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Jackson’s is home to literally thousands of paints, brushes, easels and surfaces, so if you’re looking 
to shop there are three methods to choose from:

1. Via one of our catalogues 
We have separate catalogues for oil, acrylic, watercolour and pastel, making it easier to locate 
the materials you’re looking for. If you have any questions feel free to call us up and our sales team 
will be more than happy to assist. You can place your order there and then or fill out the order 
form at the back to post to us.

2. Online at jacksonsart.com

3. In person at one of our stores 
Our shops are in Fulham and Dalston (please phone ahead if you’re after something in particular).
You can also visit our sales counter in Gloucester, where we keep the majority of our stock, and 
where we also run the occasional painting workshop.

H O W  T O  O R D E R

V I S I T  O U R  W E B S I T E

F O L L O W  U S

If you enjoy our articles here then why not head over to the Jackson’s Art Blog? Here you’ll find 
longer versions of a number of the articles in this guide, as well as more interviews, product reviews, 
inspiration, exhibition news, and information on our latest art competitions. The blog has been 
growing for the past 6 years and is integral to the Jackson’s ethos; to inspire, advise and encourage 
the act of making while supplying the best tools for the job (at the best possible prices, naturally).

jacksonsart.com/blog

V I S I T  O U R  B L O G

V I S I T  O U R  S H O P S
Why not visit one of our shops? Please note that not all of our products are available at every 
location. If you are looking for something in particular we suggest phoning ahead of your visit, so that 
we can check it is in stock or order it in for you. 

DALSTON  
1 Farleigh Place, Dalston, London N16 7SX, 020 3772 0132  
Monday-Friday 9–5:30 / Saturday 10–6
 
FULHAM  
Arch 66 Station Approach, London SW6 3UH, 020 7384 3055  
Monday–Friday 9–5:30 / Saturday 9–5
 
GLOUCESTER  
Unit J, The Aquarius Centre, Edison Close, Quedgeley, Gloucester GL2 2FN, 01452 226378  
Monday–Friday 9–5:30 / Saturday 10-3

We’re also on Facebook, Instagram, Pinterest, Twitter, 
YouTube and Google+, sharing ideas, hints and tips.

Jackson’s Art Supplies is proudly run by a team of artists. Whether you call us up, visit one of 
our stores, read an article or admire one of our snaps on social media... every aspect of our work is 
provided by someone who loves making art as much as you do. This guide is an opportunity for us 
to share some of our knowledge and showcase some of our favourite art materials. If you have any 
suggestions of future articles, new products, or any other feedback, please get in touch!  
customerservices@jacksonsart.co.uk

J A C K S O N S A R T . C O M
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Welcome to the new 
Jackson’s Materials Guide. 
Far from being ‘just another 
art materials catalogue’, 
we’ve brought together a 
compendium of features, 
articles and reviews that 
we hope will serve to both 
inspire and inform you.

In this issue you’ll learn about 
ambitious Isabelle Roelofs 
(page 10-11), descendent of a 
family of paint makers and the 
founder of world-class Isaro 
Paints, while on pages 42-43 
Award Winning Watercolourist 
Zoe Elizabeth Norman explains 
why Isaro Watercolours 
complement her usual 
Sennelier and Winsor &Newton 
paints. On pages 30-33 our 
acrylic paint expert Julie Caves 
explains the secrets behind the 
current trend of pour painting 
techniques, and if you’ve 
never been entirely sure of 
the difference between acrylic 
gouache and designer gouache 
— we have the answer, over on 
page 34.

Have you ever wondered what 
actually sets professional 
oils apart from the rest? On 
page 16-21 we explain the 
differences, putting in basic 
terms why it really pays to 
invest in quality.

Alongside our features you’ll 
find guides to oil, acrylic, 
watercolour and pastel — 
giving you all the answers 
you need to help you take the 
plunge and try a new medium.

Jackson’s Competitions   
Ordering Information
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Oil Colour
Oil paints have a richness that is 
unparalleled. Finely ground pigments 
are carefully milled into a drying oil, 
usually linseed but sometimes, if it's 
a pale colour, safflower or walnut oil. 
Different pigments have different 
particle sizes and absorbency, 
which means that some paints end 
up being more saturated, thicker 
or with a greater staining capacity 
than others. Oil paint is slow drying 
which means colour can be blended 
on the support, as in a sky painted 
by Constable. The ability to move 

Acrylic Colour
Acrylic is the youngest out of the 
main fine art paint mediums, having 
been developed in the 1960s. Made 
from pigment suspended in acrylic 
resin, it changed the face of fine 
art painting forever. Resins can be 
formulated to different degrees of 
fluidity, which explains the many 
different varieties of acrylic paint 
available. As with the majority of 
acrylic mediums, most resins when 
wet have a milky appearance that 
turns clear as it dries. This causes 

and lift colour with a rag can lend the 
painting process an almost sculptural 
quality, an example of this is 
'Impression, Sunrise' (1873) by Claude 
Monet, where traces of lifted colour 
remain and exist alongside thicker 
applications of paint. Rubenesque 
flesh tones can be created with 
layers of delicate glazes. 

Buttery impasto effects can be built 
up thickly to create rich colour and 
texture, effects that may bring Van 
Gogh's 'Starry Night' to mind.  Paints 

are thinned and brushes cleaned 
with the use of artist solvents such 
as turpentine or Zest-It. Drying 
times can be sped up with the use 
of alkyd mediums or driers so you 
really don't have to wait around 
if you need to quickly capture the 
likeness of your sitter or the first 
light on the hills. Water-mixable oils 
get around the problem of needing 
solvents, while oil sticks allow you to 
draw straight on to canvas with pure 
colour and discover a direct, tactile 
and expressive way of working.

a colour shift; as the paints dry the 
milkiness disappears and the paints 
appear darker. Some painters who 
are looking to match a previously 
used colour mix find which is why 
acrylic makers are keen to develop 
a completely clear acrylic binder. 
However for versatility it’s hard to 
beat. No other kind of paint offers 
as much room for customisation 
 — there are gels, pastes and fluid 
mediums that allow you to alter 
sheen, drying times, transparency, 

and texture  — and it’s also possible 
to combine mediums and paint 
ranges to give your paint the exact 
qualities you’re looking for.  

Acrylic is great for mixed media 
artists as it creates a stable 
ground for almost all wet and dry 
media. With no solvents required 
for painting or clean-up, it’s a 
convenient choice for those painting 
at home. 

W H I C H  P A I N T  I S  B E S T  F O R  Y O U ?
E A C H  P A I N T  M E D I U M  H A S  I T S  O W N  U N I Q U E  S E T  O F  Q U A L I T I E S
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Watercolour
Watercolours are made from 
pigment, gum arabic and distilled 
water which evaporates as the 
paint dries to leave pure colour 
and its glossy binder. It is most 
commonly applied to paper. 

Its potential for dynamism 
is often underestimated, 
however, watercolour’s vibrant 
transparency is recognised as 
its greatest charm. It is fast 
drying yet re-wettable. Because 
the paints are small and easily 

Pastels
Soft Pastels are essentially 
pigment mixed with a clay binder 
which makes it the most immediate 
way of working with colour. No 
mediums or tools are needed, just 
an abrasive surface that catches 
the pigment as you push the colour 
across its surface. 

Working with pastels requires 
blending colours on to the surface 
of your work. Although some artists 
feel unfamiliar with not mixing 
colours on a palette it all adds 

transportable, it is the medium of 
choice for many beginners. 

Watercolour paint is available 
in solid pans as well as in tubes, 
which makes it the easiest paint 
to take abroad. There are no 
big easels to consider, nor is it 
essential to think about mediums, 
materials or heady fumes.

Watercolour is often described as 
the simpliest paint to work with, 
but it is also considered the most 
difficult to master; with this in mind 

to the immediacy of the medium. 
Fine detail can be tricky unless 
you employ a few pastel pencils 
but the real beauty of pastels is 
the resonant pure colour that sits 
unadulterated on the surface of your 
painting. Pastels can create dust as 
you work and many artists like to 
ensure the dust falls away from the 
work in progress by tilting it forward 
during the painting process. Finished 
work is best preserved under glass 
and fixatives, which although have a 

tendency to darken colours slightly, 
can also be used to keep colour in 
its place.

it’s easy to see why so many painters 
are beguiled by its many charms.
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Lustrous and versatile, oil paint has appealed to artists since the Middle Ages. 
Painters from Jan Van Eyck to Gerhard Richter have been drawn to its rich 
sheen and vibrant colour.  Many oil paint recipes used by the world's finest 
paint-makers have hardly changed for hundreds of years, because there's no 
need — colour simply cannot appear any richer or more beautiful.

Traditional oil paints are made using finely ground pigment particles 
suspended in drying oils, usually linseed but sometimes pale colours are 
mixed with poppy, safflower or walnut. The buttery consistency can be made 
more fluid by whipping the paint up with a palette knife once it has been 
squeezed from the tube. Transparency, sheen, drying times and thickness 
can all be altered by adding mediums, available pre-mixed or made using 
drying oils and solvents.

Water-mixable oil paints offer the charm of traditional oils with the added 
advantage of not requiring solvent. Water-mixable oils can be a little more 
stringy or fluid than regular oils, but for many the advantages vastly outweigh 
the disadvantages  — no need for the heady fumes of solvents, and a much 

Oils can be extended with drying oils and thinned with solvent. The drying 
process is different to other paints; acrylics and watercolours dry as their 
water content evaporates into the atmosphere, while the oil in oil paint 
reacts with air causing it to solidify — this process is called oxidisation. In 
the meantime any solvent that may have been added to thin the paint by the 
artist evaporates. While the evaporation of the solvent doesn’t take very 
long at all, the oxidisation process is very slow and never really stops. As oil 
paint oxidises, it also contracts. If anything that dries faster is put on top of 
not-sufficiently-dry oil paint it is likely to crack. This explains why oils can only 
be painted over acrylics but never the other way around, and why oils should 
always be painted fat over lean. The more oil (or fat) in the paint the slower 
the drying time, so always put the paint with more oil over the top of paint 
that has less oil in it, as the latter takes less time to dry and this technique will 
prevent cracking.

What makes oil paint so 
special?

What is the difference 
between traditional oils, 
water-mixable oils, alkyd oils 
and oil sticks?

How oil paints dry and the 
fat over lean rule

G U I D E

O I L  P A I N T
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All brands of oil colour are intermixable. To help differentiate between brands 
we classify traditional oil paints as being ‘Professional’, ‘Artist’ or ‘Student’ 
quality, with a couple of exceptions that straddle these classifications. Price 
and the name of the range usually indicate the paint’s quality.

Professional paints pack in as much pigment into the oil as possible. 
Pigments are ground to a precise particle size that optimises the visual 
qualities of the colour, and then milled carefully into the drying oil binder. 
Occasionally the pigment will later sweat out some of the excess oil it has 
already absorbed, this can cause the appearance of separation between 
the binder and the pigment at a later date (this can be rectified by stirring 
the contents of a separated oil paint tube with a straightened paper clip). 
This allows the unique characteristics of the pigments to have a greater 
influence on the behaviour of the paint — properties such as sheen, 
transparency, tinting and staining capacity. These vary from colour to 
colour and contribute to the dynamism that can be achieved on your canvas. 
Professional paints comprise a greater number of single pigment colours. As 
a result colours look purer, more luminous and are easier to create vibrant 
mixes with. 

Artist quality paints have a little less pigment in the mix and often a few 
other minor additional ingredients, such as fillers but are usually made 
using very similar processes to professional paint. The characteristics 
of each pigment are maintained but with less intensity than in the 
professional paints.  

Student quality paints have less pigment in them in order to keep 
production costs down, and may have added fillers to make the paints 
more uniform in tinting strength, viscosity and covering power. Driers are 
often added to slow drying pigments so that all colours dry at the same 
rate — the differing drying times of colours in professional and artist 
ranges can be a surprise for painters that have upgraded from student 
paints. Combinations of less expensive pigments are sometimes blended 
to replace the most expensive single pigment colours (these have the word 
‘hue’ in their colour name). Colours may appear more chalky than artist 
and professional colours, and the choice is sometimes more limited and 
conventional. However, the affordability of student grade paints makes them 
a popular choice for painters who are new to oils as well as those who need 
to stick to a budget.

Which oils should I use?

safer and easier clean-up operation with soap and water. Special water-
mixable oil painting mediums are also available. It’s possible to mix water-
mixable oils with regular oils but in doing so they lose their water-solubility.

Alkyd oil paints contain the same alkyd resin used in painting mediums to 
speed drying; a godsend for painters who have little time to spare.

Oil bars are also known as pigment sticks and are a mixture of pigment, oil and 
wax. Use them to draw straight onto canvas - a direct, tactile and expressive 
way of working. Marks can be thinned or made more fluid with solvent and oils, 
just like regular oil paints.
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There are more oil paint mediums on the market today than ever, giving you 
the opportunity to work with paint that has the exact qualities that you're 
after. Here's what you can do with your paint:  
 
Increase transparency  
All mediums extend colour and therefore increase transparency. If you're 
looking to keep the drying times nice and slow to allow for blending, add a 
little oil (a drying oil such as linseed, stand, poppy, walnut or safflower oil.) 
The more medium you add and the thicker you apply the paint the longer the 
drying time, which can be anything from overnight to months. If it's too thick 
there's a risk of the top layer wrinkling, caused by the paint on the surface 
contracting at a faster rate than what's underneath. Linseed oil is amber 
coloured and pourable like double cream. Stand oil is linseed that has been 
thickened through a special heating process, and is particularly treacle-like 
in colour and consistency. It's very useful in glaze mediums. All varieties of 
linseed oil will give a yellow tint to pale mixes. Poppy and Safflower oils are 
both much paler than linseed oils and are often added to pale colours as they 
hardly tint colour at all, but they do tend to take longer to dry. Walnut is also 
used with paler colours and is faster drying than poppy or safflower. It dries 
with a more flexible paint film which means it's great to use if you are layering 
colours. Alkyd resin mediums, such as Liquin or Jackson's Fast Drying Oil 
Painting Medium will speed drying. Glaze mediums are specially formulated 
to increase transparency and gloss for glazes that layer beautifully.  Solvents 
such as turpentine or Zest It dilute rather than extend paint, so add a little of 
either to your medium to stop your paint becoming too gloopy and to speed 
drying. Household white spirit is too abrasive, can kill the vibrancy of paint and 
is not recommended for oil paint mediums. Remember too that some colours 
are naturally more transparent than others and that nearly all colour charts 
will specify the transparency of each colour in their range. 
 
Alter sheen  
When used neat, oils usually dry with a subtle velvet sheen. Adding one 
of the drying oils or an alkyd medium such as Jackson's Fast Drying Oil 
Painting Medium will add a gloss finish. For high gloss glazes try adding a 
small quantity of dammar or retouching Varnish to your medium, or try our 
pre-mixed Jackson's Glaze Medium. Beeswax mediums will make gloss paints 
more matt. Adding a little more artist solvent to mediums will also help to 
bring down the shininess! 
 
Alter drying time  
Drying oils (linseed, stand, walnut, poppy, safflower) will slow drying times, while 
alkyd mediums (Liquin, Galkyd mediums and any fast drying oil painting mediums), 
artist solvent (turpentine, Zest It, Shellsol, Gamsol, Sansodor, oil of spike lavender) 
and driers such as cobalt (found in siccative) will speed drying. Many oil painting 
mediums available are made of solvent, oil and resin and are designed to subtly 
increase gloss, give a workable consistency and dry faster than neat oil paint. It's 
possible to alter pre-mixed mediums — reduce the sheen and speed drying times 
by adding a few more drops of solvent, or increase the gloss by adding a bit more 
oil. You can also make your own mediums by combining drying oils with solvents. A 
couple of drops of siccative, or dammar or retouching varnish, will speed drying and 
increase gloss when added to painting mediums. Siccative should only be added in 
very small quantities (10% of the paint mixture) to ensure that the paint doesn't dry 
so fast that it cracks, and it's best to avoid mixing so much solvent into your paint 
that it forms the majority of the overall recipe — this is because it breaks the paint 
down and very diluted layers of oil paint are much more fragile.

Adding Mediums
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Thicken or thin the paint 

Make your oils pourable by adding linseed oil and solvent in near equal 
measure (a touch more oil than solvent). If you want your oil paint to have a 
treacle texture and gloss try adding stand oil. Liquin Impasto or beeswax 
based mediums will thicken the paint even further without layers wrinkling or 
taking a lifetime to dry. To learn more about how to thicken or thin your paint 
it pays to try a little bit of this and a little bit of that — add a little solvent, a 
little oil, try more or less paint in the mix… so long as you stick to the 'fat over 
lean' rule (always apply mixtures with more oil in them on top) you can't really 
go wrong.   
Varnish 

Solvent based varnishes will alter sheen and protect oil paintings. Varnish is 
made of natural or synthetic resin crystals dissolved in solvent. There are two 
main types of varnish.  
Retouching varnish  

For touch dry paintings or to be added to glaze mediums. It is more diluted 
and forms a thinner layer than picture varnish. It is fast drying and will 
temporarily unify the sheen of your picture.   
Picture varnish  

This is for fully dry paintings (depending on the thickness of the paint, the 
support the paint's applied to and the atmosphere it can take anything from a 
week to a number of years for a painting to be sufficiently dry for varnishing). 
Contains more resin and when dry forms a much less porous and inflexible 
layer. Picture varnish is naturally gloss — matting agents or beeswax are 
added to make matte picture varnish. Spray varnishes are available for thin 
coats, otherwise varnish is best applied with a brush.

V I S I T  J A C K S O N S A R T . C O M  T O  V I E W 
A L L  P R O D U C T S

Brands including Winsor & Newton, M. Graham, Michael 
Harding, Rembrandt and many more.
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Isabelle Roelofs is a highly 
skilled paint maker who comes 
from a long line of colourmen 
and artists. Based in Belgium, 
she has been utilizing her 
family’s extensive knowledge 
and expertise by making artist-
quality paints for over 10 years. 
In 2008, she launched her own 
brand of oil paints which she 
named Isaro (ISAbelle ROelofs) 
which have since received 
international acclaim. 

Art and painting were a big part 
of Isabelle Roelofs’ childhood. Her 
great-great-grandfather, Willem 
Roelofs, was a highly regarded 
painter — his works are currently 
held in collections and museums in 
the Netherlands, Belgium, France 
and Brazil. His son, Isabelle’s 
great-grandfather, Albert Roelofs, 
continued this tradition and 
developed a painting practice which 
led to him teaching painting to 
Crown Princess Juliana from the 
Netherlands. At the beginning of 
the 20th century, Albert founded a 
small factory with his friends, one 

of which was a chemist, where they 
began creating artist oil paints. 
Albert’s knowledge as a discerning 
artist stood him in good stead for 
making quality oil colours — his 
brand soon gained an enviable 
reputation amongst the members 
of the artistic community. Sadly, 
Albert died in 1920 at the age of 43, 
however the company continued 
until 1980 under the founding 
members and Albert’s son, Isabelle’s 
grandfather. Even though Isabelle’s 
father helped her grandfather for 
a few years, her grandfather chose 
to sell the paint factory rather then 
move it to Belgium where his son 
(Isabelle’s father) then lived.

Isabelle decided she wanted to 
relaunch her family’s paint-making 
heritage and so founded Isaro after 
graduating from university. She 
began by examining and working 
with samples of colour made by 
her grandfather: while taking 
influence from his use of traditional 
materials and methods, she swapped 
unstable pigments for lightfast, 
modern alternatives including 

quinacridone, perylene, and phthalo. 
She also listened to the requests 
of professional painters, taking a 
lot of advice from the artist Fabien 
Petillion. Isabelle’s machinery was 
designed by her and her father to 
fulfil two purposes: to produce Isaro 
Paints at a constant, traditional and 
exceptional level, and to be adaptive 
to the careful adjustments that 
are made to optimise pigments in 
an artisanal, small scale company. 
Isabelle herself said, “Out of respect 
for artists, permanence is a key 
criterion. I only use pigments that 
have a score of 7 or 8 on the blue 
wood scale.” 

If you would like to find out about 
Isaro’s watercolour range, please go 
to pages 42-43. 

Isaro Oil Paints are available at jacksonsart.
com. Isaro Oil Paints 38ml are priced between 
£7.10 to £25.50 and 56ml are priced at £10.70. 

