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 1 PLACE STRONG LINES

I needed to indicate the strong lines in the 
composition so, having covered the whole 
canvas with a thin layer of Burnt Sienna,  
I placed some darker lines indicating the 
direction of the foliage. I could see that the 
focal point of the painting would need to be 
one yellow Geum, so I placed it slightly 
top-right of centre. 

 2 WORK OUTWARDS

The image was complicated and full of 
interconnecting shapes. The best way to 
begin seemed to be to start at the central 
flower and work outwards. I felt I needed to 
introduce colour at this early stage to avoid 
confusion, so I was juggling around five 
brushes, each with a different colour on, to 
indicate the position of the elements. 

 3 EXPERIMENT WITH GREEN

Here I started to experiment with the 
different greens. I have found the  
Daler-Rowney Sap Green is much richer for 
deep shadows. Prussian Green has the same 
intensity with a rich blue tinge. Oxide of 
Chromium mixed with Naples Yellow Light 
and White worked for lighter areas, and 
grassy greens were made with Terre Verte 
and light and dark yellows. 

GARDEN GREENS
GLORIOUS

anne-Marie Butlin  shows how she approached colour 
mixing to paint this naturalistic garden scene in oils

MASTERCLASS

T his year, I visited Chelsea Flower 
Show and was drawn to the loose, 
naturalistic planting I saw. One very 

beautifully assembled artisan garden with its 
rich yellows, coppers and greens was 
particularly appealing and I was keen to use 
this unusual palette in a painting. 

We are all familiar with the symbolism 
surrounding the garden and the relationship 
between the natural world and nurtured 
spaces; I suppose these patches of safe 
enclosure are in some way a foil to the 
increasingly difficult world we live in. I find 
myself zooming in closer to the plants and  
I have been working on ‘slices’ of gardens, 

with the canvas filled with the intricate 
pattern of leaves and flowers. 

Working directly from the photographic 
image on a computer, painting is a sort of 
meditation. I become immersed in the tiny 
nuances of shape and colour in a patch of 
stems and leaves, finding a way to translate it 
into paint. I’ve realised I work most efficiently 
when I almost switch off conscious thought 
and become absorbed in listening to music or 
the radio. Given my subject matter, I had 
treated myself to a range of ready-mixed 
greens, so this painting became a sort of 
experiment in colour mixing. 
www.anne-mariebutlin.com

>

Anne-
Marie’s 
materials

•OILS
Daler-Rowney: Sap 
Green. Winsor & 
Newton: Titanium 
White, Cadmium 
Yellow, Lemon Yellow 
Hue, Naples Yellow 
Light, Permanent 
Magenta, Alizarin 
Crimson, Cadmium 
Red, Ultramarine, 
Burnt Sienna, Prussian 
Green, Oxide of 

Chromium, Terre Verte, 
Olive Green, Payne’s 
Gray, Davy’s Gray 
•SUPPORT
Stretcher and primed 
linen from Bird & 
Davis, Southgate, 
London
•BRUSHES 
Pro Arte White Nylon 
square edged 
brushes, sizes 3/4, 
1/2, 3/8 (mostly), 
3/16 and 3/10 round 
•TURPENTINE, 
WHITE SPIRIT 

Top tip
For a busy image 

with interconnecting 

shapes, it pays to add 

colour early to avoid 

confusion 
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 10 FIT ELEMENTS TOGETHER

Fresh, grassy greens were made with Sap 
Green and Cadmium Yellow. I wanted the 
surface to look like a tapestry of colour, and 
the different elements began to fit together 
like a jigsaw puzzle. I tried to mix the rich 
yolky yellows and lighter lemon yellows of the 
Geums, also finding the yellows in the foliage 
to keep the colour bouncing. 

 6 LEAVE THICK PAINT

I was keen to keep the image painterly, with 
areas of thick paint and brush marks showing. 
I mixed the green/browns of ferns using Olive 
Green and Cadmium Yellow, with the Burnt 
Sienna ground still wet enough to mingle with 
applied paint. I refined leaf shapes and the 
composition’s horizontal and vertical lines. 

 5 REFINE THE DRAWING

I started refining the drawing of each 
element. In some areas I used the dark 
background colour – Indigo, Crimson and 
Prussian Green in various combinations – to 
define the leaves and stems. I tried to keep 
lots of Burnt Sienna ground showing to give 
the painting a glow and sense of unity. 

 4 ESTABLISH THE COMPOSITION

Next I needed to get the canvas covered and 
establish the rhythm of the composition in 
terms of tone and colours. Touches of white/
grey, yellow and corals were added over the 
surface, mostly with 3/8 brushes. I found 
myself simplifying and editing the image as I 
worked, rearranging and composing sections. 

 9 LET THE CANVAS SHOW 

Blotting with newspaper freshened up 
some of the areas, which had become 
overloaded with paint. This left the canvas 
texture showing through more as a nice foil 
to the thicker texture on other areas. I felt 
that the composition needed lifting with 
more of the fresh light blue tones on the 
left-hand side.

 7 COMBINE THE GREENS 

I experimented with the greens combined 
with White, Naples Yellow Light, Davy’s Gray 
and yellows to find the different shades. I 
began to fill in gaps at the bottom with more 
of the dark background colour to establish a 
feeling of depth. I also deepened some of the 
Deep Crimson/Magenta stems of the ferns. 

 11 REFINE THE DRAWING 

The image needed lightening. I added areas 
of white and grey, finer lines and highlights.  
I maintained depth by adding and redrawing 
some interconnecting and overlapping leaves 
and stems. I also looked hard at the ferns, 
refining the drawing and establishing the 
accuracy of darker tones and highlights.

 8 EMPHASISE SHAPES 

I was keen to emphasise the varying shapes 
and hues of the different leaves. I added the 
fresh blue/green shades of the sweet pea 
leaves, using Terre Verte, Oxide of Chromium 
with Naples Yellow and Davy’s Gray. I used 
the square edge of the brush to mirror the 
different directions of the leaves’ surfaces.

 12 BALANCE COLOUR 

I used the edge of a brush to add thin stems 
and refine the leaf shapes in this section. I 
used the full range of greens to establish the 
deep, rich blue-green shadows and greyish 
highlights. I stopped when I had achieved the 
balance of accurate colours, painterly rhythm 
and strong drawing, which I had intended.

Top tipIf the image has become overloaded with paint, blot  with newspaper to freshen things up


