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INTRODUCTION



The work of an artist – any artist – should be an evolutionary process, as they deepen their understanding of the artform(s) they practise, the materials they use, their personal style, the subjects that inspire them and how their approach to all these facets combines to produce the ‘things’ they are creating. All of this is underpinned by exploration, experimentation, and refinement, as well as being shaped by personal experiences and a strengthening connection to the subject matter. Over the years, I have moved away from creating large-scale representational landscapes, defined by thick, textural impasto, to embracing a more experimental and abstract approach with thin, delicate layers of transparent and opaque paint. Although my style – and my practice – have developed, some constants have remained: the influence of the weather, the environment, and the ever-changing light on the landscape, continue to inspire me.
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Where the Curlew Calls, 60 × 60cm (23½ × 23½in), oils, cold wax and gold leaf on a wooden panel.






My introduction to cold wax began during a transformative residency in Ireland with the American abstract artist Rebecca Crowell. I found that this medium, which was new to me, allowed me to loosen my approach to painting and explore new possibilities in my work. Cold wax provided a thickness to my paint that I favoured, while also opening doors to a bolder use of colour and texture. This shift encouraged me to move away from using sketches and photographs for reference, instead drawing on memories, emotions, and what I found to be the essence of a place.


Cold wax is a versatile medium that enables artists to explore textures and layering techniques which are distinct from traditional oil painting methods. It has been a revelation for my practice, encouraging experimentation with embedding materials such as marble dust, pigments, and gold leaf, dissolving paints with solvents, and embracing colour in my work. As a result, I have found that the boundaries between abstraction and representation in my art are becoming increasingly blurred.


Historically, the use of wax in painting has its roots in ancient practices, particularly the encaustic, which involved fusing wax and pigment onto the surface of the painting using heat (Doerner, 1921). In the mid-twentieth century, artists began to explore cold wax to create texture and depth without the need for heat, making it more accessible than traditional encaustic methods (Crowell & McLaughlin, 2016). Its recent resurgence owes much to contemporary artists such as Rebecca Crowell, whose encouragement has inspired artists like me to push boundaries, challenge conventional approaches to oil painting, and discover new ways to express ourselves.


Cold wax provides artists at any stage of their practice with the opportunity to work with oils without the daunting complexities often associated with traditional methods. It encourages freer experimentation, allowing for spontaneous techniques that foster innovation and creativity. Throughout the book, I will explore the techniques, possibilities, sharing insights from my own practice with the aim of encouraging you to experiment, take risks, and embrace the joy of creative exploration in your work. Whether you are a seasoned practitioner or just starting out, a landscape painter or an abstract artist, I hope that this book will demonstrate that cold wax offers an exciting and dynamic new dimension to explore when painting in oils.




CHAPTER 1


MATERIALS AND TOOLS


Whether you are looking to create thick, textured surfaces, enhance transparency, or incorporate mixed-media elements such as collage, cold wax offers a versatile medium for experimentation. In this chapter, we explore its benefits, which include preserving marks, speeding up drying times, and adding depth through layering. We will also discuss the various types of cold wax, their ingredients, and how to make your own. Additionally, this chapter will provide practical advice on essential tools and materials, oil colours, solvents, and best practices for maintaining a safe and organised workspace.
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From baking tools to fan brushes, and from brush combs to barbecue sticks, the essential tools for working with oils and cold wax are crucial to the painting process. Each tool serves a specific purpose, offering versatility in mixing, applying, and mark-making. Together, they enable you to create a wide range of textures and effects in your paintings.











WHAT IS COLD WAX?


Cold wax is a versatile medium used with oil paints to alter their texture, consistency, and drying time, offering a wide range of creative possibilities for artists. Like other oil painting mediums, it can change the behaviour of your paints depending on the effects you want to achieve, such as making paint more fluid, thickening it, or adjusting drying speed. It can even be used as a varnish for oil, acrylic, and watercolour paintings.