S U R R O U N D E D  B Y  C O L O U R : 
T H E  S T O R Y  O F  I S A B E L L E  R O E L O F S

I S A R O  O I L  C O L O U R

Albert Roelofs’ studio
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While most ranges of oil paint 
contain two or three whites, 
Gamblin produce ten: nine from 
their Artist Oil range plus one 
FastMatte White Alkyd Oil 
Paint.Giving us the opportunity 
to explore the different types 
of whites and to find out about 
their different qualities and 
why you might choose one white 
over another. 
1. Radiant White   
The brightest, coolest white in the 
Gamblin range — a “refrigerator 
white”. Possesses the same tinting 
strength and opacity as Titanium 
White. Bright and opaque, Titanium 
Dioxide is bound with safflower oil, the 
clearest oil binder, which also has the 
least tendency to yellow over time. 
>> Pigment: titanium Dioxide (PW 6) / 
Vehicle: safflower oil / Lightfastness I, 
Series 2, Opaque  
2. Titanium White  
Reflecting 97.5% of all available 
light, this most opaque white is the 

perfect choice for “direct painting.” 
Monet would have loved it because 
he wanted his paintings to look soft, 
like velvet. The covering power of 
Titanium White is useful for creating 
opaque layers, but Titanium-Zinc 
White is preferable for colour mixing. 
>> Pigment: titanium dioxide (PW 6) 
/ Vehicle: alkali refined linseed oil / 
Lightfastness I, Series 1, Opaque 
 
3. Titanium-Zinc White 
 
The most useful all-purpose white. 
An excellent mixing white, Titanium-
Zinc combines the soft texture 
and opacity of Titanium with the 
creamy transparency of Zinc for less 
“chalky” mixtures.  
>> Pigment: titanium dioxide, 
zinc oxide (PW 6, PW 4) / Vehicle: 
safflower Oil / Lightfastness I, Series 
1, Opaque 
 
 
4. Quick Dry White 
 
This buttery white is useful for 
painters who want to set up their 
paintings quicker. Quick Dry White 

is not as fast drying as FastMatte 
Titanium White but it dries one day 
faster than Titanium White. It has a 
glossier surface than the FastMatte. 
>> Pigment: titanium dioxide (PW 6) 
/ Vehicle: alkali refined linseed oil / 
Lightfastness I, Series 1, Opaque 
 
5. FastMatte Titanium White 
 
The fast drying rate, low oil content, 
and matt surface quality makes this 
white ideal for underpainting. Using 
FastMatte Titanium White with 
traditional oil colours will speed up 
the drying of the resulting mixtures, 
based on the percentage used. 
>> Pigment: titanium dioxide / 
Vehicle: alkyd resin, refined linseed 
oil /Lightfastness I, Series 1, Opaque 
 
6. Flake White Replacement 
 
The first truly non-toxic alternative 
to Flake White (a lead-based paint). 
It’s the leanest of the Gamblin 
whites and a terrific underpainting 
white. Its beautiful opalescent 
quality is of special interest to 

C H O O S I N G  T H E  P E R F E C T  W H I T E
G A M B L I N  O I L  C O L O U R 
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portrait painters. Flake White 
Replacement has all the working 
properties of traditional Flake 
White: long ropey stroke, warm 
colour, translucency and short 
brush mark. Not only does the 
Flake White Replacement come 
without the lead but it also doesn’t 
suffer from the fast drying time 
of traditional formulations, that 
contributes to the cracking of oil 
paintings over time. 
>> Pigment: titanium dioxide (PW 6) 
/ Vehicle: alkali refined linseed oil / 
Lightfastness I, Series 1, Opaque 
 
7. Zinc White 
 
The most transparent white, Zinc is 
recommended for glazing, scumbling 
and alla prima painting. Compared 
with all other whites, Zinc White 
has less covering power. Zinc White 
dries slowly, so painters who want 
to paint wet into wet over a long 
time will find it useful. Because it’s 
brittle, painters should not consider 
it as a general painting white unless 
painting on panel. 
>> Pigment: zinc oxide (PW 4) / 

Vehicle: alkali refined linseed oil 
/ Lightfastness I, Series 1, Semi-
transparent 
 
8. Warm White 
 
Using a white that replicates the 
temperature of your light will create 
a consistent quality of light and 
colour harmony throughout your 
painting.  Warm White is perfect 
for painters working in warm light 
situations, such as painting at 
sunrise or sunset. Based on the 
Titanium Zinc White formula, it has a 
perfect balance of yellow and orange 
pigments to lighten and warm other 
colours, while maintaining their hue. 
>> Pigment: titanium dioxide, zinc 
oxide,arylide yellow, monoacetolone 
(PW 6, PY 75, PO 62, PW 4) / Vehicle: 
safflower oil / Lightfastness I, Series 
1, Opaque 
 
9. Cool White 
 
Perfect for painters working in cool 
light situations, such as painting 
under an overcast sky. Based on the 
Titanium Zinc White formula, it has 
a perfect balance of blue pigment to 

lighten and cool other colours, while 
maintaining their hue. 
>> Pigment: titanium dioxide, copper 
phthalocyanine, zinc oxide (PW 6, PB 
15:2, PW 4) / Vehicle: safflower oil / 
Lightfastness I, Series 1, Opaque 
 

10. Titanium Buff 
 
A light, yellow-grey made from 
a compound of titanium dioxide 
and iron oxide. Titanium Buff 
is actually quite dark but is 
an interesting mixing colour. 
This popular colour is useful in 
f igurative and landscape painting. 
>> Pigment: titanium dioxide (PW6) 
/ Vehicle: alkali refined linseed oil / 
Lightfastness I, Series 1, Opaque 

Gamblin Oil Colour are available at 

jacksonsart.com in 37ml tubes: £9.10-£29.50 

and 150ml tubes: £22.50

Gamblin whites mixed with a small portion of Crimson to test tinting strength. As expected Zinc White has the lowest tinting strength. The brushed 
paint over the Sharpie marker lines demonstrate the transparency of each. Zinc White is also the most transparent.
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Putting Gamblin’s whites  
to the test  
In order to scratch beneath 
Gamblin’s descriptions of their 10 
whites, Julie Caves conducted a 
series of tests on the whites. She 
tested for Drying Times, Tinting 
Strength/Opacity, Texture & Brush 
Feel, Whiteness and Yellowing Over 
Time. Below is an abridged version of 
her findings; for the full report head 
over to the jacksons.com/blog 
 
Drying times 

As expected, the whites that 
contain linseed oil, on the whole, 
dried faster than the whites that 
contain safflower oil. However Julie 
found two exceptions: Titanium 
White in fact has slower drying 
times than the safflower oil whites. 
The name ‘Quick Dry White’ refers 
to the fact that this Titanium White 
takes one less day to dry than 
regular Titanium White. Here are 
the whites listed from fastest to 
slowest drying. 

Faster Drying Whites (touch dry 
in 1 - 5 days): FastMatte, Titanium 
Buff, Zinc White, Warm White, 
Titanium- Zinc White. 

Slower Drying Whites (touch dry 
in 5+ days): Cool White, Flake White 
Replacement, Radiant White, Quick 
Dry White, Titanium White. 
 
Tinting strength/opacity  

To test the strength of the whites 
Julie mixed each with a small amount 
of Crimson. All the shades of pink 
that were created were similar with 
the exception of the translucent 
Zinc, which made a noticeably darker 
colour mix. Opacity was tested by 
painting each of the mixes over 
a couple of drawn Sharpie lines. 
The Zinc White mix was the most 
transparent, The Flake White 
Replacement and Titanium-Zinc 
White were a little transparent, while 
all the others were fully opaque. 
 
Texture/brush feel 
 
Julie found that FastMatte White is 
the stiffest, slightly gritty and chalky, 
while Flake White Replacement has 
more drag under the brush. Radiant 
White was the softest and creamiest. 
This means it contains more oil so it 
was also one of the most slow drying 
of the range. The other seven whites 
were all slight variations of a nice 
buttery feel. 
 

Temperature

Because of the natural tint of the 
oil, linseed oil whites were warmer 
than safflower oil whites, and may 
continue to yellow over time. The 
coolest and therefore brightest 
looking white was the Radiant White. 

Yellowing of whites over time

In a test conducted over three 
years, Julie found that the Radiant 
White appeared the most white at 
the end of the testing time period.

Flake White Replacement has a ‘sticky’ texture.
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T H E  C O L D  W A X  P H E N O M E N O N  A N D  G A K L Y D  L I T E

Gamblin Cold Wax Medium is a 
thick, white painting medium with 
the consistency of warm wax. The 
medium is made from naturally white 
beeswax combined with Gamblin’s 
odourless mineral spirit, Gamsol. It 
can be further thinned with Gamsol 
or combined with Galkyd or Galkyd 
Lite for greater paint flexibility.

The cold wax medium mixes nicely 
with oil paint, giving it a full, thick 
texture while only affecting the 
colour with a certain softness. 
The fullness of the paint allows 
for expressive impasto work. The 
surface of the dried paint will reach 
the consistency of a wax candle so if 
you’re using more than 1/3 medium 
to 2/3 paint, rigid supports are 
recommended to avoid cracking.

The medium also has the unique 
property of reducing sheen. It can 
be used as a matting agent by mixing 
it (up to 1/4) into another Gamblin 
oil painting medium like Galkyd Lite. 
To mix with fluid mediums, thin the 
cold wax medium with Gamsol until 

it becomes a wet paste and combine 
thoroughly. For thicker mediums like 
Galkyd Gel, simply blend it in with a 
palette knife.   
Gamblin Galkyd Lite has a thin, 
runny consistency — similar to more 
traditional mixed glazing mediums. It 
is composed of Gamblin Galkyd alkyd 
resin, and can be further thinned 
with their odourless mineral spirit, 
Gamsol. Compared to the regular 
Galkyd medium, Galkyd Lite feels 
less thick and resin-like and more 
like linseed oil. A similar product is 
Winsor & Newton Liquin Fine Detail.

When mixed with oils, Galkyd Lite 
increases fluidity, transparency, 
and gloss. A little can go a long 
way because of its strong thinning 
properties. The resin allows for 
clarity and creating a glossy lustre. 
These properties make it excellent 
as a glazing medium. Using small 
amounts will allows the retention of 
brush strokes.

This alkyd resin also dramatically 
reduces drying time. Thin layers will 

be touch-dry in 24 to 30 hours. This 
gives you the chance to quickly build 
up thin, transparent layers of paint 
— similar to traditional glazing.

The drying properties of the resin 
means Galkyd Lite could require 
some maintenance to make sure it 
doesn’t thicken or dry in the bottle. 
Make sure to keep the paper liner in 
the Gamblin bottle cap as this keeps 
the bottle airtight. Adding small 
amounts of Gamsol after each use 
maintains the medium’s consistency. 
Decanting only small amounts at a 
time will prevent a resin skin from 
forming over the pots.

 
For more information please go on our blog : 

jacksonsart.com/blog. 

G A M B L I N  M E D I U M S 
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M A K I N G
T H E  S E C R E T S  O F

O U R  O I L  P A I N T

Our expert paint-maker explains the difference 
between the manufacture of Jackson’s Professional 
Oil Paint and low end basic oil paint and emphasises 

the importance of investing in quality. 
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1. The pigment 
 
Jackson’s Professional Oils: As you 
might expect, our Professional Oil 
Paints use the ‘best in class’ in terms 
of available pigments. Many of the 
high-end pigments are exclusively 
used in a professional and artists’ 
context and will not be found in 
cheaper grades. The pigments are 
prepared for mixing, working to 
exacting and proven formulas.  
Basic oil paint: The paint-makers 
source the cheapest pigments 
available at that time, forgoing 
tests that ensure quality and 
colour appearance. They’ll replace 
a large proportion of the solid 
content with cheap and colourless 
pigments (called fillers) and a 
multitude of other ingredients. This 
reduces the amount of pigment in 
the tube and hence the cost but 
allows the paint to retain a paint 
structure. Sadly the result will lack 
intensity and have an unappealing 
opacity; not the opacity created by 
certain pigments’ characteristics 
but a pastel opacity that gives a 
greyness to the paint. 

2. The oil 

Jackson’s Professional Oils: We 
mix our pigments into the oil in 
a ‘colour shop’ with negative air 
pressure. This simply means we 
take steps to control the dust 
to make our factory a pleasant 
place to work and to ensure that 
all the beautiful pigment required 
goes into your paint and not into 
the air. We only use filtered and 
refined linseed oils that have been 
cleaned and prepared to suit the 
very particular needs of the highest 
quality pigments. These indigenous 
crops still colour fields blue with 
their pollen in the early summer 
(particularly in the South West of 
England) and are delivered to us 
from sustainable suppliers who use 
the same geographical locations 
and even particular farms that have 
supplied us for generations.  

Basic oil paint: The makers use a low 
cost, generic, pan-industry vegetable 
oil. This may mean that the oil has 
not been properly refined and may 
contain contaminants. It is likely to 
be straw coloured and is likely to 
yellow when drying.  
 

3. The mixing & milling 
 
Jackson’s Professional Oils: Take 
a triple roll mill…not any old mill…
but a dedicated artists’ colours 
mill that has been engineered with 
chilled cylinders and shaped rollers 
to ensure an optimum grind for 
each and every pigment. We will 
select either a machine with steel 
rolls or a granite mill to bring the 
best out of the ingredients and 
to avoid distressing some of the 
more temperamental colours. As a 
result tiny particles of pigment are 
suspended and equally dispersed 
in oil, at just the right proportions 
to allow light to bounce freely 
among the particles, releasing the 
greatest possible colour radiance. 
 
Basic oil paint: At the budget end 
of the industry there are far, far 
cheaper methods of manufacture, 
most notably; bead mills. This 
method dispenses with the high 
engineering and associated costs 
of the mill and replaces this stage 
of the process with a vessel 
containing the basic ingredients 
and thousands of porcelain beads. 
The beads agitate the pigment 
particles as the cylindrical vessel 
is turned over; essentially we could 
best describe it as a glorified 
tumble dryer. The action of the 
beads (which are filtered out and 
reused) does a ‘passable job’ to 
separate some of the particles 
in order to make an industrial or 
house paint. When used for an 
artists’ paint however, the result 
will lack colour intensity, will have 
varying levels of gloss and will 
contain pigment lumps that will 
reform over time providing a gritty 
and matt paint within a relatively 
short space of time. This is f ine 

if the artist is content with the 
weakness and poor quality, but 
even then is no good if the artist 
does not intend using the entire 
tube soon after running home with 
it from the shop! 
 

4. Rest the oils 
 
Jackson’s Professional Oils: 
Patience is a virtue. The middle 
period of the production process 
is immensely variable! Some 
pigments, like Alizarin Crimson 
are enormously thirsty. A small 
amount of pigment will absorb 
a large volume of oil. The result 
is that we need to give the paint 
time to absorb sufficient oil, not 
simply so as to wet the outside 
of the pigment particle, but to 
truly saturate the pigment itself. 
All of our pigments are beautiful 
and should be allowed to live up 
to their best. Some pigments will 
merrily absorb oil only to discover 
that they have misjudged their 
appetite and thereafter ‘sweat’ 
some of that oil back out. This 
phenomena can go to and fro 
for many days and weeks until 
an equilibrium is reached. Other 
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pigments are initially reticent to 
absorb the linseed, but with time 
they develop a taste for it, so after 
leaving the batch to stand for a 
period, additional oil can be added. 
This sweating and soaking stage on 
average generally takes.... as long 
as it takes! 
 
Basic oil paint: For cheap paint 
manufacture this stage is skipped 
over for the sake of saving time 
and minimising costs. The pigment 
is milled into the oil as a standard 
procedure and then put into tubes. 
All pigments are likely to be handled 
in exactly the same way, irrespective 
of their individual characteristics. 
 

5. Repeat milling 
 
Jackson’s Professional Oils: 
Depending on the pigment type 
and its readiness to separate out 
into individual pigment particles 
(as opposed to pigment lumps), the 
batch may pass through the mill 
again and again until we are happy 
that you will be happy!  
 

Basic oil paint: The paints do not 
undergo repeat milling. Instead they 
are put into tubes and put on the 
shop shelf. 
 
6. Test the paint 
 
Jackson’s Professional Oils: Before 
the paint is ready to be packaged it 
must be tested. We test for batch 
consistency in terms of viscosity, 
tack, flow, drying time, opacity, 
lightfastness, grind, structure 
and odour. Lightfastness and 
permanence have been long tested 
on these sets of ingredients.   
Basic oil paint: Minimal testing may 
be taken out to check permanence, 
but the testing is not likely to be 
thorough and give a comprehensive 
result.   
7. Packaging  
Jackson’s Professional Oils: Our 
tubes are hand filled and the genuine 
painted colour paint label is applied. 
Basic oil paint: Tubes are 
mechanically f illed and printed 
labels are applied. As a result air 

Pigment (Unbleached 
Titanium Dioxide)

Acid Refined Linseed 
Oil

2% - Magnesium 
Sterate

75%

23%

Blend of pigments

Vegetable Oil

Blanc Fixe

23%

40%

25%

4% - White Spirit 
2% - Driers 
2% - Silica 
2% - Thickening Agent 
1% - Tefion Wax 
1% - Recycled Turpentine

bubbles may appear and mean 
tubes are not properly filled, and 
the label may not give a clear 
indication of the colour you’ll f ind 
when you unscrew the lid! 
We hope it is apparent that the key 
to making the best possible paint 
involves a careful consideration of 
what we leave out as well as what 
we put into the paint. But what’s 
equally important is the necessary 
care and attention to detail in the 
manufacturing process itself. The 
difference in colour that we can 
achieve will amaze many artists.

The sales of our Jackson’s Oils are 
growing every year and we believe 
that this is a testament to the fact 
that serious artists can tell the 
difference when they apply colour to 
their chosen substrate. 

We are not suggesting that everyone 
goes out and buys professional 
brands of oils, but we do suggest that 
it pays to buy paint as good as your 
budget allows and certainly what is 
appropriate to your art. 

As the diagram illustrates, there 
is a world of difference between 
the ingredients ratios of Jackson’s 
Professional Oils and a basic paint 
(the kind of which we do not sell). 
Pigment concentration can be as 
little as 23% in a cheap oil paint. 

An ‘artist range’ of oils (a grade 
lower than ‘professional’) will have 
less colour pigment and added blanc 
(colourless) pigment, sometimes 
referred to as ‘filler’, and a slightly 
different ingredient list to make 
these ingredients work together. 
However they will still be made to 
the same exacting standards.  

As the quality of paint reduces so 
does the pigment concentration, 
while proportions of blanc 
pigment increases.  J A C K S O N ’ S  P R O F E S S I O N A L  O I L  P A I N T B A S I C  O I L  P A I N T

T H E  D I F F E R E N C E S  B E T W E E N  G R A D E S  O F  O I L  P A I N T

P R O F E S S I O N A L  O I L  V S .  B A S I C  O I L  P A I N T
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S O L V E N T  S A F E T Y  G U I D E
T A K E  C A R E  W I T H  O I L  P A I N T  S O L V E N T S

Solvents thin oil paints and clean 
brushes. There are lots to choose 
from, including those intended 
to be kinder to the environment 
and you. The table overleaf is a 
simple reference guide to help 
clarify the differences between 
the solvents that we sell but it 
always pays to employ a little 
common sense when working with 
any solvent. 

Nowadays there are 3 main varieties 
of solvent: white Spirit, turpentine, 
and citrus or plant derived solvents. 
Below is a description of how they 
differ and the variants found within 
each group. 
 
White spirit is a petroleum 
distillate. It is most commonly known 
as mineral spirits in the US/Canada, 

and mineral turpentine in Australia 
and New Zealand. Sometimes it is 
also called turpentine substitute, 
petroleum spirits or paint thinner. 
If you come across a solvent that 
has the word ‘mineral’ in its name, 
it is most likely to be a petroleum 
distillate, as opposed to a genuine 
turpentine (distillate from a tree 
resin). Artist white spirit can be used 
in painting mediums and to clean 
brushes. All forms of artist white 
spirit, including Gamsol, Low Odour 
Solvent, Sansodor and Shellsol 
T are more pleasant to use than 
cheaper household white spirit, that 
is found in your local DIY store. This 
is because they don’t smell as much 
and are purer, with less of a mix 
of hydrocarbons, and no recycled 
matter in their formulae. This is also 

important for your painting mediums 
too because it doesn’t contain the 
impurities that may be found in 
household white spirit, artist white 
spirit can thin paint without causing 
yellowing or the cracking of paint in 
years to come. Artist white spirits 
are most effective when thinning 
or cleaning chemically composed 
oil painting mediums, such as alkyd 
resin, but is less effective when 
thinning natural resins such as copal, 
mastic or dammar.  
Turpentine is also sometimes 
called spirit of turpentine or oil of 
turpentine. It is slightly more viscous 
than white spirit, and is obtained 
through the distillation of resin 
obtained from live trees, mainly 
pines. Turpentiners remove the 
bark of the tree in order for it to 
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1. Always read the warning label on 
any product you use. 
2. Always store your solvent in 
its original container. There’s no 
guarantee that anything else won’t 
be broken down by the solvent! Never 
pour your solvent into an empty 
drinks bottle, for obvious reasons. 
3. Always make sure your container 
of solvent is clearly labelled. 
4. Always keep oil solvents out of 

I M P O R T A N T
1 0  P O I N T  O I L  P A I N T  S O L V E N T  S A F E T Y  G U I D E

reach from children and animals, 
and never leave them out and 
unattended.

5. Always keep solvents away from 
food. 
6. Always keep solvents away from 
cookers, heaters and fires. Most 
are flammable! 
7. Always work in a well ventilated 
room to avoid dizziness, light-
headedness and headaches, as well 

as respiratory issues. 
8. Wear protective clothing to 
minimise contact with skin as 
required (e.g. gloves or safety goggles 
if you’re splashing it around!).

