
  [image: Cover]


  Botanical Illustration for Beginners


  A Step-by-Step Guide


  


  [image: Illustration]


  Botanical Illustration for Beginners


  A Step-by-Step Guide


  [image: Illustration]


  Meriel Thurstan

  Rosie Martin


  [image: Illustration]


  [image: Illustration]


  


  Contents


  Introduction


  Materials and equipment


  Techniques


  Colour


  Drawing


  Basic botany


  Painting


  Pattern and texture


  Coloured pencils


  Composition


  Working with white and black


  Complex forms


  Suppliers and useful addresses


  The illustrators


  Index


  Glossary


  
    [image: Illustration]


    This bisection of a tulip captures its exotic colours as well as its structure.

  


  


  Introduction


  Learning botanical illustration from scratch can be a daunting prospect, so we have tried to simplify matters. Together with examples and explanations, we have set out step-by-step exercises for you to follow, with notes on how to tackle each project. Most are quite simple; others are moderately easy and a few are more challenging.


  This book will give you basic and vital information on drawing, colour recognition and mixing, how to lay watercolour washes, understanding and applying watercolour, coloured-pencil techniques, and how to superimpose one colour over another for depth and vibrancy. These are the building blocks of botanical painting.


  We also discuss aspects of botanical illustration that you may find more demanding: pattern and texture, composition, complex forms, painting white flowers (without using white paint) and how to paint black flowers and berries.


  As botanical illustration can be enjoyed from both an aesthetic and scientific perspective, there is also information on botany and the accepted use of Latin when naming plants.


  With time and practice, you should become a competent and proficient artist, able to tackle any botanical subject with confidence. For those with some experience already, remember that however successful you may become, you never cease to learn.


  Rosie and Meriel
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    The trooping crumble cap fungus, or fairies’ bonnets (Coprinus disseminatus syn. Psathyrella disseminata) turns into a viscous black liquid after a few hours, so has to be painted quickly.

  


  


  Early botanical art


  The earliest known depictions of indigenous plants were carved into rock in c.1450 BC to adorn the walls of the Great Temple of Tuthmosis III at Karnak, Egypt. Of the 275 plants shown, not all are identifiable, but they are a timeless record of ‘all plants that grow … in God’s Land, which were found when his majesty proceeded to subdue all the countries …’, as the inscription declares.


  


  The Middle Ages


  Medieval monks drew on vellum or parchment using a goose feather quill and ink made out of oak galls. Provided that the artwork was kept safe from predatory bugs and mildew, it survived to inform and give pleasure to many future generations.


  Once the printing press had been invented in the mid-fifteenth century, artwork was available to many more people; but once again, these prints had to be suitably preserved in dry, shaded conditions if they were to last for any length of time.
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    The Vienna Dioscurides is an early 6th century illuminated manuscript of De Materia Medica, the Greek Herbal of Dioscorides. This page from the antique scientific text shows the earliest representation of the Orange Carrot, at the time considered a medicinal plant.

  


  


  Seventeenth century onwards


  Artists who used oil-based paints on canvas, like the Dutch flower painters of the seventeenth century, ensured that their work would survive for centuries, if not forever.


  Now, in the twenty-first century, we benefit from the expertise of generations of artists and scientists, and can make sure that we have the best possible materials to hand for our work.
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    The seventeenth-century painting Still Life of Flowers by Dutch artist Jan Davidsz de Heem (1606-84).

  


  
    Materials and equipment


    Naturally, today’s botanical artists want their work to last, so choice of materials is an important consideration. A workman is only as good as his tools, and poor tools will make for substandard work. It can be tempting to economize by buying low-quality paint, paper and brushes, but your work will suffer, so buy the finest that you can afford.
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    By mixing your own colours from a limited palette, you can create all the many colours found in nature.

  


  


  Watercolour paints


  Research on the manufacture of watercolour paints and their durability has really taken off in the last few decades. Some colours are known to be fugitive, but modern manufacturers’ colour charts have notes on the lightfastness of each paint, so we can make properly informed decisions.


  •   Initially, keep to a limited palette, but be sure to buy artist’s-quality paints. They are a bit more expensive than the student’s-quality range, but they last longer, the colours are better because they contain more pigment and they are worth every penny.


  •   Watercolour paints come in pans, half pans or tubes. If you opt for pans or half pans, take an empty paintbox and fill it with your choice of colours. If you use tubes, squeeze a small amount on to the palette. If you don’t use it all, allow it to dry for next time. It is easily reconstituted with water. Tubes can sometimes be difficult to open. Hold the cap in hot water for a few seconds to loosen.


  •   Occasionally, you may need white for small hairs or bloom. Add to your paintbox some Chinese white, titanium white or white gouache.


  •   Learn to mix your own colours from your limited palette.


  •   In particular, learn to mix greens, the botanical artist’s most frequently used colour.
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    Coloured pencils are a good medium for the dry leafy bracts and nuts of the hazel.
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    Learn to mix greens. Green is the colour that causes most problems for the beginner.

  


  


  Pencils


  Pencils are sold singly or in boxed sets. You will find it useful to have a range of pencils from 4H (hard) to 2B (soft). Anything softer than 2B tends to leave loose graphite on the paper, which can spread and dull the image when you begin to paint. (If you do end up with loose graphite on your drawing, try gently rolling a ‘sausage’ of white tack across it to pick up the surplus.)


  Some artists prefer to use refillable clutch pencils, which have the advantage of never changing length and so retain balance in the hand. Leads are available in different grades and thicknesses.


  Sharpening your pencils


  It is important to keep pencils sharp at all times, so use a pencil sharpener or very sharp craft knife. To get a particularly sharp tip, try using wet-and-dry abrasive paper (about 400 to 500 grit size) or a fine emery board, gently twisting and rubbing the lead in a rolling action across the surface. Wipe off the surplus graphite with a tissue. A truly sharp pencil should hurt when pressed into your fingertip!
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  Coloured pencils


  You may be happier with coloured pencils than with a paintbrush. There are so many colours available that you could end up with a glorious rainbow of hues from which to choose. Alternatively, opt for a basic palette of, say, a dozen colours to mix and blend in the same way as watercolours (more on coloured pencils).
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    This magnolia seed head was worked in coloured pencils over watercolour on HP Fabriano Artistico 300 gsm (extra-white).

  


  


  Brushes


  Nowadays we can choose from a wide range of brushes, from the relatively expensive to the more economical synthetic ones. The best brushes for botanical painting are sable, noted for their ability to hold a good quantity of paint, to form a point and to spring back into shape.


  Some brushes on the market are specific to certain types of painting. Sable brushes are high-quality, multipurpose brushes, suitable for both beginners and professionals.


  Keep the amount of materials you buy to a minimum. Two brushes are sufficient to start with: a size 4 and a size 1. But they should be top-quality sable (round, not miniature). It is a good idea to have a fairly large (size 6) synthetic brush for mixing colours, keeping your better brushes for painting.


  At the shop, ask for a container of clean water and wet the brush. If the hairs don’t form a good point, don’t buy the brush. If buying from a catalogue, online or by mail order, you can ask for a replacement if a brush is faulty.


  Never leave brushes standing in the water pot. Store brushes with their handle downwards in a pot or jar, in a custom-made brush case, or rolled in corrugated paper once dry.


  Cut lengths of plastic drinking straws to protect the tips of the brushes. If the hairs of a brush become unruly, gently mould them with your fingers and some softened soap and leave to dry. Make sure all the soap has been washed out before use.
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    This is a good example of using watercolour initially, with extensive use of coloured pencils laid on top.

  


  


  Supplementary equipment


  In addition to paints, pencils and brushes, you will need:


  •   A hard white or kneadable eraser.


  •   An eraser in the form of a pencil, which can be sharpened to a point. This is good for intricate work. Or cut off a corner of a hard white eraser on the diagonal to achieve a sharp point.


  •   A large, clean feather or cosmetic brush to sweep eraser detritus from the paper.


  •   Two water containers: one to wash your brush, the other for mixing with paint.


  •   Corrugated cardboard makes an ideal brush case. Lay the brushes in the grooves, roll up and secure with an elastic band.


  •   A paint rag or absorbent kitchen paper.


  •   A sheet of cheap paper or acetate to place over the parts you are not working on, to protect the drawing or painting from the natural oils on your skin. Acetate is also useful for gridding up.


  •   A mixing palette or a large white china plate.


  •   Low-tack masking tape, for which you will find many uses.


  •   A way of holding a specimen in place. Model-makers’ suppliers sell an inexpensive contraption called a third arm, which has moveable arms and clips. Some have a magnifying glass built in, which is very useful. Or use a bottle filled with water or sand, a plastic milk container with the top cut off, a bulldog clip, paper clips and corks, Oasis, or florists’ lead spikes. Be inventive!


  •   A loosely filled bag of rice to prop up solid objects.
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    You will find a range of different graphite pencils useful for detailed drawings.

  


  


  The following items are not essential, but you may find them useful:


  •   Masking fluid, available bottled or in a dispenser with a nib.


  •   A quill or drawing pen with which to apply masking fluid.


  •   A magnifying glass.


  •   An adjustable table easel or a drawing board with books or a brick to raise it 7.5–10cm (3–4in) to ensure that your line of sight is approximately at right angles to your work.


  •   A ruler.


  •   A pair of dividers or callipers to check size and proportions.


  •   A microscope for studying really small parts.


  •   A digital camera, computer and printer-scanner for recording details, resizing a subject and to record your finished work, or to present your artwork as prints or greetings cards.
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    Stamens can be masked out with masking fluid, which is then removed and the fine details added.

  


  


  Paper


  Archival papers, made especially for watercolourists, are sustainably sourced and acid-free, allowing paintings to endure for a good hundred years or more.


  Use HP (hot-pressed) paper or Not (cold-pressed) paper. Not paper has a slightly rougher surface that lends itself to some subjects, such as rough-skinned vegetables. HP paper is more sympathetic to very fine details such as stamens and fine hairs.


  Try different makes of paper until you find one that suits you. Don’t forget to try the reverse side as well – there is usually a subtle difference. The ‘right’ side has the watermark or manufacturer’s impress and is usually smoother.


  Some papers are whiter than others. Your choice may be dictated by your subject and preference.


  Paper is supplied as single sheets, pads or blocks. If you buy single sheets it is usually possible to have them cut by the supplier into halves or quarters.


  In addition you will need some cheap semi-opaque layout paper for initial drawings, some tracing paper and cartridge paper for drawing (which does not take watercolour well).


  


  Vellum


  If you are confident about using watercolour paints on paper, you might like to try using vellum. Vellum is made from calfskin or goatskin and is a traditional surface chosen by calligraphers and many botanical artists. It is not cheap, but it has a luminous quality that makes paintings glow. The best type for botanical painting is marketed as Kelmscott vellum. It is available in a range of sizes, ready prepared for painting.


  The main characteristic of vellum is that it has a non-porous surface and the paint is liable to lift off if you are building up colours and tones in layers. So endeavour to paint each area with the correct colour and tone at the outset, painting extremely ‘dry’ and using the stippling technique. Washes are not appropriate, apart from a very pale initial wash if you feel you need one.


  Before starting to paint, tape the vellum to a piece of white card or a white board. Lightly rub the surface with fine-grade pumice powder, a mixture of pumice powder and French chalk, or the very finest sandpaper, in order to remove any grease. Your supplier will be able to give you advice on this.
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  Using watercolour on vellum


  [image: Illustration]


  Can I rub out initial pencil marks?


  Yes, using a fine eraser – either a pencil eraser or a sliver of a hard white eraser. Keep pencil marks to a minimum, using a fairly hard pencil (2H) very lightly.


  


  [image: Illustration]


  Can I lift off colour once it is dry?


  Yes. Simply lift off with a damp brush or flood with clean water and blot with absorbent paper.
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  Can I put on more than one layer?


  Yes. Allow the first layer to dry thoroughly, then add more colour with an almost dry brush and small, stippling strokes. Further layers are possible, with care.
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  How easy is it to add fine details?


  Easy, as long as you use an almost dry brush and small, stippling strokes, as above. The white hairs on the generic leaf shown above were painted with white gouache straight from the tube.
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  Using coloured pencils on vellum


  The examples above show how tones can be built up slowly with coloured pencils. From left to right, the test piece shows:


  1   Initial layer – very light pressure.


  2   Further layer, leaving out the area where the light falls.


  3   The same stage, but now burnished with a blender pencil.


  4   More dark tone added on the shaded side.


  5   Highlight lifted out with a fine eraser, more dark tone added, and a final burnishing.


  


  Comparison of vellum and watercolour paper


  These four little pictures of a grape hyacinth (Muscari latifolium) give an idea of the different appearance achieved according to the support and the medium used.
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  These two illustrations are both on vellum. The left-hand one is in watercolour; the right-hand one uses coloured pencils. The vellum support has a creamy appearance.


  See Complex Forms, for an exercise in painting a grape hyacinth on vellum.
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  The same grape hyacinth is also shown painted on paper (Fabriano Artistico extra-white). The left-hand one is in watercolour; the right-hand one uses coloured pencils. Notice how much whiter the background appears in both these paintings.


  
    Techniques


    There are many building blocks for good botanical illustration, so refer to the notes below as you work on your chosen subject.
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    A right-handed artist usually has the light source on the left.

  


  


  How do I make sure my drawing is accurate?


  •   Before you even pick up a pencil, study your subject.


  •   Carry out some research if you have any doubts about it.


  •   Make sure you have a perfect specimen.


  •   Look carefully at all the small details, using a magnifying glass or microscope if necessary.


  •   Count the stamens and other multiple parts. It is better to spend time on this at the outset, because structural mistakes are not easy to correct later.


  •   Make a list of adjectives that describe the different parts of the plant. Are they woolly? Smooth? Hard? Prickly? Rough? Papery? Shiny? If you have a hard, shiny subject and it appears in your drawing to be woolly or rough, you are doing something wrong. Refer to your list of adjectives constantly to make sure that you are on the right track.


  •   Use the method for structural drawing.
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  How do I transfer my drawing to watercolour paper?


  There are several ways to transfer your composition onto watercolour paper.


  •   Scribble over the reverse with a soft graphite pencil and trace through. This is not recommended as you can get a fine layer of graphite left on the white watercolour paper, which could then make your colours muddy.


  •   Tape the sketch to a window pane, tape the watercolour paper over the top and trace through, using a 2H pencil very lightly so as not to score lines in the paper.


  •   Use a light box in the same way as described above.


  You may have to draw lightly over the traced lines to sharpen them. Keep your initial sketches near you while you paint, to remind you of any foreshortening or other quirks. Make notes on the preliminary drawing of the angle of your light source, colours and a few adjectives to describe your subject.
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  How do I make something larger – or smaller?


  One simple way to scale up a drawing is to draw a grid over it in pencil. If you don’t want to mark the drawing, draw the grid on a sheet of acetate laid over it. Use a fine-tipped indelible marker pen on the acetate.


  Take a piece of layout paper and draw a second grid of the size that you want the subject to be, then copy the original, square by square. In the example of the strawberry (shown here), you can see how each square has been drawn separately but still relates to the overall composition of the subject. (If you wish to scale something down, do the same exercise but using a second smaller grid.)
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  Exercise: Faded anemones (Anemone coronaria ‘De Caen’)


  These past-their-best anemones were painted at a large scale with a limited palette of colours, plus violet. A camera, computer and magnifying glass will make the task easier.


  Step 1


  Measure the flowers carefully. A digital camera and computer will help you to see how they would look when enlarged.


  


  Step 2


  Position the two flower heads on the page. Use masking fluid to mask out some of the stamens so you don’t have to work around them when painting the petals. Block in the petals with initial wet-into-wet washes.
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  Step 3


  Add detail with further washes or stippling with an almost-dry brush. Check the structure of the flower centres using a magnifying glass.
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  Step 4


  You can leave the stems until last, and use a mix of the various colours. At this stage you could add some loose stamens to give the picture movement and reflect the dying nature of the flowers.
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  How do I paint a wash?


  All washes need practice, and it is worth spending time with some scraps of watercolour paper to make sure that you know what you are doing. See overleaf for more details.
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  Wet-on-dry wash


  This is a wash painted on dry paper. It needs to be of an even depth of colour. Take care with all washes that you keep within drawn lines.


  1   Place the paper on a board resting on a block so that it is tilted towards you.


  2   Mix up a good amount of the chosen colour, keeping it very wet.


  3   Using a suitable size of brush for the area to be covered, load it with paint.


  4   Starting at the top, make sure that there is a good reservoir of paint and pull this down gently until you have covered the whole area.


  Don’t go back and forth over the same area – let the brush flirt with the paper, touching each part just once.


  Use just the tip of the brush. This will ensure that the paint runs straight from the point of the brush on to the paper.


  If there is surplus paint at the bottom, gently lift it off with the tip of an almost-dry brush.


  If some of the wash is unsatisfactory, do not try to manipulate the paint while it is still wet. Carry out any remedial work once it is dry.
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  Graded wash


  1   Paint on dry paper and start with the strongest colour.


  2   Bit by bit, add a little water to the brush so that the colour becomes progressively paler. Try to keep the transition from dark to light as even as possible.
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  Blended wash


  1   Mix your chosen colours in separate pans.


  2   Paint on dry paper, applying the first colour where needed.


  3   Apply the second colour, just touching the edges of the first colour so that they blend seamlessly.
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  Wet-into-wet wash


  1   In separate pans, mix the colours in a medium to dark strength. Make them darker than you think you will need because they will be diluted by the water and will therefore dry lighter.


  2   Apply a coat of clean water to the area to be painted.


  3   Keep watching the paper as it starts to dry. To begin with, it will really shine: any paint dropped on it now will shoot everywhere in an uncontrollable fashion. The paper is ready when it has a sheen rather than a shine, and is said to have ‘gone off’.


  4   Drop paint on to the sheeny paper where you want it. Drop several colours and leave them to mingle and mix with each other. Don’t try to help them with your brush.


  If the surface water has become too dry, the paint won’t move and will dry in spots with hard edges.


  Be careful about dropping different colours on top of each other – for instance, if you drop a red on to a green you will get brown. That’s fine if it’s what you want, but not if you don’t.


  Don’t work on adjacent areas while the edges are still wet, because the paint will run from one to the next.
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  Lowlights


  A lowlight is not as bright as a highlight. Compare the highlights on the red berries with the lowlights on the conkers.


  Once dry, lift paint off by flooding with clean water and blotting with absorbent paper. Repeat as often as necessary.


  Do not scrub the area, as this will spoil the surface.
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  Stippling


  When you have built up so many layers that a further application will simply lift the paint, change to stippling.


  Using an almost-dry, fine brush, paint a mass of fine lines or dots, creating a smooth tonal change. You should not see any brushmarks if it is done well.
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  Graded tone


  Graded tone is different from a graded wash in that it is applied after all the washes have been completed. It is in fact another layer on the top, and can be put on as a further wash (which is graded into the background) or by stippling.
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  Highlights


  There are many examples of highlights in this book, such as the red berries (above).


  1   Identify the area of highlight on the subject and draw around it lightly with a dotted line, to remind you not to paint over it.


  2   As you paint successive washes, remember to avoid the highlighted area.


  3   Tidy up and blend the edges afterwards with an almost-dry brush.


  4   Finally, if the highlight is not pure white, lay a pale wash of ultramarine over it.
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  Superimposition


  Superimposition is where you lay one colour over another. The first wash must be completely dry before you add another.


  You can add further layers of the same colour, or add layers of different colours to achieve a completely different colour (for example, blue on yellow = green; yellow on red = orange). This gives a far more vibrant effect than if you simply mix the two colours together in a single wash.


  


  How do I correct mistakes?