Cold wax is typically a blend of beeswax, solvent, and resin. The solvent softens the beeswax, creating a paste that can be easily mixed with oil paints. Unlike encaustic painting, which requires heat to melt the wax, cold wax does not. Instead, the paint dries as the solvent evaporates, and the resin helps to harden the paint surface.


Benefits of using cold wax


One of the most exciting aspects of cold wax is the freedom it provides for experimentation and playfulness in your work. Cold wax opens up a world of creative possibilities, from building thick textures to embedding collage materials, found objects, or pigments. It also facilitates the layering of both opaque and transparent colours, helping to add atmospheric depth in your paintings.


Textural effects: Before using cold wax, my approach was often impasto, creating thick, textured paintings. However, when I scratched into wet oil paint, the paint would seep back into the marks, softening the lines. Cold wax, on the other hand, thickens the paint, allowing you to work with wet-on-wet layers while maintaining the sharpness of your marks. This means you can preserve the detail of scratches and create additional texture through sgraffito or impasto techniques. You can even incorporate materials such as sand or marble dust to enhance the texture further.


Matt finish: Mixing cold wax into your oils will reduce the inherent glossiness of the paint, giving it a more matt finish that persists throughout the painting process. If you prefer a silk sheen or gloss, this can be achieved later during the varnishing stage (see Chapter 10).
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You can use oils and cold wax to create impasto effects, which can produce engaging and visually dynamic surfaces. In this example, a variety of colours were applied with a palette knife, layering them on top of one another to build thick textures and depth.








Transparency and depth: Cold wax increases the transparency of oil paints, making it easier to build depth and luminosity. This allows you to experiment with layers of transparent and opaque colours, creating beautiful glowing effects and subtle tonal shifts.


Faster drying time: Cold wax can speed up the drying process of oil paints, but its effect is somewhat variable. While oils generally take longer to dry, the addition of cold wax can help them become touch-dry within a day and fully dry within a couple of weeks, depending on factors such as the thickness of your paint, air flow, temperature, and the specific pigments used. However, it is important to note that cold wax does not speed up drying as dramatically as acrylic paints, which dry much faster, but it still offers a noticeable reduction in drying time compared to traditional oils without any medium.


Mixed media opportunities: Cold wax can behave like an adhesive, making it ideal for embedding dry pigments, thin collage papers, metallic leaf, and other materials into your paintings. This opens up exciting opportunities for multimedia work, allowing you to combine different textures, materials, and pigments. I often incorporate marble dust, pigments, and metallic leaf into my work, adding another dimension to my paintings.


Is it fat or is it lean? There is a rule associated with oil painting referred to as ‘fat over lean’: in basic terms, this means you should avoid applying thinned down (lean) paint over thicker (fat) undiluted paint. The thicker your paint, the more slowly it will dry, which can result in the thin paint cracking and flaking. Some say that using cold wax eliminates the need to consider this, whereas others suggest that adding cold wax is diluting your paints and therefore creating a ‘lean’ paint. I have introduced so many people to oils over the years who had previously avoided them because they were seen as complex with too many rules, taking the joy out of painting. My experience with using cold wax is that it enables you to be more playful and experimental in your work. While understanding your materials and how they behave is important, experimentation and pushing boundaries is equally, if not more important, both in terms of the work you create and the process of getting there.
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Gloaming, 37 × 12cm (14½ × 4¾in), oil and cold wax on Arches Huile paper. This piece was created using a squeegee for blending and a palette knife to apply impasto, adding texture and depth. Metallic pigments were carefully embedded into the surface with a brush, imparting a subtle flash of light that enhances the autumnal atmosphere of the painting.












TYPES OF COLD WAX


There are various brands of cold wax available, each with its unique formula and characteristics. If you are new to cold wax, it is worth experimenting with a few different brands to find the one that best suits your painting style and studio environment. Key factors to consider when choosing a cold wax medium include the solvent used (some have a strong smell), and the overall consistency of the wax. It is also important to check ingredient compatibility, as some plant-based resins may not work well with synthetic resins. If you are uncertain, it is safest to stick with one brand to avoid any potential issues with incompatibility.


