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Calla Falling

50 x 70cm (20 x 28in)
I love the combination of the very
pretty pink nerine with the
elegant, curved zandeschia. They
bend as though intoxicated by
their own loveliness.
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Ornamental cherry
blossom

Introduction

I have always loved clrawing and painting. My earliest memories are of
sitting in a corner of my grandparents’ 1iving room and drawing whatever
came into my ]neacl, or aslzing the perpe’cual question, ‘what shall T draw?’.
Although I even’cuaﬂy studied fashion clesign, il T am totaﬂy honest with
myself I was only ever reaﬂy interested in the image on paper and the
execution of it, and al’chough I could design and make clothes, it was the
drawing and illustration of the design I reaﬂy loved.

Once married and expecting my first child I made the decision to change
my career to painting, and with the support of my husband I ]:)egan to paint.
The first sul)jec’c I chose was a lily from the garden. Though not the most
successful painting [ have ever (Jone, it marked the beginning of a passion
which now directs my life.

The flowers I paint come from many different sources. Friends and
neigh]oours often oger me plants from Jcheir gardens, and lama regular
customer at the florist’s and garden centre. Those | eventuaﬂy paint are the
ones whose shape, colour and intrinsic beauty inspire me, though the final
form of a painting is dictated Ly the composition. | always carry a notebook
about with me, and when I see an image that excites me I note it down or
make a sketch and use it later in the studio. T always work from the flower
itself rather than from a pho’cograph; pho’cographs alter the shade and colour
intensity of the suljject and are therefore a poor reference from which to work.

I am not a botanis’c, and al’chough I have tried to apply the correct
botanical terms wherever necessary, this is first and foremost a book on
painting and so I have lzept the use of scientific terminology to a minimum.

Painting accurate portraits of flowers takes practice — my best advice is to
paint or draw every day, even if it is for only ten minutes. Hach sketch or
painting will increase your confidence as well as your abilities. Do not throw
any of your studies away — look back over them in a few months’ time and
you will be amazed by how your painting skills have improved.

If you love the flower you choose to paint, you are more L'leely to feel inspired
and procluce a successful painting. Take time to study the flower before you start
painting, and make sketches to familiarise yourself with its anatomy.

Watercolour is a chaﬂenging meclium, but your enthusiasm and
confidence will grow once you have achieved a couple of successful washes, or
completed a corner of a painting that was simple to execute yet magicaﬂy
realistic. When starting out in watercolour painting, [ advise students to Luy
a small amount of the best materials — like a lot of pursuits in Iife, the better
the materials the better the jo]o. Students’ Wa’cercolours, though cheaper, do
not behave in the same way as artists’ Watercolours, and in my opinion they
do not make realistic colours and tend to look dull. Poor quality paper may
actuaﬂy put you off painting and cheap brushes can be frustrating!

Starting out, I would ]ouy one goocl sable Lrush, one good piece of high
quali’cy paper and three small tubes of artists’ watercolour in the primary
colours. Practise with these and use up all the paper before investing in
another sheet from a different manufacturer. Eventuaﬂy you will find the
paper that suits you, and you will be ready to start painting flower portraits.



Iris iridaceae
15 x 25¢cm (6 x 10in)

T have no difficulty deciding what flower to paint. On seeing the right flower, I am filled with delight. I
want that flower; I am in love with that flower. I bave to paint it; I have to capture its beauty; I have to
do it justice. This desire is what drives my painting; as a landscape painter is driven to capture a
stunning view, or a portrait artist is inspired by a beautiful face.




What vou need

Palette

I use a plastic food container for storing my tubes of paint
and the lid makes a fantastic palette. I used the lid
initially because I was being economical, but now I

am quite attached to it as the puddles of paint spread

out wonderfully.

Many colours look the same when dry, so it is good
practice to always lay them out in the same order so that
you can find them easily. The arrangement of colours in
my own palette is shown on page 18.

Pencils

[ use a good quality, sharp, HB pencil, though you can
also use a fine, rotary pencil. Always work with a sharp
pencil or your drawing will appear clumsy and you will
not be able to draw in sufficient detail.

Paper
In my experience, the quality of the paper can have a huge
effect on the results of your painting. When buying paper,
my advice is to buy one sheet at a time. Keep a note in
your diary or sketchbook of the make and weight of the
paper, and then give it marks out of ten for performance.
This way you will find the right paper for your style

of painting.

In the majority of my paintings [ use a slightly off-
white paper, 100 per cent cotton, hot pressed at 600gsm
(3001b) in weight. A good weight of paper to use when
starting out would be 300gsm (1401b). Use the side of the
paper on which the watermark is clearly readable. I have
found that on this side of the paper the process of laying
wet-into-wet glazes is far more predictable and therefore
more successful. It is important to mention,
however, that with many papers,
especially hot pressed, both sides
of the paper can be used.

Brushes

I recommend using a round sable brush. Most brushes
have an adequate point and good handling qualities,
similar to brush A below. This is a No. 6 brush, which is
suitable for most types of flower painting. I use a No. 4, a
No. 6 and a No. 12 mixed-fibre brush (above, left) if I
need to cover a large area.

The type of brush that I personally use (brush B below)
has a superb point that keeps its shape and is capable of
painting very fine detail such as hairs. It also holds a large
amount of paint so it is ideal for laying washes, and you
can paint for some time before having to reload the brush.

Eraser

I use a rubber pencil eraser, which you can cut into a point
for accurate erasing. Many of my students use a putty
rubber, which is possibly gentler on the paper.




Scalpel knife Paints

A scalpel knife is useful for when I am unable to find my Always use artists’ watercolours, even if you are a
pencil sharpener, and T also use it for scraping out beginner or student. Cheap paints result in poor colour
highlights at the end of a painting (see page 30). mixing and permanency. You will want your paint to

spread and flow beautifully and not fade, and this can
only be achieved with good quality pigments. Artists’
watercolours will also last a long time. I now use tubes
rather than blocks; T found myself scrubbing the blocks
trying to lift enough colour on to my brush, and damaging

Masking fluid my brush in the process.

[ use masking fluid rarely, but when I
do use it I apply it from a fine
applicator bottle, or using an old
paintbrush. Do not use your best
brush as it may get damaged. Rub
washing-up liquid into the hairs
before dipping the brush into the
fluid, and after use wash the brush
out in clean water.

Magnifying glass

I keep a magnifying glass handy for
those times when I really need to
study the details of a flower.

Water pot

Tuse a large pot for water, filled to the
top. This allows me to paint for a
longer period without having to change
the water.

Kitchen towel

To get rid of excess water from my
paintbrush, I dab it on a roll of
kitchen towel. Cotton cloth can also
be used. I use plain white towel, as
the ink from a pattern may come out
on your painting if you use it to mop
up a water spill. Do not use toilet
paper as it disintegrates too easily.

Notebook

I always carry a small notebook or
sketchbook with me. T jot down
notes from exhibitions or sketch
objects or images I see around me.
Any ideas on composition are
recorded for use back in my studio. I
also keep a record of colours and
details of plants I observe ‘in the
field’. For this purpose I would also
take out with me a small pad of hot-
pressed paper and a travelling
painting kit.
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N hen I begin drawing a flower I like to work straight on to the
watercolour paper. Usually, I would already have drawn out the

design for the finished painting in my notebook, so it is just a matter

of finding the right angle for the flower and drawing it lightly in the

correct position.

Use a sharp, HB pencil or a fine, rotary pencil and have a pencil eraser
or putty rubber to hand. Try not to make too many mistakes, and do not
erase them until you have finished your drawing to prevent the paper from
being damaged by excessive rubbing out. Do not press too hard with your
pencil or you will score the paper. This will also make the pencil lines
harder to remove.

Only draw the outline or silhouette of the flower; the paint will provide
pattern and detail. Too many pencil lines will be difficult to rub out and
will confuse you when laying the washes.

Before you start to draw, take time to study the flower. If it is a simple
flower, count the petals and see how the flower heads are joined to the
stem. This can be an enlightening process. On close inspection you will
find that flowers are far more intricately detailed than you originally
thought, and are even more beautiful than you first perceived them to be.

Once you understand the structure of a flower you will be better able to
draw it, and to choose how best to compose your painting (see page 58).
Look at the flower from all different angles, and choose the one that tells
the best story; the one that best shows off the flower’s shape and how it
curves and grows.

In the study on the left I have
shown two views of the same
albelia sprig. The far left-hand
drawing has too many flowers
facing away, leaving too many
flower stems in the middle of the
study. The bottom leaf is
foreshortened, and although
interesting, the drawing does not
portray the plant in the most
aesthetic way.

The right-hand drawing shows the
same flowers from the side,
leaning away from and facing the
viewer, and the leaf is at a far
more graceful angle.




Pattern

To produce an accurate painting, it is essential to be able
to see, and to reproduce, pattern. Pattern occurs
everywhere in nature. The circular arrangement of petals
around the centre of a daisy; the way the stamens grow
around a central pistil; the blend of colours on a tulip
petal — all these form a pattern which you will want to
reproduce in your painting.

The bracts travel around the cardoon
head shown right in a spiral pattern.
Use diagonal lines to help with the
spacing of them. (The flowers are
contained within the bracts and ascend
as the plant matures.)

If a flower has a particularly complex structure, like the chrysanthemum
below, it may be difficult to spot any sort of pattern in the arrangement of its
petals, stamens and so on. It is essential that you find an easily recognisable
point within the flower that will help you locate your position as you paint. I
find it simpler to start by drawing the silhouette of the flower then work
outwards from a point in the centre.

The painting above took eight long
days to paint. The leaves had to be
painted first as they wilted quickly.




Drawing flowers

Being able to see the basic shape of a
flower will help you to draw it. In
the following studies I have drawn in
the basic geometric shapes of the
flowers. Normally these would not
form part of my drawing — this is
purely an exercise to show you the
overall shape of each flower. If you
keep this shape in mind while you
are sketching, it will help you
achieve more realistic dimensions in
your painting. -

This gerbera, in common with other
daisy-like flowers, is circular in
shape, therefore when it is viewed
from the side it creates an ellipse.
Flowers like this are easier to paint if
you draw the negative spaces
between the petals (see page 17 for a
discussion of negative space).

This zantedeschia (calla lily) has one
large petal (spathe) that wraps around
to create a cone shape. The lip of the
spathe extends out of the cone shape.
When drawing flowers like this, pay
careful attention to the curving edges.
When you come to paint, the way
the light falls on these curves helps to
define the interior space. As the
flower matures, the lip of the spathe
curls further back.

This iris takes a triangular form. It
has three large petals (which are
actually sepals that resemble petals)
with a bright yellow flash. On top of
these are three pairs of petals and
three single ones, which create a
second triangular pattern
superimposed on the first.




Freesias are made up of rows of trumpet-shaped
flowers. When painting many-flowered stems it is
important to take note of the sizes of the open
ends of the flowers, and the angles of the flowers,
to allow sufficient space for them.

This Peruvian lily has a star-shaped arrangement
_of petals — two triangles superimposed in opposite
" directions, forming a total of six petals. This
~__appears to me to be a very common shape in all
sizes of flower.

The campanula is a perfect example of a bell-shaped
flower. Light comes from within the flower as the base
of the bell fades in colour. The petals are fused into a
tubular structure while the top edges remain separate
and curl back.




In this arrangement the tip of the
central leaf is pointing straight down
into the centre of the stem. When
painted, the point will be lost.

Drawing leaves is an essential part of
producing successful flower
paintings. Leaves are just as
important as the flowers, even if they
are not the focus; they frame and
complement the flower.

When setting out to draw the
leaves, notice the arrangement and
how they branch from the stem.
Avoid, if you can, foreshortening a
leaf so that it cuts the stem in half.

In the arrangement on the right,
each leaf has a pleasing form.
You can see the undersides of the
leaves, how they curve, and how
they join the stem.

There are many variations on the way leaves are arranged along a stem. Take
time to study the plant you are painting; it will affect how you decide to angle
the plant on the paper.

