“It’s All Relative”
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Woolgoolga, NSW

Workshop Notes
Day 1.
Mark had a word before we sta!ed about the absolute gratitude he feels to be able
to live this life with painting in it. We are very lucky to be able to push coloured goo
around and we get to wallow in the magic. Yay!
Over the next two days we’re going to be celebrating colour
and light, and we’re also going to be celebrating our enjoyment
of life (and hopefully not much suﬀering wrestling with paint)!
Chroma is very generously providing the Atelier Free Flow for
this workshop. Mark mixed up a grey and a bright orange, and
poured this onto students’ small canvases and got everyone to
spread this colour out, and leave them outside to dry.
Mark demonstrated the “legs” of Atelier Free Flow by painting
with one brush and completely filling a canvas with the marks,
without taking the brush oﬀ (see the link at the end of these
notes for a demonstration on Atelier Free Flow).
So this workshop is fundamentally about light - it’s also sneakily
about water! We’re going to expand your understanding of
water. The tropical water colours and tutorials are all good and
well and you’ll make a pre#y picture, but this workshop is
designed to expand your understanding of water and waves.
We’re more interested in you having the information and
understanding to help improve the way you look at the world
and therefore your future paintings, rather than coming away from the weekend
with a “finished” piece.
We’ll understand how light aﬀects water, how the su$ace of the water is shaped,
how waves are shaped, but also how light aﬀects it.
Mark didn’t really go into this in this amount of detail, however here is a recap on
the four elements that make up the appearance of water.
The Four Elements:
•
•

Substrate - can be lots of diﬀerent colours ie pebbles, sand, rocks, kelp
etc.
Colour of water - can also be lots of diﬀerent colours.

•
•

Su!ace - probably the most impo!ant element - from underneath and
above.
Light

Observe. Think of painting water and waves as a series of mirrors and windows. The
fla#er to your eye the water is - the more will be reflected on its su$ace. When you
are looking at water at a flat angle, the water becomes very reflective like a mirror.
When you want to paint a water scene, ask yourself a series of questions so you can
work it out:
•
•
•

What is the substrate?
What is the colour of the water?
How much of the light is reflected on the su!ace?

Then paint it in that order, first the substrate, then the colour of the water, then the
su$ace (and the light).
The wind will aﬀect the appearance of the su$ace of the water, and if water is
si#ing above sand (really shallow water), the water is also aﬀected by the shape of
the substrate.
With our two li#le canvases, we’ve got a slate grey day and we’ll create a wave
breaking with a tonal study to sta! understanding how water works.
With our orange canvas, this will be a late in the a%ernoon scene, and we’ll sta! to
understand how light aﬀects this wave. Tomorrow
we’ll use the understanding of these two
paintings on our large one.
So, onto our large canvas.
Mark demonstrated first by using the Free Flow
straight from the bo#le onto his canvas - white in
the middle, yellow around this, then red and then
blue on the very edge. We’re loosely trying to
create a “light source” but we’ll relinquish control
and surrender to what happens. Mark loosely
dripped these colours onto the canvas, then
dripped a whole lot of water onto the su$ace and gave it a
good shake around.
TIP: This is a great process to do if you’re stuck for
inspiration.
We moved to the outside world for this process and
everyone created colou$ul versions using the same colours
and techniques.
So, onto our grey canvas:

