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MASTERCL AS S

 1 WORK OUT THE COMPOSITION

A thin wash of Burnt Sienna was applied to 
the canvas and I then used a large brush (1") 
to loosely map out the composition. I took 
time to balance the angles and length of the 
stems, scrubbing out and re-drawing, and 
then firming up with Sap Green. Standing  
well back from the painting was essential to 
assess the strength of the composition.

 2 ADD THE FLOWER HEADS 

Using a ½" brush, I added the flower heads, 
which needed to ‘dance’ across the canvas in 
a harmonious way, so I added and subtracted 
flowers where it suited. White mixed with 
Davy’s Gray and Yellow Ochre mingled 
pleasingly with the wet ground to create an 
all-over warmth. I started to add in some of 
the very darkest tones with a mixture of Sap 
Green and Indigo. >

materials

•  BRUSHES
Pro Arte Polar 32 White Nylon Square Edged  
⅛", ⅜", ¼", ½", 1"

•  COLOURS
Winsor & Newton Artist’s Oil Colours: 
Titanium White, Lemon Yellow Hue, Cadmium 
Yellow Hue, Naples Yellow, Yellow Ochre, 
Burnt Sienna, Cadmium Red, Alizarin 
Crimson, Ultramarine, Turquoise, Raw Umber, 
Payne’s Gray, Davy’s Gray, Sap Green, Indigo 

• WINSOR & NEWTON ARTIST’S   
 QUALITY COTTON CANVAS   
 100X100CM

WHITE AS SNOW
Still-life artist Anne-Marie Butlin shows you how to work from a photograph 
and balance the white highlights found in a garden of Japanese Anemones 

MASTERCLASS

every year clouds of pink and white 
Japanese anemones spring up with 
delicate flower heads floating on tall 

slender stems. I wanted to paint a mass of 
them in a garden, capturing their simplicity, 
hinting at the way they sway in the breeze.     

I found the perfect clump in a small front 
garden round the corner from my house in 
North London, and managed to snatch a 
photograph on a sunny day when the light 
was bright and the shadows were strong.

I have recently been finding it quite 
liberating to work from photographs, rather 
than life. I feel free to change and manipulate 
the image, which, in this instance, I wanted to 
be quite decorative.            

I worked on a large scale, (100x100cm), so 

I had room to paint the image life-size and 
hopefully capture the full impact and physical 
presence of the plants.

Working on a fairly large scale is quite a 
physical process; I needed plenty of energy 
to keep a steady momentum and to maintain 
a rhythm in the brushwork. I found that it was 
impossible to get every element painted in 
one sitting so it was necessary to plan 
ahead, do as much as possible wet-on-wet 
and use the drying process to my advantage.
www.anne-mariebutlin.com
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 10 USE A WASH

I left the painting to dry for a few days and 
then worked back into the areas that needed 
further description. In some areas I applied a 
very thin wash of Burnt Sienna and then 
immediately began working back on top.           
I particularly liked the softness and warmth 
this gave to the overpainting.

 5 CONSIDER THE BRUSHMARKS 

I used Indigo to draw in some darker 
passages in the background for depth and 
continued to paint in the blue background.        
I emphasised the square-shape of the 
brushmarks in order to create a sort of 
tapestry of marks. Now using a smaller ⅜ 
brush, I started to give the flowers depth by 
adding grey shadows (Raw Umber or Davy’s 
Gray with Yellow Ochre) and highlights.  

 9 REFINE THE FOLIAGE

In reality, the foliage was very complex, so I 
had to simplify it. I made the green ‘bluer’ to 
blend in with the background. I tried to keep 
a good amount of the thin Sap Green paint 
used for the first stage of drawing, but built it 
up to thicker highlights of pale green/grey.

 7 BLOCK IN THE BOTTOM 
 QUARTER OF THE IMAGE

I needed to address the large area of dense 
leaves at the bottom of the painting, keeping 
the brushwork loose and airy so as not to 
distract from the flowers. I used a 1" brush to 
block in shapes, continually re-mixing 
different shades of green/grey. At this stage   
I was still leaving considerable areas of the 
ground poking through.

 11 INTRODUCE DETAIL INTO 
 THE FLOWERS

I spent time refining the flowers, looking very 
closely at the photograph and trying to keep 
the drawing very simple with soft greys for 
the shadows. I mixed a variety of grey tones 
and kept the white highlights soft and warm 
with added yellows. 

 8 COVER THE WHOLE CANVAS

Here, at the end of my first day working on 
the painting, I felt that I needed to get some 
paint on to every part of the canvas so that I 
could properly assess the impact of the 
image. I filled in the background, using a fair 
amount of Indigo Blue so that there appeared 
to be some depth in the space.

 6 START ‘BLOTTING’ THE 
 SURFACE OF THE CANVAS

I blotted with newspaper when I felt that            
I had overworked the image, deliberately 
leaving thin paint in some areas. The colour 
of the stems was lightened, adding nuance to 
the green using Ultramarine, Cadmium 
Lemon Hue and Naples Yellow. I juggled four 
paint brushes with each colour to ‘patchwork’ 
the different elements together. 

 3 MAKE A DECISION 

I wanted the painting to be light and airy, with 
the silhouette of the stems against a light 
background, although the photograph had 
the reverse tonal effect, so I started to add a 
pale blue background. I tried to create a 
more subtle blue and experimented with 
Titanium White, Indigo, and Yellow Ochre, 
Payne’s Grey and Yellow Ochre.  

 12 ADD YOUR FINISHING 
 TOUCHES 

This was a tricky painting to complete as I 
had to cover such a large area. I was keen to 
avoid overworking and not get too involved 
with detail. Eventually, I felt that each part of 
the painting looked ‘considered’ and that 
loose areas of artwork appeared energetic, 
rather than unfinished.

 4 PAINT THE BACKGROUND

Painting in the background became a way to 
refine the distinctive individual shape and 
character of each flower. This stage was hard 
work; careful drawing was needed to get the 
right shapes and angles between the flower 
heads and the stems, like putting together a 
jigsaw puzzle. I had to work quickly in order to 
paint wet-on-wet. Top tip

You only need a 
sharp focus on a 

few of the flowers to 
draw in the eye


