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Foreword


Scientific illustration, botanical art and flower painting are terms that have often been used interchangeably. However, an artist with a talent for painting flowers is not automatically a botanical artist. The scientific understanding underpinning successful botanical art and illustration is often only gained when an artist turns to tackle a new subject. By developing this specialist knowledge, the botanical artist can ensure their close observation of the finest plant detail translates into an accurate and beautiful plant portrait.


Over the past 20 years or so, we have seen a burgeoning interest across the world, with more people than ever engaging with and wanting to create their own botanical art, fuelled in part by some excellent exhibitions, the encouragement of talented teachers and, of course, access to images via the internet and social media. A wealth of historic works, readily available online for inspiration, can be viewed alongside contemporary drawings that offer new ways of regarding traditional subjects. This, coupled with a renewed urgency to the importance of protecting our natural environment, means our attention is more focused than ever on all our wild and cultivated spaces. For many of us though, the closest we may come to the rare or endangered plants native to islands far across the world is via their representation in botanical painting.


We can all learn about and share in the beauty of our global flora through the work of talented artists.


But what many aspiring botanical artists discover upon answering the call to paint a well-loved flower, is that it may not be quite as simple as it seems. Those pristine pictures viewed at 4cm high on a screen, often belie many hours of work. The botany might seem daunting for some, but here Sarah Howard ensures it is easy to understand.


Sarah offers reassurance via comprehensive insights for both new practitioners and those wanting further guidance to support their creative process. She shows that by building a rapport with the plant, you start to gain an essential knowledge of it. Using a range of exemplary pictures from some of the most highly regarded contemporary artists, Sarah explores the various measures you can adopt with different painting techniques. No two artists will tackle the same subject in exactly the same way. Take inspiration from the many artists featured here and absorb the tips she shares. Start by putting pencil to paper and enjoy the process. Whether you are new to botanical art or seeking to hone your skill, there is always pleasure to be had in getting lost in the detail!


Charlotte Brooks, Art Curator, RHS Lindley Library Botanical Art Judging Secretary and Curator of the RHS Botanical Art & Photography Show
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Common Hornbeam (Carpinus betulus) by Pauleen Trim; one painting in a series of six entitled ‘A Year in the Life of Six UK Native Deciduous Trees and their Galls’, which won a Gold Medal in the RHS Botanical Art & Photography Show in 2025.





Introduction


If you want to paint a beautiful and accurate picture of a plant, and yet find the language of botany baffling, this book is for you. It is an invitation to go deeper, see further and paint with a little more understanding.


When the 19th century philosopher-artist John Ruskin exhorted his art students to observe and to feel, he meant observing with the eye of a scientist and feeling with the heart of a poet. Of course, most people are drawn to a painting’s beauty rather than its detail, but to John Ruskin, great art is related to the truth of what is depicted in nature.


To draw a plant with integrity means closely observing its morphological features, especially ones you might miss or think unimportant. For this reason, botanists have built up a huge vocabulary of terms that describe the tiniest of structures that might identify a plant or express its botany.


This book cannot provide every botanical term – the plant kingdom is too diverse, and every plant is unique – but it can heighten your awareness: there is usually a reason why a bump or a hair needs attention. Every painting involves a process of deconstruction, followed by reconstruction of the different elements into a pleasing composition. Moreover, considered observation will provide a rapport with the plant, which will shine through in the result.


When it comes to painting, experience is vital, for no one begins as an expert. Everyone must practise, experiment, correct mistakes and even start again. There is often no single way to achieve one’s ends. A brief explanation of techniques is provided, and Rachel Pedder-Smith, herself an experienced teacher, provides some projects to set you going.


For inspiration, beautiful portraits of plants by artists from all over the world, many of which have won awards, are dotted throughout the book. They have been painted for different purposes, some scientific, some to showcase a particular genus, others to describe the ecology and life story of a plant. All the artists have combined the craft of painting with the science of botany to provide us with artworks of which Ruskin would approve.


The brief history of botanical art suggests that its value is linked with time and culture. We are privileged to be living through a new flourishing of the genre that is technically excellent and global in reach. Ever since Walter Fitch broke with the director of Kew Gardens over pay in 1877, leaving both Kew and Curtis’s Botanical Magazine without an illustrator, many artists – mainly women – have risen to the challenge of accurately painting plants.