Here the leaves are arranged in pairs.
The two larger leaves are perfoliate
(cupped around the base of the stem).

Here the leaves are arranged
alternately, with a small leaf bud at
each leaf axil.




In the drawings on this page I have shown a hosta
leaf with each vein indicated by a single pencil line.

Drawing the first leaf (leaf A) is fairly
straightforward, but even so I always follow these
same simple steps, illustrated by leaf B. First draw
the midrib in one continuous pencil line from the
base of the leaf to the tip. Then draw the far edge of
the leaf in one continuous line as though the leaf
were transparent. Finally draw the edge nearest to
you in one line, then erase the sections of the pencil
line that are no longer required (indicated by the
dotted line). The shaded area is the underside of the
leaf, and the area left unshaded is the topside of the
leaf. Follow these steps and your leaf drawings will
always be successful.

Leaf C is foreshortened. It is essential that the
midrib is drawn in a continuous curve; if it is broken
the drawing will always look wrong.




Drawing twisted and curled leaves

These types of leaves are best drawn with all the
edges complete, as shown by the two drawings on
“V this page. The green lines represent the parts of the
drawing that remain on the paper, while the red lines
represent those that need to be erased before painting.
Drawing the leaf edges in this fashion keeps your
eye focused on the form of the leaves and therefore
results in a more accurate drawing.
All the lines will curve and twist at
the correct angle and in the right
direction, and the finished picture
will be convincingly accurate
and realistic.




The drawings below are in boxes to demonstrate negative
space. This concept is often referred to by artists but
rarely explained properly. Negative space is the space
between, in and around a shape or object. The spaces are
easier to see in the diagrams on the right below, where
the negative shapes have been shaded. If you draw the

Positive shapes

negative shapes, you can often produce a far more
accurate drawing of the positive shape — the flower — than
if you study the positive shape alone. This is because your
brain does not recognise the negative shapes and makes
no assumptions about what they should look like. You are
forced to concentrate harder and to observe more clearly.

Negative shapes




Indigo

Titanium white

Cadmium lemon

Cadmium yellow pale

Cadmium orange

Permanent rose

Alizarin crimson

Cadmium red deep (|

Quinacridone red

Ultramarine violet

Mauve

Quinacridone magenta

Cerulean blue tone

Cobalt blue

French ultramarine

A
F

olour

hen I first began watercolour painting I sought the
advice of other artists and as a result of that developed a basic
palette of colours which I have been building on and refining ever since.

My six basic primary colours

Cadmium lemon

Cadmium yellow pale

Cadmium red deep Permanent rose

Cerulean blue tone

French ultramarine

[ am always trying out new colours and adding them to my palette.
There are numerous guides on the market to choosing and mixing
colours, but I think the best advice is to keep it simple and
experiment as much as possible — the more you practise mixing
colour, the more confident you will be when you start to

paint flowers.

The colours that are currently in my palette are simply those with
which I have experimented and achieved the best results. Laying out
the colours on your palette may seem unimportant, but it is essential
to know where each colour is. I group all the blues on one side, all
the reds on the other side and the yellows along the top. The other
hues are placed along the bottom, leaving plenty of space in the
middle for mixing.

Space for mixing



Primary colours — red, yellow and blue — are hues that cannot be made by
combining other colours. Secondary colours — orange, purple and green —
are created by mixing two primaries together, and tertiary (earth) colours
are made by mixing either all three primaries or a primary and a
secondary. In theory, therefore, you should be able to mix any colour you need
from the three primaries.

There seems to be no paint that is a true primary; each contains a little of
another, for example cerulean blue tone is a cool blue containing some yellow,
and French ultramarine is a warm blue that contains some red. It is therefore best
to choose a range of primaries and secondaries from which to mix other colours.
With the infinite range of mixes these will provide, there is usually no need for
the earth colours.

Complementary colours are opposites, for example the opposite of the primary
colour yellow is purple, created by mixing blue and red in equal amounts. In
nature, you see complementary colours used to amazing effect. Think of a purple
iris with a flash of yellow, or bright red berries against deep green leaves.

Mixing cadmium yellow
pale with permanent
rose creates a deep,
rich orange-red.
The tone of a colour is often
overlooked when one is new to
painting. Tone is the relative
lightness or darkness of a colour,
and it can be altered by adding
water to the mix — the more water
you add, the lighter the tone. Every
colour and colour mix has a full
range of tones. The flowers above
show a range of tones of cadmium
red deep, cadmium yellow and
French ultramarine.

Mixing cadmium
lemon and cadmium
red deep creates a light
orange (a true
secondary). I introduce
cadmium orange to my
range of colours for the
addition of a bright
tangerine orange.

French ultramarine
mixed with cadmium red
deep creates a deep, dull

purple. 1 introduced
mauve, ultramarine
violet and quinacridone
magenta for a full range

of purples.

Greens are created from
yellow and blue.

See page 25 for a

fuller description of
mixing greens.

A range of tertiary hues




There is a myriad of colours to be mixed when painting flowers.
Even if you group them into hues such as pinks or blues, you are
unlikely to find two flowers that require exactly the same blend.

In these studies I have described the various colour
mixes I have used for each flower. Some have been
blended on to wet paper, whereas others have been
laid over each other, each layer being allowed to dry
thoroughly before another glaze is applied.

Always practise mixing the colours first, then try
them out on a piece of scrap paper before applying
them to your painting. Remember to allow them to dry as
watercolours fade to up to fifty per cent paler than when

they are wet.

To avoid laying too many washes and overworking your
picture, try to mix a colour that when dry is as close to the

real flower’s colour as possible.

To create this lemon calla lily I used
cadmium yellow pale and cadmium
lemon overlaid with a light wash of
mid-tone (French ultramarine,
cadmium yellow pale and cadmium
red deep; see page 34).

For this zantedeschia ‘Aztec Gold’, I
used cadmium vyellow pale with

cadmium red deep laid into it while
the wash was still wet, overlaid with
pale washes of light green (cadmium
yellow pale and cerulean blue tone).

The colours of these freesias were
created using cadmium yellow pale
mixed with a touch of cadmium red
deep, with either alizarin crimson or
permanent rose laid into the glaze
while it was still wet.




For these delicate Cezanne roses I
mixed permanent rose with a small
amount of cadmium yellow pale. The
pale part of the petal is a light wash
of mid-green (French ultramarine,
cerulean blue tone and cadmium
lemon) mixed with a pale wash of
mid-tone (French ultramarine,
cadmium yellow pale and cadmium
red deep; see page 34).

The stunning purple of the iris was
created using ultramarine violet and
cobalt blue laid into a water glaze,
and the highlights lifted out.

Permanent rose mixed with alizarin
crimson was used to create this
variegated tulip; for the darker
sections a little French ultramarine
was added to the mix.

Quinacridone magenta mixed with
permanent rose was used for this
zantedeschia ‘Dusty Pink’. For the
deep colour at the top of the spathe,
French ultramarine was added. At its
base a small amount cadmium red
deep was mixed with the magenta
and permanent rose.

[ painted this amaryllis using a mix
of permanent rose and quinacridone
red (a good strong mix of these two
colours gives a deep, rich pink).

The mixes for this anemone are
ultramarine violet and alizarin
crimson with lighter washes of
mauve and cobalt blue. The deep
colour of the centre is mauve and
indigo with a wash of permanent
rose and mauve behind.




The colour of this hemerocallis was
created by blending cadmium red deep
and alizarin crimson on to a water
glaze. The crimson was darkened by
adding French ultramarine.

This gerbera is a fabulous postbox
red. I created it by mixing cadmium

red deep with quinacridone red.

[ mixed cobalt blue with mauve for
this agapanthus. French ultramarine
was added to the mix towards the
base of each flower.

Cobalt blue blended with a small
amount of mauve was used to
create the delicate blue of the
native bluebell.

I used cadmium red deep mixed with
permanent rose to create the crisp

red of this amaryllis. For the interior

shades I added a little mauve.

This delphinium features in the
project starting on page 116. French
ultramarine was mixed with
quinacridone magenta and laid with a
wash of cobalt blue.



[ used cadmium orange with alizarin
crimson laid into it while the wash
was still wet to paint this
Hemerocallis fulva. For the underside
of the petals I used a pale wash of
cadmium orange and mid-tone

(see page 34).

These gladioli ‘Green Star’ were a
light fresh green fading to white. The
green is cerulean blue tone mixed
with cadmium lemon and a hint of
French ultramarine.

For this orange strelitzia I used a mix
of cadmium orange and cadmium
lemon on a wet glaze and lifted out
the highlights.

The deep orange of these Chinese
lanterns was created using a wash of
permanent rose and cadmium yellow
pale combined with another light
glaze of cadmium orange.

™~

As the longiflorum lily matures from
bud to flower it retains a delicate
blush of pale green. I mixed cerulean
blue tone with cadmium yellow pale
and a touch of cadmium red deep
then watered it down to a pale glaze.

This arum lily has a deep, fresh
green at the base of the spathe. I used
a mix of French ultramarine with
cadmium lemon and cadmium
yellow pale.




Mixing accurate greens is the secret to painting beautiful leaves. A myriad of
greens can be achieved with a very limited palette. I use only cadmium yellow
pale, cadmium lemon, French ultramarine and cerulean blue tone. The
beauty of the first three colours is that they lift off the paper fairly effortlessly,
so it is easier to retain areas of light and reflection.

I have found that simply by adding a touch of cadmium red deep to any
7 green makes it appear more natural. Interestingly, I have also noticed that we
' all see greens differently. With this in mind, I always tell
Orchid my students to lay the leaf next to their painting to
check that the mix they are using is as close
as possible to the natural green.

Fatsiajaponica

Hosta

Vine

Phormium




Below are examples of nine different greens, all with a base of cadmium

yellow pale mixed with different combinations of French ultramarine, cerulean
blue tone and cadmium red deep. Each of these greens has a full range of tones
created simply by adding more water. I have repeated the exercise with
cadmium lemon in leaves A to F.

1 Cadmium yellow pale mixed with a little
French ultramarine.

2 An equal mix of French ultramarine and cadmium
yellow pale.

3 An equal mix of French ultramarine and cadmium
yellow pale with a little cadmium red deep.

Cadmium yellow pale mixed with cerulean blue tone.

Cadmium yellow pale mixed with slightly more
cerulean blue tone and a little cadmium red deep.

6 Cadmium yellow pale with a little cerulean blue tone
and a touch of cadmium red deep.

7 Cadmium yellow pale and an equal mix of cerulean
blue tone and French ultramarine.

8 Cadmium yellow pale with a touch of cerulean blue
tone and French ultramarine.

9 A mix of cerulean blue tone, French ultramarine,
cadmium yellow pale and cadmium red deep.

A Cadmium lemon mixed with French ultramarine,
cerulean blue tone and cadmium red deep.

B Cadmium lemon mixed with even quantities of French
ultramarine and cadmium red deep.

C Cadmium lemon mixed with a little French
ultramarine and cerulean blue tone.

D A blend of cadmium lemon and slightly more
French ultramarine.

E A light mix of French ultramarine and
cadmium lemon.

F Cerulean blue tone with a little mix of French
ultramarine and cadmium lemon.




|. Beginby carefully applyingaclearwaterglaze. Keepthe glaze
within the shape you are painting—the paint will follow the path of
the water, soamessy glaze will give a messy finish, and if you paint
overthe pencdil lines they will be difficult to remove. Work on one
petal or shape atatime, asthe glaze dries quickly.

Techniques

n these pages I have demonstrated some of the

fundamental techniques that I use. Practise and master these
techniques before you start your flower paintings, and you are far
more likely to succeed.

The two golden rules are try not to rush, and always allow the
colour to spread naturally. Constantly interfering with a wash while
it is spreading, settling and drying will result in a messy finish.
Practise dragging the paint using just two or three strokes and then
leaving it to dry.

This is the process by which I begin all my paintings.
First I glaze over the paper with clear water and then I
apply the paint on top of the glaze. This results in the
paint spreading naturally across the paper rather than
immediately soaking in to it, and it has a soft rather than
a hard edge. Another advantage is that two or more
colours can be applied at once, allowing you to blend
them on the paper before they dry.