Below is an overview of some of the most popular cold wax brands, focusing on their unique qualities, consistency, and performance with some of the techniques covered in this book. To evaluate these brands, I conducted experiments using Arches Huile paper and a limited palette of ultramarine blue, alizarin crimson, and titanium white. I tested each cold wax for its effectiveness in layering wet-on-wet, ease of blending, effective mark-making, solvent reduction, and glazing to unify the surface.
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There are several cold wax brands available, each offering unique formulas and characteristics. Experimenting with different brands can help you find the one that best suits your painting style and studio environment. When choosing, consider factors such as the solvent used, the consistency of the wax, and ingredient compatibility to ensure optimal results.













Gamblin cold wax medium


Made from: Pure beeswax, alkyd resin, and Gamsol odourless solvent


Availability: Gamblin is a US-based company and its cold wax is widely available internationally


Smell: Slight waxy odour


Colour: White, transparent


Mix used: 50:50


Observations


This is the medium I use in my own work, and I have developed and refined my own techniques based on its performance. It has a short, grainy texture that produces peaks when mixed with oil paints and instantly turns the oils matt. The thick consistency allows for easy layering of colours wet-on-wet, while staying wet enough to enable smooth colour blending without overmixing, preserving the vibrancy of individual hues. It creates well-defined marks when scratched into, as well as when using solvent reduction techniques. A final unifying layer was easily applied wet-on-wet, and the paintings were touch-dry within 24 hours.


Dorlands cold wax medium


Made from: A blend of waxes, damar resin, and odourless mineral spirits


Availability: Dorlands is made by Jacquard, a US-based company, and is widely available internationally


Smell: Slight waxy odour


Colour: White, transparent


Mix used: 50:50


Observations


This cold wax has the shortest consistency of those tested in this experiment. It creates peaks when mixed with oil paints and instantly turns the oils matt. Its slightly thicker texture makes layering colours wet-on-wet effortless, while remaining wet enough to allow for effective colour blending. The added thickness also enhances the definition of marks when scratched into and performs particularly well with solvent reduction techniques. However, applying a final unifying layer wet-on-wet felt slightly stiff, resulting in a thicker layer of colour. The paintings were touch-dry within 24 hours.



Jackson’s cold wax medium


Made from: A blend of different waxes and resins, including damar resin


Availability: UK-based art supplier which ships worldwide.


Smell: No detectable odour


Colour: White, transparent


Mix used: 50:50


Observations


This cold wax has a smooth consistency which is easily mixed with oil paints. It is not as short as Gamblin or Dorlands, and leaves the oil mixture with a soft sheen. The first layer of paint was easy to apply; however, the second layer working wet-on-wet was a little slippery and care was needed to retain the individual layers of colour. It creates well-defined marks when scratched into, as well as when using solvent reduction techniques. A final unifying layer was applied wet-on-wet, which did lead to a little colour mixing. The paintings were touch-dry within 24 hours.


Zest-it cold wax medium


Made from: A blend of waxes, linseed, aliphatic hydrocarbon, damar, citrus oil


Availability: UK-based company with availability primarily in the UK and Ireland


Smell: Strong citrus odour which can be overwhelming, especially when working with it for extended periods


Colour: Yellow, transparent


Mix used: 50:50


Observations


The medium has a short, sticky, grainy texture that creates a satin sheen when mixed with oils. This sticky consistency makes it challenging to pull across thin layers wet-on-wet, though the colour blending proves very effective. While it produces well-defined marks when scratched into, the medium is initially less responsive to solvent reduction techniques, particularly when attempting to cut back to lower layers or create precise marks. These effects can be achieved through repeated use of solvent or by allowing the solvent to sit longer on the surface. The final unifying layer felt stiff, which resulted in some unintended colour mixing. The paintings were dry to the touch within 24 hours.