The Royal Horticultural Society (RHS) has been at the forefront of the modern renaissance, mainly through its annual art show. Other institutions are augmenting their modern collections for posterity, such as Australia’s state botanical art collections, or the Hunt Institute at Carnegie Mellon University in Pittsburgh, USA, which holds perhaps the largest collection of modern and historical botanical art. Private conservationists, such as the owners of the Transylvania School of Botanic Art & Illustration in Romania, Grootbos in South Africa or Oak Spring Garden Foundation in Virginia, USA, offer courses and residencies based on the rich flora of their parts of the world.


Florilegia, too, are flourishing. The Eden Project, Chelsea Physic Garden (both in the UK) and Singapore Botanic Gardens are only a few of the centres that host artists who get together to paint living plants in their collections. And HM King Charles III has commissioned florilegia of his British garden, Highgrove, and the meadow plants around his house in Romania.


Subjects for exhibition paintings are no longer simply medicinal or trophy plants. They are increasingly likely to be wildflowers, heritage plants or those that reflect themes such as our changing habitat and climate.


I hope this book opens a new interest in painting the treasures of the natural world for you.




[image: ]


Rhododendron arboreum ssp. cinnamomeum by Jenny Haslimeier. A small evergreen tree from the Himalayas, with cinnamon-coloured leaf undersides.









Using this book


This book is intended to be an essential guide for botanical artists at all levels. For artists new to botany, comprehensive information on plant forms, along with practical tips and step-by-step tutorials, provide the perfect starting point. But experienced botanical artists will also find the detailed level of scientific terms and explanations, and the range of beautiful examples included, make this a unique guide to a wide variety of plants, structures and techniques.


After an introduction looking at the history of botanical painting, the practicalities are covered in Chapter 1, looking at everything from paints, brushes and sketchbooks to composition and painting techniques. Chapter 2 introduces the essential elements of botany, helping artists who ‘paint what they see’ to understand the significance of what they are looking at.


Chapters 3 to 6 combine plant descriptions with painting tips for all the key parts of a plant, working from roots and stems through leaves and flowers to fruits and seeds. We finish by looking at vegetative (or asexual) reproduction and non-flowering plants, which include ferns and conifers (Chapters 7 and 8). Within these chapters, there are pointers on what to look for, some advice on parts that are tricky to paint, and examples of terms that describe features in botanical terminology (also listed at the end in the Glossary). Simple line drawings are included to show different forms or structures in a clear style.


If you are painting a tangle of roots (Chapter 3), say, or a pine cone (Chapter 8), the relevant chapter is your guide to features that make them distinctive, and terms that indicate variations. You may want to find out some of the ways leaves are attached to a stem, in which case read Chapter 3. You can avoid traps such as painting the lie of petals incorrectly, or failing to notice that stamens can sometimes be of different lengths, by reading Chapter 5.


Within the chapters, Rachel Pedder-Smith gives you practical projects to try, preferably with a live plant in front of you. These step-by-step tutorials include a suggested colour palette and tips on how to meet the challenges of the plant in question. All the colours that Rachel uses are in the Winsor & Newton artists’ range.


The lovely illustrations in the book may be motivation enough, but for added inspiration look at the full paintings in the artist profiles. These are by established, often award-winning, artists, and each painting is analyzed in terms of the chapter in which it appears.


At the end of the book we have provided a glossary of botanical terms for easy reference. A comprehensive bibliography provides suggestions for how to take your knowledge further. For further practical guidance, it is an excellent idea to do a short course with one of the many artist-tutors who have contributed to this book. They operate in person or online and their websites are listed in the further resources.
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Two thousand years of botanical art


Today’s aspiring botanical artists find inspiration as much from past masters who owed their skills to patronage, scientific curiosity, exploration, and printing techniques, as from their award-winning descendants in the 21st century. The current renaissance springs from renewed collecting, the global reach of communications, copious study opportunities, international juried exhibitions and redefining what the art form is for.


For this look at the history of botanical painting, we have used a loose definition that includes drawing, illustration and aesthetic expression, whether the medium used is paper or a screen. The important thing is to see the genre as demonstrating an increasing skill in depicting the natural form and highlighting the aesthetics of plants.
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The Great Piece of Turf (1503) by Albrecht Dürer. One of many detailed studies of plants by Dürer, this represents a shift towards painting the natural world, from life, with a sense of realism.