We’re using this piece as a tonal study in order to sta! understanding how water
and waves work (by taking the colour out of the equation it is a li#le easier to
understand).
Mark used a colour slightly lighter than the grey of the
canvas to create a loose-ish, slightly more intense pa! of
the sky (light source) in roughly the middle of the top third
of the painting. He then used a cross-hatch technique and
the original grey to blend outward to the edges.
We’ll do a wave breaking with whitewash bouncing to
eliminate the substrate, so we’ll only have the colour of the
water, and the su$ace of the water represented by the
light. The substrate does change the colour of the water.
On a dull day like this, you’ll only see the substrate in very
shallow water. There is no substrate shown in this painting.
We’ll sta! with this limited colour range in order to keep
the painting a li#le simpler.
Mark added more white to this colour and roughed in a line
at the top of the wave. He then added a reflective area in
front of this waves. Add some whitewash and then some
foreground sudsy trails. You can also use chalk for this
process if you like.
So….it all relates to the light. The light aﬀects paintings in diﬀerent ways - it’s either
the strength of the light or the hue of the light. For example, if we’re painting
crystal clear tropical water at midday over a sandy substrate, we could use Pthalo
Blue, Cadmium Yellow Light and White.
The colour of the light shi%s as the day progresses. There is a transition in colour
from midday to midnight, this colour changes slowly, and then when the sun hits
the horizon it changes very quickly (see the Youtube links at the end of the notes
“The Right Light”.) The light will change from Cadmium Yellow Light, through
Cadmium Yellow Medium, Orange and then Alizarine through to Dioxazine Purples
and finally Blues. So, for example from 2-3pm there is more “Cadmium Yellow
Medium” in the air. Between 4-6pm you can sta! adding orange or even a li#le bit
of Alizarine.
This means, if we are painting the crystal clear tropical water using Pthalo Blue,
Cadmium Yellow Light and White, how do we represent a later time of day? We just
add a tiny touch of Cadmium Yellow Medium to this colour, and voila! You have a
later “feel”.
We want you to sta! looking at the world through this
pale#e in relation to the time of the day. ie through White
light, yellow, red and eventually blues.
When you’re painting water, it’s about the light, so you
need to know what the light is doing. This idea will sta! to
infiltrate your understanding of water and looking at the

world in general.
OK, so on a low light or a grey day, there will be more reflections seen, less substrate,
and the colour of the water will be aﬀected. If we assume the water is Pthalo Blue,
Cadmium Yellow Light and White then we can add grey to it. It’s that simple. Mark
brushed this colour in through the middle of the wave.
TIP: The most impo"ant rule - there is always an
exception.
Add a li#le more Pthalo Blue to this colour - we can see
through the face of the wave, where the wave is thicker,
we’re looking through more water, therefore there’ll be
more blue in it. Add this colour the the very top of the
wave as well as the base of the wave.
TIP: Google Teahupoo (or Chopes) to see an epic wave
Mark strategically added in a li#le bit of sky glow (grey) to
the lighter blue to the underside of the top of the wave.
TIP: Make this paler than you need - you can always adjust this later on.
A skill - an aside:
When working wet on wet you can blend easily. But what
if you have a colour already on your canvas that you’re
happy with and you want to blend into it? You can just rewet that area and blend into it. So for example, on this
canvas we’re going to mix up a sand colour using orange,
and add grey and yellow (and a bit of white if you want).
Then get a clean, wet brush and blend and drag this
colour up into the whitewash area of your painting.
TIP: Perspective - painting is about creating planes - basically standing things up
and lying things down.
ANATOMY OF A WAVE
What is a wave? A wave is a lump of water = “deeper water colour” if you are looking
through the face of a wave in deeper water. It helps to think of waves as windows
and mirrors. The back of waves reflect sky (mirrors) and you can see through the
front of the wave (windows). Water isn’t “pe$ect”, you can get away with a lot in
your painting because of this.
We have an oppo!unity here to tell a story about the conditions of the ocean. In
this case, by using long, so% strokes, we are telling the story that the ocean is calm,
the waves are rolling and smooth. It could be a sheltered bay, or even a boatyard.
As an a!ist, it is your job to tell a story. In doing this, you assume that your viewer
has some knowledge or experience of your subject ma#er - this allows you to
include information, or leave it out entirely in order to create a compelling image!