  We all make mistakes – put down the wrong colour, slip outside an outline or even drop the brush. There are two basic remedies:


  1   Blot as much colour as you can while it is still wet. Then carefully flood that area with clean water and blot again. Repeat this as often as necessary. Do not scrub with the brush as this will compromise the surface of the paper.


  2   Use a ‘magic sponge’, a miraculous little non-abrasive block of soft melamine foam sold initially for banishing domestic stains and other marks. In the illustration shown top right, there is too much dark paint towards the tip of the leaf and the vein is in the wrong place.


  In the illustration shown centre right, the mistake has been sponged out. To do this, cut off a small amount of the sponge, dip in clean water and squeeze out. Use a small scrubbing motion to remove the paint, repeating as often as necessary. Blot excess water with absorbent paper each time. Once completely dry, burnish with the back of a clean teaspoon.


  Lightly pencil in the vein in the correct position and build the colour up as you did before, as shown bottom right.
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  How do I use masking fluid?


  The use of masking fluid can speed up the painting process dramatically (here and here). You may find the alternative – painting laboriously around each tiny detail – to be altogether too tedious.


  Masking fluid is best applied using a pen nib or quill. Some brands have their own applicator. Never use one of your good paintbrushes: masking fluid sets hard and is difficult to wash out. It comes in grey, blue or a creamy white that dries darker so you can see it when painting.


  It is hard to be accurate when applying masking fluid, so you must be prepared to carry out remedial work, tidying up after it has been removed. For instance, you may have masked out veins on a leaf and find that, when the masking fluid is removed, they are too thick and clumsy. Define them with a fine brush, stippling small amounts of the appropriate colour on either side.
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  How do I show translucence and bloom?


  Generally speaking, areas of translucence will be paler than the surrounding areas, so you need to be aware of them from the outset. Bloom also appears paler than the body of the subject. You can use an initial wash of the colour of the bloom, usually a pale grey-blue, or add it at the end with a white or ivory coloured pencil, white gouache or Chinese white watercolour paint, diluted to a produce a pale, milky film.


  This illustration (right) shows the bloom created with coloured pencils. To create it, leave out highlights and paler areas from the start, and add the bloom at the end with a white or pale blue pencil.
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  How do I paint a water droplet?


  Water droplets can add charm to a painting, and in some cases, such as the strelitzia, they are an integral part of the character of the plant.


  1   Using a dark shade of the background colour, draw in the shape of the droplet. You might like to mark in the shadow at the same time. The two droplets (shown below) have the light falling from the upper left.


  2   Fill in the shadow with the same dark colour. Water down the paint slightly to darken the inside of the droplet on the opposite side from the shadow, grading the colour from dark to light.


  3   Lift off some of the colour from the remainder of the droplet: using a clean brush, gently drop clean water on to the area, leave for a few seconds and then blot with absorbent paper. Do not scrub at it, as this would spoil the surface of the paper. Repeat as necessary, to make a somewhat lighter colour than the background.


  4   Once the paint is completely dry, put in the highlight. This can be with a tiny amount of white paint (gouache); or, if you are using relatively thick watercolour paper, you could carefully lift off the highlight with a craft knife or sharp blade.


  As with all new techniques, it is worth practising water droplets before using them in your composition.
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  Colour


  This chapter is all about primary, secondary and tertiary colours, and how to mix your own colours.
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  Primary colours


  A primary colour is one that cannot be mixed from any other colours. There are three: yellow, red and blue. It is almost impossible to buy the exact primary colours, as the majority of manufactured paints are biased towards either cool or warm colours (temperature). For this reason we recommend a limited palette of primary colours: two yellows, two reds and two blues (one warm and one cool for each).


  


  Yellow


  The first yellow ever used was probably ochre (iron oxide), an earthy pigment containing iron ore (haematite). Ancient cave paintings show the use of ochre in conjunction with other earth pigments. The original warm yellow, Indian yellow, is believed to have been made from the urine of Indian cows fed on mango leaves, hence the name.
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  Red


  Early reds were obtained from the cochineal beetle, (Dactylopius coccus), a scale insect that lives and feeds on a cactus in South America and Mexico. The insect produces carminic acid, hence the colour name ‘carmine’. Today cochineal is known widely as a food colourant and is also used in the manufacture of cosmetics. Red was also made from the root of the madder plant (Rubia tinctorum) until a synthetic version, alizarin, was created in the late nineteenth century.
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  Blue


  The most expensive pigment of all time was a blue made from crushed lapis lazuli, a semi-precious stone from Afghanistan, also mined in Chile, Zambia and Siberia. Artists in Renaissance Italy used it to paint the Madonna’s robes, thus emphasizing its value.
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  Temperature


  The temperature of a colour can be cool or warm: see the two colour wheels shown right. Manufacturers give their cool and warm primaries different names. These are just a few of the names to look for.
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    Warm (top) and cool (bottom) colour wheels.

  


  


  Warm yellows


  Indian yellow, chrome yellow deep and Winsor yellow deep are all strong colours with a bias towards warm orange.
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  Warm reds


  The warm reds of permanent red-orange, vermilion and scarlet lake also lean towards orange. Any of these will give you a vibrant, warm colour.
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  Warm blues


  Ultramarine, French ultramarine, ultramarine finest and Winsor blue (red shade) lean towards the red end of the spectrum. Ultramarine finest is slightly more resonant than the others.
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  Cool yellows


  Lemon yellow, chrome yellow lemon, Winsor lemon, lemon yellow deep, chrome yellow light, Winsor yellow and aureolin yellow are all cool yellows, leaning towards green.
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  Cool reds


  Alizarin crimson, madder red deep, permanent alizarin crimson, permanent carmine and carmine red are cool reds that lean towards the blue end of the spectrum.
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  Cool blues


  A cool blue is a greenish blue, such as phthalo blue, Prussian blue and Winsor blue (green shade). Prussian blue has been used throughout this book as a generic term for cool blue, but you may find one of the others is more suitable for a particular project. Prussian blue is a very strong colour and so should be used sparingly.
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  Secondary colours
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    The secondary colours are orange, purple and green.

  


   


  A secondary colour is the result of mixing together two primaries. Red and yellow make orange, red and blue make purple, and if you mix blue and yellow you get green. The results of attempts to mix secondary colours will vary, depending on whether you mix warm primary + warm primary, or warm primary + cool primary, or cool primary + cool primary.


  Mixing secondaries


  Take a warm red (such as vermilion) and mix it with a warm yellow (such as Indian yellow). Now take the same warm red and mix it with a cool yellow (such as lemon yellow). Paint a small swatch of each on a piece of watercolour paper. Do the same exercise with a cool red, mixed with first a warm yellow and then with a cool yellow. Lastly, starting with first a warm blue and then a cool blue, mix each with warm red, cool red, warm yellow and cool yellow. You should have a page of vibrant and interesting colours.
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  Pinks, purples and violets


  Sometimes, when mixing from a limited palette of two yellows, two reds and two blues, you simply need something extra – such as when painting a fuchsia or a vivid geranium. Manufactured colours such as permanent rose and opera rose are almost fluorescent pinks. If you need a vivid violet there are many good purples, mauves and violets to choose from, such as brilliant purple, permanent red-violet, permanent blue-violet, Winsor violet and mauve.
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  Green


  To make greens, take a warm blue and then a cool blue, and mix each with a warm yellow and a cool yellow. It is possible to mix every kind of green from the limited palette, but you might feel the need to have a bought green in your paintbox. Sap green is useful, and can be altered by the addition of other colours.
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    You will need a range of yellow-greens for the tender spring growth of the stinging nettle (Urtica dioica). The fine stinging hairs can be put in at the end with white paint, or you could lift them out with a craft knife.

  


  


  Tertiary colours


  A tertiary colour is made by mixing a primary colour with a related secondary colour. Block A shows the primaries yellow, red and blue (centre column) flanked by their nearest tertiaries – for example, primary yellow with a little blue added makes a tertiary yellow-green, whereas with a little red added it makes a tertiary orange-yellow, and so on.


  Block B shows the secondary colours orange, green and purple (centre column). On either side of them are their nearest tertiaries, made by mixing a secondary colour with a related primary colour – for example secondary orange and primary red make tertiary orange-red.
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  Complementary colours


  Complementary colours are pairs that lie opposite each other on the colour wheel. The most obvious ones are red/green, blue/orange, and yellow/purple. When mixed together, complementaries make black or grey. For this reason, a complementary colour is often used for shaded areas.


  


  Mixing your own colours


  We all love the opportunity to buy new paints. But it really isn’t necessary in order to follow the step-by-step exercises in this book. As mentioned earlier, with some exceptions (primaries, pinks and violets), every colour under the sun can be mixed from the limited palette described.


  


  Exercise: Mix your own colours


  Experiment with the warm and cool primaries. Try mixing the various browns, tans, greens and greys of the ivy leaves and the fungi. For the green of the ivy you could experiment with warm and cool blues and yellows to find the correct green. If your green is too vibrant, tone it down with a little red. Always keep notes on how you have mixed each colour and the approximate amounts used.
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    These ivy leaves were painted with colours mixed from the limited palette of two yellows, two reds and two blues.

  


  


  Black, grey and brown


  It’s easy enough to make your own neutral black by mixing blue, red and yellow. If you make enough of it and allow it to dry out, it will keep for painting after painting. Diluted, it will give you lovely greys. The advantage of mixing your own is that you can match all the many different blacks found in nature.


  For browns, mix orange (yellow and red) and a little blue. For greys, mix all the primaries to make a black, then dilute it as required.
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    Soft browns, tans and greys are all muted colours, made by mixing a primary with an unrelated secondary to include all three primaries.

  


  


  Mastering mixing


  In the chart below, the first column contains a manufactured colour. The second column shows how to mix the same colour from varying amounts of the warm and cool primaries. The third and fourth columns show how the mixed colour in the second column can be manipulated. For instance, burnt sienna can become redder or bluer; raw umber can become greener or more orange. The second part of each illustrated paint sample shows the colour watered down.
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  Exercise: Matching bought colours


  In the exercises throughout this book, some manufactured colours are listed. However, all of these can be mixed from the three pairs of primaries in the limited palette discussed earlier.


  The chart below describes manufactured colours that are not in the recommended limited palette. To mix your own versions, follow the simple instructions, referring to the manufacturer’s colour chart at all times. You should soon be able to mix all the colours needed for the examples in this chapter – and many more besides.
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  Exercise: Yellow flag iris (Iris pseudacorus)


  This study of a delicate iris is a good example of the use of just three colours: Indian yellow, French ultramarine and Winsor violet.


  Step 1


  When Indian yellow is diluted it gives a lovely, buttery cream colour. Paint the whole flower with a pale wash of diluted Indian yellow with a touch of French ultramarine and Winsor violet to tone it down. Add a little more of the individual colours here and there, blending into the previous layer.


  Step 2


  For the grey shadow, mix small amounts of the same colours, then apply and blend as before. Paint the yellow and purple veins using all three colours in varying quantities. Some veins look more purple than others, so use more purple paint; for those that look more yellow, use more yellow paint.


  Step 3


  You will need varying mixes of French ultramarine and Indian yellow for the greens of the stalk, with a touch of Winsor violet added for the shading.
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    This pale cream Iris pseudacorus showcases the use of just two colours – yellow and purple – with complementary greys mixed from those two. In addition, a little blue is needed for the stem.

  


  Exercise: Japanese rose (Rosa rugosa)


  With strong-coloured subjects, you need to build up a series of layers of paint. It is essential that you allow each layer to dry thoroughly before adding the next.
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  Rosehip


  Step 1


  Draw the rosehip and transfer it to watercolour paper, keeping your pencil work light and delicate.


  


  Step 2


  Lay an initial diluted wash of Indian yellow. For the calyx, use a wash of pale brown made from a watered-down primary mix of red and yellow (= orange) plus a small addition of blue. Do not paint over the highlight.


  Always let previous paint layers dry before applying more paint.
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  Step 3


  Add two washes of scarlet lake, superimposed on the initial yellow wash, allowing the paint to dry completely before adding the second layer. Leave out the highlights again.


  Lay another two washes of scarlet lake over the existing layers. Work on the stem and calyx accordingly.
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  Step 4


  Stipple alizarin crimson and ultramarine on the left side of the hip to give tonal depth and a three-dimensional effect. You could deepen this further by stippling on ultramarine and Winsor violet. Finally, work around the highlights, softening any hard edges.


  


  Leaves


  Step 1


  Mix a pale wash of green with ultramarine, Prussian blue and Indian yellow and paint the whole leaf with a wet-on-dry wash.
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  Step 2


  When dry, add deeper colour down the shaded side of each vein and blend with a damp brush.
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  Step 3


  For the smaller veins, paint a line of dark green and blend down one side only. Do the same with the midrib. Look for cast shadow where one leaf overlaps another and paint with the dark paint, blending as before.
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  Step 4


  Lowlights can be removed from the leaves at the end of painting or after the initial washes by flooding each area with clean water and blotting with absorbent paper.
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  Step 5


  Finish the calyx: build up the colour and tone with greens and a touch of red. Take care when showing the darker shadowed areas – you will need a very small brush with a good point.
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  Exercise: Cherries (Prunus avium)


  There are three different types of cherry here: bright red turning to deep maroon, blue-black, and buttery yellow with crimson patches. Remember to leave out the highlights at every stage.


  Outline and stems
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  Step 1


  Draw the cherries and transfer lightly to watercolour paper. Where stems cross, make smooth lines to ensure the fluidity of the stems. Make sure the light source is consistent.


  Step 2


  Paint the stalks first so that they can’t accidentally be painted over. Paint with a light mid-green mixed from both yellows and both blues. Add a little alizarin crimson to the mix to darken it, and gradually increase the depth of colour down the side away from the light source. Finally, add stronger alizarin along the outer edge of the darker side. Blend with a damp brush to prevent hard lines.


  Step 3


  It is easy to cover the highlights accidentally, so keep paint well away from these areas and leave plenty of white paper showing. After each application of paint, blend the hard edges with a damp brush once the paint is dry.


  


  Red cherries
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  Step 1


  Paint a light wet-on-dry wash of orangey yellow mixed from both yellows and a touch of scarlet. Alternatively, use the wet-into-wet technique and drop a little red on to the yellow. The two colours should mingle to give orange.


  Step 2


  Paint a layer of scarlet over the cherry. Don’t cover the whole area but blend the red into the orange with a damp brush.


  Step 3


  Add another couple of scarlet layers, taking care to let each layer dry before applying more paint. You might like to add a light wash of yellow over the red. This will give a vibrant effect to the reds and oranges. For shaded areas, stroke on a little ultramarine mixed with alizarin crimson.


  


  Black cherry
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  Step 1


  Paint a light wash of green over the cherry. Mix the green from the two yellows, the two blues and a bit more Prussian blue to give a ‘pine’ green.


  Step 2


  When dry, paint a mixture of Winsor violet and alizarin crimson over the green under-layer. Allow to dry, then repeat, blending the colour into the background. You should achieve a subdued mulberry colour, which deepens with subsequent layers. Allow to dry.


  Step 3


  Stipple on more colour. To achieve a bluish purple-black, stipple a little ultramarine on to the darker areas of the cherry.


  Step 4


  For the darkest areas of all, stipple a little Prussian blue over the top of the deep mulberry blue-black.


  


  Yellow cherries
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  Step 1


  Mix Indian yellow and lemon yellow and paint a light wash over the cherry. Allow to dry. Repeat until a pale, buttery yellow is reached.


  Step 2


  Add a little alizarin crimson to the yellow mix, making it a medium-strength shade, and paint patches where they occur on the cherry. Blend into the yellow with a damp brush.


  Step 3


  Using the same colours, increase the depth of colour with another couple of washes, blending into the previous layers with a damp brush.


  Step 4


  Stipple on a little more alizarin crimson in places. Where there is cast shadow, stipple a mix of Indian yellow, alizarin crimson and a touch of ultramarine. This should give a burnt red-orange, contrasting nicely with the paler areas of the cherry. For shaded parts use alizarin crimson, blending into the previous layers. Repeat until the required depth of colour is achieved.


  Drawing


  Drawing is the honesty of art. There is no possibility of cheating – it is either good or bad.


  Salvador Dali


  There are many different types of drawing, done for many different reasons. Here we look primarily at the type of measured drawing that is concerned with the accurate interpretation of an object, and how a three-dimensional image can be achieved on a two-dimensional surface.


  Accuracy and clarity are paramount for the botanical artist. An image, either painted or drawn, should be easily identifiable. Therefore everything that needs to be shown has to be shown clearly and unequivocally.


  Line and tone are the main techniques used when drawing. Line shows the basic shapes of the object, both inside and out. Tone describes form and shadow from light to dark. It is tone that gives us the three-dimensionality of an object.
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  Non-directional shading


  Use non-directional shading to show the three-dimensional aspect of a subject. It echoes watercolours in that it creates finely graded tones from dark to light, with no pencil marks showing. You will probably find that using a tight, circular, burnishing movement with your hand is the best way to achieve it.


  The examples shown right show three different swatches of tonal pencil techniques – cross-hatching, hatching dots and non-directional shading. The first two are not entirely appropriate to botanical illustration because they can suggest pattern where none is present.


  In the illustration of stems (or tubes), 1, 2 and 4 show definite lines around the shape; in 3, the outline has been incorporated into the tone. This gives much more depth and volume: outlines tend to flatten the subject and eliminate the three-dimensional effect.


  Each strip in the sample below is an example of the range of tones that you can achieve with a single pencil – a 2B (left) and a 2H (right). Try it yourself: using non-directional shading, regulate the pressure of the pencil on the paper to give a very pale tone through to a very dark tone. When aiming for a dark tone, do not press so hard that you damage the paper or cause it to cockle.
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  Tonal changes using non-directional shading
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  Look at the illustrations of apples above. In the first, non-directional shading denotes tonal changes from light through the mid-tones to dark. This is a good example of tonal contrast and light source.


  In the second, outlines have not been incorporated into the tone; see how they flatten the image. In a correctly toned drawing, the non-directional shading grades seamlessly from tone to tone.


  The third version of the apple shows how the markings (striations) follow the form of the fruit. (Pattern and Texture) Notice how the tone of the striations varies in depth according to the strength of the light source.


  Starting to draw
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  If you are new to drawing, you may feel a little inhibited. Making a variety of marks with a pencil to discover the qualities of plants will help you to loosen up. Are they soft, rough, light, dark, wiggly, straight, sharp or spiky? Try to work out which marks best apply to different subjects, as these will determine the individual character of a particular plant, flower, stem or leaf.


  Spend some time studying your subject. Look at the basic shapes, proportion, scale and form. Are the leaf margins smooth or serrated? Are the petals waxy? Or are they like tissue paper? How do the leaves connect to the stems? What is the pattern formed by the veins? Are the roots thin or fleshy? Then decide how best to describe this visually.


  Drawings and sketchbooks
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  The illustration above is a tonal drawing of the gourd. The initial line drawing on the left shows the shape and simple detail, the second drawing shows a build-up of tones, through to the final tonal drawing on the right.


  It is a good idea to keep a sketchbook of basic and more refined drawings to familiarize yourself with different subjects and ways to draw them to best advantage. Try out different arrangements on paper to see which you prefer.


  The sketchbook page below of studies of a Cape cowslip (Lachenalia aloides ‘Nelsonii’) principally consists of work in pencil but includes the full range of colours to use when painting the subject, shown as swatches at bottom left. Greens are also placed close to the leaf and stalk, near the appropriate area. Colour notes are vital if they are the only reference you have on a plant, particularly if it is likely to wither or die before you have a chance to finish the painting.


  Enlargements are a useful way of learning the structure of a plant, such as the bell-like flower (x1.5), the ovary (x8) and the other parts (x6 and x4).