Michael Harding beeswax paste


Made from: Pure bleached beeswax, linseed stand oil and turpentine. As this medium does not contain resin, it will not achieve the same hardening characteristics of true cold wax mediums


Availability: UK-based company and product is widely available internationally


Smell: Strong smell of turpentine and linseed


Colour: Yellow, transparent


Mix used: 10 per cent


Observations


This medium adds some body to the oil paints while maintaining a slick, glossy consistency, unlike cold wax mediums which notably stiffen and thicken the paint. Its wet nature makes it challenging to apply thin layers wet-on-wet while preserving colour integrity, though it excels at producing beautiful, vibrant colour blends. When scratched into, the paint tends to creep back into the marks rather than maintaining crisp definitions, though it responds well to solvent reduction techniques.


The slick quality of the medium led to unwanted blending with the unifying layer. Paintings remained wet for a lengthy period of time, so the medium did not speed up the drying process. Users should note its strong odour, which can become overwhelming during extended use. While the medium creates striking colour blends that may prove valuable in other applications, it lacks the thick consistency needed for the techniques presented in this book.


Michael Harding Miracle Medium™ beeswax paste


Made from: Miracle Medium™, bleached beeswax, linseed stand oil


Availability: UK-based company and product is widely available internationally


Smell: Odourless


Colour: White, transparent


Mix used: 10 per cent


Observations:


Michael Harding’s new product replaces traditional solvents with their plant-based Miracle Medium™ offering a safer and more environmentally friendly alternative to their standard beeswax paste. In this experiment, it largely mirrors the properties of their traditional beeswax paste, with one notable difference: during the unifying layer stage, the medium not only tends to over-blend, but also develops a sticky, stringy consistency. Like its predecessor, however, this medium lacks the thick body necessary for executing the techniques presented in this book.


Williamsburg® wax medium


Made from: Bleached beeswax, linseed stand oil, damar resin


Availability: Owned by Golden, a US-based company and is widely available internationally


Smell: Smells of linseed oil


Colour: Yellow, transparent


Mix used: 20 per cent


Observations:


This medium adds body to oil paints and has a slick, glossy, and grainy texture. While it allows for easy application of thin layers of paint, it presents challenges with over-blending, which leads to the reduction in light and dark tones. The medium’s consistency fails to maintain defined marks when scratched into, and solvent reduction techniques removed too much paint and failed to create the crisp marks usually associated with solvent splashes. Its slick properties caused further issues during the unifying layer stage, resulting in uncontrolled blending. Paintings remained wet for a significant period. Given these characteristics, the medium lacks the necessary consistency for successfully executing the techniques presented in this book.
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The stiffer cold wax mediums proved to be the most effective for layering wet-on-wet, blending, mark-making, solvent reduction, and glazing techniques discussed in this book. The top row (left to right) features Gamblin, Jackson’s, and Dorland’ss, while the bottom row (left to right) includes Zest-it, Michael Harding Miracle Medium beeswax, and Williamsburg.














MAKING YOUR OWN COLD WAX MEDIUM


If you are feeling adventurous and want to create your own cold wax medium, the process is relatively simple, though it does require some basic equipment, such as an electric hotplate. Making your own cold wax can be both fun and rewarding, offering the opportunity to customise the medium to suit your specific needs. My preferred recipe is adapted from Cold Wax Medium: Techniques, Concepts & Conversations (Crowell & McLaughlin, 2016, page 46). To create your own cold wax medium, you will need the following materials:




• 11-parts bleached or unbleached beeswax – I recommend buying beeswax pellets rather than the blocks, as this is much easier to measure and melts more quickly.


• 1-part damar resin crystals – To help with measuring and to speed up melting, put your damar resin in a plastic bag and use a hammer to crush the crystals into smaller chunks.


• 12-parts odourless solvent – Be careful when handling solvents; use gloves and be sure to wipe up spills immediately.