As there is a layer of water between paper and paint it
is much easier to lift or mop up paint with a clean, damp
brush. This technique is also used to create areas of light.

Dropping in colour

This technique involves loading your brush with paint so
that it feeds easily off the brush on to the wet paper. It is
used to create a soft, natural wash of colour.

2. Whilethe glaze isstill wet, dropinthe colour. The paintwill feed
readily offthe brush onto the paper so avoid applyingtoo much
paintatthis stage. With this petal, we wantthe colourtofade
towardsthe centre of the flower, so add the colouratthe tip.

3. Spreadthe colour downthe paintingtowards the base of the
petal. Dothis witha clean, damp brush. Sweep fromthe wetedge
ofthe painttowards theflower centre.



I. Dropinasecond colour while the first colour is still wet. Use

this colour sparingly with just the tip of the brush. areasand blend the two colourstogether.

Lifting

|. Havingapplieda
wash of colour, while
itisstillwetuse a
clean, dampbrushand
carefully sweep upthe
unwanted paintto
revealhighlights.

2. Workquicklyifthere are many
highlights, asonce the paintisdry it
may prove impossible to lift off.
Cleanthe brush between each
sweep oryou will reapply the colour
you previously removed elsewhere.

3. Whenlifting paint offthe paper, the
brush must be drierthanthe painted paper
sothatitabsorbsthe paint.

2. Withaclean, virtually dry brush, sweepfromthe pale tothe dark
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Layering glazes is the process whereby one wash of colour
is laid over another. The first colour has to be dry or the
second wash will upset or lift the first wash. Details such
as veins and surface markings can be sandwiched between
the layers of colour. This softens the detail and gives it a
more natural appearance. I try not to put on more than
three layers of colour, as the more layers you have, the
more volatile the paint, and there is a danger of over-
working the painting.

| After the first wash of colour has
completely dried, glaze overthetop with
clearwater.

2. Applyasecond colourand sweepitgently where needed. You
can lift out some of this colourto reveal the colour beneath.

4. Apply detail using dry brushinganda deeper red (see the
facingpage).

3. Lift out parts of the glaze in one direction, from base to tip. This
accentuates how the petal curves and ripples. Allow this wash todry.

5. Applyalightcolour overthe totally dry work. The aim isto unify
the tones and sandwich the details between layers of paint.



This technique is used to create pattern and texture. It
is done once the background colour has been applied
and is completely dry. A steady hand is required for
this technique, and it needs some practice to achieve
convincing results. This technique works better with
cold-pressed (Not) or rough paper, so you could
practise with heavier paper and progress on to hot-
pressed as you become more competent.

A close look at the daylily shows how the hairs of the
J brush are splayed out and a dry mix of red dragged across
the paper to achieve a natural, broken pattern of veins.

|. Makeafairly dark mixwith justalittle
water. Loadthe brushand remove any

excess paint by dabbingit on absorbent
paper. The brush should be flattenedto
separate the hairsslightly.

2. Asyouapplythe painttothe paper,
flatten the end of the brush. Only some
ofthe paint goes on to the paperto
createtexture.

Hemerocallis ‘Frans Hals’




In the painting on the left, T used dry
brushing for the pollen. First dot on
the paint using a strong mix of red
applied with the tip of the brush. The
base colour of the stamens must be
totally dry before doing this or the
details will blur. Take your time on
this, and use a magnifying glass if
necessary. Once this layer of colour
is completely dry, apply small dots
of yellow over the top to highlight
the red pollen.

Using the very tip of the brush, these
raised markings on the surface of the
petals were painted on to a dry
background, and a small shadow
applied to each one. Without the
addition of these tiny shadows, the
three-dimensional appearance of the
markings would be lost.

T o 5 o i el e
Scratching off

This technique is used to create small sharp
highlights. As it involves scraping away the paint to
reveal the paper underneath, some damage to the
paper is inevitable. It should therefore only be done
once the painting is finished.

Gently scrape off the paint with the tip of a
scalpel to create the highlight.




Masking fluid is useful if you wish to retain areas of
white paper. When applied to dry paper it protects that
part of the paper from all washes of colour. Only when
the painting is completely dry can the masking fluid
be removed.

I find it works well for fine details like stamens, fine
stems or holes in leaves. I try not to use it for highlights
as it leaves a very hard outline.

I. Applythe maskingfluidto clean, dry paper. Leave ittodry
completely (thistakes aboutfive to ten minutes) before

applyingpaint.

2. Laythe paintoverthe maskingfluid. Take care notto dragthe 3. Whenthe paintis completely dry, rub offthe maskingfluid using
brushtoo hard or you may dislodge the masking fluid. yourfingertips (ifthe paintis evenslightly wet, the paper may tear).

The stamens on this red and white amaryllis were masked out before the
flowers were painted.




This beautiful daylily, Hemerocallis
fulva, grows vigorously in my front
garden. You have only one day in
which to paint the flower before it
begins to wilt, so you have to paint
fast. For this composition, I arranged
two of the leaves in a heart shape as |
love these flowers so much.

|. Paintalternate petals ofthe drawn flowerandallow
themtodry.

2. Apply colourtoallthe petals
andallowthemtodry
thoroughly. Removethe pencil
linesand lay on additional colour
asawetglaze.

3. Finally, give each petala
stronger orange glaze and
allowittodry. Apply detail,
andlastly shadow.







Light and shade

hadows are not strictly acceptable in traditional botanical
illustrations, but in my own paintings I include them wherever

possible. They give depth to a painting in an instant, and in many
cases they are a fundamental part of the composition.

Sunlight changes constantly throughout the day, so the shadows change as
well. It is therefore essential to use a good, bright, artificial light source. This
way the shapes of the shadows are constant and easier to paint. [ use a SOwatt
halogen angle lamp.

The mid-tone mix
The basic mix I use for all my shadows is a mid-tone mix
of two parts French ultramarine to one part cadmium red
deep to one part cadmium yellow pale. The mixes shown
here have progressively more water added to them as you
move from left to right.

Slipper orchid (paphiopedilum)
20 x 30cm (8 x 12in)




. Begin by makingawatery mid-tone mix
consisting of two parts French ultramarine,
onepartcadmium red and one part
cadmium yellow pale. Draw alightoutline
forthe shadow, and apply an even glaze of
clearwater overthe shadedareas.

2. Stirthe mid-tone mixwellin casethe
colours have settled out, and apply awash
of colour overthe glaze. Lay the wash as flat
and even as possible toavoidlines
appearingasitdries. Do not go back over
any ofthe painted areas before theyare dry,
otherwise the wash willbecome uneven
and patchy.

3. Completeallthe shadowed areasand
allow the paintto dry thoroughly. Ruboutall
the pencillines.

4. Applyasecond clear glaze of water evenly overthe shadow.
Make sure thatyou match the shape of the shadow precisely.

5. Layonthe shadow mix, creatingdarkerareas where needed.
To achieve more depth of colour, repeat steps 4 and 5.

The completed painting. If you
prefer your shadow to have a soft
edge, apply the paint to wet paper.
This method is less precise, but may
be more suitable for your painting.




Creating areas of light ...

|. Irarelyapply white paintto give the impression of light. Itis dull 2. Finerareas of light can be lifted out with the point ofa brush.
comparedwiththe paperand leavesthe paintinglooking flat. Instead, Here, the brushis ‘wiggled’ slightly whilst lifting to produce texture.
lift out the paint on the parts of the flower where the lightis hitting it
torevealthe white paper underneath. This produces a softer, more

lifelike, effect.

... and shade

The depth of shadow applied to a flower depends on the intensity of light
falling upon it. The shadow colour is the same mid-tone mix as described on
page 34 but with some of the flower's main colour, or a touch of any colour
that is reflected on to the flower, mixed in. I usually apply the shadows cast
by light at the end of a painting, after applying tone and detail. They unify the
layers and give depth to the painting. One exception to this is yellow flowers,
to which I apply all the shadows in lilac before laying on the yellow tone.

Apply shadows inwatery layers, and soften
thefinished edges witha clean, damp brush.

Applying shadows to details, such as
stamens and raised markings,
instantly lifts the painting and

produces a three-dimensional effect.




Lilac Parrot
20 x 30cm (8 x 12in)

This is a painting of the only tulip to bloom in my garden. The petals caught the
light beautifully, and I painted it with a strong shadow to create more drama.




White flowers

love painting white flowers. Lilies are my favourite; each stage of their life

cycle has its own unique characteristics which are a joy to paint — as buds
they are simple and elegant, and when in full bloom delightful patterns are
created by the areas of light and shadow.

The aim is to capture the white of the paper within a pattern of subtle
shadows without the use of white paint. In some light the shadows can be very
dark. These must be executed with care to avoid the painting becoming too
heavy — in this case, less is more.

For some, the degree of subtlety required to paint white flowers on a white
background may be disconcerting. But this is exactly what I love about these
portraits. For me, white flowers portray calmness, tranquillity and purity.
When I have completed a painting of white flowers I immediately want to start
another picture.
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Casa Blanca Opening
80 x 60cm (32 x 24in)

I chose to paint this lily in an arch as it opened. I think
the back of the opened flower is the most beautiful view.




To paint white flowers I begin with a mix of three primary colours which I
call the mid-tone. It is a blend of two parts French ultramarine to one part
cadmium yellow pale and one part cadmium red. This is my starter puddle
of paint. I then make several other puddles of paint with subtle changes to
match the colours I can see in the flower.

I begin by capturing the most descriptive shadows first and then apply
further glazes of the shadow mix to create deeper shadows.

The mixes shown below are the ones I created to paint the white lily
at the bottom of the page. Each one can be made lighter by adding water.

Mid-tone

2 Mid-tone plus permanent rose

3 Mid-tone plus cadmium To paint the white lily below I first drew the lily, then applied the main
yellow pale shadow mixes on to a glaze of clear water. While each shadow was still wet I

4 Mid-tone plus cerulean blue tone lifted out the highlights, then put on gentle shades of pale yellow and pink
dicatnin il anion before removing all the pencil lines. To finish, I created drama by

strengthening some of the shadows.
S Mid-tone plus a little more gLueiiig s N

French ultramarine

Lilium candidum




Painting a white arum lily

Here I have shown the stages in painting
awhite arum lily, Zantedeschia
aethiopica. The lily is creamy white at
the top of the spathe (the flower’s

single, curved petal) and a beautiful,
bright, fresh green at the base.

|. Drawasimple outline ofthe flower.
Next, mix the mid-tone and one ortwo
extrapuddles with slightly more water.

2. Glazethe sectionsoneatatime and lay
onthe shadowsto create form.

3. Mixalightgreen of cerulean blue tone
and cadmium yellow pale, and glaze over
thefirstdry washes with water. Lay the light
greenontothetipandthe base, steering
the colour gently upthe spathe. Dropin
more shadow mix while the flower s still
wet, Liftoutany veins or highlights and allow
the paintingtodry.

4. Finally, mixslightly stronger colours,
adding French ultramarinetothe greenand
darkeningthe mid-tone. Glazethe entire

~ flowerwithwateragainand, usingthe tip of
your brush, paintonthe fine green veins
andtiny grey veiningtowards the tip of
thespathe.

W
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Painting tlowers
in detail

he exquisite diversity of flowers presents the artist with a challenging array

of techniques to master. I think of it as mark-making; using the brush in a
variety of ways to mimic nature. Preparation and observation are the key to
success. Before you start to paint, study the plant’s details carefully, if
necessary using a magnifying glass. Familiarise yourself with its patterns and
markings, trace the stamens back to their base and observe the texture of the
stem, leaves and petals. Continue to observe the plant carefully while you are
painting; always paint what you see, not what you think you ought to see.

Veining can be applied during the application of the layers of colour.

Surface details, like stamens, anthers, thorns and hairs, should be added at the
last stage of painting so that they are not disturbed by the washes.

y|

This anemone has beautiful, fine veins on the petals which are gently applied
between glazes. The centre of the flower is covered in tiny grey-blue hairs and
surrounded by stamens with fine filaments and seed-shaped anthers. The soft
central part of the flower is executed first and the stamens then painted around
and in front of it.