  [image: Illustration]


  


  Forms that underpin nature


  There are basic shapes and forms that underpin the structure of many natural objects: besides the two-dimensional circle and ellipse, you will also find the three-dimensional cone, sphere, cylinder, tube and bowl or hemisphere. Draw these and shade them, using non-directional shading as in the illustration below. The dots on all the drawings below indicate the relationship of one component to another, in other words, where one part touches another.
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  Foxglove: cone, ellipse and hemisphere


  The foxglove’s flower is defined by a simple cone and its calyx by a hemisphere. See how the shapes of the cones and ellipses change according to the perspective of each flower. Lines drawn through the middle of the flower shapes establish the directional angles and the connection of flower to stem.
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  Gourd: sphere and cylinder


  The drawings below show two different viewpoints of the circular shape; angles of direction reveal the directional movement of the form, pattern and texture as well as the correct angle of the stem in relation to the rest of the gourd. The stem is shown initially as a straight tube or basic cylinder.
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  Daisy: circle and ellipse


  The daisy drawings progress from a full circle through a series of ellipses to the finished flower. The inner and outer circles have directional angle lines crossing at a middle point. The position where key petals fall on the lines was marked lightly. The whole outer circle was gradually filled with petals, taking care that they corresponded with the angle lines. Some petals show the effects of foreshortening.
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  Daffodil: cylinder, circle and ellipse


  Novice artists are often daunted by daffodils because of the amount of foreshortening involved. The upper row in the illustration below shows a four-stage progression from a plain cylinder to a trumpet with a ‘frill’ at the end.


  The lower row gives examples of the trumpet seen from different angles. Notice its length, which is dictated by the aspect of foreshortening. Try drawing it yourself. Using the same methods of construction, check the lengths of the petals against the trumpets. Don’t be tempted to elongate the foreshortening. Look at all aspects of the flower in relation to other parts.
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  Twig: tube


  A simple tube shape describes twigs, branches and many stems. The illustration below shows the progression from a series of tubes to a finished twig. Contour lines are shown running around the twig: these can help you to determine its form. Often, contour lines are visible on the bark of twigs and stems. Note also that the lines through the tubes show angles of direction and how the length of the twig is divided by a change of direction.
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  Tulip: bowl or hemisphere


  The tulip flower is shaped like a cup. The hemisphere (half sphere) underpins it, just like the calyx of the foxglove. The illustration below shows the progression from basic hemisphere or cup through construction to the finished flower. Angles of direction criss-cross the construction to help ascertain which petals and plant parts sit where.
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  Foreshortening


  Foreshortened leaves and petals present their own challenges. The midribs disappear from sight, only to emerge again – the red lines on these examples show what happens when they are out of sight.


  Try the following exercise to help gain insight into hidden areas of a form. Cut out a leaf or petal shape from a sheet of clear acetate. Using an indelible felt-tip pen, mark the outline of the leaf/petal, the midrib and a few secondary veins. Now bend the acetate shape into various twists and turns. You will be able to see very clearly what the veins do when hidden from view by the turn of the leaf. Hold the twisted acetate leaf in place with a paper clip, staple or a bit of clear sticky tape so that you can set it down and make drawings of it in different positions.


  If you are in doubt at any time during a drawing or painting as to exactly where the midribs and veins are located, this procedure will always give an accurate picture from which to work.
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  Exercise: Using graphite pencils


  Sometimes details such as leaves can be very effectively shown using just graphite pencils. Use a range from 2H to 2B, depending on the depth of tone you need. This exercise studies a Japanese rose (Rosa rugosa).
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  Step 1


  Draw the main stem of the leaf.


  Step 2


  Add leaflets one at a time, giving each one its full range of tonal shades. Consider the composition of the picture as you add the leaflets.


  


  Exercise: Structural drawing
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  Step 1


  Using the foxglove (shown here) as an example, and referring to the exercise here, make initial sketches of the basic shapes of the individual bell-shaped flowers, paying particular attention to the angles at which they hang. Each flower is a tube, or cylinder, and the central axis needs to run from the small flower stalk to the centre of the opening. The calyxes are basically ellipses and, again, need to be centralized to the axes.


  Step 2


  Once you have blocked in the basic shapes, add detail to one or two of the flowers so that you are familiar with their configuration.


  


  Exercise: Structural drawing for an oak spray (Quercus robur)


  Details of how to paint this oak spray are here.
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  Step 1


  Look at the overall shape that the composition occupies and pencil a faint containment line around it. Make a structural drawing by lightly marking in all the angles, shapes, directional movement, circles and ellipses (acorns and cups) to determine their correct positioning.


  Step 2


  Place pencil dots to help plot the course around the subject, indicating where one thing meets or touches another. For example, where the base of a leaf touches a point on the oak gall; where there is a change of direction of a leaf or stem; the distance between one given point and another.


  Step 3


  Once everything looks structurally sound, start refining the basic shapes. Within the straight lines, introduce curves in keeping with the individual character of the oak spray.


  Step 4


  Slowly refine the whole drawing and then trace it on to watercolour paper, but do not copy the basic shapes and lines – the initial underpinning has done its job.


  


  Exercise: Drawing a Japanese rose (Rosa rugosa)


  It is sometimes difficult to know where to start when faced with a new subject. If you can break the task down into several short steps, it should become much easier. The example here is a small sprig of Japanese rose, which has colourful hips in late summer, but the same ‘breaking-down’ techniques can be applied to any botanical subject. (for tips on how to paint this rose.)


  Before tackling the whole specimen, make small drawings of different parts: the flower, leaf (including the back), hip (note the angles of the calyxes), and stem (it may not be entirely straight).
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  Step 1


  Using an HB pencil and cheap layout paper, aim to produce structurally accurate line drawings of the hips and leaves first, to establish overall size (try to keep to life-size). Look at basic shapes, and the width and length of all parts of the plant. Check the angles of the stems, the leaf midribs and any foreshortened detail. Look at the leaf margins and vein pattern.


  Step 2


  Transfer to watercolour paper or cartridge paper. Look at the tonal values throughout the subject and apply to the line drawing where appropriate, using non-directional shading. Aim to recognize and record as many tones as possible, because tonal values determine the three-dimensional quality of the finished work. Tonal work should be graded smoothly from light to dark.


  Step 3


  Build up tones and three-dimensionality to make a fully descriptive drawing of the subject.


  


  Using pen and ink


  Drawings can be effective when done in pen and ink, and this is a medium often favoured for publication in scientific journals, botanical theses and the like. If you are less than confident with colour, it allows you to produce a pleasing result.


  Pens are available with nibs of different thicknesses. Experiment to see which you like best. Choose nibs according to the degree of shading or line required. To show different tones, make a series of dots or hatching lines with a thin pen for light areas and a thicker pen for dark areas. Inks are available in a range of colours.


  As with watercolour work, it is worth doing all the laying-out exercises on cheap paper first, and then drawing or tracing the subject lightly on to good-quality cartridge paper or watercolour paper using a 2H pencil. Then go over all lines carefully with your chosen pen. Once dry, erase any lingering pencil lines. You could then fill in with some simple colour washes, as in the illustration below.


  


  
    [image: Illustration]


    To show different tones, make a series of dots with a thin pen for light areas and a thicker pen for darker areas.
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  Exercise: Watermelon (Citrullus lanatus var. lanatus)


  Step 1


  Make some preliminary drawings. They will help you to decide the best angle from which to show the watermelon.
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  Step 2


  Using a pencil, make the first stages of the actual drawing in line only and as accurately as possible. Start to pencil in the markings.
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  Step 3


  Continue to pencil in all the patterns on the surface of the watermelon until you are satisfied that you have all the information needed. Make sure that the marks you put down are in the right place. The preliminary drawings will help with this.
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  Step 4


  Use a pen to strengthen all the marks, being careful to observe the variations in tone.
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  Step 5


  Work on the texture and pattern using a thicker pen nib. You could add pencil shading at the very last stage to indicate tone, light and shade, to give your watermelon three-dimensionality (for a painted version).
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  Basic botany


  Beauty is only a by-product …

  The main business of gardens is sex and death.


  Sam Llewellyn, The Sea Garden


  The primary purpose of botanical illustration is the identification of plants. Before the age of photography, botanists relied on pictorial representation to describe and identify plants. Even now, many scientists prefer to work from a drawing or painting, because a photograph cannot give an all-round view of a subject.
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  Botanical knowledge will help you to identify plants and to recognize the diagnostic features that need to be illustrated. It is important also to show the growing habit of the plant, as with the umbrella flower (Ceropegia sandersonii) above.


  


  It is possible to become a competent botanical artist without knowing the names of the various parts of a plant. But if you are unaware of the basics of plant formation, you are quite likely to misinterpret, especially when illustrating an exotic or unusual plant. Looking and seeing are as important, if not more so, than knowing the names of the plants.


  Botanical knowledge can help you to identify a plant and to recognize the diagnostic features that need to be illustrated. It is also important to know what a typical specimen looks like, especially if you are illustrating a plant for scientific purposes. Individual plants can be very variable, especially if they are not growing in their usual habitat. It is therefore important that the chosen specimen is a perfect example of that plant. There is no point in spending time painting something that is the wrong shape, the wrong colour or disfigured, unless that is the message you wish to convey.


  If you can obtain a second specimen, don’t hesitate to take it apart so you can study the different components in relation to one another. By this means you will get to ‘learn’ the plant and it will inform your drawing.
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  Inflorescence


  A plant’s flower head is known as the inflorescence. Note how the flowers of the subject are arranged on the stem. The arrangement of flowers in an inflorescence can be very complex and may be difficult to interpret.


  Sepals and petals


  Either divide the flower in two or pull it apart carefully. You should be able to see the sepals and petals that form the perianth, giving protection to the inner sexual organs. The outer whorl is the calyx, made up of sepals. The petals form the inner whorl. In insect- and bird-pollinated flowers, brightly coloured parts such as the petals, and sometimes the sepals as well, help to attract the pollinator.


  Reproductive organs


  The male organs are the stamens: each is made up of a filament topped with a pollen-producing anther. Sometimes the stamens are fused to the petals, or to each other.


  The female organs are made up of one or more carpels, each containing an ovary and topped with a stigma (this may be connected to it by a stalk-like style), which receives the pollen from the pollinator. Each ovary contains one or more ovules that develop into seeds after fertilization.


  A number of flowers such as the Peruvian lily (Alstroemeria) contain both male and female organs; others produce separate male and female flowers – courgette (Cucurbita pepo) is an example. In most plants there are strategies to promote cross-pollination, for instance male and female parts may develop at different times so that the pollinator will collect and distribute the pollen while searching for nectar. So you may see anthers and stamens changing position as you are trying to draw them.
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    Male and female reproductive parts are clearly shown on this drawing of a bisected clematis.

  


  


  Leaves


  The primary function of a leaf is normally to make food for the plant. They come in all shapes and sizes. Look at the diagram below for the names of the various parts: the leaf blade (or lamina) complete with veins, the petiole, stipule, node and axillary bud.
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  A good way of informing yourself about the shape and venation of a leaf is to do a ‘brass rubbing’ of it; alternatively, take a black-and-white photocopy, and from this make a simple diagrammatical drawing.


  Get to know your leaf


  There are so many things to look at before you start to draw. Study any leaf and ask yourself the following questions:


  •   What type of leaf is it? Is it simple or compound?


  •   How are the leaves arranged on the stem – are they opposite, alternate or whorled?


  •   Are basal leaves and stem leaves both present? In many plants, the leaves vary in character depending on their position on the stem. Leaves closely associated with flowers are often referred to as bracts.


  •   Is an axillary bud visible where the leaf joins the stem?


  •   Where is the widest point of the leaf – above or below the mid-point? It is a good idea to measure the proportions to make sure you get them correct. Also note any curving or folding of the leaf. Make sure you illustrate the base and tip correctly.


  •   What is the shape of the leaf margin (edge) and what texture does the leaf have? It is important to draw the margins accurately and represent the texture of the leaf correctly. You may need to use a magnifying glass to look at any hairs, spines or prickles that are present. You may wish to draw a small portion enlarged.


  Stems and twigs
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  The main function of stems is to support leaves and flowers. Find a stem to study and note whether it is round, square, triangular or otherwise shaped; if it has hairs; and if it is with or without ridges. It is customary to show a stem’s end section in order to indicate its shape.


  Stems generally become thinner towards the top of a plant. Conversely, they may also be thicker at the point where leaves arise (node).
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  Some stems support new growth at the tip, such as the spider plant (Chlorophytum comosum) shown below. The ends of its flower stems carry plantlets which curve gently downwards to touch the soil, where they establish themselves with adventitious roots.


  Collect as many examples of stems as possible and draw them, making notes as you go. Other types of stem are those whose primary function is to help plants overwinter or reproduce vegetatively: a stolon or runner, rhizome and corm.
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  Horse chestnut (Aesculus hippocastanum)


  In Britain, deciduous trees have a dormant phase in winter when they cease to photosynthesize and the leaves fall. Despite the naked appearance of the branches, the twigs can still give a lot of information to the observant viewer.


  The illustration shown right is a good example of how to draw and describe a twig of the horse-chestnut tree. This twig represents four years’ growth – shown on the scale on the left. Notice the difference between the terminal bud and the side, or dwarf, buds. The petiole, or leaf, scars are in the shape of a horseshoe, which gives the tree its name.
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  Compare two different twigs


  Choose two twigs and draw them, comparing the length of each year’s growth. The examples shown left are Virginia creeper (Parthenocissus quinquefolia) and cherry plum (Prunus cerasifera).


  Quick drawings like this will help you to understand the growth habit of different plants, and give a snapshot of a moment during the plant’s growth. These two twigs were taken in the spring. The Virginia creeper was still dormant, but the cherry plum was bursting into flower, closely followed by the unfurling of its leaves.
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  Roots


  Roots have two main functions: to anchor the plant in the ground and to absorb water and mineral salts from the soil. Like flowers and leaves, roots come in many different forms. Make sure you comply with all local laws and byelaws before uprooting a plant.


  Underground primary root systems are of two main types: fibrous roots and taproots. Fibrous roots are a mass of thread-like roots, such as you would find in grasses (shown below left). Taproots exhibit a strong main root with lateral branches (below right), as in aquilegia, dandelion, parsnip and carrot.
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  Bulbs


  Contrary to popular belief, bulbs are not stems or roots, but buds or leaf bases containing stores of food. They are usually found underground, which is probably the reason for the confusion.


  [image: Illustration]


  


  Bisection


  Different flowers have different arrangements, and it is worth cutting several apart to compare their composition.


  The act of bisection means to divide into two usually equal parts. Some flowers, such as lilies, tulips and daffodils, may be cut in half in any direction and both halves will be the same. Others, like nasturtiums, pansies and sweet peas, will reveal two similar halves if divided in one direction only.


  To do this you will need a sharp craft knife or razor blade and a steady hand. You might also find it useful to have one or two pairs of very fine forceps or tweezers for separating the small parts of the flower. A plain white, glazed tile makes a good cutting board. For the drawing, use smooth cartridge paper, a sharp HB pencil, an eraser and a magnifying glass or hand lens, preferably on a stand to leave both hands free.


  A bloom such as a fritillary (illustrated right) is a good choice, or a large perennial geranium or aquilegia, all of which are of a basic floral structure. Choose single varieties – double flowers are more complicated and are therefore more difficult to analyse.


  In each case, draw what you see and label the various parts. There is no need to add colour, unless you particularly want to. Once you have drawn the subjects accurately, you could use a fine-nibbed ink pen to complete the work.


  You can use the same procedure to examine a fruit, as shown below.
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  Finding plants in the wild


  One of the hazards of tracking down specific species is that the names given to commercially produced plants – and seeds – can be confusing. If you are finding it hard to locate a particular wild flower, you could enlist the help of a botanist, who might know where it grows. Even then, you could be up against predators such as slugs or sheep, which can eat the most beautiful flower or newly ripened fruit before you have had a chance to paint it.


  Method of work


  Always check local regulations before picking or digging up any plants. Ideally, collect several specimens in different stages of development. If this is not possible, you will have to draw the flower in one season and the seed head in another.
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  The ideal plant-collecting kit consists of:


  •   A good floral identification manual (for the description of the plant)


  •   Digital camera


  •   Scissors


  •   Pocket knife


  •   Pencil and set square


  •   Transparent sticky tape


  •   A plastic box already labelled and lined with damp moss


  •   Sketchbook


  Take photographs in the field for future reference, noting the plant’s habitat, and make some drawings. Using the sticky tape, secure some leaves to a page in your sketchbook, as well as sepals, stamens, carpel and fruit. Compare continuously with the description of the plant in the manual.
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  Naming plants


  There are times when you will need to name the plant you are painting. This is particularly important if you are submitting it for assessment by a botanical organization for exhibition, or for inclusion in a botanical publication, but it is a good habit to acquire in any case.


  The primary purpose of botanical illustration is that of identification. A botanist, holding a plant in one hand and your picture in the other, should be able to identify the plant by comparing it with your portrayal, which must be accurately and unambiguously labelled.


  Many artists label their pictures with just a common name – such as freesia, lily or aquilegia. But common names can be confusing. For example, the Scottish bluebell is known as a harebell in England, and the wild arum has over a hundred common names. The cowslip (Primula veris) is known as cuckoo flower in France, whereas our own English cuckoo flower or lady’s smock is Cardamine pratensis.


  The binomial naming system was laid down by the Swedish botanist Carl Linnaeus (1707–78). According to his system, the first part of the plant’s scientific name is capitalized and refers to its genus. It is italicized in print. The second part of the name describes the species within the genus. It is written in lower case and should also be italicized in print.


  The name of a subspecies (subsp.), variety (var.) or form (f.) is also written in lower case and italicized; the words ‘subsp.’, ‘var.’ and ‘f.’ are in roman. The final part of the name gives the cultivar and in print is set in roman, capitalized and enclosed by inverted commas.
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    If you don’t know the variety of a plant, simply label it with its common name – for example, snowdrop – or in Latin with ‘sp.’ (for ‘species’) after its name – for example, Galanthus sp.

  


  


  
    
      	
        Taking the example of a common double snowdrop, this is its description:

      
    


    
      	
        Genus

      

      	
        Species

      

      	
        Sub-species, variety or form

      

      	
        Cultivar

      
    


    
      	
        Galanthus

      

      	
        nivalis

      

      	
        f. pleniflorus

      

      	
        ‘Flore Pleno’

      
    

  


   


  If you wish to add the common name, you could put it after the scientific name, for example ‘Myrrhis odorata: sweet cicely’, or ‘Passiflora caerulea: blue passion flower or common passion flower’. (For convenience, in this book we have used the common name first followed by the scientific name in brackets.)


  Painting


  A sense of colour is not something that you automatically know about; you discover and rediscover its secrets by playing with it and, above all, by constantly looking.


  Kaffe Fassett, Glorious Knitting


  [image: Illustration]


  Take some time to plan what you are going to do. When tackling a new subject, break it down into several short steps and work on each one separately. Spend plenty of time on drawing and composition, making trial drawings on layout paper.
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  Before you start, it is worth trying out colours on a sheet of watercolour paper similar to the one you will be using. Careful observation of colour and experimentation with combinations and the layering or superimposition of paint will allow you to get by with a limited number of colours, which will give unity and cohesion to your painting.


  The colours used for the swede (Brassica napus Napobrassica ‘Airlie’) in the illustration shown left were Indian yellow, Winsor yellow, Winsor violet, permanent mauve, brown ochre, viridian, terre verte, olive and raw umber. Note the varied purples, browns and greens that can be achieved with them.