For example, if Mark came up to you and said, “the cat”, you would think he is a
pre#y rubbish storyteller. If however he said “the cat sat on….” you would think “the
mat”. What this means, is that people’s brains will make up the rest.
For example, if it is a choppy day, the reflections will appear broken up. To
exaggerate the illusion of a calm day, exaggerate the reflections. You can also tell
the story about what was in the background - this would tell you something else
about the picture. This can add interest and intrigue to an otherwise bland image.
TIP: How do you know if a painting’s finished? The questions stop.
TIP: Time on the brush will help you dance with your paintings.
TIP: We expand your knowledge in these workshops, and then there is a lag
between your knowledge and your technique - you need to allow your technique
to catch up - this is the source of most people’s “post-workshop suﬀering”.
Mark used Renita and Sophie to illustrate when looking at a mug from diﬀerent
viewpoints you’ll get an entirely diﬀerent conclusion about the object! This creates
a broader understanding - each perspective helps look at something in more detail
to give you a be#er understanding about it.
So, what colour is whitewash? Ask the questions!
What time of day is it? Which pa! of the whitewash?
Mark used Burnt Umber, Pthalo Blue plus the sky grey
and a li#le white and painted the whitewash shadows
on the edges of the breaking wave. He added a line
under the mid-ground whitewash (and reflections)
and then used a cross-hatch technique to paint the
shadows of the whitewash in.
TIP: When using Free Flow, watercolour brushes can
be GREAT!
Add more grey to the foreground whitewash area and then add white to the
previous whitewash shadow colour to create a transition within in the whitewash
itself. Add this colour to the mid-ground whitewash areas too.
TIP: Whatever happens in the sky will happen in the
water!
An aside - KNOW YOUR BRUSHES - take the time to
figure out what just one of your brushes will do for
you. You are sold an idea that you need a lot of
diﬀerent brushes. You actually need to take the time
to make a lot of marks with one brush so that you
know it intimately enough so that the process
becomes subconscious.
Now - using a dry brush technique, Mark used the sky

colour (grey) and added white to this colour and
took about 95% of the paint oﬀ the brush. He then
added in some diagonal strokes to the sky using the
very tip of the brush, and then added some
reflective areas in the foreground sand and across
the su$ace of the water horizontally and some
loose directional lines toward the light source.
Add white to this colour and use a VERY light touch
to bump up the reflections.
At this time Mark asked the question “how do I shi%
my perspective?”. To make the wave smaller, you
can add an horizon line behind it. This will make it appear as if you are at a higher
viewpoint and therefore the wave will be smaller.
Mark used Grey and Pthalo Blue for the horizon in
the background.
In this case Mark used an analogy for a “tradesman”
approach to painting - for example using the same
colour for diﬀerent areas of the painting, and using
the amount of paint on the brush to help illustrate
foreground or background areas.
Using White for the reflections is actually the major
pa! of this painting. Most of the rest of this picture
is white highlights and reflections.
TIP: Use diﬀerent edges of the brushes to create
diﬀerent eﬀects in your painting.
You can lighten the face of this wave a li#le if you wish, but not too much on a dull
day. Mark also came back with Cadmium Yellow Light and a dry brush to illustrate
how you can get a li#le bit more colour in.
He then used Burnt Umber, thinned, and a so%, dry brush and painted the shadow
at the base of the wave. The so%er and more diﬀuse the light is, the so%er and less
sharp the shadows and contrast will be.
TIP: Lie things down by REFLECTING THE SKY. Stand things up by NOT
REFLECTING THE SKY. This is how you create your planes.
Tomorrow it will become very impo!ant to combine the concepts of using the
colour that is somewhere between the water colour and the light (sky) colour.
A%er lunch:
Now we’re onto the orange canvas - we’re going to create a big breaking wave at
sea. So mix a lighter colour using orange, white and yellow to make a lighter patch
in the sky, similar to the grey canvas from earlier.