9. Wash your skin with warm soapy 
water soon after exposure to 
solvents to avoid any irritation. 
10. Dispose of solvents properly. 
Contact your local authority waste 
management office for advice and 
never pour them down the sink!

secrete oleoresin on to the surface 
of the wound to seal the opening.  
The oleoresin collected may be 
evaporated by steam distillation in a 
copper still. Turpentine is flammable 
and emits vapours that can irritate 
the skin and eyes and damage the 
lungs. Household turps from a 
hardware store is likely to leave 
a gum residue that may prevent 
your painting from fully drying 
or can cause yellowing to occur 
over time. Turpentines that have 
undergone the greatest purification 
treatments will have greater 
solvency, and will dry fully without 
yellowing. For that reason it is best 

to use artist quality turpentines 
that state that they have been triple 
distilled. The more distilled the 
turpentine the faster it will dry. The 
highest quality turpentines (such as 
our English Distilled Turpentine) will 
have what many find to be a pleasant 
pine fragrance. Lower grade 
turpentines are made from the 
distillation of liquids derived from 
forest waste, which can come from 
a number of different trees. These 
can still be purified to a point where 
they are suitable for oil painting, but 
they will not be made purely from 
one kind of tree and may have a less 
pleasant fragrance. 

Citrus/plant based solvents  
There are now a number of citrus-
scented turpentines available, such 
as Zest-It, Seville Citrus Turpentine 
and Studio Safe citrus solvent. 
Most are closer to turpentine 
than petroleum distillate and can 
dilute natural resins such as copal, 
mastic and dammar. They reduce 
residue and are a great solvent 
to use both in cleaning up and for 
thinning oil paints and mediums. Oil 
of Spike Lavender is another popular 
solvent — it is slower drying than 
turpentine.      
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Citrus Essence 
Brush Cleaner

Citrus Turpentine

English Distilled 
Turpentine

Gamsol (Odourless 
Mineral Spirit)

Green for 
Oil Brush Cleaner

Green for 
Oil Thinner

Non- Toxic Lavender
 Brush Cleaner

Low Odour 
Solvent

Portuguese Maritime
Turpentine

Pure Turpentine

Studio Safe
 (Citrus Solvent)

Sansodor

Shellsol T

Oil of 
Spike Lavender

Turpenoid Natural

Spike Lavender 
Oil Essence

White Spirit

Zest-it Solvent

S U P P L I E R /
B R A N D I N F O A L K Y D 

T H I N N E R

Chelsea Classical Studio

Wallace Seymour

Jackson’s

Gamblin

Sennelier

Sennelier

Chelsea Classical Studio

Jackson’s

Michael Harding

Jackson’s

Robersons

Winsor & Newton

Jacksons

Lefranc and Bourgeois

Martin F Weber Company

Chelsea Classical Studio

Winsor & Newton

J and T Blackman Ltd.

£ £ £

£ £

£ £

£ £

£ £

£ £ £

£ £ £

£ £ £

£

£

£

£

£

£

£

S C E N TP R I C EP R O D U C T S

A petroleum free brush cleaner distilled from 
citrus fruits. Cleans oil paint from brushes whilst 

being gentle on brush hairs.

Turpentine distilled from citrus fruits with a 
fresh odour, this colourless solvent evaporates 

evenly from the paint film. 

A multipurpose solvent made from pine tree 
resin. Triple distilled for less residue in paint film.

A petroleum distillate refined to remove all 
aromatic solvents. Should not be added to 

painting mediums containing natural resins.

A brush cleaner made from renewably sourced 
natural materials. Also recommended for 
cleaning knives, palettes and containers. 

Mader from biosolvents sourced from natural 
raw materials. An eco-friendly alternative to 

traditional oil paint thinners.

Less abrasive than turpentine and mineral 
spirits. Distilled from fruits and flowers, 

including lavender. Cleans and moisturises.

A low odour alternative to unpleasant smelling 
solvents. Effective as both a brush cleaner and a 

paint thinner.

Made from the resin of the maritime pine. 
Accelerates drying time and gives a matt finish.

Single distilled turpentine, a versatile solvent for 
thinning oil paints, cleaning brushes and making 

painting mediums.

Non-flammable with a pleasant orange 
fragrance. Great for artists who dislike the 

pungent scent of traditional solvents.

A highly refined, low odour solvent. Slows drying 
time to increase time for blending.

A mineral spirit for cleaning brushes and diluting 
oil paint and mediums. Evaporates from paint 

film in 6-8 hours

Formulated according to a historically 
documented recipe, this solvent thins oil paint, 

painting mediums, resins and varnishes.

Evaporates slowly and improves adhesion of 
paint to the lower layers of a painting. Distilled 

from the spike lavender plant.

A non toxic and non flammable brush cleaner and 
conditioner. Brushes can be rinsed with water 

after use. 

Slower drying than turpentine and can produce 
a matt finish. Unlike turpentine, white spirit does 

not deteriorate in storage.

Used to thin paint, clean brushes and make mediums 
and varnishes. Does not have a citrus scent.

S A F E  O N  A  P L A N E ? { }Please be aware, due to differing airline, local and national regulations, check with your airline and show 
the material safety data sheet as required before attempting to carry these materials in your luggage.

S U P P L I E R / B R A N D O I L  P A I N T 
T H I N N I N G 

B R U S H 
C L E A N I N G

£ £ £

£ £ £

£ £ £

I N F O

• •
Medium lavender scent

•
Low Odour
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A L K Y D 
T H I N N E R

£ £ £

£ £

£ £

£ £

£ £ £

£ £ £

£ £ £

£

S C E N T F L A M M A B L EP R I C E C A U T I O N
R E C O M M E N D E D

P R O T E C T I O N B A S E  I N G R E D I E N T D I S P O S A L

Orange Terpenes

• • •
Very strong,

fresh chemical scent

• • •
Strong pine and 

petrochemical scent

Odourless

Odourless

•
Mild, non intrusive scent

•
Mild acetone scent

•
Mild citrus scent

•
Almost odourless

•
Mild, non intrusive scent

•
Pleasant, sweet orange scent

• • •
Strong resinous scent

• • •
Strong lavender scent  

• • •
Strong lavender, 
turpentine scent

Citrus Turpentine

Turpentine Oil

Naptha (Petroleum),
Hydrotreated heavy

No information available

No information available

D-LIMONENE

Kerosene, 
Petroleum Distillates

Gum turpentine

Turpentine Oil

Aliphatic Hydrocarbon

Distillates (Petroleum), 
Hydrotreated Light

Spike Oil of Lavender

Naphtha (petroleum),
hydrodesulphurised

 heavy

Citrus Essences

Aliphatic Hydrocarbon, 
Glycol Ether

EC 918-167-1 :
 Hydrocarbons, C11-C12,

 Isoalkanes, 
<2% aromatics

(R)-P-Mentha-1,8-Diene :
 (S)-P-Mentha-1,8-Diene :

 Linalool: Pinenes 
(Alpha or Beta)

54 °c

53.4 °c

35 °c

61 °c

133 °c

88 °c

N/A

42 °c

36 °c

35 °c

N/A

79 °c

70 °c

60 °c

51 °c

N/A

>39 °c

–

–

–

–

–

–

–

–

– –

–

–

–

N/A

F L A S H 
P O I N T

R E C Y C L E
C E N T R E

R E C Y C L E
C E N T R E

R E C Y C L E
C E N T R E

R E C Y C L E
C E N T R E

R E C Y C L E
C E N T R E

R E C Y C L E
C E N T R E

R E C Y C L E
C E N T R E

R E C Y C L E
C E N T R E

R E C Y C L E
C E N T R E

R E C Y C L E
C E N T R E

R E C Y C L E
C E N T R E

R E C Y C L E
C E N T R E

R E C Y C L E
C E N T R E

R E C Y C L E
C E N T R E

£ £ £

£ £ £

£ £ £

Information partly provided by a specialist health and safety consultancy.

• • •
Strong chemical scent  

• •
Medium citrus scent

• •
Medium citrus scent

• •
Medium lavender scent

•
Low Odour



2 6   |   C O L O U R  

For reliability and versatility, it’s hard to beat acrylic. No other kind of paint 
offers as much variety of texture or room for customisation — there’s a 
formula for every application, and no end to the mediums available. Bright, 
consistent and smooth, it was first used by artists such as Lichtenstein and 
Hockney and should be considered by any artist wanting to produce equally 
vibrant work. It’s great for mixed media artists, with a water-mixable formula 
that adheres to many surfaces and creates a stable ground for almost all wet 
and dry media. Plus, with no solvents required for painting or clean-up, it’s a 
convenient choice for those painting at home.

The thickness of the paint in question is often referred to as ‘body’. 
Professional and artist grade paints often come in several different formulas 
with different applications. Consistency is no indication of quality — the 
difference arises from the formulation of the binder, not the amount of 
pigment in the paint. The type of acrylic paint that’s best for you will be 
determined by the techniques and surfaces you plan on using.

Heavy body paints, as the name suggests, are the thickest and heaviest 
of the lot — they’re also the most popular. With a texture similar to soft 
butter, they’re the closest to oil paints in handling and retain brush marks and 
gestures well. They also hold their own on rougher canvases.

Soft body paints are smoother, resembling soft yoghurt in consistency. This 
makes them ideal for mixing with mediums, whilst retaining enough thickness 
to paint smoothly and responsively on their own.

Fluid paints have a texture like double cream. Supplied in a bottle, they are 
perfect for smooth brushing or staining effects and are great for glazes and 
finely detailed work.

Acrylic inks are the most fluid of the acrylic paints. They are made of 
super fine pigments suspended in a state of the art acrylic emulsion that 
is as fluid as water. Acrylic Inks are intensely coloured and dry with a soft 
gloss finish. They can be applied using a paintbrush, pen or brush. This is 
the consistency of acrylic used to fill empty marker pens. Airbrush acrylics 

What makes acrylic paint so 
special?

What is the difference 
between all the different 
forms of acrylic paint 
available?

G U I D E

A C R Y L I C  P A I N T
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are very similar to acrylic ink, but are less likely to clog or impair the flow 
within airbrush equipment.

Open paints are formulated to dry very slowly, making it easy to paint wet-
into-wet and blend colour on the surface of your painting. They’re a great 
solution for painters who want to incorporate techniques usually only possible 
with oils. 

Interactive acrylics are a regular fast drying artist quality acrylic, however, 
within the range is a truly unique ‘unlocking formula’, a liquid that rewets dried 
interactive acrylic and slows drying if a few drops are added to the paint while 
still wet. When work is completely finished the Fast Medium/Fixer will seal the 
layer of paint — once this is done the paint is no longer unlockable.

Acrylic gouache is creamy with a velvety matt finish. The paint levels brush 
marks and is particularly popular among illustrators. If you’re looking to 
paint blocks of flat colour then gouache might be worth a try. Most acrylic 
gouache isn’t rewettable once it’s dry (although the Lascaux acrylic gouache 
is rewettable if you let the water sit for a little while). Not to be confused with 
regular gouache which is easily rewettable, watersoluble and often used as an 
opaque watercolour.

Acrylic markers are bright, bold, acrylic paint marker pens, perfect for 
those wishing to combine painting and drawing techniques. Acrylic markers 
are designed to be high covering, fast drying, water and abrasion proof. They’ll 
make their mark even on already brightly coloured or painted surfaces and will 
adhere to most surfaces, from metal to paper.

Acrylic spray paints allow you to apply thin layers of bold colour onto a 
multitude of surfaces. Some acrylic sprays contain solvent — for these it 
is advisable to wear a fume mask or spray in well ventilated spaces. Some 
other sprays are water based and do not emit heady fumes, so are safe to 
use indoors. The low pressure handling system offered by some of the ranges 
allows you to control your applications of colour more carefully — it’s possible 
to draw fine lines as well as big splodges of colour with the right amount of 
pressure. Exciting to use on their own or alongside other acrylics such as 
markers and regular paint.

All brands and formulas are intermixable, so if something unusual catches 
your eye there’s nothing stopping you giving it a try!



Many painters see varnishing their work as part of the painting process, 
rather than just the 'finishing touch'. Varnishes are available in gloss, matt and 
satin (satin can also be made by mixing gloss and matt varnishes) finishes.  
What varnish can I use?  
Varnish will protect your painting as well as unify the sheen. All fine art 
varnishes are suitable for varnishing your acrylic painting. Solvent based 
varnishes are slow drying and made of natural resins dissolved in solvent 
— the matt versions have an added matting agent. Mineral Spirit Acrylic 
varnish is made from synthetic resins dissolved in mineral spirit. The 
synthetic resin used in MSA varnish has been especially developed to ensure 
that it does not yellow over time — something that natural resins like 
dammar may do. Acrylic varnishes are made of polymer resins dissolved in 
acrylic emulsion.
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While you’re trying out colours, it’s a good to be aware of the mediums that 
are available to you. A medium is something added to a paint to change one 
of its properties — to thicken or thin it, to change the rate it dries at, to add 
texture, and plenty more things besides. If you’re finding your paint too runny, 
or that it dries too quickly, there’ll be a medium out there to help.

Altering body is normally done with gels, pastes, flow enhancers or fluid 
mediums. If you just need to thin your paint a little you can use water, but 
drastic changes of consistency are best achieved with flow enhancers or 
fluid mediums, which maintain the paint’s ability to form a non-brittle film 
when drying. Gels and pastes increase the body of paint in slightly different 
ways — pastes tend to add bulk and are often opaque, whereas gels are 
viscous and clear. Regular gel is the same consistency as heavy body acrylic 
paint and will extend colour without thinning the body while heavy gel and 
extra heavy gel will add bulk. 

Altering drying time is a handy trick to be aware of, particularly if you’re just 
starting out and aren’t so confident with your mark making. Adding a little 
retarder to your paint will give you more time to work with it, increasing what 
is called its open time. Golden Open Acrylics are designed to be workable for 
longer without a retarder being added.

Altering the texture of your paint can really spark creativity — from a 
stringy gel for expressive drips to a sandy grit that’ll let you use pastels on 
top of your work, there’s no end to the textures possible with acrylic paint. 
Available in wet or dry formats, there are simply too many acrylic mediums 
available to mention them all here! Browse through our mediums section to 
explore the possibilities.

Adding mediums

Varnish

The great thing about the intermixability of acrylic paint in particular is that 
you can mix heavy body with soft body paint to create a consistency that falls 
between the two, or open Acrylic with something faster drying to create a 
paint that dries just a little slower than regular acrylic. You are in full control 
of the sheen, drying times and fluidity of your paint, and then when you start 
to think about adding mediums into the mix you’ll realise that the possibilities 
are almost limitless. The names of the paint ranges indicate their quality  
and grade. Paints are graded according to their quality; Jackson’s sell 
Professional, Artist and Student quality paints.

Which acrylics should I use?



How should I varnish my acrylic painting?  
Your painting needs to be clean and completely dry before you varnish it. 
Keep it in a dust free environment; you may want to wipe it with a damp 
clean rag and allow it to dry just before you varnish to get rid of any possible 
dust or dirt on the surface. Use a clean soft varnishing brush and apply your 
varnish in thin even layers. It's worth adopting a technique to ensure that you 
don't go over already varnished areas (raking light can help you see where 
is shiny and where isn't). Once the varnish has reached the 'tacky' stage of 
the drying process you'll be able to lean your painting against a wall, painting 
side inwards, to prevent dust settling on the wet varnish, without the varnish 
running (so long as it's been applied thinly). Once the layer has dried you'll be 
able to apply another layer. As ever, several thin, even layers always produces 
better results than one thick layer.
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V I S I T  J A C K S O N S A R T . C O M  T O  V I E W 
A L L  P R O D U C T S

Brands including Amsterdam, Golden, Lascaux, Winsor & 
Newton and many more.



3 0   |   C O L O U R

O I L  C O L O U R



C O L O U R   |   3 1

The Acrylic Pour Painting technique 
can yield exciting results — acrylic 
paint colours are mixed with a 
special acrylic pouring medium 
and using gravity and chance, the 
colours swirl on the surface and 
make surprising shapes sometimes 
similar to marbling.  
You are never sure what you will 
get! You can thin acrylic paints with 
water or polymer medium to get 
them to a consistency for pouring 
but the results will be much better 
if you use a pouring medium instead. 
Because acrylic shrinks by 40% as it 
dries, pour painting with something 
other than a pouring medium can 
cause unattractive cracks in the 
thick, smooth surface of the paint. 
Jackson’s stock a wide variety of 
acrylic pouring mediums each with 
a different consistency. They are all 
a bit sticky and just thick enough to 
allow swirly mixing without being too 
runny. The surface always levels out 
to a smooth, thick and shiny surface 
when it has dried.  
Protection from the mess and 
elevating the canvas  
Be aware that pouring can be 
messy and sticky so most artists 
cover their work area with a plastic 
sheet or work in a tray to catch the 
overflow and wear disposable gloves. 
You can use almost any surface for 
a pour painting — both stretched 
canvas and wooden gesso panels 
work well. To avoid your canvas being 
glued to your table by the overflow 
of pouring medium, we advise you 
prop it up. Push pins are great for 
this — simply push them into the 
back side of the wood in the corners.

Level drying surface

Crucially you will need a dust free 
area for your painting to dry , while 
completely level, for 24 hours. Even 
though the flow of the pouring 
medium slows down within a few 

minutes it continues to move very 
slowly during the 24 hours it takes 
to finish drying, this means if your 
surface is not sufficiently level your 
design could change drastically 
before it has fully dried. You can use 
a spirit level to check your drying 
area but using bits of card to prop 
up the corners can work even better. 
Set your canvas down and check it 
every minute to see if it is shifting 
and tuck a bit of card under the 
corner it is flowing towards — do this 
until you don’t see any movement. 
Prop a clean panel across above the 
wet canvas to create a ‘roof’ above 
the top so dust can’t settle on the 
surface while it dries.  
Choice of colours  
A lot of artists seem to like a palette 
of 5 or 7 colours for a pour painting. 
The group of colours will affect the 
mood of the painting. Think about 
the difference between using fully 
saturated colours or subdued greyed 
colours or mostly subdued with one 
bright, or mostly dark with one light 
colour. Many artists choose to use a 
lot of white in the painting to keep it 
from getting too muddy or too heavy. 
Special effect colours like metallics or 
iridescent colours show up beautifully.   

A C R Y L I C  P O U R  P A I N T I N G
A B S T R A C T  A R T W O R K S  O F  F L O W I N G  C O L O U R
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Mixing paint  
Lots of small paper cups and wooden 
stir sticks work well for paint mixing. 
Inks and fluid acrylic mix the easiest 
into pouring medium. Heavy body 
paint is harder to mix into pouring 
medium. It’s best to start with 
the heavy body paint in a cup and 
mix the medium into it a little at 
a time. When the paint mix has a 
similar viscosity to the pure pouring 
medium you can add any remaining 
medium into the mix. 
Pouring method — direct  
Pour painting involves many possible 
techniques: puddle pouring, swiping, 
dipping, straw blowing, swirling, 
flipping, dragging and more. 
There are loads of great videos on 
YouTube with acrylic pour painters 
sharing their methods. For ‘direct 
pouring’ each colour is slowly added 

individually onto the surface so you 
have more control. Drag a palette 
knife across the top to expose a 
heavier colour that has settled below 
or pull sticks through the stripes of 
colour to create complex patterns. 
Be aware that you don’t have much 
time before some amount of setting 
has started and your changes may 
not level out to a smooth surface.

Pouring method — flip cup 

Create a layered cup of colours 
— think about alternating light 
and dark colours, transparent and 
opaque, cool and warm, different 
thicknesses, different amounts of 
some colours, repeating the same 
colour again as another layer or 
using a few layers of white to keep 
it all from getting too dark. Do not 
stir, you want them to stay mostly 
separate. Put the canvas like a lid on 

top of the cup and then holding them 
together flip it over so the cup is 
upside down on the canvas.

Additives for special effects 

Removing the bubbles that are 
trapped under the surface and 
creating the chance for lots of 
blooming patterns to form (called 
cells) are two things to be aware of. If 
you have air bubbles trapped in your 
mixture much of the time they will rise 
and pop before the pour dries. But if 
they don’t it can look unattractive. A 
light spraying with isopropyl alcohol 
or a small kitchen torch will break the 
surface tension and cause the bubbles 
to pop. Some brands advise that 
adding silicone to produce ‘cells’ can 
cause cracks in their pouring medium, 
so be aware of the experimental 
nature of using any kind of additive.
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Traditional gouache and 
watercolour are bound with gum 
arabic, which is re-soluble in water, 
so they aren’t waterproof. Gouache 
is often used for illustrations 
as the opacity means it can be 
overpainted and corrected. It is 
also known as ‘body colour’ when 
it is used in a painting alongside 
traditional transparent watercolour. 
Traditional gum arabic gouache is 
best applied to watercolour paper 
with watercolour brushes  — sable 
or synthetic.