An East Asian sense of beauty


Chinese, then Japanese, artists approached their art with contemplation and a sense of beauty. No work has survived from the 7th century, but we know that patrons delighted in their delicacy, grace and realism, especially for culturally significant plants such as chrysanthemums and bamboo. In Japan, a distinctive style was apparent in woodcuts and screen paintings. The greatest masters of flower painting in Japan, such as Hokusai, flourished in the 17th and 18th centuries. By the end of the 19th century, scientific enquiry and scientific illustration were well established, with Kawahara Keiga learning western techniques from Philipp Franz von Siebold, a Dutch East India surgeon.


Japanese influence still runs deep today. The refinement and seriousness of the country’s artists can be seen at any international exhibition and in major collections.


The natural look in Europe


In classical Greece, Dioscorides was the main influencer of plant illustration in Europe. His 1st-century herbal (De Materia Medica) with illustrations of the medicinally useful parts of plants - often roots - was copied again and again over the subsequent 1,500 years to the point where the plants became unrecognizable. Then the Silk Route brought a new spirit of scientific observation, and mathematical ideas of balance, perspective and harmony redefined aesthetics. Humanist philosophy provided the impetus to explore and study the natural world. Artists learnt to produce more realistic, three-dimensional plants and painted them for their own sake.
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Rosa sambucina by Michie Yamada exemplifies the light and careful touch of modern Japanese artists.
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In the 16th century, woodcuts such as Narcissus by Hans Weiditz the Younger set new standards in portraying plants from life.





Printing arrived in Europe around 1450, and new standards were set for text and illustration. In Strasburg, Otto Brunfels, a ‘Father of Botany’, produced Herbarum Vivae Eicones, illustrated by Hans Weiditz. The content was based on Dioscorides’s selection, but Weiditz created compact, accurate drawings from live material. They were cut on wood, with lines and hachures for shading, a technique that was used well into the 19th century.


Botanical illustration received another boost in the early 17th century, when western travellers brought home exotic plants, which were held in growing numbers of private gardens. Some plants, such as tulips, caused a sensation in the 1620s and 1630s, and this was reflected in contemporary paintings.


The Latin titles of illustrated books of plants of the time give a clue as to how plants were regarded in Western Europe, either as medicinal (herbal), for botanical study (herbarium), for enjoyment (florilegium), or in garden collections (hortus).


Etchings and engravings were by now superseding woodcuts, making the printing of treatises, catalogues and florilegia easier.



The ‘golden age’


The mid-18th century to mid-19th century, seen as a ‘golden age’ of botanical art, is a period that still influences botanical artists today. Not only had skills improved, but the science was also transformed by Swedish biologist Carl Linnaeus. He classified plants using their sexual parts (an early form of taxonomy), and established a two-word naming system and rationalized descriptions.


Artists, too, began to look inside plants to draw the parts that mattered for taxonomic purposes, so pictures of the beautiful habit, leaves and flowers, rather than the roots, were now often accompanied by drawings of other parts.


The ‘golden age’ of botanical art is defined by the work of four men: Georg Ehret and brothers Franz and Ferdinand Bauer in England, and Pierre-Joseph Redouté in France.


Humbly born in Heidelberg, Ehret became gardener to the Elector of Heidelberg until he was headhunted by the Margrave of Baden-Durlach for his garden. The Margrave (marquess), who prized his tulips, noticed Ehret’s drawings and favoured him above the other gardeners. Their jealousy drove Ehret to Regensberg, where he was employed by the botanist, Johann Wilhelm Weinmann, who was commissioning illustrations for his Phytanthoza Iconographia, one of the first botanical books to use colour mezzotint, a method of creating halftones without lines. Unfortunately, Ehret felt financially exploited and moved again. He travelled from garden to garden throughout Europe, all the while perfecting his techniques and being paid by a wealthy patron in Nuremberg, Dr Jacob Trew. Their friendship was a lifelong and fruitful collaboration.


In 1736 Ehret met Carl Linnaeus in Holland, where Linnaeus taught him how to study stamens at the garden of George Clifford in Haarlem. Twenty of Ehret’s illustrations were used in Hortus Cliffortianus (1737), a descriptive catalogue by Linnaeus of Clifford’s garden. Ehret then relocated to London, where he moved in the highest social circles, taught aristocrats how to paint, and illustrated the new plants arriving in the country.


Britain was by now a centre of botanic energy. Ehret’s influential patrons included Sir Hans Sloane, a President of the Royal Society, and Philip Miller, who was the best-known nurseryman of his time and author of The Gardeners Dictionary (1731–1768).