  When painting this subject, take care with the markings around the stems and leaf joints, and note that one side of each vein is always darker than the other. Do not be afraid to use quite intense, dark colour to show depth behind the leaves and in the nooks and crannies. Leave the fibrous roots to paint last. The sides of the fibrous roots should be dark to show that however tiny they are, they are tubular. Finish by neatening and sharpening all the edges (for a demonstration).
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    Always make trial pages of each stage so you know what to do before you start. You do not want to be experimenting on your final painting.

  


  


  Exercise: Lichens (Evernia prunastri and Xanthoria parietina) on a dead twig


  Step 1


  Draw the twig and lichen on layout paper, putting in as much of the fine detail as you can. Transfer to watercolour paper.
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  Step 2


  Mix a pale wash for the grey lichen, using Prussian blue with a touch of lemon yellow and alizarin crimson. It should be a grey-blue mix. For the yellow-green lichen, use a wash of lemon yellow, Indian yellow and a touch of Prussian blue.
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  Step 3


  Using a stronger mix of the grey-blue paint, mark all the places where the strands of lichen overlap, blending inwards with a damp brush to prevent hard lines. Gently delineate the outlines of the lichen strands where they are on a white background.


  Use a stronger version of the yellow-green mix to show overlaps and shadows around the little cup-shaped, spore-producing discs. Paint the discs with half-strength Indian yellow.
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  Step 4


  Lay a first wash on the bark, using a pinkish brown (alizarin crimson with Indian yellow and touches of Prussian blue). Don’t worry if it doesn’t go on smoothly – any irregularities will be an advantage in the next stage. Make a darker mixture for the places where the bark has broken away.
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  Step 5


  Add darker Indian yellow (with a touch of alizarin crimson) to the inside of the spore-producing discs to give shaded areas and suggest their cup shape, and to the flat pale green lichen around them. Use a creamy grey for the broken wood at either end, with darker colour for the shaded areas. Build up small areas of darker colour to give three-dimensionality.
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  Step 6


  Darken areas of the grey-blue lichen. Run some grey-blue paint behind parts of the lichen and blend outwards to suggest further strands in the background.


  Using a stronger brown mix, darken the shaded areas of the bark and put in textures and cracks, taking advantage of any existing inconsistencies in the smoothness of the previous wash.
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  Exercise: Red pepper (Capsicum)


  Step 1


  Draw the pepper, marking highlights with dotted lines. Transfer to watercolour paper.
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  Step 2


  Lay an initial wash of Indian yellow, being careful to avoid areas of highlight. Take care not to paint over the pencil lines or you won’t be able to erase them. While still wet, drop on some opera rose or permanent rose. Allow to dry.


  [image: Illustration]


  


  Step 3


  Using a mix of vermilion and alizarin crimson, deepen areas of red, but leave some of the initial washes uncovered. When dry, erase the pencil lines around the highlights.
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  Step 4


  Increase the areas of red, again allowing parts to glow through.
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  Step 5


  Add blue to the red mix and lay down some areas of shadow. Lay a pale red wash over the lower highlights to soften them, then tease the edges with an almost-dry brush to remove any hard lines. Mix yellows and blues to make a pale, dull green for the stalk.
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  Step 6


  Use different reds to lay final washes over the shadowed areas and enhance the areas that are already red. Add more blue to the mix for shadows and markings. Continue to develop the stalk. Remove any remaining pencil marks carefully with a clean eraser.
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  Exercise: Tulip (Tulipa ‘Prinses Irene’)


  Step 1


  It is always a good idea to study a subject very carefully by doing several pencil drawings before starting the painting. Make a simple, diagrammatical sketch to get a feel for the overall shape, before adding tone and detail.
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  Step 2


  Draw the tulip on watercolour paper with yellow and orange pencils. This prevents any graphite showing through on the finished paintings. (Graphite is especially difficult to erase from under yellow paint.) Paint a diluted wash of Indian yellow and lemon yellow over the flower and stem, taking care to leave the highlights untouched.
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  Step 3


  Give the tips of the petals a light wash of Indian yellow and blend it into the initial wash. When dry, use diluted scarlet lake with a touch of alizarin crimson to wash upwards toward the top of each petal, stopping just before the yellow tips. Again, take care to avoid highlights. Paint a diluted green wash (lemon yellow and ultramarine) on the stem.


  Because highlights are rarely pure white, cover them with a very diluted wash of ultramarine. Apply a little white pencil or diluted white paint (titanium white or white gouache) on the right side of the flower to give a very slight sheen.
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  Step 4


  Strengthen the mix of scarlet lake and alizarin crimson and stroke the paint upward on each petal. Use a very fine brush to take streaks of red paint up and over the yellow tips. Soften the edges of the highlights, either with white pencil or by teasing with an almost-dry brush. For the left-hand petal, paint a little alizarin crimson mixed with ultramarine on the shaded area to give a deeper tone, and blend it away from the edge. Add a little alizarin crimson and scarlet lake down the left-hand side of the stem, blending as before.
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  Step 5


  Increase the fine streaks applied at Step 3 and overlay one fine line over another until you build up the patina of the tulip. Further darken the left side and darken where each petal overlaps the one behind. Neaten the top edges of all the petals. Darken the stem using a mix of alizarin crimson and ultramarine.
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  Exercise: Foxgloves (Digitalis purpurea)


  Having familiarized yourself with the tubular shape of foxgloves in the exercise, you might like to try a larger painting. The foxglove has a very tall, thin inflorescence, which does not make for an easy composition, so here are three in a row, showing just the flowers. Try out every stage on a worksheet first. Details of the different washes can be found here.


  Note that the flowers are slightly pinker towards the top of the stem and you will need the flowers in the foreground to stand out, so paint the ones behind in a bluer purple colour.
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  Step 1


  Draw the three flower spikes as a pleasing composition. Transfer to watercolour paper.
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  Step 2


  Lay a pale wash on the stems, leaves and sepals, using a grey-green wash. Paint all flowers with very pale ultramarine.


  Apply graded washes to the flowers. This involves adding brilliant purple and brilliant violet and then softening it into the pale blue background with a damp brush.
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  Step 3


  Increase the depth of colour on the flowers with a purple mix blended into the background. Begin to build up the tones on the stem, leaves and sepals, adding pale purple to the tips of the leaves and sepals. Paint the spots inside the flowers.
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  Step 4


  Increase the colour and tone on the flowers. For extra depth and contrast add a touch of ultramarine in areas of deep shadow. You will now have several layers of paint and run the risk of lifting it off if you continue to apply washes, so you may need to continue to increase colour and tone by stippling.
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  Step 5


  Pick out the fine hairs on the inside of the trumpets. You could use white gouache on a very fine brush for this, although it may be rather too clumsy, in which case you could pick them out with a craft knife or a very sharp needle.
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  Exercise: Oak (Quercus robur)


  Oak trees are at their best in the autumn when the acorns and galls are present and the leaves are beginning to glow with gold, bronze and green. Textures range from the dull surface of the leaves to the rough surface of the cups, the dull, spherical galls and the shiny brown acorns. Any acorns that have fallen and become covered by leaf litter may have started to sprout, as these have here.


  Step 1


  Draw the sprig, showing leaves, galls and acorns. Note the diamond pattern on the cups. See the structural drawing exercise for help on how to do this. Transfer to watercolour paper.
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  Colour notes


  Both yellows and both blues will make a range of greens. Experiment to find those that best match the subject. For browns, mix orange from both reds and yellows, then add a small amount of blue.


  The dark colours for the shadows are a mix of neutral grey and a little green. For grey, mix any of the reds, blues or yellows together. A neutral grey can be altered with a little more Prussian blue, alizarin crimson or scarlet lake to make it more green, pink or salmon.
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  Step 2


  Leaves: Paint the initial wash wet on dry, using a mix of both yellows, diluted to a light to medium tone. Paint the little nodes on the stem in light brown made from mixing both reds, both yellows and a little blue.


  Acorn: Paint the acorn with a pale wash of ultramarine. Paint the stalk and cup a pale brown with a little pale green here and there.
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  Step 3


  Leaves: Mix some quite strong green, orange, brown and deep yellow, using two yellows, two blues and two reds. Always have the necessary colours ready before you start. Working wet into wet and on half a leaf at a time, drop on the colours where appropriate. While still damp, drop stronger colours on to the leaf edges, such as dark brown on mid-brown or deep green on existing green. Allow to dry and then repeat on the other half.


  Acorn: Paint a light to mid-brown over dark areas of the acorn, blending the paint into the background colour. Take care to avoid the highlights and soften the edges. Add some of this stronger brown and a little green to the stalk.
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  Step 4


  Leaves: Build up the colour using deeper shades of the same browns, oranges, greens and deep yellow, and blend into the background. Paint the veins with a deeper brown, using a fine brush. Where the veins are lighter than the ground, lift out the paint and then paint and blend on either side. Deepen the colour on the nodes and areas of the stalk. Paint a fine brown line up the centre of the midrib using a very small brush. Deepen the colour along the stalk.


  Acorn: Add some deeper brown to the dark areas of the acorn and blend. Blend around the highlights. Use a very small brush to add a small dab of brown paint to each of the tiny diamond shapes on the cup. When dry, drag a damp brush along the spiral lines, thus pushing the dabs into the paper to tone them down slightly.
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  Step 5


  Leaves: Enhance the same areas as in Step 3 with slightly deeper shades of the same colours.


  To darken browns and oranges, add a little more ultramarine. Add finishing touches to the stalk and node.


  Acorn: Increase the depth of colour but make sure that some of the previous layers are still visible. If the previous layers of paint start to lift or become disturbed, stipple the colour on, increasing the depth of colour on the cup and stalk.
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  Exercise: Bearded iris (Iris sibirica sp.)


  The iris flower has lovely twisting shapes and depth of colour. It needs lots of blended washes and the challenge is to keep the translucent quality of the paint.


  Step 1


  If the flower is likely to fade quickly, take photographs from different angles as well as writing notes and making colour swatches. Once you are happy with the composition, make a tonal study in pencil to identify the darkest and lightest areas.


  [image: Illustration]


  


  Step 2


  Trace a detailed drawing on to watercolour paper. Then mask out any areas you want to keep white for now, such as the bearded section of the falls.


  The petals vary from a pale blue to pinkish lilac and a dark, purplish lilac. Different strengths of Winsor violet will give you the pink shades; a dilute mix dropped on to wet paint creates a lovely pinkish glow. Add ultramarine for darker mixes; diluted, it gives a gorgeous translucent blue. Apply an overall light wash to all the petals and drop some darker paint on to the shadow areas to give basic structure to the painting.
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  Step 3


  You might find it easier now to build the painting petal by petal, putting in the main detail and shading, keeping an eye on where a petal is light or dark against the area next to it. Your tonal drawing will help here. Indian yellow works well for the beard and a little added to the purples gives a good shadow colour. For a little bit of kick in the dark details, try adding a tiny bit of indigo to the purples.


  [image: Illustration]


  


  Step 4


  Now add the final details and neaten up the edges. Build up the shadow areas to give more depth.


  [image: Illustration]


  


  Step 5


  Build up the stem using Indian yellow added to the purples. For the shaded areas add some indigo, and use these colours in varying mixes. Paint the spathe in a light brown, with darker brown accents to make it three-dimensional.


  You should end up with a translucent painting that is not too overworked, and shows the beauty and grace of this popular flower.
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  Exercise: Apples (Malus domestica ‘James Grieve’)


  This exercise mentions a lot of extra colours but they can all be mixed from the limited palette.


  Step 1


  Make a drawing on tracing paper or layout paper and transfer to watercolour paper. Lightly mark the highlighted areas so that you don’t paint over them.


  Apply a very thin wash of lemon yellow and Naples yellow to the apples. Avoid painting over the highlighted areas.
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  Step 2


  Apply a second, thin wash of lemon yellow, adding a very small amount of sap green. Build up the layers with thin washes of lemon yellow, Naples yellow and sap green. Introduce a small amount of scarlet lake and chrome yellow light where the red patches are – stippling on the colour very carefully.
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  Step 3


  Paint the leaves with a thin wash of ultramarine, aureolin yellow and scarlet lake. For the back of the leaves, first use the same wash as the front, but add a small amount of oxide of chromium.
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  Step 4


  For further washes, keep building up the colour with ultramarine, Naples yellow, oxide of chromium and a little red. Keep building up the washes until you achieve the correct finished colour. Define the veins with green paint.
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  Step 5


  Stipple gradually into the edges of the highlighted areas and define the edges of the leaves and apples with a very fine brush.
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  Pattern and texture


  Many subjects are defined by their pattern or their texture, or both. A smooth, green apple has no pattern, but its texture is hard, smooth and shiny. A striped apple can be heavily patterned, which in many cases defines the form, but its texture is still hard, smooth and shiny.
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    The pattern on these pansies (Viola x Wittrockiana) not only helps to define their form but also the texture of their petals.

  


  Notice the pattern of veins on flowers such as the iris (shown above), and the camellia. These veins are not only beautiful but they also provide the botanical artist with a guide to the structure of the flower. The intricate veins stand out clearly on the petals of the magenta iris. Paint all veins to the very end, with a steady hand and a very small brush with a good point.


  As with all exercises, making preliminary sketches as well as paint swatches and trial samples is never time wasted. The trial sheet shows the preliminary work for painting the January King cabbage.


  In this chapter you will find other simple patterns and textures such as the random markings on a Turk’s turban squash, a mottled pear, smooth and shiny red pepper and the more challenging texture of the skin of an avocado.
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  Exercise: Turk’s turban squash (Cucurbita maxima)


  Here are two different aspects of the same subject. Notice how the sections of the squash follow its shape and describe its three-dimensional appearance.


  Step 1


  Having drawn the squash, it is quite a good idea to put in a bit of the tonal shading in pencil, as shown below. This helps you to understand the subject before advancing into paint.
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  Step 2


  Mix Indian yellow, scarlet lake and a touch of ultramarine to make a light creamy colour, and dilute it to give a very pale wash. Prepare a stronger orange wash made from Indian yellow and scarlet lake, and an olive green wash with Indian yellow and ultramarine.


  Paint the inner section with the cream wash, but leave the eye and the middle ridge unpainted for now. While still damp (but not wet) drop on some of the orange mix and some of the green mix, making sure that the areas of colour follow the contours of the inner section of the squash.


  


  Step 3


  Deepen the orange and green areas with stronger versions of the same mixes. Allow to dry, then add some deeper orange and green. Note that these darker colours also follow the contours of the squash.
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  Step 4


  Paint each segment of the outer section separately. For each, lay a wash of the initial cream mix and then drop on the orange, green and some darker cream. Let the colours merge. When each section is dry, add small areas of slightly deeper red, and use a little more ultramarine in the green mix to add darker tones. When all sections are dry, darken the tonal areas of green further, particularly against the ring.


  


  Step 5


  For the eye and ring mix ultramarine, Indian yellow and some alizarin crimson to give a very light grey. Paint the shapes and wrinkles with a fine brush. When dry, carefully increase the warty texture with a mid-grey and some green, or use very sharp coloured pencils. You could also darken parts of the ring with a 2H graphite pencil.
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  Exercise: Apple (Malus domestica ‘Cox’s orange pippin’)


  Step 1


  Draw the apple with a clear, firm outline. Transfer to watercolour paper. Then mark the direction of the striations on your rough drawing – think of a beach ball – and keep this as a reminder while you paint.


  Mark in the highlights with a dotted line, to remind you not to paint over these areas.
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  Step 2


  Mix a diluted wash of lemon yellow and Indian yellow, and cover the whole apple using a fairly large brush. Take care not to go over the pencil lines, as they will be difficult to erase later if you do. While the paint is still wet, drop on a mix of lemon yellow and Prussian blue on to the left side, and a mix of vermilion and Indian yellow with a touch of Prussian blue on the right side.
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  Step 3


  Build up the layers of paint to make the apple more three-dimensional, adding more Prussian blue to the mix for the shaded areas. Blend with a damp brush to prevent hard edges.
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  Step 4


  If you feel that your apple is too bland, go over it with a wash of the two yellows mixed together. When totally dry, erase all pencil markings except for the eye. With an almost-dry brush, tease out the edges of the highlights. Add further dark red in places, following the line of the striations. Neaten the edges of the apple. Add some shading around the eye. By now your apple should be looking nicely three-dimensional.
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  Step 5


  Using a fine brush, paint in the striations with dark red (vermilion and Prussian blue). Add more blue for the striations in shadow. Vary the size and width of the markings. Paint the eye with green (Indian yellow and Prussian blue) and make a dark brown from all your colours for parts of it.
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  Exercise: Pear (Pyrus communis ‘Conference’)


  Step 1


  Draw the outline of the pear, or pears. Some suggestions for a composition are shown here. Draw on layout paper and then trace on to watercolour paper using a light box or sunlit windowpane. If you wish, you could also lightly draw the outline of the pattern of the skin.


  


  Step 2


  Paint the pattern first of all, using a bronze-brown mix made from Indian yellow, scarlet lake and ultramarine. Allow to dry.
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  Step 3


  Mix a very dilute wash of ultramarine and paint this all over the pear. Cover the whole area including the pattern. Allow to dry.
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  Step 4


  Using a light to medium wash of Indian yellow, paint a wash down the left half of the pear, blending it towards the right side so that it leaves a shaft of the pale blue untouched. This gives the light source coming from the right. Allow to dry.
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  Step 5


  The previous blue wash with the yellow on top will give a light yellowish green. If the depth of colour is not great enough, simply repeat the process with another layer of diluted ultramarine followed, when dry, with a further layer of yellow.


  Some conference pears are greener than others, so it might be necessary to add another light green wash, blending at the centre. Use a mix of both blues and both yellows.


  


  Step 6


  Paint a light wash over the whole stalk, using the same bronze-brown mix as in Step 2. Allow to dry. Using a slightly deeper shade of this colour, paint the shadow areas and the top edge. Blend into the middle to prevent any harsh lines appearing. Repeat with a stronger mix to give the three-dimensional effect. Keep building up the brown until the desired depth of colour is reached. Make sure that the stalk is ‘seated’ in the pear rather than just stuck on top.


  [image: Illustration]


  


  Exercise: Long red pepper (Capsicum annuum)


  This is a quick exercise that shouldn’t take you more than a couple of hours. The painting is fairly loose, but it captures the character of the pepper.


  Step 1


  Draw the pepper, marking areas of highlight with a lightly dotted line. Being careful to avoid these dotted areas, lay a wash of Indian yellow using a large brush. While still wet, drop on small amounts of a pink such as permanent rose or opera rose. Allow to dry. Leave the stalk area – you will paint this last.
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  Step 2


  Superimpose a wash of vermilion over some parts of the pepper, deepening it in places by dropping on stronger colour while still wet.


  [image: Illustration]


  


  Step 3


  Build up the layers of red, allowing each one to dry before adding the next. Add pink to some of the highlighted areas to cut down their brightness. Blend the edges of the highlighted areas with a slightly damp brush to prevent hard edges.
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  Step 4


  Continue to darken some areas with alizarin crimson. Add a touch of ultramarine for the darkest areas. Lay a wash of Indian yellow over the stalk.
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  Step 5


  Make sure the painting is completely dry, then gently remove any remaining pencil marks with a hard white eraser. With a small brush and some of your red mixes, add details such as any crinkling on the skin. Tidy up the edges and deepen the really dark areas.


  Soften the edges of the highlights by gently stippling with a clean, almost dry brush. Rinse and dry it frequently while doing this so as not to spread the paint too far.


  For the stalk, add some blue to the Indian yellow mix and deepen areas of colour and tone.
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  Exercise: Avocado (Persea americana)


  Outer skin


  With watercolours, we normally paint from light to dark, so the challenge when painting something with an extremely textured surface is how to portray the shiny parts and the paler parts without having to spend hours painting around them. You can do this using masking fluid, by masking out successive details and laying down a series of washes from very light to very dark. This could be called an exercise in negativity.