Artist gouache is made 
from opaque pigments in high 
concentrations which causes its 
intense colour and matt opaque 
finish. Because of this you can also 
create transparent washes with 
some colours of artist gouache by 
adding more water. ShinHan Pass 
calls itself a hybrid of watercolour 
and gouache to emphasis this two-
fold capability of gouache. Student 
and children’s gouache, sometimes 
called tempera or poster paint, 
is made opaque with the addition 
of chalk instead of adding more 

A  G U I D E  T O  G O U A C H E  P A I N T

pigment. Designer gouache is a 
quality level below artist-grade 
and tends to have added chalk 
depending on the maker. 

Acrylic gouache is the name given 
to a type of acrylic paint that has 
the appearance and texture of 
traditional gouache  — opaque, 
matt and creamy — but is bound 
with waterproof acrylic instead of 
re-soluble gum arabic. The opacity 
means it has excellent coverage, 
while the acrylic binder means it is 
waterproof when dry, so you can 

T H E  D I F F E R E N C E  B E T W E E N  D E S I G N E R  G O U A C H E ,  A R T I S T  G O U A C H E  A N D  A C R Y L I C  G O U A C H E
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Turner Japanesque colours are 
a selection of paints within the 
Turner Acryl Gouache range 
which are inspired by Japanese 
traditional paintings, known as 
‘Nihonga’.  
Nihonga paints have been used 
in traditional Japanese painting 
techniques for 500 years. The 
paints are typically applied to 
washi paper or eginu (Japanese 
silk) using brushes. Originally, 
Nihonga were produced for hanging 
scrolls (Kakemono), hand scrolls 
(Emakimono) or folding screens 
(Byōbu).  However, most are now 
painted on to washi paper that has 
been stretched onto wood panels, 
suitable for framing. Nihonga 
paintings do not need to be put 
under glass — they are naturally 
archival for thousands of years. 

Authentic Nihonga paints are 
water-based and made from 
crushed mineral pigments, shells, 
corals and even semi-precious 
stones (like malachite, azurite and 
cinnabar) in a hide glue binder. The 
raw materials are powdered into 
16 gradations from fine to sandy 
grain textures. Great emphasis is 
placed on the presence or absence 
of outlines; typically outlines are 
not used for depictions of birds or 
plants. Occasionally, washes and 
layering of pigments are used to 
provide contrasting effects, and 
even more occasionally, gold or 

silver leaf may also be incorporated 
into the painting. A hide glue 
solution, called Nikawa, is used 
as a binder for these powdered 
pigments. Another important 
ingredient in Nihonga is gofun — a 
powdered calcium carbonate that 
is made from cured oyster, clam 
or scallop shells. Different kinds of 
gofun are utilized as a ground, for 
under-painting, and as a fine white 
top colour.

Some Nihonga paintings are 
monochrome. In these instances 
they are usually painted using Sumi 
(Chinese ink) made from soot mixed 
with a glue derived from fishbone or 

animal hide. The technique depends 
on the modulation of tone from 
dark to light to obtain a variety of 
shadings from near white, through 
grey tones to black and occasionally 
into greenish tones to represent 
trees, water, mountains or foliage.  

The Turner Acryl Gouache 
Japanesque range includes 69 
colours, all of which, replicate the 
soft earthy hues of Nihonga paints, 
as well as their opacity, matt finish 
and slightly coarse consistency. 
The Turner Acryl Gouache Japanesque 
20ml tubes are available at jacksonsart.com 
from £1.80 to £3.80.

I N S P I R E D  B Y  N I H O N G A
J A P A N E S Q U E  T U R N E R  A C R Y L  G O U A C H E

over paint without smearing and the 
matt finish gives a velvety surface. 

Because acrylic gouache is the 
perfect medium for creating flat 
layers of brilliant matt colour, 
it’s often found in the studios of 
designers and illustrators. Like 
acrylic it also sticks to many 
surfaces with great adhesion. 

Lascaux make an artist quality 
gouache with an acrylic binder that 
is semi-waterproof; it can be re-
dissolved with a little scrubbing but 
will not smear when over-painted 
— but all the other brands are 
waterproof when dry. 
 
Traditional acrylics are quick-
drying heavy body paints, water-

mixable and vary in opacity 
depending on pigment (about half 
of the colours are transparent) and 
they usually have a satin to gloss 
finish when dry. They adhere well 
to many surfaces besides paper 
and canvas.
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Luminous, delicate, pure...just a few of the many charms of watercolour. It’s 
possible to just add water and get going, but there’s also a lot of room for 
experimentation thanks to the diversity of mediums and surfaces that you 
can work on. Many beginners start in watercolour but it’s easy to see why 
a lot of experienced oil and acrylic painters still keep a set of watercolours 
in their bag — the perfect sketching medium for combining line and colour 
quickly (exactly what you need in idea development or observational painting). 
But it’s by no means a lesser medium — just look at the masterpieces of JMW 
Turner to see how watercolour is capable of the most luminous, beguiling and 
accomplished results in its own right.

Watercolour paint is made up of finely ground pigment suspended in a 
binder made of distilled water and gum arabic (a gum that is extracted mainly 
from two species of Acacia tree). Small quantities of other ingredients are 
added to enhance the overall performance of the paint; a plasticiser (usually 
glycerin) which stops the gum arabic from completely drying that means the 
paint is more easily rewettable; a humectant such as honey or corn syrup 
that helps the paint retain moisture and smoothness when diluted in water 
— additionally it acts as a preservative so the paint doesn’t go off and helps 
the colour achieve its maximum brilliance. Dispersants and extenders are also 
sometimes added to bulk out the paint and ensure that pigment particles do 
not clump up and cause the paint to separate in the tube. Watercolour paint 
dries when the water content evaporates. Watercolour is available as a liquid 
paint in a tube, or solid in little cakes known as pans or half pans.

Watercolour paint sticks are pure dry watercolour paint in stick form. 
The big attraction is their versatility — use them dry on dry paper for fine 
scratchy marks, dry on wet paper for broader crayon like marks, dip them 
in water for ink like intensity, or use them just like regular pans, drawing the 
intense colour from the stick with a wet brush. You can use them on their own 
or with traditional watercolour — they are fully intermixable.

Watercolour pencils have leads that are made of pigment blended with a 
solid watersoluble binder (usually watersoluble wax). Some are rewettable 
while others are not. The very best watercolour pencils are as highly 

What makes watercolour so 
special?

What’s the difference 
between traditional 
watercolour, watercolour 
paint sticks, watercolour 
pencils, watercolour 
markers and  
watercolour inks?

G U I D E

W A T E R C O L O U R
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All brands of watercolour are intermixable. Traditional watercolours are 
classified as being either ‘Professional’, ‘Artist’ or ‘Student’ quality, with a 
couple of exceptions that straddle these classifications. The price and the 
name of the range usually indicate the paint’s quality. Also, if there are lots of 
price bands within a range (we call them ‘series’) it implies that the range uses 
some rare and expensive pigments; the cost of manufacturing these colours is 
a lot higher than for some of the less expensive pigments and this explains the 
differences in price within a range. 

Professional paints have the highest concentration of pigment in them. 
Pigments are ground to a precise particle size that optimises the visual 
qualities of the colour, and then milled carefully into the vehicle (gum arabic, 
distilled water and small quantities of other ingredients which optimise the 
performance of the paint). Occasionally the pigment to vehicle ratio is so 
great that the weight of the pigment sinks to the bottom of the tube, causing 
the binder and pigment to separate (this can be rectified by stirring the 
contents of the tube with a straightened paper clip). A high ratio of pigment 
allows each one’s unique characteristics to have a greater influence on the 

Which watercolours should 
I use?

pigmented as the finest watercolours and it’s impossible to tell one from 
another after they have been applied to paper and worked with using a brush. 
They can be used to add fine detail or highlights to a traditional watercolour 
painting or used as a medium in their own right. Another variant on the 
watercolour pencil is the watersoluble crayon which is woodless and great for 
bold textural marks.

Watercolour markers are waterbased markers, intermixable with 
watercolour. They look like regular markers and can be used as such too, 
but you can also spread and blend colour across the paper with a wet brush. 
However the hard edges of drawn lines tend to always leave a trace. These 
have proven popular among artists, graphic artists and illustrators who like 
the ‘line and wash’ approach.  
 
Watercolour ink comes in a glass bottle with a pipette lid, making it very 
easy to lay on intense bursts of colour. There are 2 types  — watercolour 
dye which is not lightfast and is favoured for work intended to be seen in 
reproduction. The colours are intense and popular for illustration work — 
they can also be painted on fabric. Concentrated watercolour is permanent 
and has an ink like consistency — liquid watercolour that’s ready for action.

Jackson’s Artist Watercolour singles priced from £3.30 to £8.90 and sets from £15.30 to £100 
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Painting with watercolour can just be about dipping your brush in water, 
loading it with paint and going for it, but there can also be a lot more to the 
process. Throwing mediums into the mix will truly give you control over drying 
times, sheen, re-wettability and flow.  
Slowing drying times 
 
Watercolour is the fastest drying of the fine art paints, and although it is 
rewettable, some artists might like to slow down its drying times for ease 
of blending one colour into another or for wet-into-wet techniques. Adding a 
little extra gum arabic or trying a blending medium are two ways of slowing 
down the rate at which your watercolour dries.   
Granulating 
 
Granulation naturally occurs in watercolour when coarser pigments pool 
together on the surface of the paper being painted, creating a mottled look 
(N.B. some pigments are not ground down to as small a size as others — 
either because it simply isn’t possible or because a smaller particle size would 
not get the best colour). Granulation medium allows you to create the same 
effect with pigments that wouldn’t normally granulate. 
 
Alter sheen 
 
You might want the surface of your paint to appear more shiny than it would 
normally appear. The less water you dilute your paint with, the glossier it is 
likely to look — however to increase gloss even on less saturated applications 
of paint you could try adding more gum arabic, gloss medium or use a 
watercolour varnish once your painting is finished. For extra sparkle there is 
also a watercolour iridescent medium. 
 
Rewetting/lifting preparation 
 
Ox Gall (and synthetic alternatives) makes it easier to re-wet dried 
watercolour when it is mixed into fresh paint prior to painting (a few drops 

Adding mediums

behaviour of the paint — properties such as sheen, transparency, tinting 
and staining capacity. These vary from colour to colour and contribute to 
the dynamism you can achieve with your watercolours. Professional paints 
comprise of a greater number of single pigment colours — as a result colours 
look purer, more luminous and are easier to create vibrant mixes with. The 
vehicle itself is also of the finest quality — the very best watercolours will use 
the purest gum arabic so that colours appear their cleanest and brightest. 
Additional ingredients such as honey (found in some ranges including 
Jackson’s Professional Watercolour) also help to enhance the colour. 

Artist quality paints have a little less pigment in the mix but are 
usually made using very similar processes as professional paint. The 
characteristics of each pigment are maintained but with less intensity 
than in the professional paints.

Student quality paints have less pigment in them in order to keep 
production costs down, and may have added fillers to make the paints more 
uniform in viscosity. Combinations of less expensive pigments are sometimes 
blended to replace the most expensive single pigment colours (these have the 
word ‘hue’ in their colour name). Colours may appear more milky than Artist 
and Professional colours, and the choice available is sometimes more limited 
and conventional. However, the affordability of student grade paints makes 
them a popular choice for painters who are new to watercolour as well as 
those who need to stick to a budget.
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Traditionally, unless gouache is used, any areas that are white in a watercolour 
painting are left white rather than painted in — this utilises the pale surface 
of the paper. Because of the delicacy and transparency of watercolour leaving 
areas unpainted is usually less noticeable and therefore less likely to look out 
of place than it might do in a textured oil or acrylic painting. Masking fluid is 
a liquid latex-based product that is very effective at keeping small areas and 
thin lines white when painting on watercolour paper. The rubber prevents the 
paint from reaching the paper and is peeled off to expose the untouched white 
paper after the painting is dry. Masking fluid can be applied in many ways. You 
could try a brush, a ruling pen, a dental pick, a Colourshaper applicator or a 
special Masquepen or Super Nib — needles that give extremely fine lines. If 
you need splattered white dots (perhaps for a sea spray effect) you can flick 
the masking fluid from an old toothbrush. Masking fluid should only be applied 
to surfaces that are completely dry as otherwise it has a tendency to be very 
difficult to remove! It should be removed as soon as the painting is dry too. 
Masking fluid is usually white but there are tinted varieties that help you see 
where it has been applied more clearly.

What is masking fluid?

can be added to your water pot). It also improves the adhesion of paint applied 
to already painted surfaces. Lifting Preparation is a clear liquid formula that 
allows dry colour washes including staining colours to be easily lifted from 
paper with a wet brush or rag. It should be applied directly to the whole 
surface of your paper and allowed to dry before painting.     
Other mediums  
There are always new watercolour mediums being introduced to the market, 
so if you’re into experimental watercolour keep your eyes on our blog where 
we review new products. Check out the website for the rest of the watercolour 
mediums we offer, including those that help with collage and impasto effects.

V I S I T  J A C K S O N S A R T . C O M  T O  V I E W 
A L L  P R O D U C T S

Brands including Holbein, Winsor & Newton, Schmincke, 
Daniel Smith and many more.

Jackson’s Masking Fluid 60ml priced at £3.00
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Before we introduced Daniel Smith 
to the range of watercolours 
available at Jackson’s Art 
Supplies, they were requested 
by many of our professional 
customers. Why? 

Fans of Daniel Smith Watercolours 
love the array of pigments used to 
make their exquisite colours. They 
are best known for reviving the use 
of some pigments that are mined 
from the Earth. Daniel Smith began 
with the Primatek collection in 
1998. Their penchant for creating 
fascinating colour mixes began with 
the production of Lapis Lazuli — 
the gold speckled blue gemstone 
found in King Tutankhamun’s mask! 
Painters who tried the colour 
adored it, and the positive response 
compelled the company to hire a 
mineralogist to find more natural 
pigments from which to create a 
range of paints. 

Finding the right pigments is no 
mean feat. Journeys have been made 
across the world via plane, jeep 
and even mule to get to the, often 
remote, sources of the pigments. 
High quality veins of ore are 
identified and then mined with large 
quantities of minerals, or “massive”, 
being processed to unearth the 
colour within.

Making paints is as much a chemical 
process as it is an artistic one. 
Chemists and paintmakers come 

together to grind and re-grind 
the pigments until they are at the 
optimum particle size to bring out 
maximum colour vibrancy. These 
pigments are then milled with the 
medium, at a ratio that guarantees 
the necessary attributes of the 
finest watercolour: vibrancy, 
consistency and stability. 

Today there are 35 colours in the 
Primatek range. Here’s an insight 
into four of the colours.

Piemontite Genuine is ground from 
a scarlet-streaked mineral sourced 
in the hills of Italy. When squeezed 
from the tube its appearance is of 
a deep ruddy violet. Add water to 
create a granulating violet-brown 
that has a carmine tone. 

Amethyst Genuine looks almost 
black when squeezed from its tube, 
but it’s actually a rich purple. It is 
capable of a wide range of tone when 
more and more water is mixed with 
it. Although it does granulate, it 
also makes beautiful clear washes 
with the faintest hint of sparkle due 
to the crushed gemstone that the 
pigment is extracted from.

Serpentine Genuine is a green 
that comes from a stone found 
in Australia. This soft stone 
is used cross-culturally for 
carving amulets used to ward off 
harm. Daniel Smith Serpentine 
Genuine is the newest colour in 
the Prima Tek range, and has no 

comparison in any other known 
paint palette. Serpentine Genuine 
is semi-transparent and develops 
granulation with specks of burnt 
scarlet. It makes a great addition 
to landscape and floral palettes.

Bloodstone Genuine — is from 
a stone that is seen as mystical, 
magical and medicinal. Its red specks 
are thought by some to represent 
the blood of Christ. Bloodstone 
when ground into pigment makes an 
intense and velvety aubergine colour. 
When washed out it then turns to 
a warm grey wash that has great 
lifting properties, and granulates 
beautifully. It mixes especially well with 
transparent Rhodonite Genuine and 
Quinacridone Burnt Orange.  
Did you know? 
Daniel Smith was the first 
manufacturer to use Quinacridone 
pigments to create artist 
paints. Quinacridone pigments 
were originally developed for 
the automotive industry which 
requires extremely lightfast and 
durable paints. Quinacridone is 
known for its brilliant colour and 
luminous transparency which also 
makes it the perfect source of 
pigments for watercolour.

Daniel Smith Watercolour are avaliable at 
jacksonsart.com, 5ml are priced between 
£6.00-£9.00 and 15ml are priced between 
£11.00-£22.00.

U N I Q U E  P A I N T S  M A D E  W I T H  M I N E R A L  P I G M E N T S
D A N I E L  S M I T H  P R I M A T E K  W A T E R C O L O U R S
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Isaro watercolours are 
handmade in small batches in 
a factory in Belgium by expert 
colourwoman Isabelle Roelofs. 
Her very traditional production 
methods have resulted in a 
range of paints that are very 
highly regarded; Jackson’s 
became the UK exclusive 
supplier of Isaro following an 
influx of customer requests. 

Isabelle’s paint making knowledge 
stems from a long family history of 
artists and paintmakers; she uses 
artisanal techniques dating back to 
the 1600s and machinery that was 
custom-designed for her brand by 
her father.  Her small, Belgium-based 
factory has been running for just over 
10 years (turn to pages 10-11 to read 

M O D E R N  P I G M E N T S ,  H I S T O R I C A L  P R O C E S S E S :  
H A N D  C R A F T E D

I S A R O  W A T E R C O L O U R S

more about the family history of Isaro.) 

She utilizes this vast technical and 
historical knowledge to combine 
traditional methods and materials 
with modern, lightfast pigments, 
creating paints which are vibrant 
and stable. Isabelle explains that 
“permanence is a key criterion” 
for her brand - out of respect for 
artists, she only uses pigments that 
have a score of  7 or 8 on the blue 
wool scale. After each pigment has 
been milled for a specific amount of 
time to maximise colour vividness, 
they’re carefully mixed with a binder 
to create the paint. Isaro have 
chosen to bind their watercolours 
with the best quality gum arabic 
available which dissolves in water to 
give a clear solution, unlike cheaper 

alternatives which vary in colour 
from pale yellow to dark brown. 
Glycerine and a single source crystal 
clear honey are also used in very 
precise amounts to enable the paint 
to remain supple.

This meticulous manufacturing 
method is designed to achieve the 
maximum level of transparency 
in every paint, allowing beautiful 
layering and luminosity. The 
concentrated use of brilliant, 
unusual pigments in each colour 
means that artists can create 
rich, gorgeous hues throughout 
their work, even when painting 
subtle washes. 
Isaro Watercolours 7ml tubes are available 
at jacksonsart.com from £4.10 - £8.20.

Zoe Elizabeth Norman is an 
award winning watercolourist, 
who has been working as 
a professional artist and 
illustrator for over 25 years.  
 
Zoe’s flower, still life and animal 
watercolours have been successfully 
published as greetings cards and 
calendars for numerous publishers. 
In 2007 she gained a diploma with 
distinction from The Society of 
Botanical Artists and her original 
paintings are held in private 
collections around the world. Zoe 
uses watercolour in a realistic, 
detailed style, building up multiple 
layers to achieve rich luminous 
colour and fine detail.  

We sent Zoe eight tubes of Isaro 
Watercolour to get her expert 
feedback. She used them to make a 

“ A L L  T H E  C O L O U R S  W E R E  V E R Y  P U R E  A N D  B R I G H T ”
R E V I E W  B Y  Z O E  E L I Z A B E T H  N O R M A N

painting of a place she had recently 
visited — Monet’s iconic lily pond — 
and made the following observations: 
 
‘The first noticeable thing was how 
fluid the paints were, this makes them 
beautifully easy to mix with water.

All the colours were very pure 
and bright and I was especially 
impressed by the Cadmium Yellow 
Lemon which was exceptionally 
vibrant and strong.

Another colour which stood out for 
me was Isaro’s Ceruleum Blue which 
again was very clear; sometimes this 
can be a slightly muddy hue but not 
in this range.

I have many different shades of 
pink from the Winsor & Newton and 
Sennelier ranges of watercolour but 
Isaro Pink was different to them all, 
so I am very pleased to add this to 

my collection; as a flower painter you 
can never have too many pinks!

However I didn’t like the Scarlet Red as 
much as Winsor and Newton’s Cadmium 
Red as it was a bit too orange.

Included in the eight colours I was 
given to try was a Payne’s grey which 
was new to my palette. 

I have found it very useful; when 
mixed with the burnt sienna it made 
a lovely black and with yellow it made 
a dark green.’