As with the original recipe, I have found that the easiest way to measure these ingredients is by using a small, clean tin or ramekin, filling it according to the specified measurement. This method ensures accurate measurements, while keeping things simple and, in my experience, reduces mess compared to using scales. You will also need the following:




• a hotplate


• a metal pan preferably with a pouring lip


• a clean tin or ramekin for measurement


• wooden spoons


• funnels


• clean metal tins or jars for storage


• cheesecloth for filtering


• a flat work surface covered with oilcloth to prevent damage.
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Buy beeswax pellets instead of blocks, as they are easier to measure and melt more quickly. Using pellets also saves you the time and effort of cutting or grating blocks. Once you have melted the damar resin, add the pellets to the mixture and stir continuously. This will help the beeswax dissolve evenly and mix in with the resin.
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Be patient, as beeswax can take a little time to fully melt. Stir the resin and beeswax mixture continuously with a wooden spoon to ensure it melts evenly. If the mixture begins to smoke, immediately remove it from the heat and lower the temperature. Always work in a well-ventilated area to maintain proper airflow and minimise any health risks.
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While the mixture is still liquid, carefully pour it into clean metal tins or glass jars for storage, using a funnel to avoid spills. Allow the cold wax to cool completely before sealing the containers with lids. Make sure to label each jar or tin with the ingredients and date of preparation for future reference, ensuring easy identification when needed.









Instructions


1. Heat the damar resin: Begin by placing the crushed damar resin crystals into a metal pan on the hotplate. Damar resin requires a higher temperature to melt than beeswax, so once it has liquefied, reduce the heat slightly.


2. Filter the resin: Damar is a plant-based resin and unfiltered crystals may contain plant or insect residue. You can melt the resin and filter it using cheesecloth before adding the beeswax to avoid any impurities in your wax mixture. You will need to work quickly as the resin will become sticky and will quickly harden as soon as you take it off the heat.


3. Add the beeswax: Once the damar has melted, add the beeswax, and continue to heat until it fully liquefies. If at any point the mixture begins to smoke, remove it from the heat and lower the temperature. Ensure your workspace is well ventilated.


4. Add the solvent: Once the beeswax and resin have melted, remove the pan from the hotplate and turn off the heat. Slowly pour in the solvent, stirring constantly to combine.


5. Decant the mixture: Whilst the mixture is still liquid, carefully (as it will be hot) decant it into metal tins or glass jars for storage. A funnel can help with this. Allow the cold wax to cool completely before sealing the containers with lids and labelling them with the ingredients for future reference.


6. Clean tools: Be sure to clean your pan and utensils with solvent before the wax hardens, as it can be difficult to remove once set.





PAINTING TOOLS


In this section, we cover the essential tools for working with oils and cold wax, each playing a vital role in the painting process. These tools offer versatility in mixing, applying, and manipulating paint, helping you achieve a wide range of textures and effects.


Silicon squeegee (also known as a blade)


The squeegee originated as a baking utensil for scraping mixture out of a bowl and has now become the go-to tool for artists who use oils and cold wax. It is used to apply thin layers of paint, for blending, as well as for mark-making and comes in a range of sizes. I find that the 6-inch squeegee is just the right size and does not place too much strain on my hands. I will also use a smaller squeegee when I am working on details as it allows me to blend in more intricate areas without disturbing paint in the surrounding area. There are a range of tools available made from silicon, both art tools and cookery tools, some being more flexible than others so it is worth experimenting to see what effects you can achieve with these tools.
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These tools provide flexibility for mixing, applying, and manipulating paint, allowing you to achieve diverse textures and effects. From baking tools and fan brushes to brush combs and barbecue sticks, each plays a vital role in the oil and cold wax painting process. Designed for specific tasks, they enhance mark-making and application techniques, expanding the creative possibilities in your work.








Brushes


My approach to mark-making, solvent application, and blending relies primarily on brushes, each selected for its specific qualities and purpose. For broad strokes and solvent application, a basic household paintbrush serves well, while a large mottler or mop brush excels at bold, sweeping marks across expansive areas. The varying bristle qualities, from soft to stiff, produce a range of textural effects, from feathery strokes to bold, dramatic marks.


Blending demands more specialised tools: a soft synthetic fan brush is ideal for subtle colour transitions, while a synthetic flat brush handles larger areas effectively. For detailed work, fine brushes such as riggers or long-haired liners create flowing, delicate lines that add movement and fluidity to the composition. A medium flat brush offers a contrasting option, producing squared or angular edges that complement the softer lines, creating dynamic visual tension in a painting.