Add a teensy bit of Dioxazine Purple to the orange and add this into the sky using
diagonal strokes.
TIP: If you’re working on a coloured ground you
can re-paint any areas you’re not happy with using
this coloured ground.
Again, this is a tonal exercise using a diﬀerent hue.
Mark added Dioxazine Purple neat across the
bo#om of the canvas and blended upward with the
orange.
TIP: When you’re blending two colours, paint two
bands with a li$le bit of separation in the middle
and then pull them together using a cross-hatch
motion and then blending with the tip of the
brush to so%en the transition.
Using Dioxazine Purple and orange, Mark painted in
the wave under the lip, following the lines of the
breaking wave. From here, we should be sta!ing to
see the beginnings of a wave. Take a bit of time
here to get the curves right.
***Consider that sometimes a painting could be
made as a tonal study with some added contrasting
colour for a bit of pop.***
Mark painted in the water behind the wave on the
horizon using orange, a teensy bit of Dioxazine
Purple and white, then made a li#le more purple for
the lip pa! of the wave.
He used thinned paint and a dry-ish brush using
Pthalo Blue and Cadmium Yellow Light to add some
deep turquoise to the foreground water area.
He decided he wasn’t happy with the sky at this
point and mixed up a lighter colour using yellow and
white with the orange, added this to the sky and
painted this is diagonally and then so%ened this
transition.
He added white and yellow to this and added some other lighter areas in the sky.
He’s then come back with highlit colours using the yellow and orange to create
reflective lines.
So orange is the predominant colour in this painting. Mark mixed Pthalo Blue and
orange and painted this colour just under the lip, and blended this out. He added
this to the foreground water area as well, explaining that when we “stand things up”

we can see the water colour, so in the same way
when we look down on a 90 degree angle we’ll see
the water colour.
Mark used a mixture of Pthalo Green, orange and
white and painted this along the underside of the
edge of the lip and blended down. He then came
back with a radical colour mix of Permanent Green
Light and Pthalo Green to create even more
concentrated lime colour underneath the lip.
He demonstrated how water stops light and casts a
shadow, and how each droplet has a highlight and a
shadow by throwing a glass of water in the air. This
was to show that you can use a dark colour for the
spray and it won’t look out of place. He used
Dioxazine Purple plus orange and painted the spray
oﬀ the back of the wave.
DAY TWO:
Today, we’re going to extrapolate our shore break
wave into a diﬀerent light situation, onto the
poured canvas from yesterday.
TIP: Use chalk to play around on a spla$ered
canvas when you’re stuck for inspiration and see if
you can make a painting emerge.
So, what colours are we going to paint the water so
that it relates to the background? There are a
couple of principles you have to remember.
1.

Whatever happens in the sky, will be reflected
somehow in the water.
2. The smoother the water, the more reflective it
needs to be - therefore if it’s choppier you have
more room to move with the reflections. The choppier it is, the more diﬀuse the
reflections.
First thing to do is decide what colour your water
would be. In this case, the water is still that
“tropical” colour, and will be aﬀected by the
background light. So you need to work out the
predominant colour of the light.
It will be the tropical water colour at midday,
which we’ve decided is Pthalo Blue, Cadmium
Yellow Light and White, plus a combination of the
colours we used yesterday to pour our
background of Permanent Alizarine, Cadmium
Yellow Light and French Ultramarine Blue.

So if your canvas’ predominant sky colour is orange-pink, add this colour to the
tropical water colour to block in the face of your wave.
NB: This is not a painting to sell. This is a painting that you’ll look at for the rest
of your life because it will have taught you something. Hopefully something
profound.
Mark mixed his wave colour of Pthalo Blue,
Cadmium Yellow Light and White, and then
added some orange to this colour and painted
the face of the wave in. He thought this colour
was a li#le too “cool” and could’ve added more
orange to this.
Then you need to add a “glow” - representing the
light shining through the back of the wave - work
with your own colours on your own canvas - this
highlight at the top of the face of the wave
should be lighter than the face of the wave. Mark
added orange and yellow and white to his earlier
water colour and painted this in a line along the
top of the face of the wave to represent that
glow, and then blended it down.
Now, what colour is whitewash? We’ve decided
that the recipe for painting whitewash on a
bright sunny day is Burnt Umber plus Pthalo Blue
and White. So for this piece where the
predominant light is orange, the recipe will be
Pthalo Blue, Burnt Umber, White plus that
orangey colour. Mark added this (darker) colour
to the edges of this wave and then reflected it in
the water with a dry brush and ve!ical
brushstrokes.
TIP: Where you haven’t put any water colour,
these areas will be flat su!aces that are
reflecting the sky.
While he had this colour he “di!ied” up the water colour in the face of the wave a
li#le, and also added a shadow along the bo#om of this wave.
TIP: Any objects between the viewer and the light source will stop light and
therefore cast a shadow. This darker, di"ier colour is that shadow and this area
won’t reflect any background light.
RULE OF THREE - an aside
From Mark: “For me, my OCD-ness represents itself in an inability to paint a
transition without at least three incremental shi%s in hue or tone.