For more of Zoe’s review please go on our blog : 
jacksonsart.com/blog and search on ‘Isaro’.
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To many, pastels are the most immediate way of working with colour. It’s easy 
to mistake working with these brightly coloured sticks for working with pure 
pigment. Soft pastels work best on a textured surface that can hold colour. 
They will create a bit of dust when working (those who are sensitive to dust 
should consider wearing a mask when working), but are easy to lift with an 
eraser and blend beautifully with the aid of soft brushes or specialised pastel 
blending tools. There’s no pre-mixing with soft pastel, the process simply 
involves applying the colour to your paper and blending on the surface where 
necessary. Hard pastels create crisp lines of crayon-like colour and are great 
for adding detail to soft pastel works, or are used to create dynamic drawings 
on their own. They’ll smudge and blend but not nearly as much as soft pastels. 
They are usually cuboid shaped and the edges can be used to draw fine lines 
while the side of the stick can glide across paper to make broad strokes. 
Panpastels are cakes of beautiful colour that can be applied and mixed with 
the aid of the recommended Sofft tools  — bridging the gap between pastels 
and paints. All varieties of pastel (apart from oil pastels) are watersoluble and 
capable of both sharp lines and subtle blending.

Soft pastels are made from a blend of pigment, clay and binder (usually 
gum arabic or gum tragacanth) which is mixed into a paste before being 
rolled into sausage-like sticks that are then left to dry. Soft pastels are 
water soluble and also dissolvable in solvent; there are also a few specialised 
mediums that help with blending techniques. They can create a lot of excess 
dust — the best ones even more so asthey have less binder to hold the 
sticks together. Putty erasers easily lift applied soft pastel from a surface. 
Finished soft pastel works are best protected under glass or sprayed with 
fixative to prevent smudging.

Hard pastels are also made with pigment, clay and binder — the proportions 
make all the difference. Hard pastels have more binder in them to hold their 
structure and make them less likely to crumble. They can achieve crisp lines 
and are suited to drawing techniques. They are most commonly sold as sticks 
or ‘carres’ that can be sharpened with a knife. Use the squares on their side 
to apply broader swathes of colour. Hard pastel is often used to apply sharper 

What makes pastels so 
special?

What is the difference 
between soft, hard and 
PanPastel?

G U I D E

P A S T E L S
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Professional soft pastels will have a higher pigment to binder 
concentration. Their manufacturing process will involve hand rolling the 
sticks of pastel in such a way as to not compress the ingredients too much; 
this allows for both subtle and bold marks. Although this means that the 
pastel sticks deposit brighter, more saturated hues, it also means that the 
characteristics of the individual pigments will be more apparent, and the 
sticks are more likely to break or crumble as less is holding them together.  

Artist soft pastels will have a little less pigment in the mix, a little more 
binder, and will be rolled more compactly. Dust is less likely to accumulate to 
the same degree as professional colours, and although colours are still intense 
and pure, they may be just a touch less saturated. 

Student pastels are great for getting to grips with the medium - the colours 
are still good and some blending is possible. They are more affordable and in 
many ways easier to handle than professional pastels — the colours just won’t 
be as intense. As with all art materials, the higher the price the greater the 
investment in quality.

Which grade?

detail to a soft pastel work, although they can be used on their own. Hard 
pastels are harder to erase although it’s still possible to lift lightly applied 
marks. There is less need to fix work with a fixative. Finished works are best 
preserved under glass or in between sheets of glassine.

PanPastels are professional artist grade soft pastel colours contained in 
plastic pans. They can be mixed and applied like paint. They are creamier than 
regular soft pastel so there is a lot less dust. Sofft Tools allow you to mix 
PanPastel colours on a palette before applying them to your support - just like 
painting! The same tools for soft pastel can also be used with PanPastels, and 
they can be fixed with fixative and preserved safely under glass.

Jackson’s Handmade Soft Pastels : £2.00
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The great thing about pastels is that you don’t need any mediums, but if you 
would like to push the possibilities of the medium there are a few you can try.  

Creating washes  
Wetting pastels with water or solvents will enable you to create thin washes 
of colour. A lot of pastel artists like to do this to cover the surface with a 
tint before starting work. Tim Fisher’s Pastel Liquefier is a special medium 
designed to wet pastels while maintaining the stability of the pigment. It 
breaks down already applied colour sufficiently to make subsequent layers of 
colour adhere with relative ease.  
Blending   
Zest-it Pencil Blend is suitable for use with all pastels. One great way to use 
it is to dip a paper stump or colour shaper into the medium and then use it to 
gently dissolve applied colour and blend.  
Adding pearlescence  
PanPastel mediums are the world’s first dry colour mediums for pastels. They 
allow you to add pearlescence to your colours (fine and coarse, white and 
black varieties are available), and they also have a colourless blender. They 
have the same characteristics as all PanPastel Colours — they are mixable, 
erasable, low dust, lightfast and professional artist quality. No preparation 
or drying time is required with PanPastel mediums, as neither solvents nor 
water is needed. PanPastel mediums are versatile and can be use on almost 
any surface, making them great for mixed media work. Simply apply with a 
Sofft tool or sponge and blend into colour on a palette or on your support.

For blending and intricate detail  
Paper stumps, tortillions and colour shapers can all help with blending 
techniques, especially with soft pastels and PanPastels. They work best if 
dipped in solvent or Pencil Blend if you are using them with hard pastel. The 
pointed end can help to etch into colour or draw very fine lines.  
Applying broader marks and blending  
Sofft tools and sponges are designed for use with PanPastel. The tools are 
just like eye shadow sponges and apply the creamy colour with a painterly 
touch — use a sideways motion for best results. For bigger marks try using 
one of their synthetic sponge bars, available in a range of shapes for different 
marks. Brushes such as the Sennelier Pastel Brushes and Da Vinci Pastel 
Brushes are soft with short deerfoot shaped brush heads which are perfect 
for dappled textures and blending effects.

Adding mediums

What brushes and tools 
should I use?

Choosing a surface
Textured paper is the best for soft pastel and PanPastel  
The texture of a pastel paper will allow it to hold colour in its crevices. There 
are a variety of textures available. Ingres Paper is a cylinder mould made 
paper that has a chain and laid texture — this means it is finely ribbed; it is 
a traditional surface that has been used by pastellists for hundreds of years. 
It is usually too light to take water without buckling. Velour Paper has a fuzzy 
felt-like surface which holds soft pastel colour within its fine fibres, however 
like Ingres it does not like water so is only suitable for dry pastel techniques. 
Sanded Paper has a slightly coarser surface thanks to the sanded primers 
that are used to create the surface. Some pastel surfaces have a heavier 
tooth and are suitable for both wet and dry media. They are able to hold more 
layers of colour, and include Spectrum Colourfix, Sennelier Pastel card and 
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Tim Fisher’s 400 Pastel card. Soft pastel papers tend to be coloured — this 
is because soft pastels have a degree of opacity due to the presence of clay 
in the binder, and look attractive on a coloured ground without the surface 
having any influence on the colour being placed upon it. The coarsest of the lot 
is the Tim Fisher Paper. Check out ‘The Wide Variety of Pastel Papers’ article 
by Julie Caves on the Jackson’s Art Blog for my information.  
Do it yourself pastel surfaces  
Pastel primer is an acrylic primer that can be applied to any dry surface 
in order to give it a sandpaper-like texture that is perfect for soft pastel 
painting. Apply several thin layers with a brush to get the perfect finish. It is 
available in a range of colours and it’s also possible to tint the primer with 
acrylic colour to get the perfect shade. There are varieties made by Golden 
Acrylic and Colourfix, both of which can be applied to a range of surfaces 
including MDF and watercolour paper.   
Something a little smoother for hard pastels  
Hard pastels do not crumble or make dust like soft pastels, and while they 
also look beautiful on laid papers it’s also possible to draw on smooth or lightly 
textured cartridge papers. They also look great on any of the watercolour 
papers we sell. Protect finished works with a layer of fixative and interleave 
sheets of paper with glassine or tissue paper.

What accessories and tools 
do I need for my studio?

Easels that tilt forward allow dust to fall away from your work and so are 
useful for pastel artists. With this in mind it’s also worth investing in a good 
drawing board and clips too! Our studio lights can help with essential accuracy 
while colour matching. A soft brush is useful to brush away too heavily applied 
colour. Good putty erasers will also serve you well, they lift colour cleanly 
and can be used to add highlights to your work — because they are easily to 
mould into any shape they are great for erasing tiny areas at a time. To add 
little details you might like to add some pastel pencils to your collection of art 
materials as well. Soft pastel fixative is essential for keeping applied marks 
in their place, however they can darken shades, and some artists avoid using 
fixatives for this reason, preferring to frame work under glass at the earliest 
convenience instead. We sell fixatives designed especially for soft pastels used 
by Loxley, Daler Rowney and Sennelier. Spectrafix Degas Pastel Fixative is 
an all natural and odour free fixative, very popular among artists who do not 
have private outdoor space in which to fix work — take a look at the review by 
Joanna Hudson on the Jackson’s Art Blog to find out more.

V I S I T  J A C K S O N S A R T . C O M  T O  V I E W 
A L L  P R O D U C T S

Brands including Unison, Sennelier, Cretacolor, Old 
Holland and many more.
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P A S T E L S :  I N S T A N T  P A I N T I N G
J A C K S O N ’ S  H A N D M A D E  S O F T  P A S T E L S

Made with the finest materials, 
Jackson’s Handmade Soft 
Pastels are of the highest 
professional quality.

The full range consists of 200 rich 
and vivid colours, as well as a wide 
array of themed selection sets.

Jackson’s Soft Pastels are 
carefully hand-rolled with the 
lightest of touches, so as not to 
overly compress the three simple 
ingredients from which they are 
made. They have an incredible 
softness and a smooth consistency. 

This gentle manufacturing process 
creates pastels that deposit 
brighter and more saturated hues.

The pastels are made solely from 
pigment, bentonite clay (which helps 
to bind the pastel), and calcium 
carbonate (chalk). Each pastel 
measures approximately 55mm in 
length and 15mm in diameter.
 
Customer review  
“Superb range of handmade soft 
pastels.  So reasonably priced that 
a full set is not out of reach for us 

pastellists. Jackson’s are always a 
pleasure to do business with and the 
pastels reflect this quality...”  
Jackson’s Handmade Soft Pastels are 
available at jacksonsart.com all priced at 
£2.00.
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T H E  N E W  M I D N I G H T  S E T
U N I S O N  D A R K  P A S T E L S

Unison Pastels are extremely, 
highly regarded soft pastels 
hand made in Northumberland, 
England. The idea that they 
should be made was originally 
conceived by artist John Hersey 
who found that other soft pastels 
just weren’t up to scratch. He 
decided to attempt formulating 
his own — pastels that did not 
break as easily and were more 
consistent in texture. He also 
saw this as an opportunity to 
create a range that reflected his 
own unique passion for colour.  

The first range of 117 shades 
garnered an unexpected level of 
interest, and the rest is history. 
Unison still operate as a small team 
working in the Thorneyburn Rectory 
in the heart of Northumberland 
National Park, producing more 
than of a quarter of a million world 
class handmade pastels annually. 
The exquisite range of 422 colours 
reflects the beauty of the nature 
that surrounds their manufacture.

Unison’s brand new Soft Pastel 
Midnight Set contains eight soft 

pastels in rich, deep colours that 
allow you to create depth, night 
scenes and distinct contrast in 
your pastel paintings. The colours 
in the set comprise of one made 
in collaboration with pastel artist 
Robert Dutton, five exciting new 
colours, and two favourites from 
the original range — Dark 19 and 
Dark 20.   
Unison Pastels are available at jacksonsart.
com priced from £2.50. Midnight set is 
priced at £24.50.
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G R A P H I T E  V S .  C H A R C O A L
O U T L I N I N G  T H E  D I F F E R E N C E S

The most common artist drawing 
materials are charcoal and 
graphite, however, working out 
how and why they’re different 
and through this how best to 
use them can be a bit confusing. 
We looked into their history, 
the different forms they are 
available in and their molecular 
structure (drawn above in each 
material charcoal on the left and 
graphite on the right) to explain 
their qualities and help you find 
out which type you might need.  
 
Graphite 
 
Graphite is one of the most familiar 
inorganic, yet naturally occurring, 

materials that artists use. Its most 
common form — the pencil — has 
been used for the past 600 years.
The reason we use the term ‘pencil 
lead’ is that graphite was thought 
to be a type of lead until 1779 when 
a Swedish chemist discovered it was 
a mineral form of carbon. The term 
graphite comes from the greek word 
‘graphein’ meaning ‘to write’.  
 
How is graphite made? 

Modern pencils are made by creating 
a paste of clay, purified graphite 
and water that is partially dried 
through a f iltration process. This 
is then extruded and f ired at 1038 
degrees Celsius. These porous 

strands are then soaked and f illed 
with wax allowing a smoother 
line and better adherence. These 
leads are typically used in a pencil 
or a lead holder. 

The first appearance of graphite 
encased in wood dates from around 
1565, close to the time that natural 
graphite was first discovered in 
Cumbria. Other natural sources 
exist in Siberia, Germany and in 
the USA. However graphite is now 
artificially produced by heating 
cokes (another carbon allotrope) at 
high temperatures.

This synthetic graphite tends to be 
less reflective than mineral ‘flake’ 
graphite, additionally synthetic 
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graphite’s grey hue can be altered by 
changing the size of the particles that 
make it up. This explains the differing 
effects of various graphite pencils. 
 
What is graphite? 
 
Graphite is a metallic, grey mineral 
that is used for writing or drawing. 
It is a soft yet brittle substance, so 
unless used as a drawing material 
in powder form, it requires a 
protective shell or a binder. It is 
used mixed with other ingredients 
to enhance its composition, 
strength, hardness or hue. Many 
artists find graphite essential to 
produce sketches, final pieces 
and work on fine details. It can be 
buffered, smudged or erased to 
create different effects and can be 
sharpened to a very neat fine point 
or be bought in a soft hardness that 
can be easily manipulated. 
 
Different types of artist graphite 
Graphite pencils were originally 
blocks of raw graphite, mined from 
the ground, that were shaped into 
sticks and wrapped with string. 
Shortly after the discovery of 
graphite it was clear the amount 
of naturally occuring graphite 
was f inite leading to people 
experimenting with combining 
powdered graphite with gums, 
resin and glues to extend them. 
This mixture was then pressed 
into grooved wood  — it wasn’t 
entirely effective. 

Nicolas-Jacques Conte made the 
first modern pencil for Napoleon 
in 1795. This pencil was made by 
roasting clay, purified graphite and 
water in a kiln and then putting it is 
a wood sheath. Joseph Hardmuth, 
then improved the technique by 
discovering you could change the 
hardness of the pencil by varying the 
amount of clay used. 

The degrees of hardness that apply 
to artist pencils are completely 
down to the amount of clay added. 
The more clay, the harder the 
lead is but the lighter the overall 

line. You can use these different 
hardnesses to create detail, change 
the appearance of line or create 
dark and light areas. Artist graphite 
pencils are measured in hardnesses 
between high Hs, the hardest leads 
and high Bs, the softest leads.   
Our modern graphite sticks are 
fairly new and are not pure graphite, 
but a mixture of powdered graphite 
and clay that has been fired at a 
very high temperature. The amount 
of clay present determines the 
degree of hardness; the more clay, 
the harder the stick. The variety of 
hardnesses is a lot smaller than that 
of pencils, ranging from between 2B 
and 6B. Graphite sticks come in a 
range of sizes varying from a block 
or to ones mimicking the shape 
and size of a pencil, which you can 
use a sharpener with. One of the 
advantages of graphite sticks is you 
can create broad strokes, rubbings 
and distinctive dark lines easily.
 
Graphite powder can be used 
similarly to charcoal powder and 
can be an interesting as well as very 

Several graphite holders, graphite blocks, leads and sticks.

useful material. You can use it wet 
or dry and apply it with a variety 
of brushes to get different effects. 
If used with water you can apply it 
in washes similar to that of ink or 
watercolour. This makes it great 
for toning areas of a surface in 
preparation for a sketch allowing 
you to work in highlights quickly 
using an eraser on a consistently 
toned sheet. You can also use 
smaller brushes to add fine details. 
Another alternative is to apply it 
using a tissue or a small piece of 
leather. Each of these methods 
will give the work you create a 
completely different texture. It is 
also particularly useful for knocking 
back highlights by gently applying 
it dry, to a whole piece without it 
disrupting details. Be aware however 
the more you rub it the shinier and 
more ‘polished’ the whole surface 
will become as it buffs the particles. 
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Charcoal  
Charcoal is one of the oldest art 
materials. The first recorded use of 
it is are cave paintings that date back 
from 23,000 BC. Since then various 
technologies and methods have been 
invented or harnessed to enhance its 
properties and compensate for its 
structural weakness.  
How is charcoal made?  
Charcoal is made by incompletely 
burning natural matter, such as 
wood, over a long period of time 
in a chamber, kiln or pot that has 
restricted airflow. This leads to 
the incomplete combustion of the 
material and the production of the 
form of carbon we know as charcoal.  
What is charcoal?  
Charcoal is a dry medium that can 
be used in its raw form as sticks 
or powder, or mixed with gum or 
wax binder to make it easier to 
handle. It can create a wide range 
of tonal marks from intense matt 
black to very light greys. It is easy 
to remove from a surface with a 
brush of a hand, although it can leave 
some staining due to dust getting 
trapped in the surface texture. It 

can be applied to smooth or rough 
substrates with ease and the 
correct amount of pressure. 
 
Types of artist charcoal 
 
Vine and willow charcoal are both 
made by heating actual vines 
and pieces of willow in a kiln or 
chamber. These sticks tend to 
be fairly thin and long and are 
always slightly irregular restricting 
some of the marks you can make. 
The different wood produces 
a different charcoal with vine 
charcoal creating a dark grey and 
willow charcoal creating a rich, 
deep almost velvety black. 

Willow charcoal tends to have 
a more uniformed, consistent 
mark and finer particles than vine 
charcoal. It is available in a range of 
widths, usually named thin, medium, 
thick and chunky or jumbo. These 
vary between 3 to 24mm. 

Vine charcoal tends to be easy to 
dust or erase making it perfect for life 
drawing, quick sketches or compositions 
that need constant reworking. Vine 
charcoal is also available naturally in 
a range of hardness including soft, 
medium and hard.

Powdered charcoal is literally 
charcoal in powdered form. It can 
be made by crushing up the dust 
of willow or vine charcoal or be 
bought as a separate product. 
It can be combined with other 
charcoal products or used wet with 
watercolour to create areas of dark 
rich black in artworks. You might 
find it doesn’t create as dark a mark 
as compressed charcoal so using a 
combination of forms in a piece can 
be useful, however, it can be perfect 
for toning a whole surface or area 
of a surface. It is worth practicing if 
you plan to use wet charcoal as the 
wrong ratio of water to charcoal can 
create a muddy effect.  
Compressed charcoal is now 
commonly used as it breaks much 
less easily than vine charcoal and 
is harder to erase (although some 
artists will enjoy this quality of the 
stick variety of charcoal). You can 
also use the side of the stick to 
create broad consistent strokes, 
which is completely impossible 
while using vine charcoal due to 
its irregular shape. Compressed 
charcoal is made by combining 
charcoal powder with a gum 
binder and pressing it into sticks, 

Charcoal sticks in a variety of sizes.
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this allows the makers to control 
the hardness of the sticks by 
increasing or decreasing the 
amount of binder. This also affects 
the consistency (increased from 
that of the vine) and the shade 
of each block and stick. The 
range of hardnesses is fairly wide 
going from HB, B, 2B, 3B, 4B to 
occasionally 6B or alternatively 
referred to as extra soft, soft, 
medium and hard.

Compressed charcoal also allows 
larger sticks to be produced than 
those available as raw material, 
these can then be sharpened into 
a point and are less messy, due 
to the binder, than raw charcoal. 
This allows for a new range of 
marks in deep black or subtle more 
controlled gradations.

Charcoal pencils are made by 
putting compressed charcoal into a 
wooden jacket or very occasionally 
into a paper jacket similarly to a 
grease pencil. This development 
for charcoal makes it perfect for 
producing fine, clean and crisp 
drawings that you could produce 
with graphite pencils but with the 
added benefit that you can produce 

very deep, black, matt areas and 
shades that do not have any shine. 

An advantage of charcoal pencils 
over other charcoal forms is they 
are easy to sharpen to a point, for 
the paper wrapped version you 
peel away rather than sharpening 
but you can use a sandblock 
to shape the tip. Both types of 
charcoal pencil allow you to use 
charcoal pencils to make tiny, 
considered and accurate drawings 
with a lot of control and potential 
for minute detail.

They are found in the same variety 
of hardnesses as compressed 
charcoal ranging from extra soft to 
hard, also referred to as 6B to HB.

Charcoal pencils in a variety of hardnesses.

Two types of charcoal powder.
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All erasers work by being sticky, 
with the ability to lift graphite, 
charcoal and sometimes ink 
marks from a multitude of 
surfaces. They can be divided 
into two groups based on how 
they work: Putty Rubbers and 
erasers that make crumbs.

Putty rubbers  
Kneadable putty erasers work by 
absorbing colour, they do not wear 
away. These can be very soft or 
quite stiff, but they are not abrasive.