Palette knives


Palette knives are incredibly versatile tools used not only for mixing and applying paint, but also for creating a wide variety of marks and textures. Their primary function is to mix paint, but they can also be used directly on the surface to apply the paint, scrape away areas of the painting, or create impasto effects. Having a selection of palette knives in different shapes and sizes is essential for achieving a broad range of marks in your work.


Brayers and rollers


Brayers and rollers are invaluable for various painting techniques, from blending and paint application to mark-making and for embedding materials. The choice between soft and hard rollers significantly impacts their effectiveness: soft brayers are good for working paint into scratched and textured areas, conforming to surface irregularities to ensure even coverage. In contrast, hard rubber brayers tend to skip over these textured areas, though they can create interesting effects.


These tools come in a range of sizes, from small handheld rollers perfect for detailed work to larger versions ideal for covering expansive areas. The width of the roller affects not only the scale of marks possible, but also the pressure distribution across the surface. Smaller brayers offer more precise control for intricate patterns and textures, while larger ones facilitate uniform blending across broader areas. When selecting a brayer, consider both the scale of your work and the specific techniques you plan to use them for, as the right size can significantly impact the effectiveness of your process.


Other mark-making tools


There are many tools available for creating a wide range of mark-making possibilities, some of which you can easily find in your kitchen. Barbecue sticks and forks are all readily accessible and perfect for making unique marks. If you are looking to expand your tool collection, one of my earlier discoveries was a brush comb, which now features regularly in my work. Another valuable addition are the Princeton Catalyst contour tools, available in various shapes and edges. These tools are rigid enough to scratch back into your painting or scrape off layers of paint, offering great versatility for texture and detail.


Palettes


When it comes to mixing paints, having the right surface is essential. While traditional wooden palettes have long been favoured by artists, today there are many alternatives to choose from. Disposable paper palettes, often made from wax-coated paper, offer the convenience of easy clean-up. Alternatively, freezer paper or greaseproof paper can serve as an affordable and accessible option. Glass palettes have become increasingly popular due to their smooth surface and ease of cleaning. Although you can purchase dedicated glass palettes from art suppliers, a more budget-friendly alternative is to use a glass place mat, available at most kitchenware stores. For artists who need a larger mixing surface, a glass table protector can make an excellent, cost-effective choice.





COLOURS


Oil paints are renowned for their rich, buttery texture and come in an extensive range of colours. With so many options available, the selection can quickly become overwhelming and expensive. To simplify things, I recommend starting with a few essential colours before deciding on whether to expand your range. These include both warm and cool versions of the primary colours, some opaque and some transparent, providing versatility for mixing and creating a wide range of colours. They are:




• Titanium white


• Cerulean blue


• Ultramarine blue


• Alizarin crimson


• Cadmium red (or Scarlet)


• Cadmium yellow deep (or Indian yellow)


•Lemon yellow





Whenever possible, opt for artist-quality paints over student-grade ones. Artist-quality paints contain a higher concentration of pigment, meaning you will need less paint to achieve the desired intensity and coverage. While the initial cost is higher, this investment pays off in the long run by achieving more vibrant, lasting results while generally using less paint overall.


Water-mixable oils


Water-mixable oils are a type of oil paint that have been modified to allow the use of water instead of traditional solvents for both thinning the paint and cleaning brushes. Many artists prefer these paints, especially those who are sensitive to solvents. However, when incorporating cold wax into your painting process, the benefits of using water-mixable oils are diminished. This is because cold wax contains solvents, and the wax itself is not water-soluble. As a result, cleaning your tools becomes more challenging, requiring solvents or an excessive amount of soap. If you already use water-mixable oils, there is no reason for you not to use them with cold wax, but keep in mind that you will not be able to thin your paint with water as you typically would.
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When selecting oils, opt for artist-quality paints such as Michael Harding, Sennelier, Wallace Seymour, Jackson’s, and Gamblin. These paints have a higher pigment concentration, meaning you need less to achieve the desired intensity and coverage. While the initial cost is higher, they yield more vibrant, lasting results and require less paint compared to student-grade options.