The value in this process is that is forces me to
look at the object that I’m painting in a series of
shi%s in hue or tone. It helps me to dissect an
element in the image into areas of dark and
light, warm to cool, etc. Being able to distil the
subject into three areas in this way, allows a
complicated subject to be more easily
managed mentally. And allows a process to be
formed. That rule of three when applied
practically, and the colours pushed and pulled
together, delivers a surprisingly eﬀective result.
This rule of three, while very eﬀective and
eﬀicient (and of course nice and simple) is
obviously not the whole answer. There are always
additions and subtle nuance that needs to be
taken into account. The beautiful thing about
the rule of three, is that if you use it as a sta!ing
place, a much more complicated image can be
more easily broken down. Subtle nuance can be
added once the “bones” of the rule of three
have been established. These examples are just
the tip of the iceberg :)
Something major to take into account with the
rule of three is that there are usually three
sources of light to consider too - direct light,
and at least two sources of reflections. (There
will usually be light coming in from somewhere
else).
TIP: Be willing to let go of what we think we know, and truly look. When you
know that you don’t know something, instead of going to what you know,
approach it as a child does and see this for the first time. In other words, don’t
paint what you think you know, paint what you want a%er you’ve truly seen!
Mark sta!ed on the sand - using the Sand
recipe colour of Dioxazine Purple, Cadmium
Yellow Medium and White - plus the orange of
his time of day. He added water to give the
paint some legs and painted this in a band
across the bo#om of the canvas. On your own
canvas, take some time to assess whether this
colour is working or not, whether it needs to be
lighter or darker, etc.
Mark added Burnt Umber, Dioxazine Purple,
Permanent Alizarine and Pthalo Blue to this
colour to make a darker colour, and painted a
line along the edge of the dry sand and pulled
it up in places into the wet sand area to help

with that transition where the sand is still wet and shiny and where the sand is still
wet but the water has sunk in. Keep this line fairly straight to eliminate the need for
highlights in a bumpy beach :)
TIP: If you want to make something very dark and add glorious guts and depth
to your shadows, use a combination of Permanent Alizarine and Pthalo Blue.
The next pa! is all about the
light. Are we happy with the sky?
Mark mixed White and Cadmium
Yellow Light together and used a
very dry brush to create a more
concentrated area of light in the
sky. He moved the light source a
li#le to the right and made some
“rays” poking up as well.
He added this colour with a very dry brush in
the su$ace of the water underneath this area
too to create reflections.
He then sta!ed mixing up colours to add
more reflections to the su$ace of the water.
Use loooooooong, thin horizontal strokes to
break up the su$ace of the water with the sky
reflections. Add some white to this colour and
come down the su$ace of the water adding
your reflections.
TIP: Avoid the shadow areas in the faces of
waves for this pa".
When you’re at your lightest colour, add this to
your whitewash and only in the highlit areas.
Add this colour to your mid-shadow whitewash
colour and paint this in the transition. The
good thing about this colour is that is still
represents that it’s in shadow, but it shows
there’s still that lovely gold look about it.
Everyone was feeling a li#le beaten up at this
point - Mark brought Mish’s painting up to the
front to analyze and help give the tools to fix it
and look at it completely dispassionately.
When you have technique and experience, you
are able to dance with your painting and get
out of your own way. The only way you can do
this is to paint with confidence. And how do
you paint with confidence? Time on the brush.
Any oppo!unity you have, make sure you play
with your paint and brushes. Just make some marks!