Ehret’s output - especially in the 1740s - was prodigious. It included spectacular plants such as brightly coloured auricula primulas, irises and magnolia, and exotic plants new to Britain and housed in the Chelsea Physic Garden, where Phillip Miller was curator.
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Maria Sibylla Merian was obsessed with the life cycle of insects, seen in Metamorphosis of a Small Emperor moth on a damson tree. Aged 52, she left Amsterdam for the interior of Dutch Guiana (now Suriname) to study butterflies, plants and animals.
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Georg Ehret’s portrayal of opposite veins and the front and back of leaves and flowers made him an exceptional scientific illustrator as well as artist. His work Guava, painted in the 1750s, used gouache and graphite on vellum.





In the 18th century, books were illustrated using engravings based on original paintings (rarely made by the same person). The new lithographic process meant that black-and-white prints could be hand coloured to create subtle shading, and colour began to be used in the printing process. Ehret himself engraved and hand coloured his own published work, Plantae et Papiliones Rariores (1748–9). One hundred of his paintings were collated and etched for Trew’s Plantae Selectae (1750–73), some of them tropical fruits such as bananas and pineapples.


Interestingly for modern botanical artists, who favour the transparent properties of watercolour, Ehret preferred using opaque body-colour and painting on vellum rather than paper for his important works. Sometimes, smaller plants were painted slightly larger than life size.




FLORILEGIA


Wealthy patrons have long commissioned florilegia to show off their plants and gardens. The word comes from ‘Flos’ (Latin for ‘flower’) and ‘legere’ (Latin for ‘to gather’). The term florilegium now describes a collection of original flower paintings, usually on a theme. This may be a geographical area, such as Flora of Louisiana, illustrated by Margaret Stones; a genus, such as Celia Rosser’s The Banksias; or a collection, such the Chelsea Physic Garden or the Royal Botanic Garden Edinburgh (RBGE).
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Eryngium bourgatii by Gillian Barlow. This Mediterranean sea holly in the Chelsea Physic Garden is part of a living collection being painted by a team of volunteer botanical artists for the Chelsea Physic Garden Florilegium, founded in 1995.









Developments in botanical art


Shortly after Ehret died, Ferdinand and Franz Bauer, two Austrian brothers from an artistic family, were taught botanical painting by the supervisor of a royal garden in Vienna. Their studies included the Linnaean classification system and how to use a microscope. The brothers then visited London, where renowned botanists were delighted to use their talents.


Franz settled in London and became Joseph Banks’ illustrator at Kew Gardens, while Ferdinand travelled widely, eventually settling back in Vienna. Between 1786 and 1787 Ferdinand travelled with an Oxford botanist, John Sibthorpe, to the eastern Mediterranean, where he produced a thousand sketches and drawings of plants. The resultant Flora Graeca was one of the finest florilegia ever made. It was published in instalments during the first half of the 19th century, each volume containing one hundred plates engraved by Bauer himself on copper. A full set can be seen online at the Bodleian Library, Oxford.


Ferdinand achieved so much so quickly by using a ‘painting by numbers’ technique, devising his own chart of colours and inserting their numbers onto his sketches for working on later.
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Rosa x centifolia, engraved by renowned French artist Pierre-Joseph Redouté. His famed Les Roses and Les Liliaceés draw admiration to this day.
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Alyogyne hakeifolia by Ferdinand Bauer includes all the information Europeans needed to identify this southern Australian plant in the Mallow family.






The global reach of botanical gardens


Before photography, illustrations were an essential tool. Descriptions of many plants, new to western scientists, were made from illustrations, rather than a type specimen (one that is kept as the representative of its type). The illustrations, if not made in situ, were made from flat, dried material brought back to herbaria. Even now, a published scientific description needs to be accompanied by an illustration. In India, the first scientific flora, completed in 1693, was Henrick Van Rheede’s collaboration with local herbalists and draftsmen for an illustrated description of economic and medicinally useful local plants. They were named in four different scripts and proved invaluable to Linnaeus a century later.


In the 19th century, British East India Company surgeon-botanists also collaborated with Indian artists, who were often trained in the Mughal miniaturist tradition. Recent studies by Dr Henry Noltie have made the names of Vishnupersaud, Govindoo and Rungiah better known, and their distinctive style more apparent.


Sooner or later, every major botanic garden in the west employed illustrators to draw taxonomically pertinent plant features for scientific descriptions.