  Step 1


  Having drawn the outline of the avocado pear and placed the stalk scar in the correct position, lightly mark in the lightest areas. Look carefully at them – they are not all the same shape, although they all fall more or less into the vertical plane. There are also a few shiny areas that radiate out from the stalk scar. Mask out the lightest areas and the scar and allow to dry thoroughly. Then apply a wash of the lightest of browns. Again, allow to dry.
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  Step 2


  Now mask out the next lightest areas, taking care to make them the correct size and shape. Allow to dry thoroughly and apply a wash of a slightly darker brown. Allow to dry.
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  Step 3


  Continue in this way until your wash is the darkest brown you can see in the avocado. There won’t be much to see in the way of detail at this point; you just have to have faith that it will work.


  


  Step 4


  When it is completely dry, lightly rub off all the masking fluid with an eraser. At this stage your painting might look like it has a severe case of measles. You will now need to tweak the shading, especially around the shiny areas. Cover them with a diluted wash of light brown. Use a small brush and whichever of the brown washes is most suitable. Paint the stalk scar. Using the darkest brown, enhance the really dark areas, again with a small brush, to complete the picture (shown below).
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  Exercise: Flesh and stone


  Step 1


  Draw the halved avocado, showing the double skin and the stone. Mark the highlight with a dotted line to remind you not to paint over it.


  Mix a pale lemon wash for the flesh, and while still wet drop tiny amounts of acid green (lemon yellow and Prussian blue) around the perimeter.
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  Step 2


  The stone is a mottled brown and extremely shiny. Avoiding the area with the dotted line, build up the colour in layers of brown washes, finishing by stippling the darker areas.
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  Step 3


  Use a very small brush and dark brown to paint the cut surface of the outer skin, with a lighter brown ring just inside it.


  When completely dry, erase all pencil marks. Tease out the edges of the highlighted area with an almost-dry brush and tidy up the edges of the skin if necessary.
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  Exercise: Watermelon (Citrullus lanatus var. lanatus)


  Step 1


  Tap here for notes on how to tackle the drawing of a watermelon. Follow the preliminary stages until you have a good representation in pencil. You could lightly mark in the pattern if you like, which will help when it comes to adding the colour.


  


  Step 2


  Lay a wash of a very dilute mix of burnt sienna and Antwerp blue over the entire surface, using a large brush.


  Use a second, slightly darker wash, wet-into-wet, to identify the position of the markings on the watermelon and the different tonal areas. Once this has dried, add a third wash using the same colours plus a little bismuth yellow, concentrating on setting the tone. This wash can be deliberately loose so that you can use the resultant watermarks to help make the pattern of the watermelon. Finally, start to add some texture to the darker stripes, using a smaller brush.
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  Step 3


  Lay another wash – a sepia and blue mix with the blue dominant – to build up the correct green on the shaded part of the fruit, and give more detail to the stripes. Add a pale yellow wash to part of the left side of the fruit. Add shading to the bottom of the fruit and it will start to look more rounded.


  Use a very fine brush to give more detail to the stripes and to the faint markings on the unstriped part of the fruit, then add a very pale blue wash to the fruit.
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  Step 4


  Add more detail to the dark green stripes and the incidental markings on the pale green parts of the fruit, concentrating on making the overall shape look three-dimensional. If the shaded side is looking too blue, give it a light yellow wash.


  [image: Illustration]


  


  Step 5


  When the stripes are almost finished, you could take some paint off the darker bits (flood with clean water and blot with paper tissue), making the pale patches in the stripes look more accurate. Use a very fine brush to work on the stalk. Paint a green wash all over – varying the amount of blue – leaving the part where some light is reflected.
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  Step 6


  Sharpen the outlines, adjust some of the stripes, add a few sharp edges to increase definition and the illusion of three-dimensionality, and finish the stalk.


  For added interest, you might consider a painting of the inside of the watermelon on the same page.
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  Exercise: Camellia (Camellia japonica)


  A camellia is a good example of a flower needing fine lines for the veins on the petals and around the many filaments.


  Step 1


  The construction drawing below shows the outer shape that contains the flower. A cylinder defines the shape containing the filaments. Note how directional lines are punctuated with point-to-point dots.


  Refine your drawing to show a few directional veins.
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  Step 2


  Having transferred your drawing to watercolour paper, draw the filaments as fine tubes, using a sharp 4H pencil. Take care not to score the paper by pressing too hard. Paint a light wash of permanent rose on the petals.
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  Step 3


  Paint a light brown wash (scarlet lake, Indian yellow and ultramarine) on the filaments. Where the petals overlap one another, paint a stronger mix of permanent rose, blending it down to the base with a damp brush.
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  Step 4


  Gradually build up layers of permanent rose and stroke on opera rose when dry, followed by a light orange (scarlet lake, Indian yellow and a touch of ultramarine) around the filament area. This will give a warm, salmon-pink glow to the permanent rose and opera rose. Paint the veins with a darker pink mix, using a very small brush.
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  Step 5


  Using a mix of scarlet lake and ultramarine, pick out the filaments with a very small brush. Mix permanent rose with ultramarine to give deep shadow. If the veins stand too proud, blend them into the background with a clean, damp brush to soften them. Paint the leaves and stem according to the main picture.
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  Colour trials include techniques for overlaying paint, building up colour and painting fine lines and veins.


  


  Exercise: Pansies (Viola x wittrockiana)


  The charm of pansies is in their bold and brilliantly coloured ‘faces’, with their many different colour combinations, markings and textures, particularly the velvety texture of the darker-coloured ones. They are relatively easy for beginners once you have mastered the techniques, as they are fairly flat so depth and perspective problems are minimal. The leaves, stems, buds and seed heads are also simple compared with those of many other plants. Three of these pansies are shown here.
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  Blue pansy


  Step 1


  Use a diluted wash of ultramarine with a touch of Winsor violet to paint all the petals. Do not paint over the centre.
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  Step 2


  Paint a diluted wash of permanent rose on the two top petals, blending the edges with a damp brush. Paint the lower petals with a stronger mix of the blue. The strong flashes should have no hard edges and stop well short of the edge of the petals.
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  Step 3


  Enhance the flashes of deep blue on the three lower petals. Paint the veins with a very fine brush and a mix of ultramarine with a touch of alizarin crimson and lemon yellow. Use a stronger version of the same mix to paint in a few stronger grey-blue veins on the blue flashes.
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  Step 4


  Using the same grey-blue, paint the edges of the petals and blend inwards. Do the same for the overlaps and shadows. Leaving the small white patches, paint the small central area with lemon yellow, allow to dry, then paint Indian yellow on the lower section. Paint a tiny green ball in the centre.
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  Pink and yellow pansy


  Step 1


  Paint the top two petals with a pale cream made of Indian yellow with a touch of alizarin crimson and ultramarine. When dry, paint the middle two petals with the same mix plus a bit more Indian yellow. When dry, paint the lowest petal with the same again.
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  Step 2


  Paint the light pink areas of the two top petals with a mix of permanent rose, alizarin crimson and ultramarine. Stroke the paint on with an almost-dry brush. The deeply coloured ‘flashes’ radiating from the centre should be painted with the same pink mix, blending outwards with a damp brush.
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  Step 3


  Enhance the pink flashes with a stronger mix of permanent rose and Winsor violet, making sure that some of the first stage can still be seen. Allow to dry. Paint a mix of alizarin crimson and Winsor violet over the areas on the two upper petals, repeating once it is dry.
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  Step 4


  Paint Winsor violet on top of the central flashes on the lower three petals. Mix alizarin crimson and Prussian blue to make a very dark red and paint the deeply coloured veins, flicking them out to points. Paint the centre as for the blue pansy, making sure you leave the white areas.
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  Cream purple-edged pansy


  Step 1


  Use Indian yellow, ultramarine and alizarin crimson to mix a pale yellow-cream. Paint the whole flower with the diluted mix, leaving the two little white patches in the centre.
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  Step 2


  Paint permanent rose over the flashes on the three lower petals. Blend up to the yellow on the lower petal at the centre. Use Winsor violet to edge the petals, blending the paint inwards with a damp brush.
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  Step 3


  Paint Winsor violet and ultramarine over the permanent rose, avoiding the yellow on the lowest petal. With a small brush, paint dark violet veins, flicking them to points.
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  Step 4


  Mix a shadow grey from your primary colours and paint where the petals overlap, blending from the edge. Paint the very centre with two yellows, as before, leaving the two little white patches.
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  Red and purple pansy


  Step 1


  Paint the two top petals with a wash of permanent rose. Use yellow for the other petals. Paint on a light wash of permanent rose in the centre and around the edges of the yellow petals. Paint green in the centre but leave the patches of white.
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  Step 2


  Using wet into wet, drop some strong Winsor violet on to the two top petals, leaving some of the first pink layer visible. Paint the flash on the lowest petal with Indian yellow.
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  Step 3


  Deepen the colour on the top two petals using Winsor violet with a little ultramarine. Increase the colour on the lower three petals by brushing permanent rose towards the centres. When dry, brush alizarin crimson on top, allowing some pink to show through.
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  Step 4


  Paint opera rose over the top petals. Darken the flashes and edges with alizarin crimson, followed by a thin layer of Prussian blue. Paint the veins on the top two petals with Winsor violet. Deepen the darkest areas by stippling on some Winsor violet and ultramarine.
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  Purple and yellow pansy


  Step 1


  Paint the top petals with a blended wash of Winsor violet and lemon yellow. For the two middle petals, paint lemon yellow from the centre outwards. Paint Winsor violet on the edges and blend into the yellow. Use Indian yellow for the lowest petal, increasing the colour for the base.
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  Step 2


  Enhance the violet areas. Pick out the inner edges of the two middle petals. Paint very pale violet veins on the three lower petals.
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  Step 3


  Deepen the violet on the two top petals. Leave some small yellow areas in the centre of the ‘V’, as shown below. Enhance any veins that might appear a bit faint.
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  Step 4


  Deepen the violet on the top petals. Stipple on ultramarine for the darkest areas. Add veins using Winsor violet, ultramarine and alizarin crimson.
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  Leaves, stems and seed heads


  Step 1


  Paint all the greenery with a light blue-grey wash of ultramarine, alizarin crimson and Indian yellow. When dry, paint a pale green wash over the stems and leaves until you have a suitable colour, leaving some of the blue-grey to show through. Stroke on a little light Indian yellow here and there to vary the green.
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  Step 2


  Add further green, differentiating between areas in front or behind (see the illustration below).
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  Step 3


  Use a stronger green to deepen the colour of the stem and calyx, leaving some lighter areas to show through.
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  Buds


  Step 1


  Paint the greenery as above. Wash the petals with permanent rose and paint the edges with a little Indian yellow.
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  Step 2


  Enhance the petals with a mix of opera rose and Winsor violet.
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  Step 3


  Deepen the pink where the bud emerges from the calyx, using tiny strokes of Prussian blue with a very fine brush.
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  Coloured pencils


  Not everyone is happy with using paint. You may well prefer the more controllable character of coloured pencils. The results they give can be indistinguishable from paint when used well, and it is good to see more botanical artists using them.
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  Choosing pencils


  There is a difference between coloured pencils and watercolour pencils. The latter are generally not considered suitable for botanical work although they have their uses, particularly as an aide-mémoire for field studies, for quick sketches and, with the addition of a little water, colour swatches. Watercolour pencils have not been used for any of the illustrations in this book.


  Like watercolours, coloured pencils can be blended together, so it is quite possible to start with a limited range of colours and build up your collection as the need arises. If you are prepared to experiment, you may well find that a limited palette is sufficient for you. Although you can find some recommended brands, there are so many different manufacturers that you may need to choose equivalent colours in the following exercises.


  Coloured pencils can be time-consuming to use and many artists find they can achieve a quicker result by laying down preliminary washes with watercolours, then using coloured pencils over the top. A good example of this can be found in the exercise Translucence and Bloom.
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    Colour pencils can be blended together, so it is possible to create illustrations like the ones here from a limited palette.

  


  


  Techniques


  Blending or burnishing


  Throughout the following exercises, you will find instructions to blend or burnish your painting. This is done with a colourless blender pencil (also called a burnisher pencil), or a light-coloured pencil such as ivory or champagne. It serves to mix the colours evenly together to give a painterly effect and obliterate any telltale lines or marks. Once blended, further colours can be added on top to increase the intensity and subtlety of the effect.


  Embossing fine lines


  The veins in the grape leaf were marked in at the start with an embossing tool, which creates an indentation in the paper. The coloured pencils then skim over this, leaving white paper. You can go over the veins with the appropriately coloured pencil afterwards. Embossing is also useful for fine hairs and pale filaments.


  


  Exercise: Translucence and bloom


  This painting of a small bunch of grapes uses the technique of coloured pencils over watercolour. In other words, you put in much of the initial colour and tone using watercolours, and then add the final details with coloured pencils.


  Step 1


  Having drawn the grapes, study them carefully and determine the lightest colour and tone. This is likely to be a diluted Indian yellow. Lay a wet-on-dry watercolour wash over each individual grape, leaving any highlights unpainted.
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  Step 2


  Superimpose darker colours where necessary. It is always worth experimenting on a worksheet before committing yourself to any new technique. Notice areas of translucence and add colour cautiously so that you don’t lose them.


  Step 3


  Continue to build up colour and tone. Keep the colours light in places to emphasize the translucence of the fruits.


  Step 4


  Add bloom to the grapes with a white, ivory or cream pencil.


  


  Step 5


  Paint the stalk with a wash of Indian yellow. When dry, add colour and tone with golden brown and copper beech pencils.
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  Exercise: Brassicas (B. cavolo nero; B. oleracea acephala ‘Redbor’; B. oleracea ‘Purple Sprouting’)


  Three different brassica leaves, in this case black kale, red curly kale and purple sprouting broccoli, make an interesting composition with contrasting colours and textures.


  Step 1


  Make drawings on tracing paper of the three leaves. Cut them out, leaving a small area around the edge. Move them around until they make a pleasing composition. Transfer to watercolour paper.
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  Step 2


  Lay an initial wash of diluted Indian yellow watercolour on the two green leaves and a diluted wash of permanent rose on the curly kale. Add a deeper green wash to the black kale and some purple to the red kale.
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  Step 3


  Increase the depth of colour using coloured pencils and develop tonal values and contrasts.
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  Step 4


  Work up the colour and texture of each leaf with a range of coloured pencils, burnishing as you go. Take particular care with the bumpy texture of the black kale and the way it curls. Attention to light and shade will give the leaves their three-dimensionality.
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  Exercise: Cherries (Prunus avium)


  This exercise is based on the watercolour painting of cherries shown here. It illustrates how the same effects can be achieved using a variety of coloured pencils. To draw, you may prefer to use the appropriate coloured pencil rather than graphite. Draw a very light dotted line around the highlights to remind you not to cover them over.


  


  Black cherry


  Lay on a first layer of turquoise (or make your own from Prussian blue and lemon yellow). Add a second layer of crimson. Continue to overlay turquoise and crimson pencil until you have the required depth of colour and tone.
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  Yellow cherry


  Lay down some creamy yellow, avoiding the highlights. (You can mix your own creamy yellow from Indian yellow, scarlet and ultramarine.) Add a layer of pink, followed by scarlet and then crimson. Continue layering until you have reached the required depth of colour and tone. A tiny touch of purple will give the correct shading for the darkest areas.
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  Dark red cherry


  Lay down orange, avoiding the highlights. Follow with crimson and extensive purple to darken it. Alternate between crimson and purple until a deep, dark crimson colour is reached.
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  Exercise: Grape hyacinth (Muscari armeniacum)


  We have already seen how watercolour works on vellum. This exercise uses coloured pencils on vellum, and the results are fairly similar. It is noticeable how creamy the background is, compared with the watercolour paper used for the other grape hyacinth.


  Step 1


  Trace the grape hyacinth on to the vellum, using a blue pencil.
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  Step 2


  Using ultramarine, colour the darkest areas. Use lemon yellow, apple green and olive green for the stem. Burnish with a blender pencil.
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  Step 3


  Add some pink (process red) and Parma violet to areas of the florets. Increase the depth of tone with smalt blue. Burnish with a blender pencil.
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  Step 4


  Continue to increase the depth of tone using ultramarine and violet. Use these two colours for the insides of the open florets. Add more olive green to darken parts of the stem.
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  Exercise: Siam tulip (Curcuma alismatifolia)


  Step 1


  Draw the flower carefully and transfer it to watercolour paper.
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  Step 2


  Start by establishing the overall shape of the flower using light magenta. Leave plenty of white paper, but darken some areas with dark magenta to indicate the shadows. Try to maintain crisp edges between dark and light areas. Apply a light covering of fuchsia.
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  Step 3


  Darken the shadows with red-violet and blend together. Follow the contours of the petals and grading from light to dark. Add the characteristic greenish-yellow tips to the petals using a mixture of brown ochre and a little dark sepia.
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  Step 4


  To finish off the flower head, deepen the shadows even further with blue-violet, grading the colour smoothly into the existing hues.
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  Step 5


  For the leaves and stem, use sap green and olive green to differentiate between the areas of light and shadow. Keep the edges of the leaves crisp by ensuring that the pencils are very sharp. Apply a layer of sap green over the underlying greens.
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  Step 6


  Finish by using more sap green and some black to add contrast to the leaves and stem. Intensify the colours in the flower by adding fuchsia to the petals. Clean up the white areas carefully with an eraser.
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  Exercise: Bird of Paradise (Strelitzia reginae)


  Step 1


  Draw the strelitzia and transfer to watercolour paper.
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  Step 2


  Lay a pale layer of cadmium yellow over each of the sepals, the top edge of the spathe and around the top of the stem. Blend in yellow-orange to start to create a three-dimensional effect, avoiding the highlights. Add further yellow-orange and some scarlet red. When you are happy with the depth of colour, burnish with a burnishing pencil.
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  Step 3


  Work on the petals with pale violet blue, then add some ultramarine. Allow areas of white paper to show through to give highlights. Intensify the colours and add indigo to the darkest shadow areas.
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  Step 4


  Lay a pale layer of cadmium yellow over the entire spathe and stem, with the exception of the droplet. Add three shades of green, starting with chartreuse, then true green. Add darker olive green to the lower edge of the spathe. for the water droplet tap here.
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  Step 5


  Introduce poppy red and Tuscan red to the body of the spathe. Use poppy red on its own along the upper edge, blending it with the darker hue in the main section. Blend all the colours with a burnishing pencil until all the colours are evenly mixed.


  [image: Illustration]


  


  Exercise: Irises (I. sibirica) on a dark background


  Yellow and white are not the easiest colours to work with on white paper because there is so little contrast, so you might like to break all botanical-illustration traditions and paint a dark background. Here the background is put in with storm blue pastel primer followed by Unison pastels.


  Step 1


  If you only have one flower available, draw it on tracing paper. Then turn the same flower around and do another drawing on tracing paper. Cut them out and move them around on the watercolour paper until you are happy with the composition.
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  Step 2


  Transfer to the watercolour paper. Outline the image using the appropriate colours and erase any signs of the tracing.
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  Step 3


  When planning a painting with a dark background, remember that the flower at the back has to be darker than the one in the foreground. Use a layer of warm grey over the yellow areas of the background iris. Then apply a variety of yellows on both flowers.
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  Step 4


  Start to add some tonal values to the yellow petals with brown ochre and Van Dyke brown. For the white petals, use a 5H pencil to put in tones. Add a small amount of Payne’s grey to the white petals in the background. This will help the back petals recede. Lay in the green of the stalks in the same manner, using Payne’s grey as a tonal colour on the back stalk and dark sepia on the foreground stalk.
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  Step 5


  Burnish the front flower using white. For the back flower, use warm grey to burnish the yellow areas and cold grey for the white petals and the stalk.