Oil sticks, oil bars and Pigment Sticks®



Oil sticks, oil bars and Pigment Sticks® are oil paints in a solid form, offering a unique way to apply pigment directly to the surface of your painting. I find them particularly useful for making initial marks and for adding colour to the dry surface of a painting, as they provide the freedom to create bold, expressive strokes. They can also be used creatively for making transfer papers, which are discussed in Chapter 7.


I am especially fond of R&F Pigment Sticks®, which come in a wide range of colours and levels of transparency. R&F describe them as ‘lipstick soft’, which is a fitting description, as they do glide effortlessly over the surface of a painting. These sticks differ from other brands such as Winsor & Newton or Sennelier, which are stiffer and have more of a crayon-like texture. If you are new to these products, I recommend trying sample packs first, as this allows you to experiment and decide if they suit your practice before making an investment.
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The primary difference between these products is their composition. Sennelier and Winsor & Newton oil bars contain mineral wax mixed with oil, while R&F Pigment Sticks® use beeswax, resulting in a softer, more malleable consistency. These sticks typically form a thick skin as they dry, which must be peeled away to access the softer paint underneath.








Dry pigments


Dry pigments are the colours which form the foundation of all paints and offer artists opportunities to incorporate colour in their work beyond pre-mixed paints. While traditionally used by artists who created their own paints, dry pigments have found a place in mixed-media work.


When building your pigment collection, start with a few vibrant colours which complement your palette. These concentrated colours can be sprinkled directly into a wet painting for brilliant pops of colour, mixed with cold wax to create a coloured paste, or used to create transfer papers (see Chapter 7). While pigments offer extraordinary creative potential, they do require careful handling. Store them in secure containers, work in a well-ventilated space, and consider wearing a mask when handling loose pigments.





TAPES


If you are working on paper, artist-quality masking tape is essential. It not only secures your paper to a surface for easier handling and painting, but it also creates crisp white borders which frame your work beautifully. Masking tapes vary in price, with some unnecessarily packaged in plastic containers. Good masking tape should be tacky enough to prevent oil paint seepage, but not so sticky that it damages your paper. If you find that your tape is too sticky, you can press it onto your jeans first to reduce tackiness.





SOLVENTS


Solvents are essential to my studio practice, serving not only as a tool for cleaning, but also as a key element in my painting process. I often use them for reduction techniques – brushing, pouring, or splashing solvent – which allows me to manipulate the paint dynamically, pushing and pulling it across the surface until the composition naturally reveals its direction. This process enables me to experiment with textures and layers, bringing depth and movement to my paintings.


When selecting a solvent, it is important to consider factors such as odour, flashpoints, and chemical composition. Odourless solvents are a popular choice for minimising unpleasant smells, but even these can release harmful vapours. Proper ventilation is essential, regardless of the solvent used. Additionally, while some solvents are marketed as environmentally friendly, they may still cause adverse reactions in certain individuals. Testing different options is key to finding what works best for you and your environment.


For my studio and workshops, I use Gamblin’s odourless solvent, Gamsol, which is one of the safest options available. Another effective choice is Shellsol T, a low-odour solvent with a slight earthy smell. Both work well for the solvent reduction techniques described in this book. For those seeking natural alternatives, lavender spike serves as a substitute for turpentine and mineral spirits, although its scent can be overpowering, especially for artists using it frequently. An odourless, plant-based alternative to solvent is Michael Harding’s Miracle Medium™, which provides a safer, eco-friendly option for studio use.
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In my workshops and studio, I use Gamblin’s Gamsol. For a solvent-free option, Michael Harding’s Miracle Medium offers a low-toxic, plant-based alternative. To clean my brushes, I use a brush washer, which allows you to suspend brushes without damage and features a lid to minimise fumes when not in use.
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