A new flowering


Photography became easier in the early decades of the 20th century and botanical painting experienced a lull. However, in the early 1990s institutions started to collect original botanical paintings again, fortunately before too many skills were lost. The Hunt Institute in Pittsburgh, USA, and the RHS Lindley Library in London, now have healthy modern collections. Wealthy benefactors, such as Shirley Sherwood in the UK, and Alisa and Isaac Sutton in the US, began a trend for private collections around the same time. A botanist herself, Sherwood paid for a new gallery at Kew Gardens and has exhibited her collection using an astonishing variety of curatorial themes, with catalogues to match.


Juried art shows sponsored by the Royal Horticultural Society and the American Society of Botanical Artists (ASBA) based at New York Botanical Garden, have raised standards in painting and aesthetic skills.
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Passiflora capsularis (1900) by Matilda Smith, sole artist for Curtis’s Botanical Magazine from 1898–1923. Founded in 1787, the magazine is still published today. Among its many other distinguished illustrators were Walter Fitch, Lilian Snelling and Stella Ross-Craig.





May 2025 saw the second worldwide online exhibition mounted by the ever-increasing number of botanical art societies in more than 30 countries. Cross-fertilization provides innovation and the rediscovery of old techniques such as woodcuts, nature printing or silverpoint. Numerous tuition opportunities, many online, are widening the cohort of artists, and diplomas are providing a basic standard.


Fresh concerns provide new themes in botanical painting, including climate change and habitat loss. Margaret Mee, who took 15 canoe expeditions into the Amazon basin, was one of the earliest to record disappearing flora in the 1950s. Several Brazilian artists have now trained at Kew by way of the Margaret Mee Fellowship Programme. South Africa’s rich flora is reflected in the work of artists such as Auriol Batten, who set her plants against a background of the habitat in which they grow. Exhibition themes depict rarity, endemism, lost heritage or a renewed interest in regional flora.


It is at the international exhibitions that eastern and western artists share the best scientific rigour and the best aesthetical approaches in illustration, which makes for innovation and reveals the beauty and the fragility of the plant kingdom today.
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Zaluzianskya maritima by Auriol Batten, who provides a graphite drawing of the sandy coastal habitat of this endemic South African plant.









Botanical art and the RHS


The artistry and skill of botanical art today is deeply influenced by the annual Royal Horticultural Society (RHS) Botanical Art and Photography Show. The collection of botanical artworks in the RHS Lindley Library is also an inspiring resource for new artists. The RHS show is held in London and is the World Cup of exhibitions, and medals gained there are prized by artists all over the world.


It’s a tough assignment. Artists need to exhibit six pictures on a theme, and label them correctly. All must be of the same standard, and the exhibit must be coherent. The RHS pioneered this form of juried exhibition, with its pre-selection process followed by an invitation to show a multi-work exhibit. The rewards are a Gold, Silver Gilt, Silver or Bronze medal. Awards are also given for best picture and best exhibit. An artwork may also be purchased by the Lindley Library for its collection. Artists are rightly proud of simply getting an invitation to take part.


The RHS has long commissioned artists to provide a record of plants. William Hooker provided the earliest illustrations for publication, starting in 1806. The society’s current official Orchid Artist is Deborah Lambkin, who has been in post since 2005. The Lindley Library holds an extensive collection of books for researchers interested in the history and practice of botanical art. It now holds more than 30,000 items, including works by most of the important botanical artists of their day, such as Claude Aubriet, the Bauer brothers, Augusta Withers and Georg Ehret. Today, contemporary art is the focus of the collecting strategy and is seen as complementary to the shows.


Initially, widely interpreted artworks were exhibited at numerous fortnightly or annual horticultural shows. They were popular exhibits, and by the late 1920s the concept of botanical, rather than garden, art had to be refined. Today, it is defined as ‘a genre of art that endeavours faithfully to depict and represent the form, colour and detail of a plant, identifiable to species or cultivar level…The best botanical illustration successfully combines scientific accuracy with visual appeal.’


Medals were awarded for artworks in the earliest shows, but these were secondary to those for plants. The first Gold Medal awarded to an artist was given to Frank Galsworthy in 1930. He was one of only five artists to receive one before 1963.