Stamens and carpels are the reproductive parts of the flower and they vary
hugely in form. With tall, fine stamens notice first the colour then the width of
each part. Sketch them out lightly and then paint the petals around them (you
may wish to use masking fluid). Remove the pencil lines and paint them in
carefully using subtle washes applied with the tip of a No. 4 brush.

With densely packed stamens, use masking fluid where possible (see page 31).
Apply a wash of the background colour, and when dry use a strong mix of paint to
carefully lay on the detail with the tip of a No. 4 brush.

The pollen on the lily anthers (left)
was dotted on with a rich mix of
cadmium orange.

The centre of the echinacea (right)
required many applications of small
amounts of intense colour.

eins

These should be painted on towards the end of the painting, just before the
unifying wash. Use the very tip of a No. 4 brush and use light, sweeping
strokes. Make sure they taper towards the end.

The fine veins on the iris petal (left)
help to describe the petal’s gentle
curve. Good observation is required
to obtain the correct direction and
fanning of the veins.

This medinilla bud (right) has subtle
veins, which show up intermittently.
They help to illustrate the concave

nature of the longitudinal sections of

the bud.




Textu

The texture of petals in many cases is defined by the light. The stronger the
highlights, the more glossy or waxy the petals will appear to be\A softer, more
tinted highlight gives the petals a delicate, mat appearance. Overlgpping pale
washes can produce a transparent effect. Any raised detail with shadow will
convey a rough-textured surface (see page 30).

If a flower has distinct markings, mix the colour required and apply it
carefully. Do not use the dry brushing method. Try to maximise the mark-
making ability of the brush to create the correct shapes.

As the tulip petals (left) curve into
the bud, their thick, waxy surfaces
catch the light. The strong highlight
accentuates their texture and shape.

The soft, mat petals of the gladioli
(right) have no strong, bright
highlights, but the colours in shadow
are given a deeper intensity.

The distinct markings on this
Peruvian lily (left) have smooth and
clean shapes. You can create these
shapes by using the point of the
brush and applying the paint lightly
at first, then pushing down a little
before lifting the brush up at the end.

This orchid (right) has definite
markings around the lip. T sometimes
find it belpful to relate the shapes to
familiar objects — that way I find
them easier to illustrate and map out.




Painting the stamens and carpel of an amaryllis

The amaryllis has large, smooth stamens growing around a central carpel. The
stamens separate slightly as the flower matures. Sections of the petal behind
are visible, and I find it easier to paint these in before painting the stamens.
Any minor mistakes can then be painted over. I use a No. 4 sable brush for
painting very small details.

| Begin by paintinginthe petal behind the stamens. Whenthe petal

isdry, glaze one stamen atatime with waterand lay on the colour

immediately. Make the stamens paler towards the tips. While the

| paint s still wet, and using the very tip of the brush, draga darker
tone down eitherside of each stamento create lightand shade.

‘ 2. Makeastronger mixand strengthen the colour onthe darker 3. Addfallen pollentothe stamensand carpel using afairly strong
i areas ofthe stamens and carpel, particularly around their base. Allow mix of titanium white and cadmium yellow pale applied using
the paintto dry completely. thedry brushingmethod.




Adding veins to the amaryllis bud

Before you begin painting, study the pattern of the veins. Practi
correct width of vein using the tip of your brush. I usually a
the first or second wash of colour, then when they are t

the top of them to soften the edges.

‘achieving the
ly the veins after
ally dry glaze over

|. Mixyour coloursfairly wetsothatthey
gide acrossthe paper. Paintthe greenveins
onthe bud usingthe verytip ofthe brush,
‘wiggling' it slightly as your brush travels
down from the tip of the bud to its base.

4, Whenthe veinsare dry, continue
paintingthe bud by laying on extra glazes
of colour.

2. Continue withthe pinkveinsonthe 3. Adddarkpink washestowardsthe base
pink partofthe bud. Again, ‘wiggle'the ofthe bud. Soften these washes into the
brush and lift it smoothly offthe paper as rest ofthe bud withaclean, dampbrush.

you reachthe end of each vein.







here is a wonderful array of leaves to paint, varying
1 dramatically in shape, size, colour and texture. The
level of surface detail you include in your painting is
wn to personal choice, but I find the veining, spots or
bloom are usually just too beautiful to ignore.
In flower portraits, the function of the leaves is to
complement the flowers, and you should compose your
painting with this in mind. Use the leaves to create a
sense of drama or elegance; to enhance the tone of your
painting. Include all the leaves you can see, even those
behind the flowers. These can be painted in less detail but
will give your picture depth. As leaves often survive
longer than the blooms, they can be painted in after you
have completed the flowers and buds, though this is not a
hard-and-fast rule.
As with flowers, leaves can be tackled in stages. Start
with the light. Does the leaf shine and have a glossy
appearance, or is it mat? The light falling on a leaf can
sometimes obliterate the detail, and at other times it can
accentuate it. Apply the highlights in the first wash, and
once these have been established add the veins and
patterns. These can then be glazed over to blend them in
with the background and make them appear more natural.
In your painting, try to capture the essence of the
leaves, make them as realistic as possible, and enjoy the
way they make your flower portraits come to life.




Both the lily leaf and the variegated
hosta leaf have elongated, parallel
veining. Apply the paint along one
side of the vein and soften it into the
highlight. Leave a small space for the
vein that tapers away to the tip.

TN

The colour of this eucalyptus leaf was created using
a small amount of white with cerulean blue tone
and cadmium yellow pale. Add in the veins using
the same green with a little French ultramarine
added to it. Finally, lay a little white on top for the
chalky bloom.

Apply the first glaze of red to this heuchera
leaf and then lift out the light. Paint on the
dark veins and quickly glaze over with water
to soften them. When dry, build up the
colour with one or two layers over the top.

The ivy leaf has a delicate vein structure that
creates heart-shaped patterns. The veins
become extremely fine towards the edge of the
leaf and are sometimes difficult to see as the
leaf darkens with age. Divide the leaf into
sections for painting — this will make it less
intimidating. On the underside, the veins stand
proud of the surface. Add a little shadow to
the side of the vein that is away from the light
to accentuate this feature.




For the long, thin leaf on the right, the first stage is to glaze the leaf shape in
water and apply alizarin crimson mixed with French ultramarine along both
edges. The second stage is to glaze again with water then lay on a wash of
cerulean blue tone mixed with cadmium yellow pale. Lift out the highlight in
the centre. Finally, apply fine lines of the same green but with a hint of French
ultramarine. Allow these to dry, then apply a final glaze of the same mix and
soften it towards the highlight.

For the first stage of this leaf (Stachys byzantina) use a mix of French
ultramarine and cadmium yellow pale dropped on to a wet glaze to create
texture. The highlight is retained along the midrib by lifting out the paint
while it is still wet. For the next stage use the same mix of green and apply the
colour in little hair-like strokes, following the pattern on the leaf. The final
stage is to use titanium white mixed with cerulean blue tone and apply the
paint with the very tip of a No. 4 brush to create the soft, hairy surface.

Before painting this holly leaf, study For this dappled skimmia leaf, apply

the pattern, count the points, and the light yellow-green base then,
draw it as accurately as you can. when it is dry, lay a water glaze and
When you then apply the paint you spot on the green to create pattern.

can spend less time observing and
more time blending and moving the
colour around. Work from the point
into the body of the leaf.

The first stage of this variegated holly
leaf is to lay a pale wash of yellow,
then paint in the veins. Between each
vein, paint on the dark green and lift
out the highlight. When dry, use
darker mixes of green to paint in the
dark green pattern and slim down
the veins.




\ tissue paper over the top of it and

eins
Veins, though functional, create beautiful, intricate
patterns in contrasting colours that are a joy to paint.
Observe them carefully before and during your painting,
taking note of their direction and relative widths.
Remember: always observe what you see, not what you
think ought to be there.

[ paint on veins using the tip of a No. 4 sable brush.
I map out the main veins first and then branch out from
them with smaller, finer veins. If you cannot achieve a
fine, continuous line, complete each vein in sections. Lift
your brush off with a gentle sweep partway along the
vein, then reapply it in a similar manner and with a small
amount of overlap to ensure a seamless join. Repeat along
the length of the vein. (This technique is demonstrated
on page 54.)

To achieve complete accuracy in
your leaf drawing, or to reproduce a
particularly complex veining
pattern, it may be possible to take a
leaf rubbing and work from that.
Not all leaves are suitable for this —
some are too soft or too delicate —
but if your leaf is sturdy enough to
withstand the rubbing process, it can
be extremely useful.

Lay the leaf on a sheet of
newspaper, place tracing paper or

rub gently but firmly over the top
with a soft, blunt, HB pencil.

Pitcher plant



Ligularia
50 x 70cm (20 x 28in)

The veins are the most striking part of the ligularia plant.
The larger leaves pucker between the veins to create pockets
of light. On the smaller, flatter leaves the light has bleached

out the veins on the upper surface, but shines through to

reveal the beautiful pink blush of the veins beneath.




I Applythefirstwash usingalarge, round,
sable or mixed-fibre brush. Here, | have
painted oneside of the leaf darkerthanthe
otherfollowing the shadowing onthe leaf.

2. UsingaNo. 6 brush, paintinthe parallel veins and ridges. Itis
difficultto keep asteady hand for the full length ofthe leaf, so
sweepthe brush alongfrom the base then gently lift it offabout
halfway along.

i

4. Apply twofinishing glazes of mid-green, and complete the torn
edge of the leaf with a No. 4 brush.

3. Completethe veinsfromthe centre ofthe leafto the tip.




2. Forthetinyleavesatthe top ofthe
stems, use a strong mix of fresh green
painted straightontodry paper. Liftoutany
highlights. Forthe backs of the larger leaves,
glaze the paper with waterandthen lay ona
light wash of bright green over the top.
Again, liftoutthe highlights.

|. Begin by paintingthe stemsand midribs
ofthe leaves using the tip ofaNo. 6 brush.

3. Forthetops ofthe leaves, lay a clear 4. Addsurface details using the tip of the
water glaze and drop inarichergreen. Lift brush, suchas the thin shadow justbeneath
outthe highlights. Whenthe paintisdry, rub the midribandthe slenderveins.
outthe pencillines.

The completed leaves

5. Apply anotherwash of colour, and
strengthen the colour where needed.




Ligularia stems are a lovely dark
pink-red. The tone changes along
their length, and the enveloping leaf
joins curve and lighten as they catch
the light.

Nerine stems are long and slender,
tapering towards the flowers and
curving very slightly from the base.

Amaryllis stems are large and fleshy
and have a hollow centre. They have
very fine, parallel veining and a

soft bloom.

Painting stems
in detail

T love long-stemmed flowers. They suit my compositions and I enjoy

A the subtle variations in colour created by shadow and the roundness of the
stem. When painting a stem, it is important to maintain a continuous highlight
along its length. Paint a section at a time, glazing with water before putting on
the colour. Take the glaze beyond the part you are painting to ensure the paint
blends seamlessly with the next section. For the smooth edges of the stems it is
essential to achieve clear, sharp lines. Thorns, sepals, hairs and leaf joins
should be painted in as an intrinsic part of the stem and not added in as
afterthoughts.

|
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Arums with Leaves
50 x 70cm (20 x 28in)
These arum lilies grow well in my garden and I paint a lot of them. 1 particularly like the

leaves before they open, and the height and elegance of the stems — their complementary
curves allow me to create dynamic compositions.