  Apply more yellow vigorously, and add tonal value using purple-violet, brown ochre and Van Dyke brown, followed by another layer of cream in the paler areas and cadmium yellow in the others. Treat the stalk in the same way using dark sepia as a tonal colour. Increase the tonal values of the white petals of the front flower with a mix of purple-violet and cadmium yellow. For the back flower, add yellows as before, but use Payne’s grey and warm grey for the tonal values.
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  Step 6


  You are now ready to add the background. After carefully painting primer around the coloured pencil image, you will be able to see if tonal values are lacking and darken them where necessary. Then apply pastel. Work very carefully up to the edge of the drawing so as not to dirty it excessively with pastel dust. Make sure that the greatest tonal contrast is at the focal point. In other words, the lightest tonal area of the flower will have the darkest area of pastel in the background. Use your fingers to blend the pastel and then go back over the work with a kneadable eraser to clean any pastel off the coloured pencil. Redefine any edges if necessary with a sharp white pencil.
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  Exercise: London plane tree bark (Platanus x acerifolia)


  The patterns and colours found in some tree barks can be vibrant and fascinating. They are a good subject for coloured-pencil work.


  Step 1


  Draw the image on layout paper, then transfer carefully to watercolour paper. Go over the image with a 2H and then a 2B pencil, establishing the principal shadow areas in graphite. You will eventually go over all these pencil lines with coloured pencil, but this will give you an accurate tonal image on which to base the colour.
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  Step 2


  Starting in the top left-hand corner (if you are right-handed), begin with the lightest tones. Each final colour is made up of a number of different hues overlaid together. Select the coloured pencil that is closest to the colour that you initially see but then look for other hues that are influencing it. For example, the light green on the left has a number of different yellowy greens in it but also undertones of brown and grey. Once you have selected the colours, gradually build up the intensity with lots of pale layers, switching colours regularly. Use small, circular movements and keep the pencils very sharp so that there are no pencil strokes visible, just flat tone.
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  Step 3


  The illustration below shows the multiple colours in greater detail and also the different textures that are possible. Produce more textured areas by using gentle pressure with the pencil so that you can make use of the slight texture in the paper.
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  Step 4


  The warm orange contrasts well with the green. This orange is quite complex and you may need up to five different pencils to achieve it.
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  Step 5


  Use a blender pencil to combine all the colours into a new, smooth, composite hue. This smooth finish contrasts with some of the more textured areas. Work on the very dark area that leads into the hole in the bark. Try to imagine that you could put your finger into the crevice and lift the peeling bark away from the trunk. Continue to work progressively down the picture.
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  Step 6


  The final stage is to tidy up the edges and cracks with a very sharp 2B pencil and intensify the darkest areas.
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  Composition


  Many factors influence the composition of paintings. It is worth taking time to study a subject carefully and acquaint yourself with its character and form. You may want to show a group of similar subjects such as squashes, as shown left, or a complete plant like the beetroot, or just a part of a plant with some elements singled out for attention, as demonstrated by the rosehips shown below. Compositions can be traditional, such as the sunflower, or contemporary like the runner bean.
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  Allow plenty of time! A detailed painting can take days, weeks or even months, depending on the complexity of the specimen, the range of colours and degree of mixing required, and of course, the overall size of the painting. Sometimes you might have to put it on hold until the following year if your subject dies and you have to wait to get another specimen.


  Every artist has an individual way of approaching a new painting. Some like to work forwards from the background. Others complete one area before moving on to another. You will find your own preference.


  When considering how to portray a subject, think of its growing habit and any particular characteristics that you feel describe it well. Decide whether it should be in portrait or landscape format, or perhaps you would prefer to paint it on square paper. Usually the character of the plant, or your arrangement of it, will dictate this.


  With tall, stately flowers such as the foxglove, to show the whole plant you would either need a long, narrow piece of paper or you would ‘cut’ the plant in several pieces and paint each section accurately in order to fit into a standard shape. The illustration of the foxglove here takes another view and portrays just three flower spikes, not in their entirety, in a square composition.


  Smaller subjects like cherries and pears will benefit by being shown en masse, whereas a sunflower could be shown on its own or with just one other bloom.
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    Several potential ways of setting out pears in the exercise.

  


  


  Pitcher plants (Nepenthes x hookeriana) are among some of the oddest plants on the planet. The amazingly patterned pitchers hang down with an ethereal elegance that belies their deadly purpose. This is a very good example of how to show the growing habit of a plant and its distinctive elements.
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  The sunflower (Helianthus annuus) painting shown below is a traditional arrangement. The challenge is to capture the size of the flower while retaining the intricate detail. You would need a huge piece of paper if you wanted to paint a large subject like this life-size, so you might like to scale it down to make it more manageable. Tap here for how to do this. Notes on how to tackle the complex spirals of the centre of the flower can be found here.


  Perhaps you would like to show all aspects of a plant, from small flower buds through to final fruiting, or from small seedling to mature plant. This will entail careful planning right from the start, because you will have to come back to your painting at different times of the year, or possibly over an even longer period of time.
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  One consideration is whether you will be able to keep your specimen in good condition for the time it takes to paint it. If it is in a pot, there is little problem. Likewise, fruit and vegetables tend to stay in good condition for quite a long time, particularly if you can keep them in a cool, dark place when you are not using them, such as an airtight box in the refrigerator.


  Fungi have a fascination for many people, especially the aptly named shaggy ink cap (Coprinus comatus) seen below, which slowly curls upward, dripping black ‘ink’ in a messy form of decay. As with all fungus paintings, the surroundings are of immense importance as they show the growing conditions and the habitat preferred by the fungus.
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  The runner bean (Phaseolus coccineus ‘Wisley Magic’) is a simple subject but its contemporary arrangement on the page (below) lends importance and interest.


  [image: Illustration]


  


  Framing and mounting


  A good surround can enhance a painting; a bad surround will kill it. When you go to art exhibitions and galleries, as well as studying the paintings, give some attention to the mounts and frames that the artists have chosen and consider their suitability and attractiveness. This will give you useful information when you come to mount and frame your own work.


  Frames


  A good picture framer will have samples of available frames as well as mount board. If you are uncertain, he or she should be able to advise you on what is most suitable. Plain, pale wood is generally a popular type of frame for botanical paintings.


  If you want to economize and are prepared to put in some research, there are plenty of ready-made frames on the market. This approach is really ‘putting the horse before the cart’, because you then paint the picture to fit the frame, rather than the other way round. Remember to leave room for a mount, unless you feel that your painting would be better without one.


  Mounts


  A double or single mount surrounding a painting can give dynamism and create a link between the painting and frame. Give some thought to the width and also to the colour. Some framers are able to cut a V-groove around the inner edge of the mount, which echoes the effect of a double mount and can lend gravitas to a painting.


  Glass


  Unlike oils, watercolour paintings need protecting with glass. Non-reflecting glass is not recommended for botanical paintings as it can obscure some of the fine details.


  


  Exercise: edge-to-edge painting


  This is a different and dynamic way of presenting a botanical painting, lending itself particularly well to groups of fruit, vegetables or fungi. The aim is to produce a painting in which the paper is completely covered from one edge to another and there is an absence of any white paper showing, as if viewed through a window.


  Step 1


  Arrange a group of fruits, then cut out a simple card mount the size you wish the painting to be. Move it about above the composition until everything looks right, then drop the mount on to the fruits. The three-dimensional effect will be instantly obvious.


  Draw everything you see within the confines of the mount. Next, paint in the background colour around all the fruits. This is most effective if a dark colour is used, such as darkened sienna, to give extra depth.


  


  Step 2


  Sweet cherries: Apply two dense layers of carmine red, and when dry a further layer with the addition of cadmium red over the lighter topside of the fruits. Shade the underside by adding (sparingly) some Payne’s grey to the still-wet paint. Add highlights with slightly moist white gouache, quickly blended out from the edges with a small brush to prevent too much background colour invading the white. Finally, streak a small amount of white gouache straight from the tube on to the centre of the previously applied white and just tease out slightly.
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  Step 3


  Apricots: For the base colour of the apricots, use a mixture of deep yellow and yellow ochre, applying the latter more densely to the shadow area on the third layer. Use slightly moist white gouache on the tip of a dry brush and scrub it on to the paint with a circular motion where the fruit catches the light. This will produce the appropriate matt, non-reflective finish on the fruit.


  Plum: Use the same application of paint as for the cherries, mainly carmine red but mixing in on the third layer a touch of deep violet and Payne’s grey to the underside of the fruit, blending it swiftly into the red. Add the minute flecks on the skin by using a thin, watery application of yellow ochre.
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  Step 4


  Nectarine: Apply two layers of mixed cadmium red and carmine red, swiftly working the brushstrokes from the outer edge towards the centre but leaving the ends ragged short of the centre. Paint the underside as with the plum. With a mixture of lemon, white and a touch of sap green, work the brushstrokes from the centre outwards to overlap and streak into the red area until you have achieved a satisfactory merging of the two colours. Be constantly aware of the brush collecting red paint and tainting the yellow, and clean it every two or three strokes.


  Overlap the two areas by applying small streaks of red into the yellow area and likewise with the yellow into the red area. Soften the merging of the two areas and streaking by lightly stroking over the surface with a large brush that is barely moist and has been flattened between your thumb and forefinger to create an edge. Stroke from the centre outwards, cleaning the brush every few strokes. Stipple the skin all over with dilute yellow ochre and highlight as with the cherries and the plum, but toned down slightly. The area around the stalk stub is olive green blended out into sap green.
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  Step 5


  Damsons: The base colour for these is a mixture of Payne’s grey and cerulean blue, using black for the undersides. To paint the bloom, apply random patches of white gouache, slightly teasing out the edges of each patch.


  


  Step 6


  Peach: As for the nectarine initially. Mix carmine red with dark purple and darken the underside further by the addition of Payne’s grey while the base paint is still wet. The centre area around the stalk stub is again a mix of lemon, white and a touch of sap green. Drag this into the darker area, only this time apply cadmium orange where the two areas of colour merge. Stipple the skin with minute spots and streaks of diluted yellow. For the ‘downy’ effect, scrub a dried-out blob of white gouache with an almost-dry brush, and apply using a stippling process. Treat the stalk hollow as for the nectarine.


  


  Step 7


  Now touch in the background colour to sharpen the edges of the fruit if you feel it is necessary. When the painting is double-mounted and framed, the full effect of looking at it as if through a window will be fully appreciated.
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  Exercise: Beetroot (Beta vulgaris ‘Pablo’) leaves, stems and roots


  Some artists find vegetables more exciting and varied than flowers, and appreciate that they usually last longer. This is a boon for slow painters. It is a good idea to keep one or two plants in individual pots, painting the leaves first, then digging them up to paint the roots.
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  Step 1


  Spend some time drawing the beetroot on layout paper and getting a feel for the plant. When you are satisfied with everything, transfer the finished drawing to watercolour paper.
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  Step 2


  Mix a very watery Prussian blue and Winsor lemon for the first wash and paint half a leaf at a time, leaving out areas for the highlights. When it is completely dry, wet the leaf with clear water and drop the same mix, but a bit more intense, on to the darker areas. Paint the stalks with pale permanent rose and indicate where the veins are. Use a mix of alizarin crimson with a touch of cobalt blue to build up the colour.
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  Step 3


  Using a smaller brush, paint in the veins where they are darker along the edges, using alizarin crimson and the crimson/cobalt blue mix. Mix sap green with raw sienna and stipple this on to the older, larger leaves to create the contours between the veins, working around the highlights. Stipple burnt umber, yellow ochre and brown ochre around the edges of the leaves. Add a touch of Winsor violet to the sap green and raw sienna mix and stipple in the shadow areas. For the pale young leaves in the middle, use sap green and Winsor lemon with a light stippling of the sap green and raw sienna mix, and very pale touches of yellow ochre. Use a mix of Prussian blue and Winsor lemon for the undersides of the leaves.
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  Step 4


  Mix alizarin crimson with Prussian blue and stipple the darker areas on the stalks to create the ridged lines.
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  Step 5


  Give the beet a light first wash of alizarin crimson and Winsor violet with a touch of sap green, leaving out a large area of highlight. At the top of the beet add a light wash of cream, made from raw sienna and a touch of Winsor violet. Repeat with a second wash to both areas and leave it to dry. Lastly, apply a brown ochre wash to the darker areas.
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  Step 6


  Add a stronger mix of the initial colour on top of the now dry washes, being careful to blend in around the highlighted area and avoiding the raised ridges around it. Continue building up the tones in this way. Add more detail to the top of the beet with burnt umber and raw sienna and to the ridges around it, picking out areas with permanent rose.


  


  Step 7


  Build up the colour by stippling the same mix of alizarin crimson and Winsor violet, allowing it to dry completely and repeating as many times as necessary. Now paint in the delicate fibrous roots using the same colour. Paint in the detail at the top of the beetroot and the ridges with all the colours used before but make it more intense, ensuring that the area to the right is much darker as it is in shadow.


  Look at every area of the painting and tidy up where necessary, making sure that the edges are really sharp. You may feel that the beetroot isn’t looking solid and weighty enough, in which case stipple Prussian blue extremely carefully on the right side and the underside of the beetroot and the long root. Darken the areas underneath the ridges to make them stand out more.
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  Working with white and black


  Although we talk about ‘white’ flowers and ‘black’ flowers, they are seldom that simple. White flowers are defined by their areas of shadow, which is dictated by such things as the shape of the petals. Look at a sheet of white paper. Yes, it is white. But bend it slightly, either towards or away from the light source, and you will see that it has many different tones.
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  A white flower can have creamy or pink or blue overtones. It may also reflect colours from items around it. Hold something red beside a white flower and see how this is reflected in the white petals. Then change it for something green or blue in the same position and note the difference. So, while we talk about painting a white flower, what we really mean is that we are painting the light, colours and tones that are bouncing off it.


  There is one thing we do not do when painting a white flower in watercolour, and that is to use white paint! If you need white areas, simply leave the white paper to shine through. Equally, ‘black’ flowers are rarely pure black. They usually tend towards dark blue, or dark red, or purple, with lighter shades where the tones are less dense. Even a plant with ‘black’ in its name, such as the black bryony (Tamus communis) below is not really black. The leaves of this example are ‘on the turn’ and wet-into-wet was a good technique to use. For the berries and stems, graded and blended washes and stippling were used.


  In the same way as we don’t use white paint for a white flower, neither do we use black paint for a black flower. There are so many different versions of black and grey in nature, and a bought colour will seldom be perfect for rendering it: it is far better to mix your own from primary colours.
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    You can use the same colour mixes for mixing both black and white flowers.(tap here)

  


  


  Useful colours


  You may be surprised to know that you use the same colour mixes for both white and black flowers. These are all variations of grey: blue-grey, pink-grey, yellow-grey, and so on. For white flowers it is best to use a purplish blue-grey rather than a brown-grey, which will make them look muddy.


  The illustrations below show some of these mixes. First, mix a neutral black, using any or all of the six primary colours: warm yellow, cool yellow, warm red, cool red, warm blue and cool blue. Take a small amount of this mix and add in a small amount of one of the reds, one of the blues or one of the yellows. Paint a small patch and grade it to a lighter tone by diluting with clean water.
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  The swatch set below demonstrates how the base of neutral black can be changed by adding combinations of alizarin crimson, ultramarine, lemon yellow, vermilion, Prussian blue and Indian yellow. If your grey is too blue, add a touch more red and/or yellow. If it is too yellow, add a bit of blue and/or red. If too red, add more yellow and/or blue.
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  White flowers


  The mystery of painting white flowers or berries on white paper is that, when properly done, they appear to be whiter than the paper. This is entirely possible without the use of white paint.


  Careful placing of flowers with their leaves behind them is one way of making a pleasing composition, as shown here, but this is not always possible.


  White flowers require very little grey. It is important to leave a lot of white on their petals and not to overwork them. You might find it helpful to make a tonal drawing using a fairly hard pencil (2H–4H) first.


  Use a mid-tone of your chosen grey to edge the petals very finely in order to show their outline clearly. If the line is too prominent, blend it inwards very slightly. Alternatively, you could use a hard pencil (6H or 7H) very lightly to outline the edges of the petals with a pale grey line.


  Look very carefully at your white subject and see what other colours you can see in the apparently white petals. You may see subtle pinks, creams and blues, albeit extremely pale.
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    Shading on a white lily is more easily seen when shown in pencil.
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    A white flower can have creamy, pink or blue overtones.

  


  


  Exercise: Snowdrops (Galanthus)


  First, structurally map out the leaves and flowers using layout paper and a 2H pencil. Don’t put any details into this initial drawing: simply block everything in using lines, angles, rough ellipses and basic shapes. Then refine your basic drawing, putting in as much detail as you require.
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  Step 1


  Paint the leaves with a light wash made of Prussian blue, both yellows and a touch of alizarin crimson. The leaves are a subtle smoky green, so add a little more blue, if necessary. Paint the hoods and calyxes with a more limey green – this is the same mix but with lemon yellow added. Leave highlights on the stems and calyxes. Allow to dry.
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  Step 2


  Paint a deeper blue-green shade down each side of the leaves. Blend into the previous wash with a damp brush.


  Mix a neutral grey, using the primary colours with a little more ultramarine to make it a blue-grey. Paint the outline of the flowers very finely. Then add a little light grey shadow. Be careful not to cover up all the white. Allow to dry.
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  Step 3


  Build up the green of the leaves, remembering to leave highlights and leaf tips unpainted. Build form on the stems and calyxes using the same green as in the other stages. Paint in the little green markings on the flowers with the same green, possibly mixed with a little more lemon yellow – this will depend on the green of the specimens. Allow to dry.
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  Step 4


  Deepen the greens on the leaves, calyxes and stems, particularly where there is cast shadow and where leaves appear behind the white flowers.


  Using the neutral grey from step 2 and a very small brush, carefully paint around the leaf tips and deepen any of the grey shadows, being careful not to cover up too much of the white. Finish off the pattern on the flowers using the lime green.


  Finally, gently run an eraser over the whole painting to make sure that any pencil marks are removed.
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  Exercise: White cyclamen (C. hederifolium alba)
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  Step 1


  Draw the cyclamen carefully, noting the twist on all the petals and the curve of the stalk that is just visible between the petals. Transfer to watercolour paper.
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  Step 2


  Mix a very diluted wash of a pinkish grey (opera rose, ultramarine and a touch of Indian yellow) and paint on the areas of greatest shadow.
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  Step 3


  Add some Prussian blue to the pinkish-grey mix and darken some of the shadowed areas, blending into the previous layers. Begin to define some of the main veins on the petals.


  Mix a red-brown (scarlet lake, ultramarine and a touch of opera rose and Indian yellow) and paint a very diluted wash on the stalk. Once the paint is completely dry, carefully erase all pencil lines.
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  Step 4


  Add ultramarine to the wash and darken shadowed areas even further. Blend to prevent hard lines. Darken the shadowed side of the stalk with the same red-brown mix, but make it a bit stronger.


  Add light touches of pink to some parts of the petals, and to the base.


  Using the pink-blue mix, strengthen the shadowed areas and delineate the veins further, using a very fine brush. Note how the veins affect the outer edges of the petals.


  Finish by tidying up all the edges. Run a fine line of stronger red-brown down the right-hand side of the stalk and increase the intensity of the paint on the left-hand side.
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  Exercise: White lily (Lilium sp.)


  This magnificent flower is easier than it looks if you take it step by step.


  Step 1


  Draw the lily, paying attention to any foreshortening and transfer to watercolour paper.