Although botanical art is now shown and judged separately, it is seen as an important contribution to horticulture. The exclusive Victoria Medal of Honour (VMH) has been awarded to only four botanical artists, including Lilian Snelling, a prodigious artist and the longest serving illustrator for Curtis’s Botanical Magazine. The Veitch Memorial Medal (VMM) has been awarded to three patrons of botanical art: Wilfred Blunt (botanical art historian), Shirley Sherwood (collector) and Anne-Marie Evans (teacher of botanical art), and eight artists including, in 2015, Gillian Barlow, a Gold Medal winner and judge for many years.


The model for the present art show was set in the 1930s. Judging criteria were drawn up and now covered aesthetic appeal, scientific accuracy and technical skill. Entry had become more prescriptive. ‘Fanciful’ works and ‘needlework’ were out, and botanical paintings were in. After World War II, however, interest waned.


A reawakening in the 1970s produced a new crop of skilled artists who, in turn, influenced the next generation. They included Paul Furse, a naval officer and plant hunter; Mary Grierson, Kew artist and picture judge and advisor on the RHS’s picture collecting; Marjory Blamey, book illustrator; and Elizabeth Cameron, artist – all Gold Medal winners.


Thus, from the late 1980s each show displayed better exhibits than the last. A refurbished Lindley Library began collecting contemporary works based on artists and their skill, rather than what they painted. The collector Shirley Sherwood was influential in both the library and in the shows as a judge.


Gradually, other nationalities took part and by 2018 Gold Medals had been won by artists from 23 different countries. Many of them earned kudos from the shows to do more. Dr HyeWoo Shin found inspiration from her award-winning exhibits to become a taxonomist and teacher of botanical illustration in Korea. She has been awarded four RHS Gold Medals plus trophies for Best Botanical Art Exhibit and Judges’ Special Award, followed by the Jill Smythies Award for outstanding, diagnostically relevant, published illustrations, from the Linnean Society in 2025.


From the 1990s until the mid-2000s the art shows were held in London’s Westminster Halls, near the Lindley Library. Artists returned to their countries with renewed vigour, and future exhibitors went away with new ideas and high standards to aim for.


Today, it is recognized that botanical art needs to be professionally presented and made accessible to more people. The esteemed Saatchi Gallery in the heart of London is now home to the show and attracts a wider public than ever before.
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Mahot rose (Dombeya elegans) by Julie Ah-Fa. One of a Gold-medal-winning exhibit in 2025 entitled Endemic Dombeyoideae of Réunion Island: Exploring the ‘Mahots’ and ‘Bois de Senteur’.
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Jersey lily (Amaryllis belladonna) by Lilian Snelling (1872–1972). She was one of the most important botanical artists during the first half of the 20th century, working first at Royal Botanic Garden Edinburgh and then at Kew Gardens.








Chapter one


Practical considerations


Botanical drawing and painting requires surprisingly little equipment. Anyone venturing outdoors soon learns to take just the essentials: paper, drawing implements and a small box of paints. Indoors, it need not be any more complicated.
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Equipment


Keeping your equipment to a bare minimum has an important advantage: you can concentrate on the thing you’re drawing without constantly having to make decisions about your tools. In the spirit of adventure, only add items when you feel you want to extend your artistic range or overcome a technical problem.


A beginner artist should first ‘stay’ with a plant to explore its potential in any way the fancy takes them. Use the tools you have to hand to reflect and draw what it is that struck you in the first place. You may not like the result, but you will have found a rapport with the plant. Finding delight in compositional possibilities, or a striking colour and shape, or being charmed by the inner as well as the outer is as important as the technical process, as the Chinese discovered so many centuries ago.


Practise your pencil markings to develop eye-hand coordination and memory. Find new details and ask yourself what function they may have in the context of a plant’s survival and reproduction. For, if any difference is to be made between a ‘flower artist’ and a ‘botanical artist’, it’s in developing observational skills, the uncovering of small details, and the faithful rendering of them in a precisely executed painting.



Travelling kit


On my field trips in Ethiopia, I have turned hotel rooms into studios, had kind guides hold an umbrella over my sketches to reduce the glare, and on one occasion I had to ask a boy to hold flower to stem after he over-enthusiastically cut it. My kit was kept in a small waterproof bag; paper was cut to size and pieces joined with tape if necessary. A lightweight board protected the paper and kept it flat in a waterproof bag in a rucksack. Added to this was a box of 12 basic colours in pans, rather than tubes (which can ooze after flights or dry out), and two sizes of good brushes (very carefully covered). In a school pencil case went pencils, erasers, sharpeners, hand lens and dividers, plus extras in case any were lost.
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