Most milky colored sealers mix great.
Breakthrough can be finicky. Fabulon mixes with both very

well. Fabulon and Breakthrough’s Clear Advantage are wood
floor finishes and they are also great for adding dye or tinting
colors and making your own custom wood stains. With any
sealer, just do not get impatient and add the dye concentrate
before it has completely cooled because if you do, you will cook
your sealer and get a curdled mess. When you add bronzing
powders to sealer, mix a thick paste first. Stir thoroughly to get
any air bubbles out and then add more sealer. Adding the powder
to too much sealer at the beginning will get you pockets of
powder dust. When you apply the bronzing powder mixture,
the unmixed powder from the air pockets will sit on the surface
and then rub off after the piece is dried.
To get a higher gloss finish, I have used Fabulon or Clear
Advantage gloss over a brushed or rollered gloss paint surface.
Apply the sealer with a paint pad, but leave at least one day of
cure time between the two layers. This is one way to get a high
gloss finish, when you cannot use the wax and buffer technique
because the floor is uneven, there are too many levels, or your
orchestra pit edge is in the way.
The following page lists a chart of sealers that I have used
and the contents are strictly my opinion. There is nothing too
scientific about it either. I made myself a stack of masonite boards;
painted each with two reds, white, and light blue; brushed each
with a different sealer; and then compared them. Cost
comparisons are not specific because I cannot divulge my pricing
and the discounts that I get from certain venders. The first sealer
on the chart is the cheapest, and they proceed down the list to
the most expensive. There is a nineteen dollar difference between
one gallon of the cheapest sealer and one gallon of the most
expensive. Your pricing may vary from mine. On page 22 is a list
of the manufacturers for each sealer. The charts are probably
missing some brands of sealer. I am sure there are more than
these seven on the market; I could be testing samples for weeks.
None of these sealers will give you a perfectly mar-resistant
finish. The sealers that are more impervious to solvents seem to
be the most durable. I have not used some of the sealers
extensively enough to include that category on the charts. The
thicker varieties also show brush strokes, unless thinned down
with a little water. Whenever possible, I use hard finish paint like
Breakthrough on decks and other walkable surfaces to eliminate
the need for a sealer coat. Quick touch ups between shows do
not then require the use of sealer and the extra dry time it entails.
Paints like Breakthrough can be finicky to use unless you have
been painting with them for years and have figured out their
quirks.
Happy sealing!
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Studios and an extra week in New York City. Mary used to do some freelance work, but her extra time is now spent with her husband,
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has an eleven month, almost year-round production build schedule that is not likely to get shorter. The CTC’s current construction
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