  


  Step 2


  Mix a grey from French ultramarine, alizarin crimson and Winsor lemon. Leaving plenty of white areas, apply as a diluted wet-into-wet wash to the flower and bud.


  Mix a yellowish green from French ultramarine, Indian yellow and Winsor lemon for the base of the petals. Use the same mix to paint each side of the filaments and style, blending towards the centre.


  Paint the stigma with a violet made from French ultramarine and alizarin crimson, with a touch of yellow. The anthers need a reddish brown using alizarin crimson, Indian yellow and a touch of French ultramarine. Use the green mix for the small green ovary at the base of the style. Add some blue to the green mix for an initial wash on the stems and leaves, painting wet-into-wet and taking care to leave the highlights.
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  Step 3


  Apply a pale grey wash to the shadowed areas of the bud. Take care to leave plenty of white areas. Paint some yellowish green on the base of the petals. Strengthen the colour down the sides of the filaments, blending away from the edges.


  Using a small brush, stipple more reddish-brown mix into the dark areas of the anthers. Paint the pollen with an orange made from scarlet lake and Indian yellow. Darken the inside of the anthers and the base and shadow side of the style with the violet mix.


  Paint green on the ribs on the bud, strengthening the colour and defining the edges. Increase the green on both sides of the stem, blending towards the centre. Paint the leaves with a bluer version of the green mix, leaving the veins light and leaving highlights. When dry, apply a diluted wash of French ultramarine to the highlights on the leaves and paint the leaf veins with a diluted wash of yellowish green.
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  Step 4


  Further darken areas of the petals by stippling. Paint a fine, pale grey line around the edges of the petals and blend it inwards. Do the same with the style and filaments. Strengthen the shadow on the stigma. Tidy and define all edges, strengthening colour where necessary.
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  Black plants and berries


  Black plants are made up of many shades and types of grey, usually superimposed on one another to build up depth of colour. If you look closely at a ‘black’ plant or fruit, such as the black cherries (shown below), you will see that there are all kinds of other colours in it. The colour chart (shown below) shows the variety of colours that go into painting a black subject.


  With the black St John’s wort berries in the following exercise, not only does each berry have a highlight, but some of the berries also feature reflected light on the side away from the light source, giving extra interest.


  The strong colours that are found in black subjects are virtually impossible to achieve with one application of paint. You will need to build up the tone and colour with successive washes, stippling the final stages once the paint begins to lift off. You will find that, as with the aeonium (A. ‘Zwartkop’) leaf shown below, many layers of colour superimposed on one another are needed to achieve the final glowing density of the subject.


  The base layer for the aeonium leaf was watercolour, laid wet into wet with red-grey, green-grey and blue-grey. The upper half of the leaf was then completed in watercolour, using many layers of the same colours superimposed one on the other.


  As a contrast, the lower half was completed in coloured pencils. The colours used were all of medium tone, but multiple layers built up a strong, dark tone. They were: cobalt blue (greenish), magenta, juniper green, bluish turquoise and ivory.
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  Exercise: St John’s wort (Hypericum)


  This winter spray of St John’s wort has densely black berries. This exercise could be used for any plant with similar black fruit.


  Step 1


  Draw the spray of berries carefully and transfer to watercolour paper. You might find it helpful to mark any strong highlights.
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  Step 2


  Mix a pale blue-grey wash using ultramarine with small amounts of Indian yellow and vermilion. Paint all the berries, including the highlights. Drop small amounts of a redder wash on to some of the berries while the paint is still wet, and allow to blend.


  [image: Illustration]


  


  Step 3


  Increase the depth of colour in the berries, making some redder than others. Soften the edges of the paint around the highlights and along areas of reflected light by teasing gently with an almost-dry brush.
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  Step 4


  Using a strong mix of ultramarine with small amounts of vermilion and Indian yellow, increase the depth of tone even further. You may have to do this by stippling, as further washes may lift off the paint layers already there.


  Paint the calyxes and leaves in autumnal greens, yellows and russets to complete the painting.
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  Exercise: Black Lenten rose (Helleborus x hybridus ‘Shades of Night’)


  The black Lenten rose, or hellebore, has a white ‘bloom’ on the petals, which means using white paint on top of the many layers that make black.


  Step 1


  Make a constructional drawing of the hellebore showing the hemispherical shape of the flower and the twisted leaves.
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  Step 2


  Add more detail, such as the stamens, the veins on the leaves and petals, and the markings on the stem. Transfer to watercolour paper.
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  Step 3


  Refine the drawing and add even more detail if you need to.
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  Step 4


  Mix a large pool of mid-grey, using the primary colours. Any combination will do.


  Separate this into five individual trays. To one add extra ultramarine; to another add extra alizarin crimson; to a third add extra green; and to the fourth add extra alizarin crimson and ultramarine to make a soft purple-grey. Leave mid-grey in the fifth tray.


  Paint a very pale mid-grey wash over the whole flower, but not on the stem or the seed pods. Paint these areas lime green. Allow to dry.
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  Step 5


  Wet each part one section at a time and drop on crimson-grey, wet into wet. Allow to dry.


  Step 6


  Repeat using the blue-grey. Again, allow to dry.
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  Step 7


  Repeat using the purple-grey. Allow to dry.


  Step 8


  Now apply a slightly deeper colour of the same mixes, blending them into the previous layers with a damp brush. Continue until you have built up a substantial amount of colour, stippling if necessary.


  Step 9


  Gradually, apply red-grey, green-grey, blue-grey and violet-grey to build to an intense black – but the black should still show elements of the above colours. In order to get the colour darker, keep stippling more of the same colours over each other – green over blue over violet over crimson, and so on; the different blacks will continue to deepen.
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  Step 10


  Paint the faint opaque bloom on the petals with very weak washes of white gouache. Practise overlaying white on to a build-up of dark colours before attempting it on the painting.


  Step 11


  Note that the leaves are predominantly pale pink and green. The undersides are pinker than the tops, which are green but still show hints of pink. Paint mid-grey first, followed when dry with pale crimson-grey; allow to dry and then paint with green-grey. Build up the pink and green mixes until the correct level of colour is reached.
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  Complex forms
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  Pine cones, sunflowers, flowers with multiple florets or stamens (such as the anemone centre featured above): all these can be daunting for a beginner. But tackle each task by simply breaking it down into small, achievable steps.
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    Fibonacci spirals


    Leonardo of Pisa, known as Fibonacci, introduced a sequence of numbers to Western European mathematics in 1202, known as the Fibonacci series. In it, each number is the sum of the previous two: 0+1=1, 1+1=2, 1+2=3, 2+3=5, 3+5=8, 5+8=13, and so on. (This gives the series 1, 2, 3, 5, 8 and 13.) Fibonacci numbers are often found in nature. Count the spirals – both clockwise and anti-clockwise – on a pineapple, a fir cone, a grape hyacinth, a sunflower, a bottlebrush seed head, a cactus or a romanesco cauliflower, to name but a few – and you will find that they are all Fibonacci numbers.

  


  Once you have understood the construction of these plant subjects, it is a fairly simply matter to draw them. The secret lies in absolute accuracy – if you need help from a photograph or a photocopy, don’t be afraid to use one although initially always try to work by eye before resorting to artificial aids, as you may come to rely on them totally. The challenge is to produce a perfect drawing – the route taken is not so important, provided you get there in the end.


  Even a more detailed subject, such as the magnolia seed head shown below in pencil, can exhibit spirals going in both directions, although they are not so easy to see.
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  Exercise: Pine cone (Pinus sp.)


  Pine cones can be daunting because of their almost architectural construction. If you study a pine cone, particularly one that is tightly shut, you will see that the scales overlap each other to form spirals. If you want to draw the cone while it is like this, keep it slightly damp (once it dries out it is liable to open).


  Tip the cone up so that you are looking at its base, and note that the spirals go in two directions, one clockwise and the other anti-clockwise. Mark one scale with a dab of white paint or a scrap of sticky paper and count the spirals in one direction and then the other.


  You can see from the diagrammatical drawings (shown left) that, while the spirals are easy to identify towards the base where the scales are closed, they are not so easy to identify at the top of the cone, where they are open.


  Fix the pine cone in place securely. Good directional light will help you to see the details. Before attempting to draw it, you might find it helpful to photograph it and trace this on to layout paper so that you can establish where the spirals fall.
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  Step 1


  Make a rough drawing of the cone on layout paper, marking in the spirals in both directions. This will enable you to put in all the scales in the correct positions.
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  Step 2


  Transfer to smooth cartridge paper. You may need to go over the traced lines to make them clearer. Using a fairly hard pencil (2H) and non-directional shading, build up tone to give contrast between the scales and the dark areas in between, and to render the drawing three-dimensional by adding shadow to one side.
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  Exercise: Bottlebrush (Callistemon sp.)


  This is an excellent subject for drawing. It is dry and therefore will not wilt or change direction, and it is also a very good – and small – example of the complexity of subjects whose parts fall into spirals.


  Step 1


  Plot the overall shape of the bottlebrush seedhead.
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  Step 2


  Add the lines dividing the spirals.
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  Step 3


  Put in the individual shapes and erase the guidelines.
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  Step 4


  Add shadows according to the direction of the light.
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  Step 5


  Add details and fill in the dark areas between the shapes.
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  Step 6


  Note that there are no highlights on this dry subject, so shade the overall image tonally.
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  Exercise: Section of pineapple (Ananas comosus)


  The pineapple provides another good example of Fibonacci spirals. Here we give just a small section of the outer skin, showing the structure of each little segment.


  Step 1


  Draw the segments in a section of pineapple skin. Look at the depth of each segment. Notice how they foreshorten as they curve round the side of the fruit. You need this foreshortening to describe the curve of the pineapple.
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  Step 2


  Lay a light wash, wet into wet, of the lightest colour, which is very diluted Indian yellow with a touch of Winsor violet. Add areas of both yellows, again using wet-into-wet. Allow each stage to dry thoroughly before adding more paint.


  Step 3


  Mix a green using Winsor violet, Prussian blue and a touch of Indian yellow to paint in between each segment to demarcate the sections.


  Step 4


  Darken the yellow areas and tighten up the outlines of the different segments.


  Add more layers of colour, using a mix of Prussian blue and Indian yellow.


  


  Step 5


  Finally, add a diluted wash of yellow made from Winsor yellow and Winsor violet over all except the little, crisp, leaf-like tag on each segment.
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  Exercise: Sunflower spirals (Helianthus annuus)


  A sunflower is a composite flower, as are daisies, gerberas, feverfew, asters and so many more – all are members of the Compositae family. Although the inflorescence looks like a single flower, it is in fact made up of many small flowers. In the photograph of the sunflower shown right, you can see the ray flowers around the outer edge and the disc flowers forming the remainder.


  You can also see how the disc flowers fall into a distinct pattern of spirals, an arrangement that gives each of them a fair share of sunlight and access to pollinators. This particular sunflower has 21 spirals in one direction and 34 in the other. These are Fibonacci numbers.


  Step 1


  To draw a subject like this accurately, you will find that a photograph is a great help. Trace it on to tracing paper, using a fine pen and clean, simple lines.
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  Step 2


  Using a coloured pen or pencil, pick out the spirals going in an anti-clockwise direction. You should find that there are 21 of them.
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  Step 3


  Taking a pen or pencil of a different colour, mark the spirals in a clockwise direction: there should be 34 of them.


  The little spaces between the spirals should all be of uniform size, possibly smaller towards the centre where the flowers are less mature, and roughly diamond- or square-shaped.
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  Step 4


  Having got this far, you are now in a good position to transfer the drawing to watercolour paper, ignoring the coloured lines but placing a little disc flower into each space formed by them.


  [image: Illustration]


  


  Exercise: Strawberry (Fragaria sp.) using masking fluid


  The strawberry is a small but complex subject, noted for its cheerful colour and delicious taste. The seeds on the surface of the fruit fall into fairly well-defined spirals, as already seen with the pine cone and the sunflower.


  Such a small subject doesn’t need much planning. You could paint it at twice life-size, to show up the detail more clearly. Spend some time looking at it before you start drawing and note how the seeds form spirals in two directions. You should be able to see reds, pinks and oranges in the flesh, which will determine the warm and cool reds for the fruit.


  


  Step 1


  Draw the strawberry using clear, unambiguous lines. Note where the highlights are and outline them in pencil.


  Transfer your drawing to watercolour paper.
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  Step 2


  Cover the pips and highlights with masking fluid.
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  Step 3


  Paint a light wash of permanent rose over the whole fruit, taking care to keep the edges well defined. While it is still wet, drop in some scarlet lake, a light orange mix (scarlet lake and Indian yellow) towards the top and a darker mix of scarlet lake and ultramarine to give shading down one side. Paint a pale green wash on the sepals.
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  Step 4


  When completely dry, gently rub off the masking fluid with a clean eraser. You will need to tidy up around the highlights and pips with a fine brush and the appropriate colour. Carefully tease the edges of some of the highlights with a damp brush to soften them.


  Take some darker colour to define the small hollows that the pips sit in. Paint the pips with warm yellow paint darkened with a little blue and red. Lift off some lowlights on the left (shaded) side. Paint the sepals with different shades of green.
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  Exercise: Grape hyacinth (Muscari latifolium) on vellum


  Although this exercise was painted on vellum, it would work equally well on watercolour paper. The vellum technique is to paint each part only once, so you won’t need to use any washes apart from the initial one, relying on stippling the final colour and tone in one operation.


  Step 1


  Draw the grape hyacinth on layout paper and trace lightly on to the vellum. It is possible to erase pencil lines from the vellum, but a lot of rubbing-out is not to be recommended as it spoils the surface.
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  Step 2


  Make a diluted mix of French ultramarine with a touch of brilliant blue-violet. Leave out the tips of the bell-like florets, which have a tiny frill of white. All paint application needs to be with an almost-dry, very small brush. Paint the stem with diluted lemon yellow with a touch of French ultramarine.
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  Step 3


  Using a darker mixture of French ultramarine and brilliant blue-violet, pick out all the darkest tones, being careful to retain the shapes of the individual florets. Darken the shaded side of the stem by adding more French ultramarine to the yellow mix.
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  Step 4


  Increase the mid-tones of the florets with French ultramarine and touches of opera rose. Mix French ultramarine, brilliant blue-violet and a touch of lemon yellow to make a deep blue-black and use this to paint the insides of the florets.
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  Exercise: Ornamental onion (Allium sp.)


  Alliums are particularly difficult to draw, with their inflorescence of small flowers on long stalks all emanating from the same point. You may find the task easier in this case if you take a photograph of the flower head in order to place each element in relation to its surroundings.


  Materials: Bristol board or HP watercolour paper, HB pencil, lightfast/waterproof black pens size 0.1 and 0.2. (If you plan to paint this once you have drawn it, use watercolour paper. Bristol board is extremely smooth and welcomes pen-and-ink work, but does not take watercolour paints well.)


  


  Drawing


  Step 1


  Using a pencil, trace the position of the main flowers, then draw by eye the complex buds and stems in between. Look at the negative spaces between the flowers or stems – this will help you to anchor each part. Study one very small, manageable area at a time.


  


  Step 2


  Use the 0.2 pen to draw the lines around the main flowers so that they appear thicker and thus help give an impression of dimensionality. Use the 0.1 pen for the ones that are further away.
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  Step 3


  Layer up dots to build up a sense of density in the centre of the inflorescence where all the small individual stems meet.
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  To paint


  Alliums have a spherical, sculptural character and are quite challenging to paint. You could either continue with the previous exercise, or use your preliminary drawings to prepare one for painting. Using a pen to draw all the tiny details will make for a more graphic painting.


  Step 1


  Mix a diluted wash of sap green and Winsor yellow and apply to the centre of each floret.
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  Step 2


  Mix a light wash of permanent mauve and Winsor violet and use on the petals.
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  Step 3


  Paint the individual flower stems with a mixture of the purple and green washes.
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  Step 4


  Layer up the washes on the main flowers to give a sense of their coming forward, while the paler ones recede and blend into the background.


  [image: Illustration]


  


  Exercise: Perennial cornflower (Centaurea montana)


  In the cornflower and the cardoon (next exercise) a collection of small flowers sits on the expanded top of the swollen stalk, surrounded by green or brown scale-like bracts.


  Step 1


  Make an initial structural drawing, showing the oval shape made by the petals and the diamond-shaped sections on the calyx. Refine the drawing and add as many details as you need.
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  Step 2


  Lay a pale wash on the stalk and leaves of olive green with a touch of Winsor violet to tone it down. Add a bit more Winsor violet for the darker areas. For the calyx, use the same mix with the addition of sap green.
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  Step 3


  Lay a first wash of a diluted mix of red-violet light and ultramarine on the petals. Drop on stronger versions of the same mix, wet into wet, in random patches.
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  Step 4


  Darken all areas with stronger mixes of the original colour. Edge the sections of the calyx with yellow ochre and stroke some sepia on to the outsides to create the hairy edges. Darken some of the petals with blue-violet, taking care to retain their lightness and delicacy.
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  Step 5


  Continue to darken and shade the relevant parts of the flower until you are happy with the final outcome.
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  Exercise: Cardoon (Cynara cardunculus)


  Step 1


  Paint the base of the flower and stem with a wet-into-wet wash of olive green. Drop a mix of olive green and permanent mauve on some of the bracts and stem.
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  Step 2


  Leaving areas of the original wash as lowlights, darken with further washes of olive green or the olive green/permanent mauve mix. Build up the darker shade areas with olive green and Winsor violet.


  Step 3


  Pick out the top edges of the bracts with yellow ochre. Highlight the curves on the bracts by the addition of Winsor violet to follow the shape of the pattern. Darken one side of the stem with Winsor violet and a tiny hint of cerulean blue to create shade and added dimension.


  Step 4


  Paint the thistle-like florets with a light wash of yellow ochre with a touch of Winsor violet, to give the impression of bulk in the centre of the flower. Paint the hair-like petals one by one, using a mix of Winsor violet, permanent rose and ultramarine. For some of them, add some cerulean blue to the mix.


  


  Step 5


  Stroke a light wash of purple between the bottom two-thirds of the petals to give the impression of depth, allowing the top third of the petals to be individually defined.
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  Exercise: Anemone (A. ‘De Caen’) centre


  This is an exercise in depicting extremely fine detail. You may find it beneficial to place the subject under very strong directional light. You could use a photograph to make the initial drawing of the stamens. But make colour notes from the fresh plant material, because photographs seldom render colour accurately.


  It is quite tricky to achieve the resonating colours of the anemone but this is where a trial sheet is useful to check how a colour looks when laid over another. The planning sheet is also useful for plotting out patterns and detail before committing them to the final painting.


  Step 1


  Draw the image, looking at the negative spaces and ensuring that every anther has a filament. As there are so many stamens, you might find it helpful to use a clock face system to note where each stamen is pointing, to ensure greater accuracy.
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  Step 2


  Lay a first wash, wet-into-wet, on the petals. Drop on some Winsor violet and opera rose, working one petal at a time.


  For the first wash on the central dome of the flower, use a very light mix of lemon yellow and Indian yellow on the top half. Drop brilliant red-violet on the bottom half, wet-into-wet. Add a very light mix of lemon yellow and Indian yellow to the anthers. Start to pick out the outline of the filaments.


  Add masking fluid in blobs and short dashes over the brilliant red-violet in the centre of the flower in order to preserve this colour (see step 5).


  


  Step 3


  Lay down a first wash for the filaments. For the stamens use a mixture of different colours made up of Winsor violet, Prussian blue and cerulean blue. Pick out areas of deep shadow around the flower’s centre using Winsor violet and Prussian blue.
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  Step 4


  For the second wash on each petal, use a medium-sized brush and Winsor violet. Your brushstrokes should go in the direction of the radiating lines on each petal. Put a blue base colour on the blue anthers. Work on the central shadow of each anther later. Use a very fine brush for finer detail.