Mark did a li#le demo at this point to illustrate the cross-hatching brush technique
for whitewash, which is very similar to clouds (see the link at the end of these notes
“Sky and Clouds”). No ominous hovering blobs!
NB: The highlights on the whitewash in this painting are only going to appear
right at the top of the whitewash.
We’ve touched on this theory a li#le bit over
the last couple of days however Mark took a
minute to demonstrate and talk about the
theory of “warm to cool”. This is the idea that
the areas close to the light source are
generally “warmer” and radiating out
gradually get “cooler”. Mark demonstrated
this idea by firstly bumping up the area in the
sky as the light source (using a mixture of
white, Cadmium Yellow Light and a hint of
Permanent Alizarine), and then added this
colour to the foreground whitewash areas,
including a thin highlit line along the edges
of the whitewash. He came back with a
colour a li#le “cooler” - relative - a li#le more
orange and Dioxazine Purple, and painted the whitewash pa#erns and highlights
on either side of the “most lit” area. In keeping with this idea of “warm to cool” he
moved into more mauve/violet colours adding more Pthalo Blue to this colour and
painted in the whitewash pa#erns and highlights on either fu!hest side of the light
source.
We talked a li#le bit at this point about brush technique. It seems most people
have a handle on the theory behind the
concepts we’ve been discussing this
weekend, however the brush technique is
le#ing us down a li#le. There is nothing like
time on the brush. There is no reason why
you can’t pick up a paintbrush and push
coloured goo around, in fact, it’s meditative!
We always put so much pressure on
ourselves, to create a masterpiece with every
painting we make. We forget to just practise.
Just make marks. You need to do this.
It’s a great idea to really THINK about the
marks you want to make before you make
them. For example, to get the long, flat lines,
really thin your paint down and choose a
brush that, when trained, comes to a sharp, flat point.
TIP: Reflections generally point to YOU. Shadows point to the light source.
TIP: Dry brushing is a very non-commi$al and creates a lovely natural grain.

There’s a fundamental diﬀerence between a good painter and a not so good
painter, the good painter will have a greater range of processes to escape the
hideous sins commi#ed on the canvas.
TIP: If the light changes, everything changes.
Mark came back again with a glorious orangey line to represent the light hi#ing the
top of the wave and the very tops of the whitewash. Follow the curve of the wave
around to hint at the shape of it. This goldy, pinky line follows the curve of the wave
and adds to the illusion of the wave being a cylinder within a cylinder. It also makes
it appear as if the whitewash is poking up out of the shadows.

Thanks so much to all of our lovely
participants at Woopi!!!!
Overheard in Class:
“Did I say that out loud?”
“Someone come and shake it for me!”
“What ARE you talking about?”
“I’ll come back with the scary purple”
“Stay tuned for more trouble!”
“I did the draggy-down thing but it looks like a dog’s breakfast.”
“Don’t be scared of a dry brush!”
For suppo! material about what you learnt over the weekend, check
out these pages from our website:
Have a look at this page first to do some of your own exploring!
http://www.explore-acrylic-painting.com/sitemap.html
www.explore-acrylic-painting.com/brush-technique.html
www.explore-acrylic-painting.com/color-mixing-guide.html
www.explore-acrylic-painting.com/perspective-in-painting.html
www.explore-acrylic-painting.com/how-to-paint-water.html
www.explore-acrylic-painting.com/painting-waves.html
www.explore-acrylic-painting.com/gradation.html
www.explore-acrylic-painting.com/paintbrushes.html
www.explore-acrylic-painting.com/ocean-landscapes.html
www.explore-acrylic-painting.com/atelier-interactive.html
www.explore-acrylic-painting.com/acrylic-sealer.html