This type of rubber is the best 
choice for erasing highlights in 
charcoal or pastel because plastic 
and other rubber erasers leave 
pieces that can smear the drawing 
when you rub them away, but a putty 

rubber collects the charcoal or 
pastel inside itself without leaving 
any crumbs to brush away.  
As the graphite, charcoal or colour 
lifts off the paper and sticks to your 
eraser, you’ll need to fold the eraser 
in on itself (the ‘kneading’ part of 
kneaded eraser) to move the dirty 
bits away from the surface of your 
rubber so the eraser won’t add 
marks to your drawing. You may 
need to tear it apart and put it back 
together to clean it if it is a stiff one. 
The usual method for using a putty 
rubber is to press and lift. The 
colour sticks to the putty and is 
removed without rubbing. They can 
be moulded to any size and shape 
you need for removing large areas or 
small details.

The makes of putty rubber vary a 
lot in softness — from very soft 
and melty to super stiff almost like 
a hard rubber eraser. One source 
said a kneaded eraser is made from 
carbonated rubber and vegetable 
oil. So that might mean that the 
ones that feel particularly oily or 
soft might just have more oil. If 
you knead them thoroughly the oil 
seems to become distributed better 
throughout the rubber and they 
work much better. Some makes 
come in little boxes to keep them 
clean and to prevent their oil from 
transferring to other things.

Kneaded erasers are not very good 
for completely erasing an area. If you 
need to completely erase an area 
— first use a kneaded eraser to 

I F  A T  F I R S T  Y O U  D O N ’ T  S U C C E E D . . .
A N  E R A S E R  G U I D E
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lift as much graphite as possible to 
prevent inadvertently pushing dark 
graphite farther into the paper, then 
use a firmer eraser to completely 
finish the erasing. 
 
Erasers that make crumbs 
include rubber erasers, gum erasers 
and vinyl/plastic erasers. All of them 
remove colour from the paper by 
picking up the colour and shedding 
parts of themselves. Each has a 
different hardness.

Rubber erasers (they used to be 
made of natural rubber and now 
some are synthetic rubber) are in 
the middle in the scale of firmness. 
A few contain abrasives like pumice, 
designed to erase biro ink — but 
those are usually just the rhomboid-
shaped school erasers. Rubber 
erasers feel a bit powdery to the 
touch and this bothers some people 
a great deal. It’s not always easy to 
tell some synthetic rubber erasers 
from plastic erasers if they don’t 
say anywhere, in that case go by the 
powdery feel.

Gum erasers (also called art gum 
erasers) are designed to crumble 
very easily as they collect up the 
graphite so they do less damage 
to the paper. But since they 
crumble away they don’t last as 
long. Very soft.

Plastic/vinyl erasers are the 
firmest eraser. The most popular 
eraser, these modern erasers 

Click Erasers and Eraser Pencils.

A variety of putty erasers.

usually give the most complete 
removal of graphite. The word 
‘plastic’ might make you think they 
wouldn’t work well, partly because 
you can’t erase with any other 
plastic items on your table. But 
you need to remember two things: 
plastics come in a huge variety 
of formulas and also ‘plastic’ can 
means ‘pliable’ as in ‘the plastic arts’ 
meaning sculpture. 

‘Dustless’ means that the eraser 
residue particles clump together 
for more complete removal, leaving 
fewer tiny particles that are actually 
still on the paper but not visible until 
you take a close-up photo. 

Plastic erasers can be heat-moulded 
into many shapes, both for finger 
grips and for sharp edges that allow 
the erasure of fine lines. They are 
also what click erasers and electric 
erasers are made of.

Pencil and pen erasers (also called 
click erasers, detail erasers, barrel 
erasers) have fine points — this 
style allows you to precisely pinpoint 
even the tiniest mark and remove 
it completely. They usually contain 
plastic erasers and resemble a 
pencil or pen in shape.

Electric erasers are battery-
powered tools that spin the eraser 
on your paper and crumble away 
fairly quickly so the refills come in 
multiples. The advantage is that 
that you can erase precisely where 

you want and it is very gentle on 
the paper. They usually contain 
plastic erasers.

Specialty erasers and tools such 
as fibreglass pens, erasing knives, 
razor blades and cleaning cushions 
with eraser dust for cleaning up a 
whole sheets of dirty paper, can also 
be used for removing marks.  
Eraser Tips:  
The best method for removal of 
coloured pencil or a large amount of 
dark graphite is using a 2-step process.

Step 1: press and lift (do not rub) 
with a putty rubber until no more 
comes off, folding the collected 
colour inside the rubber.

Step 2: finish erasing with a plastic 
eraser or rubber eraser in a 
rubbing manner.

Most erasers have more tack, are 
more pliable and less likely to tear 
the paper if they are a bit warm, so 
it can help to hold your eraser in 
your hand for a few minutes before 
using it.

Erasers aren’t only for removing 
mistakes they can be used as tools 
for creating art. For one of the 
most common subtractive drawing 
techniques you cover a piece of 
drawing paper completely using a 
graphite pencil or block; charcoal 
or charcoal powder; or graphite 
powder. Then with an eraser you 
create the highlights of the image. 
You can always re-fill any areas 
where you’ve over-erased.
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Molotow One4All is a completely 
intermixable range made up of 
acrylic pump-markers, spray 
paints, and varnishes.  
This range has been created by the 
graffiti experts Molotow (makers of 
Belton spray paints) in Germany to 
meet the needs of both street artists 
and fine artists. The One4All products 
can all be used together, letting you 
have as many options as possible. They 
can be used on nearly every surface, 
whether you want to work on paper, 
canvas, metal or stone and because 
they are low-odour and solvent free 
you can use them in the studio or 
outdoors, whichever you want.

Thanks to the exact colour matching 
of 24 colours in One4All Markers and 
One4All Sprays, you can use both 
together seamlessly on the same 
piece. This means you can create 
layers and details with the same fluid, 
bright acrylic without disrupting 
the unity of the piece. If you want to 
make large acrylic paintings executed 
in spray-paint with crisp highlights 
added in with a fine tip marker, or 
street art with a watercolour effect 
on a grand scale then it’s worth trying 
out One4All. The comparatively slow 
drying time of One4All Spray Paints 

means you can mix them on a surface 
using a wet-on-wet method or blend 
them with a brush, and you can dilute 
them with acetone or water. The 
spray paint dries slightly slower than 
the markers so you need to wait if 
you want to layer distinct, sharp pen 
marks over the spray paint. This 
feature can be useful if you want to 
use your markers to blend or mix the 
spray paint while it’s still wet. These 
effects are something that isn’t usually 
possible while using alcohol based 
spray paints or acrylic based spray 
paints that don’t have the equivalent 
coloured markers available.

The versatility and intermixability of 
this range appeals to a broad range 
of artists and creatives. Acrylic 
painters find that One4All markers 
and spray paints fit in with their 
existing practice because the spray 
paints are great for underpainting and 
the markers can be used for adding 
details to paintings. Both of these 
can be useful for creating straight 
lines or lines of a consistent width 
giving you more control over your 
material. Filling the markers with a 
custom mix by combining different 
One4All Acrylic Paint Refills or any 
fluid acrylic, means you can create a 

wider spectrum of shades and tones 
while having the qualities of a marker. 
One4All Acrylic Varnish can be used 
to increase the durability of a work by 
providing scratch and UV resistance, 
meaning if your work’s outside you 
can make sure it can’t be accidentally 
removed and will withstand most 
weather conditions. 

As well as being unusually adaptable to 
your style Molotow’s One4All range is 
also environmentally friendly. All the 
markers are reusable and both the 
markers and the spray paints use the 
smallest amount of solvents possible 
relying on an acrylic paint which is 
85% water. All the paints provide 
solid, consistent colour thanks to the 
patented technology which is cleverly 
engineered to suit each tool so you can 
combine them how you like.

Molotow One4all products are available at 
jacksonsart.com. Acrylic Spray Paint 
400ml is priced between £8.70 to £9.00. 
Single Acrylic Markers are priced between 
£2.30 to £6.50, Twin Acrylic Markers are 
priced at £4.60 and 30ml refills are £3.60 
and 180ml refills are £15.50.

I N T E R M I X A B L E  A C R Y L I C  P U M P - M A R K E R S , 
S P R A Y S  A N D  V A R N I S H E S

M O L O T O W  O N E 4 A L L
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B R U S H E S  O F  E X C E P T I O N A L  Q U A L I T Y
W H A T  M A K E S  A  J A C K S O N ’ S  B R U S H  S P E C I A L ?

A well made brush will look 
good, feel food, offer you long 
lasting reliability (with the right 
care) and have the potential to 
create beautifully consistent 
brush marks.  

Brush head 
 
The hairs of a brush aren’t always just 
cut to the same length and bound. 
Expert brush makers will take into 
account the natural curve and shape 
of each hair. The collective binding of 
the hairs of the brush needs to form a 
solid shape (either round, flat, filbert 

etc.) to guarantee a clean crisp brush 
mark. Hairs are interlocked in their 
binding to maximise the liquid holding 
capacity. Hair is rarely cut at the tip 
as the natural taper of each strand is 
essential for achieving the finest point.  
 
Binding  
A good brush will use longer hairs, 
so that they can sit deeper into 
the glue that binds them in place, 
reducing the likelihood of hairs 
falling out. Each brush undergoes 
careful inspection, and shorter 
hairs are removed. Once the hairs 

are arranged in exactly the right 
position they are tightly bound 
within a metal ferrule or a natural or 
plastic quill.  
Handle  
Wooden handles have multiple layers 
of primer and paint to prevent 
damage. They will be shaped and 
weighted correctly to ensure that 
they are comfortable to use.

All brushes are avaliable at jacksonsart.com, 
Jackson’s Black Hog Bristle series 334 is 
priced between £3.50 to £12.00. All Series are 
priced between £3.50 to £32.00 and sets are 
priced at £15.30 to £39.00.

Da Vinci have an international 
reputation for making world 
class fine art brushes. They 
specialise across all mediums and 
hair types, producing synthetic 
and natural hair brushes for oil, 
acrylic and watercolour. 

Da Vinci’s range of brushes use the 
finest hairs available — the Kolinsky 
Red Sable Oil Brush is soft yet 
resilient and allows you to produce 
very smooth marks and details. The 
Russian Squirrel Hair Quill Brush is 
ideal for fluid watercolour washes 
and techniques. The Tobolsky Sable 
is incredibly well suited to delicate 
and detailed watercolour painting as 
it holds sharp points and can achieve 
crisp edges.

‘ W O R L D  C L A S S  F I N E  A R T  B R U S H E S ’
D A  V I N C I  B R U S H E S
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Jackson’s Black Hog Bristle Brush
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Jackson’s Shiro Professional Hog Bristle Brushes 
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For smooth brush strokes, 
washes, stains and glazes  
For working in fluid paint or with 
fluid glazes, you need a soft brush 
to make smooth marks. It needs 
to be able to hold a lot of liquid and 
to be able to spread colour evenly. 
Customers find that Jackson’s 
Shinku Red Synthetic and Procryl 
range has these qualities, that the 
Jackson’s Onyx is similar but with 
slightly stiffer bristles. A particular 
favourite is the award winning 
Isabey Isacryl brushes that also have 
excellent control.
  For Impasto  
Thick applications of colour that 
are designed to leave an imprint 
of your brush mark need a brush 
head that has stiff bristles and is 
durable. Da Vinci’s Acrylic Impasto 
Artist Brushes are designed to be 
the equivalent of a flexible “palette 
knife” and for this reason are very 
popular. Our Jackson’s Akoya 
brushes also have stiff enough 
bristles to be used for impasto.

For an all-rounder
 
Hog brushes are often called the 
workhorse of acrylic and oil painters 
brush collections. Our bestselling 
hog brushes include our Jackson’s 
Black Hog range - black hog hair is 
softer than other hog hairs allowing 
it to carry a lot of liquid while still 

being rigid enough to carry thicker 
paint giving this brush great 
versatility.  Another is our Jackson’s 
Shiro Artist range whose hairs 
are not boiled or heavily bleached 
to obtain their white colour and 
thus retain their shape and spring 
incredibly well. Silver Brush also has 
a popular range of brushes made 
with interlocking Chungking white 
hog bristles that are both affordable 
and durable.
 
For snap and precise marks 
 
Artists look for what is known as 
snap or spring (the speed at which 
brush hairs will ping back into their 
original position if pulled back with 
your finger) in a brush because it 
allows the artist to place down crisp 

marks on a piece - the brush will 
snap back into place and will not lose 
its shape after continued use. Two of 
the top brush ranges for this quality 
are our Jackson’s Akoya White 
Synthetic range and the Pro Arte 
Sterling range. 
 
For close-up work  
Working on an oil or acrylic painting 
when your close to it can be made 
easier by using a short handled 
brush. Daler Rowney’s System 3 
brush range includes short handled 
synthetic brushes that can be used 
as an economic alternative and our 
own Jackson’s Onyx range has short 
handles as well as good holding 
capacity and a silky feel.

For large scale work 

If you work on a medium to large 
scale it is essential collect brushes 
that match your scale. Princeton’s 
Catalyst Polytip Bristle range goes 
up to a gorgeous size 24, Omega 
hog brushes come in a range of 
large shapes that are much used by 
artists working on a large scale. 
 
Try also Handover Studio Hog and 
Jackson’s mottler brushes.

All are available at jacksonsart.com. 

B E S T S E L L I N G  B R U S H E S
F O R  O I L  A N D  A C R Y L I C  P A I N T I N G

Jackson’s Akoya White Synthetic Brushes 
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For watercolour painting, the 
right brush is essential. With 
considerations such as hair, 
shape and quality, painting 
with a brush that suits your 
preferences can literally make 
all the difference. Using the right 
brush can help avoid frustration 
during painting and can allow 
your colours and marks to sing.  
The main aim for most 
watercolourists is to find a brush with 
good liquid holding capacity. Sable 
hair brushes are generally considered 
the very best for this, but there are 
also now some exceptional synthetic 
alternatives too. Those who paint 
fine detail are likely to also look for 
good spring so that crisp lines can be 
applied exactly where they’re needed.  
Natural hair for maximum 
holding capacity  
Hair naturally has a thicker middle 
(belly) which tapers to a f ine 
point. When hairs are bunched 
together this shape helps to 
hold more liquid. Short handled 
sable brushes such as Jackson’s 
Kolinsky-Tajmyr brushes are often 
considered the f inest brushes that 
a watercolour painter can work 
with. Some other alternatives 
are the famous Winsor & Newton 
Series 7 brushes (commissioned 
by Queen Victoria) and Da Vinci 
Series 10 Sable brushes.

Washes  
For vast expanses of gentle colour 
— skies, seas or the initial laying in 
of tone for a painting — mops are 
the perfect brush. Squirrel Mops 
are round, natural and with the best 
liquid holding capacity. A brilliant 
synthetic alternative is the Da Vinci 
Cosmotop Spin Mop brush, the 
Jackson’s Raven Synthetic Mop range 
or Escoda’s Ultimo Tendo Synthetic 
Mop brush range. Oval wash brushes 
such as those made by Jackson’s, 
Pro Arte and Daler Rowney offer a 
lozenge-shaped brush mark. Hake 
brushes are made from very soft 
and relatively short, white goat hair. 
They are wide and flat shaped. Their 
long wooden handles are perfect for 
making vast sweeping brushstrokes 
as you might find in Chinese painting 
techniques. Jackson’s and Pro Arte 
Hakes are our most popular.  
Speciality brushes  
These clever brushes are specially 
designed to capture effects from the 
natural world. Portray foliage, render 
a moody sky or use a stippler brush 
to create texture in the foreground 
with our ever popular Jackson’s 
Speciality brushes, made with a 
blend of natural hairs. The width of a 
Swordliner brush head at the ferrule 
holds a lot of paint, this width then 
tapers off to a very fine point. As a 

result it’s possible to make lines that 
undulate from thin to thick depending 
on the pressure that you apply. 
Top of the range synthetics  
Those who prefer not to use natural 
hair brushes have loads of excellent 
synthetics to choose from, which 
generally last longer than natural 
brushes. Nowadays synthetic brushes 
so closely resemble their natural 
hair equivalents it can be hard to tell 
them apart difference. One of our 
bestselling synthetic ranges is the 
Jackson’s Artica brush range. The 
Jackson’s Studio Synthetic range 
is also worth a mention — a highly 
popular range of vegan friendly 
brushes made with top quality 
(repetition of range), silky synthetic 
hair. They are reliable, long-lasting 
and hard to beat on value for money.  
The best of both 

Combining natural with synthetic 
hair in a single brush gives you the 
best of both worlds — maximum 
liquid holding and maximum 
durability. Jackson’s Icon sable-
synthetic brushes are certainly 
worth a try.

All are avaliable at jacksonsart.com.
Jackson’s Studio Synthetic Watercolour 
Brushes, single priced from £3.00 to £34.00, 
sets £15.30 to £40.00. Jackson’s Pure 
Squirrel Mops range between £9.90 
 to £59.00.  

F U N C T I O N  A S  W E L L  A S  B E A U T Y
A  G U I D E  T O  W A T E R C O L O U R  B R U S H E S

Jackson’s Studio Synthetic Watercolour Brushes
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Jackson’s Pure Squirrel Mops 
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Escoda Ultimo Tendo brushes
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Travel brushes are a mainstay of 
many plein air watercolourists, 
with Escoda’s versions you now 
have the same qualities as the 
finest squirrel mops with a 
synthetic hair.    

We love Escoda’s Ultimo Tendo 
brushes, and now they are available 
as a range of practical yet stylish 
travel brushes. Available to purchase 
individually or in sets of three 
and six, the hair of these brushes 
possesses extraordinary softness 

and capacity to retain liquids. As a 
result they’re perfect for the fast 
and loose watercolour sketcher to 
take out of doors. Sets come in a 
handmade top grain leather case 
which will safely store them in your 
kit bag. The metal lids of each brush 
protect the brush head when closed, 
and extend the handle when working. 
The range consists solely of round 
brushes - a generous belly and the 
finest of points so that even the 
larger sizes are capable of fine lines 

B R U S H  C A R E

W A T E R C O L O U R  P O C K E T  B R U S H E S
E S C O D A  U L T I M O  T E N D O  S E R I E S

T H E  L I F E S P A N  O F  A  B R U S H  I S  P R O L O N G E D  I F  I T  I S  K E P T  C L E A N  A N D  C A R E D  F O R

All brushes benefit from being 
cleaned with artist brush soap, 
as it contains natural oils which 
help to moisturise the hairs, this 
maintains their strength and 
consequently the shape of the 
brush. The following is a great 
clean up procedure for your 
brushes.

Remove the excess paint from your 
brush with a rag, and then rinse — 
for watercolour and acrylic rinse 
in water, and for oils use solvent 
(turpentine, white spirit, low odour 
solvent or Zest-It). Blot on a clean 
rag. Gently rub the head of the 
brush onto your brush soap. Work 
into a lather with your fingers. The 
lather will pick up the colour of the 
paint you have been working with. 
Rinse under running lukewarm 
water and work in more brush 
soap, and keep doing this until 
the lather becomes free of paint. 
Remember to work the lather with 
your fingers right up against the 
ferrule, as acrylic and oil paint are 
particularly good at getting lodged 
in there and if the paint is not 
washed away, the brush is likely to 

clog and the hairs will splay.

Once the hairs are clean, blot onto 
another clean rag and shape the 
brush head with your fingers. For 
extra protection you can dip a clean 
watercolour brush in gum arabic. 
This will fix the hairs in place until 
it is next dipped in water. Leave 
to air dry, ideally by hanging the 
brush from its handle somewhere 
reasonably well ventilated. This will 
allow any water in the ferrule to run 
out, which will prevent the handle 
from rotting.

If your brush ever becomes 
misshapen (for example by being 

squashed in storage or during 
transport) remember it’s possible 
to re-shape natural hair brushes by 
holding the head in some steam from 
a kettle. This softens the hairs and 
causes them to bend back into place 
of their own accord.

Many painters like to use a brush 
cleaning pot. Put a bit of water 
or solvent in the pot. During your 
painting session place your brushes 
in the pot and use the liquid to rinse 
your brushes when you’re not using 
them. Brush pots have a filter level 
which allows paint sediment to sink 
below it, keeping the solvent/water 
and your brush cleaner for longer.

with a light touch. With this in mind 
they’re ideal too for flower painters 
that love capturing detail.
We’ve proudly stocked Escoda 
brushes for many years; the Spanish 
brand are consistently at the top of 
their game for producing reliable yet 
beautiful brushes for oil, acrylic and 
watercolour painting.

Escoda Ultimo Tendo Synthetic Travel 
Brushes are avaliable at jacksonsart.com, 
as singles from £4.10 to £21.50 and sets are 
priced at £46.00 to £89.00.
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To use with pens  
The most important requirements 
for most marker, sketching and 
drawing pen work is that the paper 
used is bleedproof, bright white and 
smooth. Marker and bleedproof 
pads have a special coating giving 
the bright white surface a soft 
sheen. Ink glides across effortlessly 
and colour looks even and bright. 
The thickness also allows for 
layering of marks without buckling. 
Layout pads contain much thinner 
paper, useful for drafting out 
sketches and ideas. Illustration 
boards and marker boards are rigid 
to prevent warping and so you can 
work on a smooth, level surface 
regardless of the environment 
you’re in. Paper for pens is usually 

P A P E R

bound in a gummed pad while 
boards are sold individually.