Composition

Composition is the most important element of a painting. It draws in
the eye and moves the viewer to look closer or harder. As an artist,
I like to compose my flower portraits in ways that are aesthetically
pleasing yet have an air of unpredictability about them. I like pictures
to be slightly ‘weighted’ at the base so that the image sits well in one
position. This can be achieved by giving the illustration more space
around the image, allowing you the flexibility to adjust its relative
position when it is mounted and framed.
Weighting can also be achieved by the simple addition of a
signature, title, description or some other text, which may form part of
the design from the outset. But a word of warning here — only the most
proficient calligrapher should attempt to add written text or a title to
their work. One often sees examples of this badly done, sometimes with
mistakes, which will make an otherwise good painting worthless. I have
developed a habit of including a pencil line in many of my paintings (see,
for example, page 113). This originally came about as a way of finishing
off the stems but has now become something of a signature mark within
much of my work.

The process by which I design my compositions begins with inspiration
from the world around me. I sketch ideas and images in a notebook and
refer to it when designing my paintings in the studio. Nature often needs no
assistance in arranging a composition, and provides me with a perfectly
composed plant so that all T have to do is to place it artistically on the paper.

You need to decide from the outset what you wish to include in your
picture. You may decide to paint not just the flower, but also the bulb or
root (see page 83), perhaps adding other foliage or flowers that
complement your subject. You also need to consider at which stage in the
plant’s life cycle you wish to paint it, for example a tightly closed bud or
a fully opened flower, and should it be painted with or without
imperfections? I sometimes choose to show many views, or different life
stages, of the same plant or flower (for example, pages 38-39).

In my painting, I try always to capture an image of the flower frozen
in time, as you would if you were taking a photograph, to create a
portrait of it that is a faithful reproduction of the living plant. My aim is
to capture the plant’s essential beauty, and I feel I can only do this if I
love the flower I am painting.

Whatever your approach, composition is fundamental to a finished
picture appearing complete and aesthetically pleasing. Begin by sketching
out several small versions of the picture before you put pencil to paper.
Good planning prevents you making mistakes and having to use an eraser
on the delicate surface of your paper. A good tip is to draw the flower on
to sketching paper first and then trace over the drawing. You can then
position the tracing accurately on your watercolour paper before
transferring it.




[like to give an illustration an overall shape. This gives me a theme for a series of
paintings, which often leads to new ideas for the next series. I start by sketching up
the flowers within various shapes and see which design suits them best.




Composition is not just about the arrangement of the flowers, it is also
important to consider where you place your images on the paper. You need to
allow a comfortable amount of space around the image for mounting and
framing, with slightly more space at the bottom than at the top. This prevents
the painting from looking as though it is falling out of the mount.

When painting a single bloom, think
about the overall shape and size of
the finished painting. If you draw
the flower in the centre of a large
sheet of paper a lot of the paper will
be wasted when you cut it down
for framing.

One way to position a single flower
is to place the image in a corner of
the sheet of paper and perbaps
shorten the stem. The image will
then be a more pleasing size and
shape for framing.

If you are painting a longer-stemmed
flower, try drawing it to one side of
the sheet of paper to create a tall,
narrow picture. But be careful not to
start your painting too near the edge
of the paper, as some of the image
may be lost beneath the mount.

Draw a light, dotted, pencil line
around the outside of the picture to
define the edge of the frame, and to
remind you not to paint beyond it.




Three Callas with Leaves
50 x 70cm (20 x 28in)

These zantedeschia have elegant, spotted leaves
that [ have crossed behind the three, proud and
erect flowers to soften the composition.




Pink Callas in a Row
50 x 70cm (20 x 28in)

I love the gentle curves of these calla lily stems — 1
arranged them so that they crossed over at the bottom,
creating little crosses like Roman numerals.




Gladioli with Grasses
50 x 70cm (20 x 28in)
These white gladioli have rigid leaves, so I added some
soffter foliage to create an unusual, elegant composition.







Longiflorum Lilies
80 x 60cm (32 x 24in)
This painting took quite some
time to plan. I like to think of
the lilies as a group of people
all chatting and looking
around. The abrupt way the
picture finishes at the base on
a straight pencil line is
softened by one or two leaves
which cross the line and
create more depth and
movement in the picture.

.




Projects
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‘'ou can buy slipper orchids from garden centres and florists
towards Christmas time. I cannot resist these fanciful flowers — their rich
colouring and exotic, well-defined form make them ideal subjects for painting.
The name ‘slipper orchid’ comes from the shape of the pouch-shaped petal
(the lip) and suits them perfectly. The flowers last for days, so there is plenty
of time to perfect your painting.

For this composition I chose two plants — one fully opened and one semi-
opened —and placed the roots in a V-shape containing bark.

Before you begin to paint, gather together all the equipment you need, and
mix your basic colours (listed on the right) prior to glazing.

Materials

Sheet of hot-pressed watercolour
paper, 50 x 60cm (20 x 24in)

Sharp, HB pencil

Pencil eraser or putty rubber
Pencil sharpener

Roll of absorbent kitchen towel
Scalpel

Sable paintbrushes, No. 4 a
No. 6, with extra fine poi

Watercolour paints in aliz
crimson, cadmium lemo
cadmium red deep, cadmi
yellow pale, cerulean blue tone,
French ultramarine, indigo,
mauve, permanent rose an
titanium white

Basic mixes

Basic pink
alizarin crimson, permanent
rose, mauve and a little
French ultramarine

Basic light green
cadmium yellow pale and
cerulean blue tone

Basic dark green
cadmium yellow pale, French
ultramarine, cerulean blue tone
and cadmium lemon




Drawing the outline.
|. Draw the outline of the flowers (like asilhouette) with asharp, HB
pencil. You can also draw in some details, but only ifthey are to be
painted dark and will therefore be covered by the paint.

Laying a clear water glaze.

2. Decide whichfloweryouwish to paintfirst, then lay a glaze of
clear water over one part of it. Choose a part of the flower that is
predominantly pink, as you will be layingthe pink wash first. Use a
No. 6 brushand be careful to stay within the pencil outline.

Laying the first pink wash.

3. Layawash ofthe basic pink mix over
the clear water glaze while itis stillwet. This
isknown as the wet-into-wet technique
(see page 26). To create highlightsand to
controlthe spread of colour, use aclean,
damp brushto liftoutthe paint. Whenthe
colouronthefirstshape hasdried, add the
clearwater glaze tothe nextone and repeat
the process untilyou have completedallthe
pink parts of the flower.
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4. Laying the first green wash.

Repeat steps 2 and 3 for the green parts of the flower using the
basic light green mix. As before, once each shape has dried,
applythe clear glaze of water tothe next shape, followed by the
colourwash.

Allow these firstglazestodry.

Building up the layers.
5. Layanother glaze ofwater overthefirstcolourand apply
the second colour. Blend the two colourstogetherwhere
they merge. Allow eachwashtodry, then continue toapply
thin layers of colour washes. When thefirstflower'sinitial
glazesarefinished, allowittodry.

Painting the second flower.

6. Whenthe washesare absolutely dry,
rub outthe pencil marks around the painted:
flower. Paintthe secondflower inthe sam
way. Where the flower hasawhite edge,
leave onthe pendil outline until the shadows
have beenapplied.



7. Paintthe remainingflowers, sepalsand bud using the same
techniquesas in steps 3—6. Forthe sepals, add French ultramarine
and alittle cadmium redto the basiclight green mix. Layinga clear
water glazefirst, apply the colour. Dragthe glaze downthe stema
little way to avoid a hard line betweenthe sepals and budand the
stem. Liftoutthe highlights withadamp, clean brush.

Paintingthe stems.

8. Makeamix of permanent rose, mauve, French ultramarine and
alittle cadmium yellow pale forthe stems. Again using the wet-into-
wettechnique, glaze the stems with waterand then paintthem.
Start by laying a strong wash down one side of the stem so that itis
bleedingtowardsthe centre, then repeat onthe otherside. Drag
the pointofa clean, slightly damp brush down the centre ofthe
stemto create a highlight. You may have to dothis several timesto
lift the paint off.

contain poisonou:

Adding texture to the stems.
9. Usethedrybrushingtechnique (see page 29)to addtexture to
the stems.




Building up the layers.

10. Starttobuildupthelayersonthe
flowers. Starting with the fully opened
flower, applyaclearglaze downthe centre
ofthe lip, where the light hits it. Paintona
richer mix ofthe basic pink, following the
curve ofthe petal, and dragging the paintinto
the wethighlight. Dothe same withthe
greenfromunderneath. Softenany edges
ofthe wash witha clean, damp brush to
achieveasoftblend.

Applying the surface detail.

I'1. Addsome more French ultramarine to
the basic pink mix (this makes it darkerand
more purple), and usingthe very tip of the
brush startto apply the fine surface veiningto
thelip of the flower. (For paler veins, use a
more watery wash.) The veins change from
redtogreen asthey go round the petal, so
startwith the darker pink mixandfinish with
the basiclightgreen.

Softening the veins.

I2. Whenthe veinsare drying, soften
them by moisteningthemfirstandthen
lightly dabbingthem with a piece of strong,
absorbentkitchentowel.




Applying a unifying wash.
I3. Whenthe surface detailhas dried, use
lightbrush strokesto apply avery pale, even
wash of dark pink over the darkerareas of
theflower. Soften the leading edge of this
wash with water as youapproachthe
highlight. Whenthe dark pinkwash isdry,
repeatwith the green. This will softenand
unify allthe detail, and you can repeatthe
process again once it is dry to create more
impactand add ‘drama’. Build upas much
colourasyouneed.

technique in
piece of pap

Continuing to add surface detail.

14. Applythe maingreenveinstothetop
petal, usingthe basiclight green mixand
theverytip ofthe brush.

|5. Addthe pink veinsin the same way using the mix used in step
| I, continuingfromthe ends of the green veins. Just before they
dry, glaze overthemwith clearwater—this will create a bleed of
colouraround eachvein. To prevent the paintfromthe pink veins
runninginto each other, paintalternate veins, then go backand paint
the onesin-between.




| 7. Forthetwo slender petals on either side of the flower, build up
the colour by laying glazes of the basic light green and basic pink. Soften
with clear wateras you painttowards the highlight. Whenthese glazes
are dry, paintinthe green veins with the tip of the brush usinga mix of
cadmium yellow pale, cerulean blue tone and cadmiumlemon. Soften
the veins atthe base ofthe petal usinga clean, damp brush.

|8. Paintthe raised spots onthe petals
usingafairly thick, dark mix ofalizarin
crimsonand French uttramarine. Leavea
small dot of white paperinthe centre of
eachoneforthe highlight.

16. Whendry, gooverthe centre of the
veins again with a stronger colourto
strengthen them up. Use the same colour
youusedinstep | .




|9. Completethe small petal lyingbehind
the lip using the tip of the brush. First block
inthe pale colours using light washes of the
basic light green mixanda light glaze of
permanentrose, then mapinthe detailsand
strengthenthe washesas required.

20. Usingamix ofalizarin crimsonand French ultramarine, add the veinsand spots tothe
centre ofthe flower usingthe very tip of the brush. Apply the paint in small patches to
strengthenthe colours where needed. Softenthe edges witha clean, damp brush.

Usinga No. 4 brush and a strong, fairly wet mix of cadmium red deep and French

ultramarine, paintin the hairs on the petals and stem usingasingle, light stroke, goingfrom
topto bottom, foreach hair.




2. Paintthedarkpinkandgreenveinsonthe bud,
working down the bud usingthe tip ofthe brush. For
the green, use amix of cadmium yellow pale, French

uttramarine and alittle cadmium red deep. Forthe
pink, use the darker pink mix (see step | 1.

Whenthey are dry, make awatery mixof cadmium
yellow pale, cerulean blue toneandalittle cadmium
red deep, and dragthis wash lightly overthe whole
bud. This softens the veins and blends them in with
the rest ofthe plant. While the washiis still wet, drop
inalittle more pink or greentostrengthen the colour.
Addthe hairsasbefore.

22. Addthe mainveintothe ovary (the stem-like structure joining
the flowerto the main stem) using the basic pink mix and a darker
mix of French ultramarine and alizarin crimson with atouch of
cadmium yellow pale. You may needto go overthistwice to getthe
right depth of colour. To create a highlight, lift out the paintfrom the
centre ofthe vein by agitating it using the tip of adamp brush.