www.explore-acrylic-painting.com/atelier-unlocking-formula.html
www.explore-acrylic-painting.com/atelier-free-flow.html
www.explore-acrylic-painting.com/create-unique-paintings.html
www.explore-acrylic-painting.com/workshops-past.html (to access previous workshop
notes)
and these video clips! (make sure you subscribe to our Youtube channel for
all the latest clips):
Know Your Brushes:
https://youtu.be/20CjkSzXICc
Learn How to Paint - Gradation:
https://youtu.be/vy-Z0FQ2kpg
Painting The Right Light | Acrylic Painting Tip:
https://www.youtube.com/watch?v=XdaWQW3lD4Q
How to Paint a Sunset:
https://www.youtube.com/watch?v=ppP8tqkZJSw&t=7s
Sunset Painting - Gradation:
https://www.youtube.com/watch?v=dNJkgJROfpQ&t=31s
Painting Your Horizon:
https://youtu.be/XsVGv9eH6U0
Creating Distance In Your Paintings | Atmospheric Perspective:
https://www.youtube.com/watch?v=0ecBhJUiFXU
Brush Technique:
http://www.youtube.com/watch?v=icWYYJHJFVc
Painting Waves - Dry Brush Technique:
http://www.youtube.com/watch?v=bgNhoede9AI
Learn How To Paint - Gradation:
http://www.youtube.com/watch?v=vy-Z0FQ2kpg
Acrylic Painting Techniques - Shadows in Waves:
http://www.youtube.com/watch?v=OfIAtF-0UoM
Acrylic Painting Techniques - Reflections in Whitewash:
http://www.youtube.com/watch?v=IUDJHY9h9fA
Acrylic Painting Tips - Colour Matching:
https://www.youtube.com/watch?v=A5gzJuX8EEU

How to Paint Water - Refraction:
http://www.youtube.com/watch?v=xzCGPAUXJOg
How To Paint Shadows:
http://www.youtube.com/watch?v=lDut2Tma1QU
Painting Waves - Perspective in Whitewash:
https://www.youtube.com/watch?v=TDvlwo_e9JI
Sky & Clouds:
https://youtu.be/BAnYasp31iM
Blocking in - Painting Waves:
https://www.youtube.com/watch?v=0Gm5EbU8oB4&t=37s
Painting Waves & Whitewash:
https://www.youtube.com/watch?v=5NiBE3sq_VQ&t=32s
Waves & Whitewash - paint recipes:
https://www.youtube.com/watch?v=wRl8CVBZsjg
Wave Fundamentals - DVD Trailer:
https://www.youtube.com/watch?v=8BDo2asc8Os
How To Paint Tropical Water - Paint Recipes:
https://www.youtube.com/watch?v=vH8xAeu6njY&list=UUIzzJZa8_ObuiWGHgdUnng
Creating Planes - Studio Tips:
https://www.youtube.com/watch?v=4MsJwKRtD_E
Atelier Free Flow demonstration:
https://www.youtube.com/edit?o=U&video_id=uicinMfZNy8
Painting Your Horizon:
https://youtu.be/XsVGv9eH6U0

date and lemon
slice

ingredients:
1 cup chopped dates
1 cup self raising flour
1/2 cup sugar
1 cup coconut
2 teaspoons grated lemon rind
125g melted bu!er
1 egg, whisked
(For icing)
2 cups icing sugar
juice of 1 lemon (you may not need this much!)

method::

m Preheat oven to 170˚C.
m Place all ingredients (except for the icing) in a bowl and mix well.
m Cook in a greased and lined slice pan for about 20 minutes.
m Make the icing while your slice is cooking.
m Si" icing sugar into a bowl. Add lemon juice and mix until you
have a consistency that isn’t too runny.
m Ice your slice while warm. Sprinkle some coconut on the top if
you like.
m Leave on the tray until cool, cut when cool. Keeps well in the
freezer (if it lasts that long)!

enjoy :)