To use with pencils and charcoal  
Lightly textured or completely 
smooth papers are often favoured 
by artists working with charcoal 
and graphite (although heavier 
textures can also be used). The 
most commonly used papers 
are cartridge papers;  they’re 
sometimes internally sized to make 
them more hardwearing, and can 
be made of wood cellulose or cotton 
rag. Cartridge papers are usually 
either completely smooth or lightly 
textured. Papers especially suited 
to charcoal tend to have a laid 
(finely ribbed) texture. Papers for 
pencils and charcoal are usually 
sold as loose sheets, pads or rolls. 

Cartridge papers tend to be white 
or off-white, while charcoal papers 
are also available in a range of pale 
earthy hues.  
To use with soft pastels  
The opacity of pastels means they 
can be put on strongly coloured 
surfaces without the colour 
underneath overpowering the 
look of your applied marks. As a 
result of this, papers and cards for 
pastel are available in a wide range 
of colours and tones. The best 
papers are acid free and made of 
cotton rag. Surfaces for pastel are 
textured — sometimes subtly and 
sometimes heavily, this affects how 
much colour gets caught by the 
texture of the surface. This helps 
to keep the colour where it should 

G U I D E
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be, and also makes it possible to 
layer colours. Among the available 
surfaces are coarse sandpaper-
texture papers and cards, marble 
dust papers, f ine cork papers, 
f inely ribbed papers and naturally 
mottled papers. Surfaces for 
soft pastels are available as loose 
sheets and in pads.

To use with mixed media

Mixed media papers are made to 
withstand applications of paint 
while maintaining the look and feel 
of a drawing paper. It’s perfect for 
line and wash techniques, or for 
watercolour pencil work. They usually 
have a subtle vellum like surface and 
are made of cotton, rag or bamboo. 
Papers for Mixed Media are usually 
available in pads or hardbound books.  
 
To use with oil and acrylic paints  
These papers will not buckle, nor will 
the colour bleed when applied. The 
oil painting paper by Arches is truly 
unique  — it looks and feels just like 
their regular watercolour paper, 
however, it has been especially 
sized to make it resistant to the 
deterioration that would normally 
occur when oils are applied to paper. 
Other acrylic and oil painting papers 
are either made from plastic or 
acrylic primed sheets of paper with 
an imitation linen texture. They’re 
perfect for quick sketches, idea 
development and experiments. They 
are available as loose sheets as well 
as in pads.

To use with printmaking  
Each printmaking process requires 
a unique set of qualities in order 
to achieve the best results. Digital 
papers are available in a range of 
different textures and weights. They 
are thinly coated with an archival 
solution that not only enhances the 
appearance of inkjet printed images, 
but optimises their lightfastness. 
Etching requires a reasonably 
heavyweight, smooth or lightly 
textured cream or white paper that 
can be dampened and withstand high 
pressure. Screenprinting papers 
needs to be smooth so that colour 
can be evenly applied  — they don’t 
have to be white if opaque inks are 
being used, but they usually are. 
Relief printing papers i.e. papers for 
lino, woodcut and wood engraving, 
vary a lot with regard to texture 
and weight. Japanese gampi paper is 
very thin and semi translucent and 
is favoured by relief artists who like 
the illuminating quality the paper 
lends to printed images, however it 
is very delicate. More robust papers 
with a smooth vellum surface can 
be easier to handle, with a matt flat 
surface that suits the quality of a 
relief printed image.  
To f ind out what to use with 
watercolour, please go to the 
next page.

Paper quality  
Every kind of art process requires a 
set of unique qualities, so one paper 

might be excellent for watercolour 
but be totally unsuitable for a 
graphic marker pen drawing. 
However what is true, irrespective 
of your medium, is that the best 
papers are made from cotton or 
linen. The fibres are longer and 
stronger, so the paper will be more 
robust too. Scrub, stretch, erase 
to your heart’s content, and your 
paper will survive a lot better than 
any paper made of less expensive 
wood cellulose. All art papers 
are made to ensure that the acid 
content is as low as possible. In 
the case of cotton or linen, there’s 
no acid content anyway — so no 
problem — but wood based papers 
undergo essential neutralisation 
and papers on occasion may have 
the tiniest traces of acid content. 
Acid causes paper to discolour 
over time and become more brittle. 
However when the acid content is 
so low, you may not ever see any 
deterioration in your lifetime. If 
you’re concerned about longevity 
it’s worth checking that the paper 
states that it is ‘archival’.
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What is watercolour paper 
made of?  
The best watercolour papers are 
made from 100% linen or cotton 
rag — it’s the most resilient 
material and can withstand heavy 
applications of liquid and scrubbing 
of the surface without severe 
damage. Artist quality paper made 
from wood cellulose will have been 
been specially treated to remove 
the natural acid content. The fibres 
are not as strong as cotton but it 
will still withstand a good amount 
of scrubbing and watercolour paint 
application. We also sell a number of 
papers that combine wood cellulose 
and cotton.  
 
How is watercolour paper made?  
The process of making watercolour 
paper starts by making the pulp — 
rinsing the fibres that are being used 
and then mixing them with water and 
pH neutralising chemicals. Next the 
pulp is pounded so that the fibres 
are separated out and create an 
even consistency. Internal size is 
often added to the pulp mix — this is 
usually a synthetic solution that helps 
watercolour paint look its brightest 
by preventing it from seeping into the 
paper itself. In the case of handmade 

papers the paper pulp is then placed 
into a rectangular frame to create 
a sheet of paper that is left until it 
has dried a little, and then it is placed 
between sheets of felt to create the 
texture required on the surface. A 
natural deckled edge is formed by 
this process of manufacture. Cylinder 
mould made papers are made by 
pressing the paper through two 
large metal rollers — the pressure, 
temperature of the rollers, and 
whether felts line the cylinders or not, 
creates the final texture of the paper.  
 
What are the different textures 
of watercolour paper and how 
are they formed?  
Hot pressed paper is a completely 
smooth paper, it is made with the 
greatest pressure and with metal 
cylinders at their hottest. Cold 
pressed paper (NOT surface) is 
pressed between cold cylinders lined 
with felt for a lightly dimpled surface 
that allows for a slight irregularity 
in how colour will sit on the surface 
(this enhances colour vibrancy). 
Rough paper is pressed, between 
felts, with the least pressure, 
giving it a heavier texture. Cylinder 
moulds can make up to 200 sheets 
an hour — it’s a much faster way of 
making watercolour paper than the 

handmade process and the results 
are more uniform. Once the paper 
is dry a layer of external sizing is 
added — this further reduces the 
absorbency of the paper so that the 
applied watercolour sits mainly on 
the surface (although it will partially 
sink into the paper) and appears 
bright. Wetting the paper during 
paper stretching methods can 
remove a lot of this sizing, making 
the paper too absorbent, so many 
manufacturers add more external 
sizing, which makes the paper too 
absorbent, than is necessary to 
compensate for this process. 
 
How white is watercolour paper? 
 
Traditionally watercolour paper is 
a warm white. It’s impossible to get 
bright white watercolour paper as 
the brighteners they would need to 
use would impair the quality of the 
paper and over time may cause the 
surface to look patchy. That said 
there are some whiter watercolour 
papers that have been made paler 
with the use of specially developed 
acid free optical brightening agents. 
There are also a number of tinted 
watercolour papers.

W H A T  I S  W A T E R C O L O U R  P A P E R ?
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O N L I N E  F R A M E  B U I L D E R
C H O O S E  Y O U R  S T Y L E ,  M O U L D I N G  A N D  S I Z E

Easily order your bespoke frames online.

A huge choice of self-assembly mouldings are available for works on canvas, 
board or paper. The finished or coloured frames are ready to use, and the 
natural wooden frames can be stained, painted, waxed or varnished in order to 
show your work at its very best.

To use our online frame builder go to

jacksonsart.com/frame-builder
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Margaret Fitzpatrick is a 
accomplished botanical artist 
and teacher who has been looking 
for the right replacement for the 
old Fabriano 5 Hot Press Paper. 

She has done a series of tests and 
experiments on Legion’s American 
Stonehenge Aqua Hotpress 
watercolour paper to see if it 
has the qualities she requires to 
produce her intricate work. For each 
test she used Cadmium Lemon (WN); 
Cadmium Yellow (WN); Cadmium 
Scarlet (WN); Permanent Aliizarin 
(WN); Cerulean Blue (WN); and, 
Ultramarine Blue (G).

Margaret Fitzpatrick used a 
combination of Winsor & Newton and 
M. Graham watercolours to perform 
her tests.
  
You can see more of her work at  

botanical-artist.co.uk.

1.  2. 3.

N E W  T O  J A C K S O N ’ S :  S T O N E H E N G E  A Q U A  H O T P R E S S
R E V I E W E D  B Y  M A R G A R E T  F I T Z P A T R I C K
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‘My findings were as follows:  
1. To lay an even wash 
I found the paper allowed for an even 
wash with all of the colours.  
2. To lay a graduated tone 
I found the paper allowed for a 
graduated wash with all of the colours.  
3. To be able to lift the paint from 
the paper 
I found the paper allowed for the paint 
to lift completely, which is important 
for details in botanical work.  
4. To get crisp sharp edges and 
fine lines 
Once again, I used the same six 
colours with the addition of a mix of 
blue and yellow to produce a mixed 
green and I trialled permanent rose. 
I found all the colours produced 
sharp clean and fine lines on the 
paper with no bleeding of edges.
 
[Along with the original six colours 
Fitzpatrick used an additional of  mix 
of blue and yellow to produce a mixed 
green and trialled a permanent rose.] 

5. Lay glazes one over the other 
I painted a block of three colours; 
Cadmium Yellow (WN); Cadmium 
Scarlet (WN); and Permanent 
Rose (WN). I then glazed over each 
of these colours with two blues: 
Cerulean Blue(WN) and Ultramarine 
Blue (G). I found the glazes remained 
fresh and I was able to lay the glazes 
over the previous paint with the first 
colour remaining in place and not 
shifting with the application of the 
second layer.  
Further testing 
Using all of the above techniques, 
I painted three trial subjects. I 
found the paper performed well and 
produced excellent results. The 
colours remained bright and vibrant, 
the edges were crisp and there was 
no bleeding of colour. I was able to 
lift out highlights and veins which 
is a key part of the way I work to 
get the required detail. The paper 
performed well throughout the tests 
from the initial washes to the final 
dry brush detail. 

4. 5. 

Conclusion 
I found the Stonehenge Aqua 
Hotpress paper performs well and 
suits my style of botanical painting. 
For me it would be an excellent 
replacement for the Fabriano 5 
which is no longer available.’  
Stonehedge Aqua Hotpress Paper blocks 
and sheets are avaliable at jacksonsart.com 
priced between £1.00 to £50.00.

‘Rosehips’ by Margaret Fitzpatrick
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Yupo is a unique and intriguing 
alternative to traditional art 
papers because it allows the artist 
to move colour freely and wipe it 
off to completely erase areas.  

Yupo is a non-porous, acid free, 
pH neutral, synthetic paper which 
is made in the USA from 100% 
polypropylene. It is completely 
waterproof and stain-resistant. The 
super smooth surface allows you 
to build up nuances and patterns 
that would be impossible to achieve 
on traditional watercolour and 
drawing paper. Because it can be 
wiped clean, you have the option 
to return to specific areas and 
redo them until they meet your 
standards, or to build up layers of 
paint using a similar technique to 

the one used with oil painting. It 
can take some time for a puddle of 
paint to dry on this non-absorbent 
paper so many artists dry each 
layer with a hair dryer. Yupo’s 
extra smooth, slick surface can be 
used with a combination of media 
including watercolours, alcohol ink, 
acrylic paint, monotype, debossing, 
oil pastel, graphite and silkscreen. 
When you have completed a piece 
remember to spray the surface of 
the Yupo paper with a clear matt 
varnish or a finishing spray so that 
the work will remain stable.

Yupo is made from heated 
polypropylene extruded to form the 
layers of the paper, this creates a 
dimensionally stable substrate. This 
means that unlike most watercolour 

papers, Yupo paper won’t cockle 
when wet, so there is no need to 
stretch it before you start work. 

There are three types of Yupo 
Paper: translucent, medium & 
heavy, which are available in sheets 
and pads.  The lighter, translucent 
version is designed for backlit 
applications that need excellent light 
diffusion. Painting on Yupo paper 
is a non-traditional approach to 
watercolour painting and great for 
experimentation. 
 
Using watercolour on Yupo paper 
 
Yupo paper takes pencil really 
easily. Apply minimal pressure when 
sketching out your composition, 
especially if you are using pale 

W H Y  I S  A  S Y N T H E T I C  P A P E R  A N  I N T E R E S T I N G  C H O I C E  
F O R  W A T E R C O L O U R I S T S ?

R E V I E W  B Y  C H R I S T I N E  K E N T
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colours to avoid having to erase 
pencil lines once your painting is 
complete. Using a harder pencil is 
also a good idea. The positive aspect 
of this is if you are tracing anything 
you should be able to get a solid 
outline fairly easily.

If you work in a lot of layers when 
watercolour painting, be a little bit 
cautious about adding more water 
when applying colour as it can lift off 
the layer underneath (which is great 
if you don’t want it there but not so 
good if you are trying to strengthen 
or darken a colour). 

The application of watercolour was 
really enjoyable once the layers 
underneath had dried; the paint 
moves very freely as the surface is 
so smooth — it takes the lightest 
stroke to get the paint where you 
want it to go. Because this paper 
isn’t absorbent at all compared to 
traditional watercolour paper, paint 
will go a lot further meaning in the 
long run you will use less.

The ability to lift, or more accurately 
wipe colour clean from the paper 
is simply amazing. The paper did 
not buckle or wrinkle once when 
the colour was lifted and remained 
completely flat. It makes working 
on watercolour paper a lot less 
daunting for those not used to 
using it and and allows for more 
experimentation. The images 
to the right show a comparison 
between the Yupo Medium and 
the Stonehenge Aqua Hot press 
Sample Pad. Solid blocks of colour 
were painted on both pads. On the 
right hand side of each block the 
paint was removed using a piece 
of kitchen towel, and on the left it 
was lifted using a brush. As you can 
see from the image, the colour on 
the Yupo paper lifted considerably 
 — the Phthalo Blue can still be 
seen so it didn’t lift completely — 
but it’s pretty clean and with a bit 
more water and scrubbing it could 
have probably been removed. The 
texture and integrity of the paper 
remained exactly the same no 

matter how hard the paper was 
scrubbed and did not break down at 
all. In comparison, the Stonehenge 
Aqua Hot Press began to bobble and 
become fibrous pretty quickly after 
the initial removal of colour. As you 
can see, it’s nowhere near as neat 
and bright as the Yupo and quite 
a bit of the colour has remained. 
This is due to the absorbency of 
traditional watercolour paper, as 
the Yupo is non-porous it makes it 
much easier to lift colour without 
damaging the surface.

Colour clarity is another big plus for 
this paper. Sometimes watercolour 
paint can dull slightly because of the 
absorbency of the paper, however 
the colour on Yupo remains true to 
what is on your palette. Blending 
colour with Yupo paper is effortless 
— it takes a minimal amount of 
water to completely reactivate the 

It was much easier to lift the colour off the 
Yupo and it has come away much cleaner.

The Stonehenge bobbled and some staining 
occurred which I was unable to remove.

colour. In fact just a small quantity 
will cause the paint to run around 
the paper and become difficult 
to control. This is something to 
take into consideration if you use 
a lot of water when you paint as 
you’re likely to need a lot less when 
working with Yupo.

Before this review, I was sceptical 
and unsure of whether I even wanted 
to try out the Yupo paper — I’ve 
used the same watercolour paper 
for years and know its capabilities, 
strengths and weaknesses and I just 
couldn’t see where this would fit in. 
However, after using it I can totally 
see why artists love using it. 

Yupo Watercolour Paper pads and sheets 
are avaliable at jacksonsart.com priced 
between £1.00 to £96.00.
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Types of canvas  
Linen canvas is considered the 
very best. Made from the long, 
strong fibres of the flax plant, it 
is available in a range of weaves — 
from extra fine to rough. Due to 
traditional manufacturing methods 
the weave of linen can look more 
irregular than the weave of cotton 
which all adds to its charm. 

Cotton duck has a medium grain 
weave. It has shorter fibres and 
is not as elastic as linen, but still 
makes a robust stretched canvas.  
Jute is the least conventional 
material of choice for canvas. The 
coarseness of the vegetable fibres 
offers something rough and ready 
— perfect for impasto techniques.  
  
Canvas panels and boards 

If you love the texture of canvas 
but prefer a rigid surface, there 
are also a range of cotton and linen 
canvas panels and boards; with 
panels the fabric is glued to a rigid 
piece of card or wood and wrapped 
around the sides, whereas with 
boards the canvas is adhered to 
the front only. Our handmade linen 
panels are a fantastic low cost way 
of trying out all the professional 
linens we offer off the roll, and our 
Ultralite panels are perfect for 
carrying out and about without 

weighing you down. There is more 
on boards and panels in the guide 
over the page.

Weave 
 
When choosing a canvas to paint 
on, you will f ind that each is 
described to have a particular 
grain: extra fine, f ine, medium 
or rough. If you think of canvas 
as having lots of little peaks and 
troughs on its surface created by 
how the individual threads weave 
in and out of one another, its 
easy to imagine how paint is likely 
to gather in the troughs of the 
texture and spread more thinly 
over the peaks. This variation in 
thickness of paint is more optically 

Linen Cotton Duck Jute

engaging and can make colour 
appear more vibrant — the heavier 
the weave the greater the effect. 
At the other end of the spectrum 
the smoother the canvas the more 
control you have over your brush 
marks — fine lines and clean edges 
are more easily achieved.

Weight of canvas  
The weight of canvas is measured 
in ounces per square yard or 
grammes per square metre. The 
finer the weave the lighter the 
canvas tends to be, this can also 
make it a bit less elastic than 
heavier weights of canvas. Bigger 
frames require the elasticity of 
heavier canvases to get the tension 
needed in the final canvas.

T H E  W A R P  A N D  T H E  W E F T
A  G U I D E  T O  C A N V A S
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Some artists prefer the look 
and feel of a canvas they’ve 
made themselves. It gives 
you the freedom to make a 
surface that combines the right 
dimensions, weave and priming. 

Stretcher bars are often kiln dried 
to minimise the risk of warping over 
time. They’re available in pairs that 
you can assemble without the need 
for screws or wood glue. Aluminium 
reinforced bars offer maximum warp 
resistance. Cross bars give larger 
frames a sturdier structure and can 
also make them easier to carry.

Canvas — cottons, linen and 
jute in a variety of weaves and 
weights are available off the roll, 
pre-primed with oil or acrylic 
primer, or unprimed.

Canvas pliers achieve a level of 
tension in your canvas across 
a frame that is both necessary 

and incredibly difficult to achieve 
without pliers.

Staple gun are vital for getting 
enough pressure to staple your 
canvas to the reverse of your 
stretcher bar securely.

Rabbit skin glue or acrylic size 
(for oil painting only) forms a barrier 
between your canvas and oil primer 
to prevent colours from sinking in 
and natural fibres from rotting. Size 
should be worked into the fibres of 
the canvas, just giving them enough 
of a coating to protect them from 
applications of oil. Jackson’s Fluid 
Matt Medium works as a great 
acrylic size for canvases. 

Oil or acrylic primer is applied 
in two or three coats to make a 
surface durable and non-absorbent. 
It is best applied with a priming 
brush or a synthetic mottler brush. 
Primer is usually white so that it 

reflects light and allows transparent 
colour to appear at its most 
luminous but you can also use tinted 
or coloured primers. 

Acrylic (universal) primer is 
suitable for most water and oil 
based paint as well as dry media 
and can be applied straight onto 
canvas, wood or card. Oil primer 
is slower drying and so it’s advised 
only to use it for other slow drying 
media, i.e. not acrylic paint. It is 
slightly creamier in colour and 
can be sanded once dry to get the 
smoothest results.

D - I - Y  S T R E T C H E D  C A N V A S
E V E R Y T H I N G  Y O U  N E E D  T O  A S S E M B L E  Y O U R  O W N  A R T I S T ’ S  C A N V A S
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Rigid surfaces 
 
For some painters, the rigidity of a 
board or panel offers the perfect 
surface — reliable, resilient, easy 
to store and transport. As well as 
a whole array of linen and cotton 
coated panels (canvas wrapped 
around the edges) and boards 
(canvas stuck to the front with 
shear edges) that enable you to 
paint on your favourite weaves, 

Ampersand painting panels are 
available cradled (batoned on the 
back to prevent warping, making 
them very easy to carry) and 
uncradled in a range of surfaces. 
Among these surfaces is Claybord, 
a super absorbent clay ground 
suited to all waterbased, acrylic 
based and drawing based media. 
There’s also smooth primed and 
gesso primed boards for encaustic, 
and unprimed basswood; ready to 

be prepared exactly how you’d like. 
Jackson’s Aluminium Panels are 
state of the art, suitable for all wet 
and dry painting and drawing media. 
They are completely warp-proof 
and are the sturdiest support you 
can work on. Jackson’s Plywood 
Panels are light and easy to carry, 
with a beautiful surface which can 
be drawn or painted on as it is (in 
water and acrylic based media), or 
sized and primed for oil painting.