23. Glazethe top edge ofthe ovary with clear water, thenapplythe
basic pink mix to the edge. The paint should blend into the stem and
give a fuzzy' edge to the pink. Ifit spreads too much, mop it up with
aclean brush. Now do the same for the lower edge of the ovary.




24. Adding shadows (see page 35).
Add shadows to all of your painting using a basic shadow mix of one

partcadmium red deep, one partcadmiumyellow pale, and two parts
Frenchuftramarine.

Observe carefully where the shadows fall, then apply a watery wash of
the shadow mix, softeningthe edges witha clean, damp brush.
Glazethe edge of the white part of the flower with water before
applyingthe shadow, and soften each application of the shadow mix
intothe flower usinga clean, damp brush. Allow to drythoroughly,
thenruboutthe pencil marks.

Addalittle bit of the basic light green to the shadow mix, and apply
shadowtothe insides of the flower usingthe brush lightly.

Strengthening the colours.
25. Strengthenthe green onthe twothin petalstolift their brightness,
andadd a little more basic light green mix with alittle French

uttramarine tothe sepals.

The completed flowers and stems




to right or top to

Painting the leaves.

26. Forthe leavesatthe base ofthe plant, use
the basic light green mixand the dark green mix.
Begin by applyingaclear glaze of water overallthe
leaves usingaNo. 6 brush, carefully keeping within
the penciloutline. While itis still wet, add a
background wash of the basic dark green mix.

27. Whilethe dark green wash s still wet, use a clean, damp brush to lift out the
highlights (ifthe background washistoo dry, it will leave brush marks, so work
quickly). Whenthoroughly dry, rub outthe pencilmarks.

28. Applyaclearwaterglaze, thenwitha
mix of permanent rose and French
ultramarine, add the pink tone at the base of
theleaves.



29. Addtheveinsusingthe dark green
mix, and softenthem by dragging over
thetopwithaclean, slightly wet brush.

31. Toaddthe patterntotheleafunderside,
blockinthe shapesand then blotthem
approximately ten secondslaterwitha piece of
absorbent paper. Thiswillmake the patternlook
fadedand more natural.

30. Blockinthe leaf pattern onthe upperleafsurface usingthe
dark green mix with asmallamount ofindigo addedtoft.




32. Oncethe patternonthe upper
surface hasdried, apply alight, evenwash
ofthe basiclight green mix, first over one
half of the leafand then overthe other.
Work quickly, inone direction only, and
avoid going back overyourwork. This
softens the marks and gives themamore
naturalappearance.
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33. Tomaintainthe shine on the top half ofthe leaf, take the wash down towards the
highlighted area, then brush intothisareawith a clearwater glaze.

34. Strengthenthe patternwithanother
layer of colour, usinga mix of cadmium
yellow pale, indigo and atouch of cadmium
reddeep, andallow itto dry. Redefine the
edge of the leaf with a smallamount of the
dark green mix, and apply afinal, coloured
unifying wash over the top ofthe wholeleaf
usingawatery mix of the basiclight green.




35. Usingthe basic shadow mix (see page 34) with a touch of
green, apply shadows to both leaf surfaces using the same
techniques asdescribedin step 24. Afterwards, strengthenthe
pink atthe base ofthe leaves usingasmallamount of alizarin
crimson applied using dry brushing (see page 29).

The half-finished painting showing
the completed leaf.




Painting the roots and bark.

36. Forthe rootsand bark, use a mix of cadmium yellow pale
and French ultramarine forthe green roots, and permanent rose,
cadmiumyellow pale and French ultramarine forthe brown
rootsandthe bark. Lighten or darkenthese mixes as required.
Firstapplyaclearglaze, thenlayagreen or brownwash overthe
top. Liftoutany highlights.

Finishing touches.

38. Addalittle alizarin crimson to titanium white and use this to
paintinthe hairs thatare onadark background, forexample
where the two stems cross.

39. Togivea‘'waxy’ looktotheflowers, create highlights by gently
scratching some ofthe paint off with ascalpelto reveal the white
paperunderneath (see page 30).

37. Forthe details onthe roots, use the
same brown mix with alittle more French
ultramarine addedto itto make itdarker, |
andapply using the tip ofa No. 4 brush. |
Softenthe edges of the darkertoneswitha
clean, damp brush, and keep darkeningthe
mixture until all the details have been added
tothe pieces of bark.

This r‘nustbe"'
as you have
can’t paint ov




The completed painting




Two Slipper Orchids
60 x 80cm (24 x 32in)

This slipper orchid was the first of a series of paintings in
which I crossed two stems. I enjoyed the fact that in each
painting I created a new shape. This composition allowed me
to paint both the front and the back of the flower.




Multi-Flowered Slipper Orchids
60 x 80cm (24 x 32in)
This multi-flowered orchid gave rise to many views of the
flower, and the plant curved beautifully to create an
interesting composition.




Green Goddess Lily

hese beautiful flowers first caught my eye at about the time I began

painting flowers. I had never noticed them before but they instantly
became one of my favourites. They consist of a single, large petal rolled into a
cone shape that folds outwards at the top, known as a spathe.

These flowers last a long time when cut, though the green gradually
becomes more yellow. They are best kept in water, but I often keep the cut
end wrapped in wet tissue or cotton wool and sealed with transparent
foodwrap, just while I am handling them during painting.

They seem to like shady, damp areas to grow in, close to water, however I
have had little success in finding a spot in my garden where they will really
thrive. These flowers are so grand, tall and elegant that simplicity of
composition is essential. In this project I have chosen to cross two flowers and
tie them together with raffia.

Before you begin to paint, gather together all the equipment you need, and
mix your basic colours (listed on the right) prior to glazing.

Materials

Sheet of hot-pressed watercolour
paper, 55 x 70cm (22 x 28in)

Sharp, HB pencil
Pencil eraser or putty rubber

Pencil sharpener
D), Roll of absorbent kitchen towel
No. 12 round mixed-fibre b

and No. 6 and No. 4 round
brushes with extra fine p

Length of raffia tied in a |

Watercolour paints in cadmium
lemon, cadmium red deep,
| cadmium yellow pale, cerul
| blue tone, French ultra
' indigo and permanent

Basic mixes

Darker green

cadmium yellow pale, French
ultramarine and touches of
cadmium red deep

Lighter green

cerulean blue tone, cadmium
lemon and touches of cadmium
red deep

Drawing the outline.

|. Drawtwo lightoutlines ofthe flower, one overlappingthe other
andfacinginthe opposite direction, to create the composition.
Draw in the raffia bow where the two stems cross. Use a sharp,
HB pencil. Remember not to press too hard onthe paper, and do
notdrawinthe veins —these will be painted infreehand.




Laying a clear water glaze. Laying the first wash.
2. Applyacdlear glaze tothe lower part ofthe spathe usingaNo. |2 3. Whilethe glaze s still wetand continuingwiththe No. |2 brush,

round brush. Make sure the water is applied evenly overthe surface, lay washes of the two green mixes, startingwith the paler wash.
with no puddles. Glaze only one shape atatime, being carefulto Gradually lay on colour, and work the two colours together where
keep withinthe pencil outline. Start with the backgroundflower. they blend. Work downwards, from the top ofthe paintingto
Quickly move onto step 3 before the glaze dries. the bottom.

Lifting out the veins and highlights. Painting the foreground flower.

4. While the paintisstill wet, lift outa highlight usingaclean, slightly 5. Applyaclearglaze of watertothe secondflowerand lay onthe
damp, No. 6 brush. (The paintbrush must be drierthan the wash two green mixes, thistime bringingthe paintdown the stemtothe
when lifting out veins and highlights.) Lift out the veins usingthe tip of pointatwhich the two stems cross. While the stemiis still wet, paint
the brush. Clean the brush between eachlift, otherwise you will the darker green along the edges of the stem usinga No. 6 brush.

reapply the paintelsewhere. Allow thisflowertodry.




6. Paintingthe stems.

Whenthe foregroundflowerisdry, glaze
with water the stem of the firstflower using
aNo. |2 brush, and lay on the greens using
the same method as before (see step 3).
Leavethe natural highlight downthe centre
of the stem, lifting outany spreading paintif
necessary witha clean, damp brush.
ChangetoaNo. 6 brushandaddthe
darker greenalongeachside of the stem, as
instep 5.

7. Whenthis stemisdry, paintinthe lower
section ofthe foregroundflower’s stem.

I
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8. Strengthening the colour.

Whenthe paint is thoroughly dry, rub outthe pencil lines. Mix the two green mixes together
to create amid-green. Use aNo. 6 brushto add a clear water glaze to the tip of the
backgroundflower, then lay onthe mid-green. Dragaclean, damp brush through the wash

toliftoutthe highlightsand veins.



9. Paintinthetip ofthe foreground flower inthe same way, laying colour into a clear glaze of
waterand lifting outthe highlights usinga clean, damp brush. While this is wet, drop inan area

ofshadow by laying the darker green mixalong the edge ofthe tip.

10. Startto build up the colour onthe foregroundflower. Glaze the
lower part of the spathe with water again, then lay onadark green
wash. Avoid losingthe highlight along the edge by painting almost to
the edge, butnotovertit.

ié

I'l. Forthefolded partofthe spathe on the left-hand side of the
flower, mixavery watery wash of cerulean blue tone and a touch of
cadmium yellow pale. UsingaNo. 6 brush, lay inthe wash overa
clear glaze of water. Lift outthe highlights, then strengthen the mix by
addingalittle more cerulean blue tone and apply itto the darker
areas and veins of the fold while the light wash is still damp. This
keepsthe lines soft.




|3. Glazethe remainder ofthe top part of
the flower, and paint it following the method
usedinstep |2, Allowthe glaze todry.

Adding the green markings.

12. Glazetheinner partofthe spathe on
theforegroundflowerinthe same way
(see step | |). Make a strong mix of
cadmium yellow pale, cadmium lemon,
cerulean bluetone and French ultramarine.
While the glaze is still damp, use this mix to
paintinthe green patterning. Use the tip of
aNo. 6 brushforfine markings, flattening it
outto create wider marks, asshown inthe
picture below.

Strengthening the green markings.

14. Applyanotherwaterglaze, thenuse
the same green mix and the No. 6 brushto
darkenthe greenmarkings. Paint outwards
towardsthe edge of the spathe. The water
glaze allows the markingsto stay softand
naturallooking. Apply adarker mixtothe
areasthatfallinto shadow.



I5. Painttheinner partofthe spathe
onthe backgroundflowerinthe same
way —apply aglaze and thenlay inthe

greenmarkings.

|6. Completethe restofthe background flower inthe same way.

Building up the colour.

| 7. Build upthe colouronthe lower parts ofthe
foregroundflower. UsingaNo. |2 brush, glaze
downthe centre ofthe flowerwithwater. Then,
withthe lighter greenmix, lay awash either side of
the highlight tointensify the colour.
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Outlining the veins.

19. UseaNo. 4 brushto outline the veins on the upper part of the
backgroundflower usingthe dark green mix. Do this by placingthe
painton both sides of each vein, and then softeningit on each side
withadamp brush. Avoidtoo much sharp detailinareaswherea
natural highlightbleachesitout.

18. Build upthe colour onthe remaining parts of the flowers and
onthe stems. Forthe stems, add a little French ultramarine to the
mixto strengthenthe colour.

20. Outlinethe veins onthe foregroundflowerinthe same way,
includingthe tip of the spathe. Softenthe finer veins by dragginga
damp brush gently overthe top ofthem.

The completed veins on each flower




Adding the veins to the stems.
2|. Forthe stems, mixalarge
quantity of the two blues, two
yellows andallittle cadmiumred
deep. Using the tip ofaNo. 4
brush, paintonthe veins. Make the
neckoftheflower, wherethe

veins collide, appear darker. While
youare strengtheningthe veins,
sharpen up the edge ofthe stemat
thesametime.

The partly completed painting

22. Emphasise the small fold onthe upper part of the foreground
flower by glazingit with clear water, thenaddinga darkerwash of
greenusingaNo. 6 brush. Use a mix of French ultramarine,
cadmium lemon andahintof cadmium red deep.