  Heighten the yellow on the yellow anthers. Add sap green to the blue-purple base on the central dome to darken the colour, making a purple-black.


  Outline the stamens and add shadow to the centre of the anthers using Winsor violet and Prussian blue plus a touch of sap green. Once dry, add a little Indian yellow to the shadow.


  Bring up the colour of the petals using washes of brilliant blue-violet, brilliant purple and brilliant red-violet to add vibrancy. Increase the colour on some parts more than others to leave areas of light playing on the petals.
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  Step 5


  Darken the shadow area of the central dome. Once dry, remove the masking fluid to reveal the violet applied earlier.


  Delineate the edges of the petals and blend the colour away from the edge. Add further yellow to the central dome. Focus on bringing up the areas of shade, particularly to the left-hand side. Look at the shadows between the filaments. Add shadow beneath each anther to give the illusion of depth. Carefully darken the bottom layer of filaments to push them into the background while brightening the top yellow layer to make them appear to be closer in the foreground.
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  Step 6


  Add surface detail to the central dome to achieve three-dimensionality. Note that each ‘dot’ has small hairs coming out of it. Depending on where the dots are on the dome, the hairs will be pointing upwards, downwards or towards you – therefore foreshortened. This needs careful consideration and planning. Finally, add the venation on the petals in purple.
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  Suppliers and useful addresses


  All information was correct at the time of publication.


  Suppliers


  Paint


  L Cornelissen & Sons, Artists’


  Colourmen


  105 Great Russell Street, London


  WC1B 3RY.


  Tel: 020 7636 1045.


  www.cornelissen.com


  Vellum


  William Cowley


  97 Caldecote Street, Newport


  Pagnell, Bucks MK16 0DB.


  Tel: 01908 610038.


  www.williamcowley.co.uk


  Paper


  Falkiner Fine Papers


  30 Gillingham Street, Victoria,


  London, SW1V 1HU.


  Tel: 020 7233 9999.


  www.store.bookbinding.co.uk/store


  General artists’ supplies


  Jackson’s Art Supplies


  1 Farleigh Place, London N16 7SX


  Tel: 08444 998430


  www.jacksonsart.com


  Recommended brands


  Paper


  Hot-pressed (HP) 300 gsm (140 lb)


  Arches Aquarelle


  Fabriano Artistico extra-white


  Royal Watercolour Society (RWS)


  Sennelier 300 gsm


  Stonehenge 250 gsm: 100% cotton drawing paper, specially formulated for coloured pencil work


  Graphite pencils


  Caran d’Ache Technograph


  Derwent Graphic


  Faber-Castell


  Staedtler Mars Lumograph


  Sable brushes


  Da Vinci Maestro Series 10 or 35


  Isabey Series 6228


  Raphaël Series 8404


  Winsor & Newton Series 7 Round


  Watercolour paints


  Holbein


  Lefranc & Bourgeois


  Old Holland Classic


  Schmincke Horadam


  Sennelier


  Winsor & Newton Professional


  Coloured pencils


  Caran d’Ache Pablo


  Caran d’Ache Luminance


  Derwent Artists


  Derwent Studio


  Derwent Signature


  Faber-Castell Polychromos


  Lyra Rembrandt Polycolor


  Prismacolor Verithin


  Prismacolor Premier


  Schwan Stabilo Luminance


  Further information


  UK Coloured Pencil Society


  www.ukcps.co.uk


  South West Society of Botanical


  Artists (SWSBA)


  www.swsba.org.uk


  Society of Botanical Artists (SBA)


  http://www.soc-botanical-artists.org


  Websites for plant information


  www.rhs.org.uk


  www.actaplantarum.org


  www.tela-botanica.org


  www.iberianwildlife.com


  www.spatiawildlife.com


  www.botanicaljourneys.com
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  The illustrators


  This book would not have happened without the valued input of all our artist friends, both amateur and professional. We would also like to thank Elizabeth French, Anne Bebbington, and our editor, Kristy Richardson, and her colleagues at Pavilion Books for their continued faith in us. Many of our students have contributed their work, and we feel that this can only be inspirational to the aspiring artist. Quite a number of the contributors are members of the South West Society of Botanical Artists (SWSBA), which runs workshops, talks and other events throughout the south-west of England.
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  Picture credits


  Page 8: Byzantium: The earliest representation of the Orange Carrot, at the time considered a medicinal plant. Dioskorides Codex Vindobonensis Medicus Greacus, The Greek Herbal of Dioscorides, 512 CE / Pictures From History / Bridgeman Images. Page 9: Still Life of Flowers, Heem, Jan Davidsz de (1606-84) (and studio) / Johnny van Haeften Gallery, London, UK / Bridgeman Images.


  The artists featured below and on the following pages also provided exercises for us:


  Kate Barling 74, 75; Joyce Barrus 120; Phil Bound 47 (left), 94; Jess Carr 14 (top), 53 (top), 68, 69, 107 (top), 113 (lower left); Bernard Carter 106, 107 (bottom), 108, 109; Rosaline Crum 40 (part); Catherine Day 2, 10, 14 (bottom), 19 (bottom), 25 (upper), 54, 55 (right), 56 (bottom), 58 (part), 59 (top), 78 (top), 92, 115 (top and centre), 118, 119, 126 (top right), 138; Debbie Devauden 40 (part), 113 (bottom right), 125 (lower left), 127; Jon Evans 40 (part), 43 (top), 50 (bottom), 93 (top), 95, 114; Ros Franklin 16 (top), 52; Sue Gubbay 40 (part), Linda Hampson 100, 101, Pam Hargreaves 24 (top), 62, 63, 77 (bottom), 110, 111; Joyce Heath 40 (part); Bob Jones 58 (part); Susan Kemp 67, 78 (bottom); Vérène Kutter 60; David Lewry 98, 99, 102, 103; Jan Lloyd-Jones 113 (top); 115 (right), Elizabeth Marriott 40 (part); Rosie Martin 21, 22 (right), 23, 26, 28, 29, 30, 32, 33, 34, 35, 36, 37, 38, 39, 41 (upper), 42, 44, 45, 46, 47 (right), 48, 49, 70, 71, 76, 77 (top), 80, 86, 87, 88, 89, 90, 91, 96, 105 (bottom), 112, 116, 120 (bottom right), 122, 123; Hilary Paine 40 (part); Josephine Peach 40 (part); Sarah Poat 5, 124, 125 (lower right), 128, 132, 133, 134, 135, 136, 137; Vivienne Rew 6, 72, 73, 104; Hamilton Sampford 43 (lower); Beverley Sugden 13; Meriel Thurstan 7, 11, 12 (bottom), 16 (bottom), 17, 19 (top), 20 (top), 22 (left), 23 (bean), 24 (bottom), 25 (lower), 29 (nettle), 31, 41 (bottom), 50 (top), 53 (bottom), 55 (left), 56 (top), 57, 58 (part), 59 (bottom), 61, 64, 65, 66, 79, 81, 82, 83, 97, 115 (left), 117, 120 (top), 121, 125 (top), 126, 129, 130, 131, 139; Julia Trickey 12 (top), 15, 18, 20 (bottom), 23, 105 (top); Kate Wilson 51, 84, 85; Christine Wisdom 40 (part); John Wright 93 (lower).


  Kate Barling


  I first joined a class run by Mally Francis in Cornwall in 2007. This awoke my interest in botanical art so I joined Rosie Martin’s classes and achieved my diploma with the SWSBA. Needing a further goal to work towards, I completed four submissions for the Royal Horticultural Society and was accepted. The apple is part of one of my six exhibits titled Apples from my Garden, each of which shows apples in three different stages. I am 72 and not being a trained artist, I find the painting far easier than the drawing.


  Phil Bound


  I am a retired maths teacher and one-time accountant. I took up drawing and watercolour painting for the first time just before I retired in 2007. I started with landscape painting at an adult learning course but soon realized that my real interest lay in botanical art. I was encouraged to take the SBA diploma course and received my diploma in 2012. I now paint for my own interest and enjoyment rather than for sale. I get much of my inspiration from my wildlife garden throughout the seasons.


  Jess Carr


  Art has always been a big part of my life and education. Before taking up botanical illustration in 2005, I painted flowers in oil and acrylic paint. I achieved a diploma from the SWSBA in 2011 and was awarded a bursary by them to help me further my studies. In 2012 I was accepted to exhibit at the RHS, for which I am currently working. I am particularly interested in the intricate detail to be found within plants and really enjoy getting ‘inside’ my subjects to show things that can be hidden or overlooked. I find myself drawn in by the sculptural and often sensual aspects of plants.


  Bernard F. Carter


  I was brought up in a home where paints were always available. My mother was a fine watercolourist, consequently I was able to ‘express myself’ at an early age with messy outbursts in poster paint. Aged thirteen I passed the scholarship to attend the Joseph Wright School of Art in Derby. After a career as a professional photographer I swapped my Nikon for some Kolinsky 00 brushes and embarked upon the demanding task of becoming a botanical illustrator. My client list included botanist David Bellamy and I published with Webb and Bower. In 2012 I achieved the coveted RHS Gold medal for a series of fruit and vegetable montages. I was never one for traditional representation!


  Catherine Day


  I am interested in the wide variety of plants, both exotic and indigenous species, which grow in the warmer climate of the south-west. I am also inspired by the diversity of habitats that are found within the West Country. I gained a degree in illustration at Plymouth University in 2005. Since then I have specialized in botanical illustration, being awarded a silver-gilt medal from the RHS for a series of mahonias in 2007 and a bronze medal for lilies in 2008. I completed a course on botany for artists run by SWSBA in 2012. I am a painting member of the Eden Project Florilegium.


  Debbie Devauden


  I have been painting flowers since the age of 6, after my grandmother left me a book of wild flower watercolour illustrations painted in Dorset in the early 1930s. I have continued to paint since then and, in 2003, gained a Diploma in Botanical Illustration from the English Gardening School at the Chelsea Physic Garden. My paintings have found their way all over the world and I have exhibited widely, including at the Society of Botanical Artists’ exhibitions in London. I now teach classes and workshops at a number of venues in and around Monmouthshire and beyond.


  Jon Evans


  Three years ago, I joined one of Meriel Thurstan`s botanical illustration courses, having not done any botanical drawing since my student days back in the early 1980s. Since then, I have discovered that botanical illustration is a whole new discipline which tests you to the limit, requiring as it does high levels of observation and accuracy, and also commitment, as paintings can sometimes take weeks or even months to complete. Having said that, I love the challenges it presents and the little voyages of exploration it takes you on as you get to know your subject. And it leaves you looking at the natural world with a renewed appreciation and sense of wonder.


  Linda Hampson


  I specialize in botanical and natural-history subjects and work with coloured pencils, often combined with other mediums in the background. I enjoy producing botanical work with dark, moody backgrounds and have received many accolades, nationally and internationally, for my unique approach. I was invited to be listed as a botanical artist in Who’s Who In Art, published in 2014. I exhibit my work widely, again nationally and internationally. At present I have work hanging in the New York State Museum’s ‘Focus on Nature’ exhibition. I am an experienced tutor in coloured pencil techniques and teach regularly.


  Bob Jones


  I have been dabbling with drawing and painting all my life. Finally, now in my 70s, I was inspired to try botanical illustration by Meriel and Rosie’s first book. I have attended various classes and courses, and am still learning. My favourite media are graphite and watercolour, drawing plants and insects from life, at home and in local gardens, sometimes with the use of a microscope. I have exhibited in a very small way with two local botanical illustration societies of which I am a member. This is both scary and satisfying. It is never too late to have a go; if I can do it, anybody can!


  Sue Kemp


  Although I have completed very little of my own art work since leaving teacher training college, I have worked with children on various art projects. After meeting Rosie and Meriel at the Eden Project in Cornwall, I discovered the enjoyment of botanical painting and the challenges associated with the subject.


  Pam Hargreaves


  I am a slow and thoughtful painter and enjoy the challenge and precise nature of the work, studying in great detail every tiny aspect of a plant before painting it. I was awarded the SWSBA Diploma for Botanical Illustration in 2011 and gained a RHS silver medal for a joint exhibit in 2013. I prefer painting vegetables to flowers and love the fact that a common vegetable such as a swede or cabbage, to all intents and purposes plain and useful only for the stewpot, on closer examination reveals incredible beauty and the most wonderful colour, texture and patterns. I particularly enjoy a good tangle of roots.


  Vérène Kutter


  I started painting when I retired, never having drawn before. Thanks to some very good teaching I was awarded a diploma from the Society of Botanical Artists. However, I am as much interested in botany as in painting and have had advice and help from some wonderful botanists. I was awarded a silver-gilt medal by the RHS in 2014 for my collection of European anemones and a copy of my book The Genus Anemone in Flora Europaea is in the RHS Lindley Library.


  David Lewry


  I am a full-time artist and tutor working in watercolour, coloured pencil and graphite. I was drawn to botanical Illustration through a taster course at the Eden Project and went on to earn my SWSBA diploma under the tutelage of Meriel and Rosie. In 2009 I was awarded a silver medal by the RHS for my exhibit of ‘Exotic Fruit and Vegetables from Bedford Markets’, which made use of coloured pencil and watercolour to achieve the varied textures of the subjects. I now run a number of very successful classes and workshops in and around Bedford and have had my step-by-step instructions featured in Leisure Painter magazine. I am a member of the United Kingdom Coloured Pencil Society and last year had two drawings accepted for their prestigious annual exhibition.


  Sarah Poat


  I learnt how to draw on a BTEC diploma course in general art and design. I believe that accurate drawing is the basis of a good painting. Five years ago I used watercolour for the first time when I joined Rosie and Meriel’s botanical art course. I have learnt about colour mixing, including optical mixing and how to make many different colours from a limited palette. I enjoy the challenge of trying to make the subject look three-dimensional and ‘pick-up-able’. I have also developed an interest in looking at magnified parts of plants to create a more abstract, yet botanically correct, image.


  Vivienne Rew


  I have a degree in Graphic Design and have worked as a freelance designer for 20 years. Originally my work involved some drawing and illustration but eventually the ‘artistic’ element of my job was replaced by computers. So I joined a local art group, the Ashbourne Botanical Art Society. I knew nothing about watercolour painting or botanical art but I found the medium and the required attention to detail fascinating. I did a course with Rosie and Meriel and joined SWSBA.


  Hamilton Sampford


  My childhood fascination with the natural world led to a profession in geography, gardening and horticulture. Through my interest in drawing I found that close observation is essential. Transforming the three-dimensional world into two dimensions on paper is a stimulating challenge, requiring total concentration and positive self-criticism, while attempting to achieve accurate form and colour. Illustration emphasises the amazing natural world. Becoming acquainted with the respect and awe of Nature, and of the skills and talents of botanical artists, has been my good fortune over the years.


  Julia Trickey


  I enjoy painting subjects that are less than perfect and often depict them larger than life – fading flowers, autumn leaves and seed heads. I have also explored the portrayal of fruit and flowers on black backgrounds. I hold many awards for my botanical watercolours including four RHS gold medals and have work held in the RHS Lindley Library, the Hunt Institute for Botanical Documentation, Pittsburgh, and the Chelsea Physic Garden archives as well as in private collections. I was chosen to illustrate the Royal Mail Post & Go British Flora stamps, issued in three sets during 2014. I teach regular botanical art classes and workshops.


  Kate Wilson


  Six years ago, believing that line drawing and photography were my preferred approaches to depicting the world, I discovered botanical illustration and unexpectedly fell in love. My pleasure at finishing my first ‘botanical’ pencil drawing of an apple is still a cherished memory. Since then, I have developed and refined my watercolour painting skills and realized that photography has not rendered the work of botanical artists obsolete; it has merely challenged us to push the genre’s boundaries. In 2013, I was one of the artists in the SWSBA silver medal-winning entry to the Royal Horticultural Society’s London Orchid and Botanical Art Show; my painting journey continues.
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  highlights 21, 23, 66, 67, 81, 96


  horse chestnut 16, 23, 57
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  iris 35, 53, 72, 77, 100
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  lichen 64


  lifting off 21
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  oak 40, 48, 70
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  painting 63
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  swede 62
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  tertiary colours 30
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  tone 21, 41, 42, 50, 115
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  tree peony seed heads 18


  trial sheet 63, 77, 78, 87, 110


  trooping crumblecap 7


  tulip 6, 45, 67, 113, 138


  Tulipa ‘Prinses Irene’ 67


  Turk’s Turban squash 78


  twigs 45, 56, 57


  umbrella plant 52


  Urtica dioica 29


  vellum 16, 97, 131
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  Viola x wittrockiana 76, 88


  violet 19, 53
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  warm colours 28


  wash: blended 22


  wash: graded 22


  wash: wet-into-wet 22
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  water droplet, to paint 25
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  watermelon 84


  white flowers 113, 117, 118


  Xanthoria parietina 64


  Glossary


  Blender pencil: a colourless pencil consisting of wax and fillers, used to blend layers of coloured pencil into a smooth finish.


  Burnisher pencil: the same as a blender pencil.


  Burnishing: the same as blending with a blender pencil.


  Cartridge paper: a medium weight paper for drawing and design.


  Construction drawing: an initial drawing placing each element in its correct place, with no fine detail – also called structural drawing.


  Double-mount: two pieces of mountboard, one larger than the other, placed one over the other inside the picture frame.


  Edge-to-edge painting: a design showing no unpainted areas around the edge.


  Embossing tools: smooth, blunt metal nibs used to indent the paper in order to leave white lines or dots when applying coloured pencils


  Fugitive colours: colours that fade in the light.


  Gone off: a term used in wet-into-wet washes, when the initial coating of water has a ‘sheen’, not a ‘shine’.


  Graded tone: smooth transition from light to dark.


  Highlights: areas where light falls on a shiny object.


  Landscape format: a composition where the width is greater than the height.


  Layout paper: a thin, relatively cheap paper for preliminary drawings


  Lifting off: the same as lifting out.


  Lifting out: removing paint: when wet, blotting with an almost dry brush; when dry, by flooding with clean water and blotting with absorbent paper.


  Light source: where your main light comes from.


  Limited palette: two yellows, two reds and two blues, a warm and a cool version of each.


  Line: usually made with a pencil to define an object.


  Lowlights: areas where light falls on a non-shiny object.


  Magic sponge: a non-abrasive block of soft melamine foam.


  Mount board: a heavy grade of card cut to surround a painting inside the frame and behind the glass.


  Non-directional shading: smooth pencil shading that shows no discernible pencil marks.


  Opaqueness: the quality in many watercolour paints that does not allow the white of the paper to shine through.


  Optical mixing: layering one colour or tone on top of another – see superimposition.


  Pastel primer: an undercoat for pastels.


  Permanence, bleaching: see fugitive colours.


  Portrait format: a composition where the height is greater than the width.


  Ruling pen: a pen-like device that holds ink between two adjustable tapered metal jaws allowing lines to be drawn of differing thickness.


  Stain: some paints are absorbed more readily into the paper and are therefore more difficult to remove.


  Stippling: to increase depth of colour and tone with small dots or dashes of paint done with a fine brush.


  Structural drawing: an initial drawing placing each element in its correct place, with no fine detail - also called construction drawing.


  Superimposition: another term for optical mixing: layering one colour or tone on top of another.


  Tone: any shade between and including very light and very dark.


  Transparency: the quality in many watercolour paints that allows the white of the paper to shine through.


  Washes: ways of applying watercolour paints.


  Watercolour paper: paper specifically produced for watercolours.


  White/blue tack: a putty-like re-usable adhesive.


  Work up: to build up colour and/or tone.
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