Ampersand Painting Panels Jackson’s Gesso Cradled Painting Panels Jackson’s Aluminium Panels

A R E  Y O U  U S I N G  T H E  C O R R E C T  P A I N T I N G  S U R F A C E ?
O U R  R E C O M M E N D A T I O N S
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Smooth surfaces 

For a completely smooth panel, try 
gesso panels, Ampersand Smooth, 
clay, encaustic and basswood 
panels or aluminium panels. In the 
absence of any texture or weave 
a brush mark is able to show off 
its unencumbered personality. 
Light washes tend to spread or 
move around more freely than on 
a textured surface. All our ready 
— made smooth primed surfaces 
are acrylic primed and suitable for 
acrylic and oil painting.  
Lightly textured surfaces  
Try extra fine, f ine and medium 
weave linens and cottons, imitation 
canvas texture boards and oil/
acrylic painting pads. A lightly 
textured surface helps to keep 
colour in place and can enhance the 
vibrancy of your painting — paint 
moves from the tiny peaks into 
the tiny troughs that are created 
by the weave of the fabric, or the 
tooth of the priming. There are 
also a selection of imitation linen 
textured boards and painting pads 
that give a similar, if a touch more 
uniform, textured surface.

Textured surfaces  
Try jute or rough linen on a MDF 
board. When a loaded brush is 
dragged across a coarse or rough 
grained surface, the paint catches 
on the raised texture. Adhesion of 
paint on the surface is very good 
and the paint tends to lay on more 
thickly. The heaviest weave linens 
look the least mechanically made 
and have a lovely rough and ready 
look to them.  
Absorbent surfaces  
Try Claybord, Gessobord, gesso 
panels, basswood and plywood 
panels. Gesso is sandable and 
is designed to have a degree of 
absorbency — adding more layers 
with increase the absorbency. 
Very dilute oil or acrylic paints 
will stain the surface and leave a 
faint deposit of colour if lifted with 

a rag. Waterbased media can be 
used on unprimed boards such 
as basswood or plywood panels. 
Initial fluid applications of paint will 
delicately stain the surface.

Non-absorbent surfaces 

Try smooth primed board, canvas 
texture primed boards, aluminium 
panels, primed linen and cotton 
panels and boards. Without any 
absorbency in the substrate, paint 
will sit on the surface without any 
sinking in, it will retain body its and 
vibrancy. Watery paints will form 
drips and run easily. 
 
 Range of colours 
 
Unprimed surfaces such as 
basswood or plywood panels show 

the grain of the wood and offer 
an attractive, natural-looking 
backdrop to dry media or water-
based paints. Clear primed boards 
such as Jackson’s linen boards are 
available in fine and rough grains 
and can be worked on with both 
oils and acrylics. The many white 
primed surfaces available include 
cotton, linen and boards that have 
the reflective qualities necessary for 
luminous transparent colour. 

For something completely different, 
test out the satin metallic surface 
of our aluminium panels.

D E G R E E  O F  A B S O R B E N C Y   �  —  L E A S T  A B S O R B E N T    �  —  M O S T  A B S O R B E N T

�
A C R Y L I C

�
C L E A R

�
G E S S O

�
O I L  P R I M E D

Q U I C K  R E F E R E N C E  TA B L E  T O  R E C O M M E N D  P R I M I N G  F O R  D I F F E R E N T  M E D I A

�
U N - P R I M E D

A c r y l i c

M i x e d  M e d i a  ( N o n - o i l )

O i l

W a t e r s o l u b l e  O i l

A l k y d  O i l
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O N L I N E  C A N V A S  B U I L D E R
C H O O S E  Y O U R  M A T E R I A L ,  D E P T H  A N D  S I Z E

Order your own unique bespoke stretched canvas online.

A bespoke canvas means you can choose the right linen for you, stretcher 
bars, depth and dimensions to suit your practice without having to go 
through the actual process of building it yourself - giving you the most 
amount of options.

To use our online canvas builder go to 
jacksonsart.com/bespoke-canvas
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1.
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11.

12.

13.

S T U D I O  
E S S E N T I A L S

1. Jakar Rectangular Brush Tub : £4.70 

2. Jackson’s XXL Painting Knife No.04 : £5.40

3. Jackson’s XXL Painting Knife No.06 : £5.50

4. Jackson’s XXL Painting Knife No.10 : £5.50

5. Princeton Catalyst Contour Painting Tool C-62 : £4.00

6. Princeton Catalyst  Contour Painting Tool C-63 : £4.00

7. Jackson’s Adjustable Artist Apron Grey : £23.50

8. Jackson’s Extra Offset Crank Painting Knife No.11 : £3.60

9. Jackson’s Extra Offset Crank Painting Knife No.7: £3.60

10. Jackson’s Extra Offset Crank Painting Knife No.2 : £3.60

11. Tubewringer 401 Heavy Duty Tube Squeezer: £29.50

12.  JAS Large Brush Washer Metal Deluxe : £25.00

13. Escoda Olive Oil Brush Soap : £7.80

14. The Masters Brush Cleaner and Preserver 75ml : £13.30

14.
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‘I was first introduced to linocut 
at art school back in the 1960s 
but I have always had a fascination 
with producing multiple images in 
one form or another.

One of my other passions has been 
collecting old books, particularly 
those illustrated with beautifully-
detailed line engravings, and it was 
these that led me to produce my 
own end-grain wood engravings on 
boxwood and various fruit woods, 
and I still enjoy doing these today. 
However the desire to produce more 
and more prints in larger formats 
than can practically be done as wood 
engravings — and the wish to use 
more than one colour — prompted 
me to use lino as a less expensive and 
more appropriate material.

I have tried most types of lino but I 
have to say that I do prefer to use 
the traditional hessian-backed lino as 
I find this produces a much sharper 

and finer line, although it is slightly 
harder to carve than the vinyl types. 
Most of my prints are produced using 
the ‘reduction method’ of printing, 
where the same piece of lino is used 
for each chosen colour consecutively, 
carving away the previous colour 
before printing the next.

Up until a few months ago I had been 
using the inexpensive linocutting 
tools, however as a present my son 
treated me to one of the Swiss Pfeil 
linocut tools and I was so impressed 
with it that I now own four Pfeil 
linocut tools of various sizes.

You can immediately see that these 
tools are extremely well made, with 
finely-turned hardwood handles, 
brass ferrules and beautifully-
finished steel blades. They feel 
wonderful in the hand and are an 
absolute joy to use. They have been 
sharpened ready for use.

I have been using these tools now for 
almost two months and they are as 
sharp as they were when I bought 
them. I have purchased some fine 
‘stropping’ compound and a leather 
strop to maintain this sharp edge 
but I haven’t had to use it so far.

I would certainly recommend these 
tools to anyone who is serious 
about producing good-quality 
linocuts or woodcuts, and whilst 
they are more expensive than the 
usual run-of-the-mill linocut tools, 
they are an absolute joy to use and 
will last a lifetime.’

Pfeil lino and wood cutting tools are 
available at jacksonsart.com from £16.60.

W H A T  M A K E S  P F E I L  T O O L S  B E T T E R  T H A N  T H E  R E S T ?
R E V I E W  B Y  P A U L  W I L K I N S
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Wooden palettes are often ergonomically shaped with a thumb-hole. This 
makes them easy to hold while working standing up, the traditional kidney 
shape is designed to rest on your forearm and against your side using your 
body to support the palette stably. Oiling your palette from time to time 
will maintain it and keep it relatively easy to clean. Plastic palettes are 
lightweight and inexpensive, as well as being suitable for both oils and acrylics. 
They tend to be white, which artists can prefer as a colour to mix on. Some 
are available with air tight lids that can help keep your paints wet and usable. 
Paper palettes are bound in a pad - once your painting session is over 
peel off the top sheet and throw it away, this saves on cleaning time. Glass 
palettes are the easiest to clean dried paint off as the smooth surface allows 
you to scrape off any residue quickly. They are also good for placing on a 
tabletop while working and allow you to see how your colours look in different 
contexts, if you place coloured paper underneath them.

W O O D ,  P L A S T I C ,  P A P E R  O R  G L A S S ?
A  G U I D E  T O  O I L  &  A C R Y L I C  P A L E T T E S
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C E R A M I C , 
P L A S T I C  O R 
E N A M E L  B O X ?

A  G U I D E  T O 
W A T E R C O L O U R  P A L E T T E S

Ceramic palettes tend to be used 
in the studio, they are heavy but 
completely non-staining. They are 
particularly popular because the 
porcelain prevents beading, allowing 
you to easily see what your colours look 
like — both in their most saturated 
state and when they are heavily diluted. 
Enamel palettes are favoured by 
watercolourists using pans as they 
have spring holders to keep pans 
stable and secure. This makes them 
practical for transporting paints and 
they have fold-out mixing palettes that 
are perfect for when you’re on the 
go. Plastic palettes are the lightest 
option, and often the most economical, 
although some of them may cause your 
colours to bead up. However, this can 
be minimised by washing a palette with 
detergent and giving it a light scrub. 

1. JAS Empty Metal Watercolour  
Box 36 half pans or 18 full pans: £18.90

2. John Pike Watercolour Palette  
Regular : £30.00

3. Jackson’s Ceramic Palette No.15 : £8.80

4. Schmincke Empty Metal Watercolour 
Box : £29.00

5. Jackson’s Ceramic Palette  
Daisy 7 well : £7.40

6. Cloverleaf Paint Box By Barry  
Herniman : £47.99

7. Mijello 20 Well Folding Plastic  
Palette : £13.40

8. Jackson’s Ceramic Stackable  
Palette of 5 : £11.10

9. Jackson’s 32 Well Porcelain Palette With 
Clear Lid : £33.00

10. JAS Empty Metal Watercolour  
Box 12 half pans or 6 full pans : £10.50

11. Jackson’s Ceramic Palette Slant  
10 Well : £7.00



 S T U D I O   |   8 7

3.

7.

4.

11.



8 8   |   S T U D I O



 S T U D I O   |   8 9

Cappelletto are an 
internationally renowned 
manufacturer of high quality 
beechwood easels. Their 
success lies in replicating 
the brilliance of the classic 
designs they find antique artist 
furniture has. They do this 
using modern technology to 
ensure consistent, efficient and 
high quality production. 

The company was founded in 1976 
by Cappelletto Antonio in Treviso. 
Since those days the company and 
its economies of scale have grown, 
and they are now based in two 
large premises in Castelfranco and 
Veneto. Three key ingredients have 
led to the success of their easels: 1. 
Highly skilled craftsmen with over 30 
years of experience; 2. The highest 
quality beechwood available; 3. 
Natural raw linseed oil, which helps 
preserve the wood  — not only in 
terms of its strength but also in its 
rich honey colour and overall beauty.

Why beech? 
 
All Cappelletto easels are made 
with beechwood. Beech is the best 

I T A L I A N  C L A S S I C  D E S I G N
C A P P E L L E T T O  E A S E L S

material for a long-lasting, superior, 
professional artist easel. The wood 
has a fine texture, a resistance 
to compression and is solid with a 
degree of elasticity. It is resilient 
enough to absorb shock and bend 
when stressed. With all these 
factors considered it is a sturdy, 
beautiful wood that can maintained 
and kept strong by the regular 
application of raw linseed oil using a 
soft cloth. With the right care your 
easel will last a lifetime, which is why 
every Cappelletto easel comes with 
a guarantee.  
The story of a Cappelletto easel 

First of all, the beechwood is 
checked for knots and signs of 
disease. Cappelletto only uses 
wood that comes from sustainable 
sources, guaranteeing that no 
forests are devastated and that 
it does not contain any harmful 
substances. As a result you can 
trust that the wood is renewable, 
recyclable and biodegradable. 

The trunks are cut into slabs that 
are either five, four, three or two 
centimetres thick, depending on 

the requirements. These slabs are 
then stacked and seasoned. They 
allow this process to occur naturally 
over the course of two years, as 
any artificial intervention is likely to 
impair the quality of the wood in the 
long run. When the wood is ready 
the parts are carved and prepared 
for assembly. All Cappelletto easels 
have hinges made of solid wood, 
solid wooden knobs, professional 
rubber wheels and special fixing 
mechanisms that maximise the ease 
of use and assembly.

Prior to the parts being boxed up 
ready for shipping, all Cappelletto 
easels go through quality control 
and are tested. The design 
specifications of each model are 
carefully and strictly adhered to; if 
there are any differences between 
two easels of the same model they 
are only down to the differences 
in the wood or grain — these are 
natural characteristics that will 
have no impact on the performance 
of the easel in either the short or 
the long term.



This is a simplif ied diagram that 
explains that most, popular f ine art 
products are made from pigment 
and one or two base ingredients. As 
you will see, many of the ingredients 
are natural; clay from the ground, 
wax from bees... the oil is usually 
from the linseed plant, the gum 
(arabic) is tree sap from the acacia 
tree and of course many of the 
pigments are refined from a wide 
variety of natural sources.
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J A C K S O N ’ S  C O M P E T I T I O N S
E N C O U R A G I N G  A R T I S T S  T O  P A I N T

Jackson’s Amateur Artist Prize:

This international, free competition 
is designed to offer publicity to as 
many artists as possible, growing a 
supportive, creative community in 
the process. Focusing on supporting 
amateur artists (i.e. artists that 
are not signed to galleries and 
have not won significant awards for 
their work), this competition offers 
the highest number of prizes a 
Jackson’s competition has ever had! 
£1500 is split between 16 prizes, 
10 of which are determined by 
public voting. This competition runs 
between the beginning of July and 
the end of September.

  

Jackson’s Emerging Artist Prize:

The Jackson’s Emerging Artist Prize 
exists to help kickstart artists’ 
professional practices by offering the 
winners exposure within the art world, 
networking opportunities and funding 
for art materials. Entrants who apply 
can win one of our three large prizes 
(Drawing, Painting and Printmaking), 
each of which offers gift vouchers 
and publicity opportunities with 
leading contemporary art magazines, 
publications and platforms. Entrants 
are also entered for our three smaller 
People’s Choice Awards which are 
determined by public voting. This 
free, international competition runs 
between the beginning of October and 
the middle of December.

Jackson’s Open Painting Prize:

The Jackson’s Open Painting 
Prize exists to champion the best, 
international 2D fine art painting, 
drawing and printmaking. As the 
biggest opportunity on our calendar, 
this competition offers a vast wealth 
of prizes and many spaces for 
professional networking (for example, 
our 2018 competition had £11,000 
in prizes and exhibited the finalists 
at the Hampstead Affordable Art 
Fair). This competition runs between 
January and June. 

More information online: 
jacksonspaintingprize.com
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Winning the Jackson’s Open 
Painting Prize mean’s Tom’s work 
was not only chosen out of the 3,327 
international entries, but it also 
made it through multiple rounds of 
judging by both our in-house team 
and our panel of expert judges. 

As a result, Tom received £5,000 
in prize money, pride of place at 
our exhibition at the Affordable 
Art Fair, a seat on our exhibition 
panel discussion and exposure 
on our prize website, in our 
newsletters, during our future 
prize promotion and across 
our social media platforms. His 
little 20 x 25 cm acrylic painting 
‘frontier’ absolutely blew the 
judges away with its quiet power 
and highly refined imagery — his 
works capture the frayed edges 
of romantic landscapes, exploring 
the gap between our perception 
and the reality of these archetypal 
places. We caught up with him to 
find out more about his practice, 
how he creates such stunningly still 
images and the details of how he 
builds his paintings.

Debbie: Why are you interested in 
the idea of romantic landscapes?

Tom: Romantic landscapes are ever 
present in society. They’re a huge 
part of popular culture, featuring 
in advertising, film, video games… 
you can’t really escape them. All of 
these mediums have hugely borrowed 
from painting over the years, I find it 
interesting to play with those ideas 
and bring them back to painting. Going 
travelling and experiencing these 
landscapes first hand has shown me 
the power in these places — there’s a 
reason painters have been interested 
in it for hundreds and hundreds of 
years! I wanted to come at the subject 
in my own way and explore the cracks 
in it as it falls apart.

Debbie: What mediums do you use 
and why?

Tom: When I started painting, I 
was using acrylic. My earlier work 
was quite graphic, so lots of flat 
areas of colour, straight lines and 
a very geometric style. I carried on 
using acrylic as it’s what I knew and 
had the set up for, but as the work 

Winner of the Jackson’s Open Painting Prize 2018: Tom Down, ‘frontier’,  
acrylic on board, 20 x 25cm

evolved over the last few years into 
something more representational 
and stylised I realised I was 
struggling to do what I wanted to 
do in that medium. For example, 
the drying time was limiting some 
of the effects and making it hard to 
achieve the smooth transitions and 
gradients that I wanted in the work. 
I, therefore, made the switch to oils 
about two years ago. The process is 
fairly similar in terms of layering, but 
it gives me more time and flexibility 
to play with the paint — you can 
get nice effects and use techniques 
like wet on wet. As a painter it is a 
much more interesting way to paint, 
I’m only now starting to see the 
potential of oil but I’m excited to see 
how that continues.   
Read the full interview on our blog:  
jacksonsart.com/blog
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Jackson’s competitions exist to champion exceptional 
artworks made by international creators at all points in 
their careers. Our not-for-profit program is designed to 
champion as many artists as possible, offering tailored 
prizes to help artists as much as we can. The Category 
Prizes that we awarded during the 2018 Jackson’s 
Open Painting Prize are a great example of this — to 
ensure every genre of art was appreciated equally 
during our competition, artists had to tag their entry 
as the appropriate subject matter, choosing between 
Portrait/Figure, Animals, Still life/Botanical, Abstract/
Non-representational, Landscape/Cityscape/Seascape 
and Scenes of Everyday Life. The Jackson’s Judging Panel 
then chose one winner from each category, this was so all 
longlisted works were judged against works with a similar 
subject matter, as well as being considered for the other 
prizes. All six category prize winners won £500 and were 
automatically placed in the shortlist.
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1. People’s Choice Award 
Ambrus Gero, ‘Unicorn’, oil on canvas, 2 panels, each are 150 x 200cm 
 
2. Still Life / Botanical Category Prize  
John Whitehill, ‘The past repackaged (after Lowry)’, oil on canvas,  
80 x 65cm 
 
3. Animal Category Prize

Nicola Wilkinson, ‘Pretty in Pink’, coloured pencil on Fisher 400 paper, 
44.5 x 33.5cm 
 
4. Abstract / Non-Representational Category Prize 
Odilia Suanzes, ‘Untitled’, oxide pigment on canvas 100 x 80cm 
 
5. Scenes of Everyday Life Category Prize  
Tom Harrison, ‘From 15 Cromwell Road’, oil on canvas,  
105 x 80cm 
 
6. Landscape / Cityscape / Seascape Category Prize  
Charlotte Brisland, ‘The circus within’, oil on canvas, 180 x 150cm 
 
7. Portrait / Figure Category Prize  
Alicia France, ‘Nude in Caravan’, oil on aluminium,  
40 x 32cm
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O R D E R I N G  I N F O R M A T I O N
This Materials Guide highlights selected products within Jackson's vast range of art materials.  We have a much bigger selection (over 50,000 different products) which is available 
to view both online and in our catalogues. Jackson's currently has six different catalogues available to order for free if  you l ive within the UK. Alongside our main product catalogue 
we have four catalogues which are specially dedicated to some of your favourite mediums - Oil ,  Acrylic,  Watercolour & Pastel. 

Materials Guide Issue 1

By Phone
020 7254 0077
+44 (0) 20 7254 0077 (International)
9.00am to 5.30pm Monday to Friday

By Fax
020 7254 0088
+44 (0) 20 7254 0088 (International)

By Post
Jackson's Art Suppplies
1 Farleigh Place, London, N16 7SX
See order form below.

By Email
sales@jacksonsart.co.uk

O R D E R  O N L I N E  A T  J A C K S O N S A R T . C O M

Postage Information
Over £20
Under 400g

Under £39
Under 1Kg

Under £39
Over 1Kg

Over £39
Under 1Kg

Over £39
Over 1Kg

UK Standard FREE £3.95 £3.95 FREE FREE

We use complex algorithms to work out the best delivery price for you. To find out an exact delivery cost go to our website,  add items to your basket and choose a delivery 
address. Above is a guide to average UK costs. [2018/2019]



F R E E  S P E C I A L I T Y  C A T A L O G U E S 
A V A I L A B L E  N O W

ORDER A FREE OIL /  ACRYLIC /  WATERCOLOUR /  PASTEL 

CATALOGUE WITH YOUR NEXT ORDER ONLINE 

OR BY CALLING 020 7254 0077
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