23. Darkenthe patternson
theinnersurfaces ofeach
spathe usinga No. 6 brush
(see step 12). Use the dark
greenmix. ‘Wiggle' the brush
slightly asyouworktogivea
more realisticfinish. Softenthe
marks with adamp brush, and
continue darkeningthe veins.




24. Applying the unifying wash to the stems.

Tostrengthen the stems, apply asoft, unifying wash ofadark green
mix ofindigo, cadmium yellow pale, cadmiumred deepand
cerulean bluetone. First lay a clear glaze by sweepingadamp No. 6
brush gently along the stem. Then, withthe same brush, runthe
dark green down either side so thatthe colour blends intothe
centre, leaving anatural highlight down the middle of the stem.

The completed stems

Adding the shadows.

25. Completethe spathes by addingany
final, sharp shadows usingthe appropriate
depth of wash. To create shadows, mixthe
mid-tone colour of French ultramarine,
cadmium yellow pale and cadmium red
deep inthe ratio of two blue to one red to
one yellow. Water downthe mixandadda
hintof the pale green mix. Apply the wash
tothe shaded parts of the plants usinga
No. |2 brush for larger areas and a No. 6
forsmallerareas. Lay it very gently overthe
details, and use aclean, damp brushto
softenthe edges.




26. Usethe same, though more watery, mixfor the shadow on
the interior ofthe spathe. Soften the edges of the shadow witha
dlean, dampbrush.

27. Sharpenthe edges of the spathes usingthe tip of a
No. 4 brush.

Completing the picture.

28. Completetheflowersbyapplyingalight, mid-green, unifying
wash where the colour needs strengthening and softeningthe green
edges with a damp brush. Add the shadow mix used in step 25 to
create shadow where the flowers cross over.




The raffia bow.

29. Forthe raffia, make amix of permanent rose and cadmium yellow pale. Usinga No. 4
brush, map inthe raffiausing alightwash. For the partsthatare in shadow, addalittle French
ultramarine. As youlay the colour down, liftoutany highlights withaclean, damp brush.

Whenthe paintis completely dry, rub outthe pencilline.

30. Make a stronger mix of the same colours, and use this
where the colourintensifies around the knotand inthe creases
ofthe raffia.

Hiil

31. Addalitte more French ultramarine to the mixto make a
more pinky-greytone, andapply itto the shaded areas andfolds,
asbefore.

The completed painting (opposite)









Green Goddess in a Row

80 x 60cm (32 x 24in)

The floppy, curved lips on the
spathes of these Green Goddess lilies
contrast well with the regimental
style of the stems. By showing the
flowers at all different angles, I have
inadvertently created a composition
in which they look as if they are
talking with one another.




Roses

bought this rose at the Hampton Court flower show. I love its simple, old-

fashioned appeal. The blooms open quite fast and fade away quickly, so I
painted it before I planted it out to avoid the wind blowing the petals away.
Remember that the open flowers at the top will tend to die sooner than those
near the base as they are the oldest.

Working, as I do, in the studio changes the intensity of shadows and
highlights. You can see more detail under a bright, artificial light and I was
therefore able to paint the plant at various life stages and to emphasise details
and shadows that are less apparent outside, in natural daylight.

Materials

Sheet of hot-pressed watercolour
paper, 60 x 40cm (24 x 16in)

Sharp, HB pencil
Pencil eraser or putty rubber

Pencil sharpener
Roll of absorbent kitchen towel

Sable paintbrushes, No. 4 an
No. 6, with extra fine po

Length of raffia tied in a

Watercolour paints in a
crimson, cadmium lem
cadmium red deep, cadmium
yellow pale, cerulean blue to
French ultramarine, perm
rose and quinacridone

Basic mixes

Pink
permanent rose and cadmium
yellow pale

Bright green
cadmium yellow pale and
cerulean blue tone

Darker green 1
bright green mix with French
ultramarine and a hint of
cadmium red deep

Drawing the outline.
I. Drawthe composition usinga sharp HB pencil.




Laying the firstwashes.
2. Begin by mixing the two basic washes —one of permanent rose
and cadmium yellow pale and the other of cadmium lemon. Starting
withthe left-hand flower, use aNo. 6 brushto lay a clear glaze of
waterto one of the petals, and a smallamount of cadmium lemon
nearthe centre of the flower. While the glaze isstill wet, drop inthe
pink. Gently move the paintaround. To showthe curve ofthe petal,
lift out colour usingaslightly damp brush to create highlights.

3. Paintalternate petalsinthe same way. As each petal dries, rub
outthe pencillines.

4. Oncethesearedry, paintthe remaining petals. Thistechnique
helps preventwet paintfrom spreadingto adjacent petals and
spoilingthe gentle washes.




5. Completeallthe petals. When you paint
the lower petals, add more pinkto the mix
tostrengthenthetone. Whenyouhave
finished, allow the paintto dry thoroughly.

6. Deepenthe edgesandfolds ofthe petals usinga stronger,
less watery pink mix, glazing with water the areas you wish to
paintfirst.

Painting the stamens.

7. Startpaintinginthe stamens. Use a mix of cadmium yellow pale, a
little cadmium red deep and French ultramarine to make the yellow for
the anthers (the tips of the stamens). Map these infirst, usinga watery
mix and a No. 4 brush. For the filaments (the stems of the stamens) use
amix of cadmium lemon and permanent rose. Paint them on usingjust
thetip ofthe brush.




8. Makeadarker mixof Frenchultramarine,
permanentrose and cadmium yellow paleforadding
detailtothe underside of each stamen. Darkenthe
very centre of the stamen clump with a smallamount
ofalizarin crimson.

9. Define eachantherbyaddingasmall
amount of shadow. Use a mix of French
ultramarine, cadmiumyellow paleand
cadmiumreddeep.

Applyingshadows.

10. Apply shadows usingawatery mid-tone mixof French
ultramarine, cadmiumyellow pale and cadmium red deep (see
page 35). Firstuse aNo. 4 brush to glaze the areawherethe
shadow lies, then apply the mid-tone. Softenthe edges witha

clean, damp, No. 6 brush.




\
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['l. Paintthe shadows ofthe stamens
using the same mid-tone mix and the tip of
aNo. 4 brush. Paintthem onto dry paper.

Adding the surface veining.
I2. Forthedelicate surface veins, water
downthe mid-toneasinstep |0andadda
little permanentrose to make a pale, watery
mix. Paintonthe veins very lightly using
gentle sweeps with the tip ofa No. 4 brush.
Add small areas of a darker mix of pink to
the petalfoldsand creases.

other side.

[3. Strengthenupthe pinkbylayinga pale pink wash overthe
petals usingthe basic pink mix. Lift out the highlights with a
clean, damp brush.




Painting the buds.

14, Forthe buds, youwill need to make the two basic green
mixes, and asmall puddle of alizarin crimson. Usinga No. 4
brush, begin by addinga clear glaze to each sepal atthe base of

the bud, thendrop inthe bright green. Lift out highlights witha I5. Definetheform ofthe bud with the darker green mix. Glaze it
dlean, damnpbrush. with water, and then dropinthe greenand add atouch of alizarin

crimsontothe stem before it dries.

|6. Completethe green parts of allthe buds onthe left-hand side
ofthe painting, then mixalittle quinacridone red with permanent
rose forthe inner petals. Because these areas are so small, painton
todry paperand use a No. 4 brush. First map in the inner parts of
the bud, then while the paintis still wet strengthen the darkerareas
usingthe same mix with alittle alizarin crimsonadded to it. Leave a |7. Usingthe tip of the No. 4 brush, add in the fine details (hairs
thinwhite borderaroundthe edges of the sepals. Repeatforthe and surface texture) usingthe dark green mix. To each sepaladd a
remainder ofthe buds. small spot of pinktothe tipand athin greenline down the centre.




Painting the main leaves.

18. Beginbylayingaclearwater glaze over
asingle leaf usinga No. 6 brush. Drop the
darker greenmixaroundthe highlights, Lift
outany highlightsthatare lostwithaclean,
dampbrush.

19. Continue layingthefirstglaze, then 20. Putinthe midrib usingthe bright green
while the glaze is still wet define the serrated mix. Whenthat is dry mark out the sections
edge ofthe leaf using the same green mix betweenthe veins, and softentheminto
andthe tip ofa No. 4 brush. the leafusinga clean, damp brush.

21. Whenthe leafis dry, add atouch of
Frenchultramarine tothe bright green mix

and paintinthefine veins using the tip of the
No. 4 brush.

22. Whenthe veinsare complete, glaze overthe leafwith a unifying
wash ofthe darker green mixto darken the tone between the veins.
Take careto preserve the highlights. Paintall the leaves inthe top
left-hand part of the picture in the same way and allow themto dry.
Meanwhile, mapinthe undersides ofthe leaves using the basic bright
green mixwithasmalltouch of cadmium red deep addedto it.
Leavetheseto dry while you continue with the upper leaf surfaces.




Completing the upper leaf surfaces.

23. Returntothefirstleaf, addalittle more cerulean blue tone to
the bright green mix and lay a glaze overthe whole leaf, avoidingany
highlights. Blend in around the highlights with a clean, damp brush.
Apply the dark green mix inthe same way once thefirst glaze is dry.

24. Allowthe paintto dry, thenaddtouches ofalizarin crimsonto
the leaf stem and the tips of the serrations along the edge of the leaf.
Softenthe paintintothe leafwitha clean, damp No. 6 brush.

25. Lookcarefully overthe completed leafand
strengthen up the veinsand any otherareas where
necessary. Complete the remainingleavesinthe
sameway.




Completing the lower leaf surfaces. 27. Darkenthe mixwithalittle French ultramarine, and addinthe
26. Workingnow onthe undersides ofthe leaves, strengthen surface details.

these up using the bright green mix. Darken along each side of

the midrib.

28. Whendry, add more cadmium yellow pale tothe mixand lay
aunifyingwash overthe whole ofthe lower leaf surface, including
the midrib.

29. Strengthenupthe serrated edges withthe darker greenmixand
addalittle alizarin crimsontothe tips as before.




Painting the stems and small leaves.

30. Mapinthe stemsandsmallleavesinthetopleft-hand
partofthe painting using the bright green mix. While the
paintis still wet, add shadows tothe stem by droppinginan
olive green mix of cadmium lemon, French uftramarine
andalittle cadmium red deep.

31. Continue mappinginthe smallleaves,
thenwhen dry removeaallthe pencil lines.
Addthe pink areas to the stems usingthe
basic pink mix applied to dry paper withthe
tip ofa No. 4 brush.

32. Glazethe stemandusetheolive green
mix (see step 30) to add more shadow to
eitherside, depending onthe direction of
the light. When dry, addalittle more
cerulean blue tone to the mixto make a
blue-green, andapply thistothe other side
ofthe stem. Whenthe paintis dry, remove
any unwanted pencil marks.




Painting on the thorns.

33. Layaclearglaze of wateroverthe
remainder ofthe stems, then apply the
bright green mix. While the stemis still
damp, apply the olive green mix (step 30)
to one side to create shadow. Whenitis
dryremoveany unwanted pencilmarks.
Paint on the thorns using the basic pink mix.
Use the same mix for the touches of pink
onthe stems.

34. Forthe shadows onthe underside of
thethorns, mixalittle greeninwith the pink.

35. Continue mappinginthe remaining
leaves, workingtowards the bottom of
the painting. Onthe undersides, lift outthe
veinswiththe pointofaclean, damp

No. 4 brush.

36. Continuetobuild upthe layers of greenonthe
leavestoachieve the righttone.




38. Outlinethe serrated edges ofthe leaves usingalizarin
crimson, thenadd a unifyingwash of cadmium lemon, cerulean
blue tone and alittle cadmium red deep to the whole leaf. Slim

downthe veinsifthey are too wide by painting up close tothem
usingaslightly darkergreen.

37. Addalittle French ultramarine tothe bright green mix, andlay
smallareas of glaze in-between the veins. Soften them into the leaf
usingaNo. 6 brush.

39. Continue paintingthe plant, workingfromleftto rightand from top to bottom.
Complete the right-hand side of the paintingfollowingthe same procedure asthe left,
finishingthe main flowerfirst, then the buds, leaves and stems as you progress downwards.







The finished
painting. The curved
pencil line forms
part of the design
and also frames

the signature.




Three Roses
40 x S0cm (16 x 20in)
This painting brings out the proud nature of these straight-stemmed blooms.
They look almost as if they are trying to outgrow each other.




Roses
40 x 50cm (16 x 20in)
The intention of this composition was to highlight the rambling nature of the roses, which are
seen here pushing their way forwards, emerging triumphantly on the page.




Delphinium

he delicate nature of the delphinium and the jewel-like quality of its blue %

flowers make it a wonderful subject for a watercolour painting. I love tall
blooms, and this flower positively called to me to paint it! The flowers last a
long time when cut, but it is still advisable to paint the them quickly as
: they are very delicate. Delphinium blooms are usually available to buy
in the late summer. Support the flower while you are painting it in
wet oasis, or anchor it to the side of a medium-size vase with the
water as high as possible.

Materials

Sheet of hot-pressed watercolour
paper, 30 x 75cm (12 x 30in)

Sharp, HB pencil
Pencil eraser or putty rubber

Pencil sharpener
Roll of absorbent kitchen towel

No. 4 round sable brush Wlth
extra fine point

Watercolour paints i
lemon, cadmium red
cadmium yellow pa
tone, cobalt blue, Fi
ultramarine, mauve and
quinacridone magenta

Basic mixes

Dark blue :
French ultramarine and
quinacridone magenta

Light blue
cobalt blue

Bright green
cadmium yellow pale and cerul
blue tone ,

Dark green

French ultramarine, cadmium
yellow pale, cerulean blue tone and
a touch of cadmium red deep




Laying the first wash.
2. Begin by makingtwo puddles ofthe
basic blue mixes. Because the plant is very
longand narrow, youmayfind it easierto
turnyour painting sideways and work from
top leftto bottom right. That way you do
nothave tolean forwards overyourwork
to paintthe top part of the plant.

Lay aclear water glaze on one petal of the
firstfloweryouwishto paint, then drop the
darkblue mixintothe centre of the petal
andthe lightblue aroundthe edge.

Sketching the outline.

I Begin by sketchingoutyour plant.
Because theflowers are very delicate, they
may change duringthetime you are painting,
so keep your drawingas loose as possible.

3. Beforethe paintdries, lift outany reflections or highlights
usingaclean, damp brush. Continue painting afternate petals,
thenwhenthese are dry paintthe ones in-between. Paintfour
orfive more flowersinthe same way, moving down towards

the bottom ofthe picture.




Painting the spurs.

4. Forthe spurs, use two watery mixes —a dull, pale green mix of
cadmium yellow pale and a hint of cobalt blue, and mauve. First glaze
the areawith water, then drop inthe two mixes, allowingthemto
blendfreely. Lift outany highlights asthe paintis drying, and drop
inlighterand darker dabs of colourto create texture before it
driescompletely.

Move fromflowertoflower, varyingthe blues to match the tone of
the flowers —some will need more of the dark blue mix whilst
otherswill require more ofthe light blue. Rub out the pencil lines
whenthefirstwashisdry.

Painting the thin stems.

5. Asyou progressacrossthe painting, startto paintthe thinstems
thatjointhe flowersto the main stem. Use the bright green mix with
alittle cadmium red deepaddedto it. Forthe shadows alongthe
edges ofthe stems, add a little French ultramarine to the mix to
darkenthewash.

Painting the main stem.

6. Paintthe main stem inthe same way as the thin stems. When
thefirstgreensaredry, lay another clear water glaze down the stem
anddropinspots ofthe darker greento create the markings.
Continueto build up the colour onthe stems by adding darker
greenshadows.




Adding the details.

7. Usingabrightgreen mix, paintonthe
green spotonthe underside of each petal,
nearthetip. Softenthe edges withadamp
brush, and pull some of the green backinto
the petalas youdothis.

9. Usemauveto paintinthe central part of
the flowersaroundthe yellow blush. Use
small, feathery brush strokes withthe very
tip ofthe brush, paintingfromthe yellow
outwards, to create the hairs.

8. Forthe centres ofthe flowers, firstadd a yellow blush using
cadmium yellow pale. This willbecome the basis forthe yellow hairs
inthe centre of each flower. Apply the paintinthe same way asthe
green spots—first put down alittle paint, and then soften the edges.




10. Addalittle more cadmiumred deepto
the bright green mixto make adull green,
andspotintheanthers.

I'I. Makeawatery, pale, lilac-grey mix usingmauve
andalittle of the dull green mix, and define the
stamen filaments (the stems of the stamens) using
fine strokes of the tip of the brush.

2. Buildupthe surface detailonthe petals
using cobaltblue. Paintonthe veinsand
softenthem withadamp brushwhere
necessary. These veinsare veryfine, so use
thetip ofthe brushand apply each oneina
single sweep.




T Strengthening the colours.

I3. Whendry, strengthen upthe colours of each flower by applying
aclearwater glaze and acombination ofthe dark blue mixand cobalt
blue (see step 2).

i

[4. Build up the detail on the backs of the petals—the veinsand
folds —with a pale wash of mauve, and strengthen the colour asin

step |3. Add shadows to the stems using the basic shadow mix
(see page 34).

=)

I5. Continue paintingthe remainder ofthe
plantinthe same way, gradually working
yourway downtowards the base.




Painting the leaves. |'7. Brightenthe mix by adding some cadmiumlemonand cerulean

|6. Make upthe basicdarkgreen mix. Apply a clear water glaze to blue tone to add alittle more colourto the leaf. When laying on'this
thefirst leaf you wish to paint, then while itis still wetlayonthe green  colourleave little spaces forthe veins. Usinga clean, damp brush,
mix, leaving a clear area with soft edges for the highlight. pullalittle colourdownintothe highlight.

I8. Continue building upthe colouralong
the leafwith the same bright green mix you
used instep 7. Paintinthe spaces either
side ofthe veins. When the paintisdry,
build upthe greentones with more layers,
darkeningthe leaftowardsthetipand
thebase.




19. Addalittle shadow down the sides of the veins using the
dark green mix. Use the same dark greento strengthen the
sides of the leaf.

20. Whenthe leafis dry, make a watery mix of the basic bright
greenand glaze overthe whole leaf, draggingasmall amount over
thehighlight.

21. Completethe remainingleavesinthe same way.

22. Paintthethinstemsthatjointhe leavesand
flowerstothe main stem using the bright green mix
usedinstep |7, and darkenthe sides using the dark

greenmix. Startby glazingwith clearwaterthendropin
thegreens.




23. Forthe underneath ofthe leaves, use a paler, less vibrantgreen 24, Forthe mainstem, mix upabright, strong green of cerulean
thanthe one used on the upper surfaces. For this, make a watery blue tone, cadmium yellow pale and French ultramarine. Glaze the
mix of cadmium yellow pale and French ultramarine. stem with clear waterfirst, dragging the glaze down the stem, and

25. Whenthe paintisdry, apply the same
mixinafineline alongthe edge nearest
the light. Soften itonthe highlight side,
leavinga bright centre tothe stem. As each
glaze dries, lay onanother glaze until you
have achievedthe desiredtone, making
sure you retainthe highlight by lifting out
anystrayingpaint.

thenapply more colour onthe side thatis away fromthe light.

26. Continue paintingthe remainder ofthe plantinthe same way.



The completed painting




Agapanthus
40 x 50cm (16 x 20in)
Agapanthus have the most wonderful, curving stems. The flower
head is complicated but well worth painting. Start with the
forward-facing flowers and work towards the back.




Gladioli Spray
60 x 80cm (24 x 32in)

Gladioli are magnificent plants, with their soft,
velvety flowers and sharp, slightly fluted
leaves. I enjoy experimenting with these
flowers in new, dynamic compositions.



Index

agapanthus 22,126

amaryllis 21, 22, 31, 46,47, 56
anemone 21,42

anthers 42, 44,102,103, 120

bark 68,82

blending 20, 26, 27, 51, 56, 70, 72,
76,87,94,107,118

bluebells 22

bracts 11

buds 23, 38, 44, 47, 49, 58, 71, 76,
104,105, 111

bulbs 58

campanula 13

cardoonhead 11

carpels 44, 46

Chinese lanterns 23

chrysanthemum 11

colour 6, 18-25
colour mixing 9, 18, 19-25,

40-41, 66

composition 6, 9, 10, 32, 34, 56,
57,58-65, 68, 84, 85, 86, 99,
115,127

delphinium 22,116-125

design 10, 58,59, 113

detail 8, 10, 28, 30, 31, 32, 36, 42—
47,48-55,56-57

drawing 6, 10-17, 35, 41, 51, 60,
69, 86, 100

dropping in colour 26

dry brushing 28, 29, 30, 45, 46,
71,81

echinacea 5,44
eraser 8,10

filaments 42, 102, 120
flower shapes 10, 12-13,45
form 6, 16,41

freesias 13, 20

gerbera 12,22

gladioli 23,45, 63, 127

glazing 20, 26, 28, 32, 35, 40, 41,
46,47, 49, 50, 51, 55, 56

hairs 8, 42,51, 56,75, 76, 82,
105,119

highlights 9, 21, 23, 27, 30, 40, 41,
45,49, 50,51, 55,56

hostas 15,24, 50

inspiration 6,58
irises 7, 12, 19, 21, 44

leaf rubbings 52

leaves 10, 11 14-16, 31, 42, 48-55,
56,57

lifting out 26,27, 28, 36

light 12, 13, 26, 34-37, 38,49, 53

light source 34

ligularia 53, 56

lilies 1, 6, 12, 13, 20, 21, 22, 23,
29, 32, 38-39, 40, 41, 44, 50, 57,
61,62, 64-65, 86-99

magnifying glass 9, 30, 42

markings 28, 30, 36, 42, 45, 90,
91,118

masking fluid 9, 31, 44

medinilla 44

midrib 15, 51, 55, 106, 108

mid-tone 20, 21, 23, 34, 35, 36, 40,
41,94, 95,103, 104

mounting and framing 58, 60

negative spaces 12,17
nerine 3,56
notebook 6,9, 10, 58

observation 10, 16,42, 44, 50
orchids 24, 34,45, 68-85
ovary 42,76

paint 8,9, 18
artists’ watercolours 6, 9
students’ watercolours 6
paintbrushes 6,9
palette 8, 18,24
paper 8,10, 29, 38, 58, 60
pattern (patterning) 10, 11,29, 38,
42,49,51,79, 80,90, 93
pencils 8, 10
Peruvian lily 45
petals 10, 11, 12, 13, 21, 23, 28,
30, 32,37, 44, 45
spathe 12, 23, 41, 86, 87, 89, 90,
91, 92, 93, 94, 95, 99
photographs 6
pistil 11
pollen 30, 44, 46

raised spots 74,75
reflection 24,117
roots 58, 68,82

roses 21,100-115

scalpel knife 9, 30, 82
scratching off 30, 82
sepals 56,71,77, 105
shade 34-37,46
shadow 30, 32, 34, 35, 36, 37, 38,
40-41,45

sources (of flowers) 6

spurs 118

stamens 11, 30, 31, 36, 42, 44, 46,
102, 103, 104, 120

stems 14, 31,42, 55,56-57, 60

strelitzia 23

strengthening colour 32,46,55

structure (of a flower) 10, 11

techniques 26-33,42, 66, 101

texture 6,29, 36,42,45,49,51,
71,105,118

thorns 42,56, 110

tone 19,25, 36, 56, 102, 106, 110,
118,124

tulips 11, 21, 37, 45

unifying wash 44, 73, 80, 94, 95,
106,108,111

veins 15,28, 29, 41, 42, 44, 47, 49,
50,51, 52-53, 54, 56

wet-into-wet 8,26, 69,71
white flowers 38—41




