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Workshop Notes 

Day 1.   

Mark sta!ed the day by explaining his experience with the brain tumour gave him a 
different perspective on perspective - but not the way you think!  The quality of 
your life is dependent on where you direct your a#ention.  We get very caught up in 
our own way of looking at the world. 

Generally when we paint water, we’re sometimes not 
sure where to sta!.  So this workshop is about narrowing 
our a#ention in different directions to make it easier to 
break the process down.  

This is a useful technique for any painting - this concept 
should expand your entire repe!oire of painting waves 
and water. 

We’re going to sta! with our already blocked in dark 
background first (see link below for the tutorial on this 
background).  In this case we’re going to establish some 
boundaries with chalk.  There is no horizon in this image, 
but we need to look at the idea of perspective.  In terms 
of structure, we need to establish where the waves are in 
relation to one another.  The ocean has a vanishing point 
- the sizes and distance between these elements vary. 
 
TIP:  Look at the swell period on su!ing apps (swell 
prediction maps) - the less duration between waves = 
less power in the waves.  Longer distance between 
waves = more powe!ul waves. 

So our first decision is where the waves will go, between 
the wet sand the top of the picture.  The distances apa! 
will be roughly equal in this painting because we are 
looking down on them. 

Now - an exercise with the chalk.  Draw in your “not-
waves”.  We are going to imagine a moon and we’re 
going to leave gaps for the faces of the waves and 
reflect that moonlight with those so$ scallopy reflective 
shapes. 



At this point Mark went into a li#le bit of “wave theory” - What is a wave?  A wave is 
a lump of water, which is going to reflect light in different ways.   The light in this 
case, will appear to reflect strongly on the steepest pa! of the back of the wave. 

Think of water and waves as a series of windows and mirrors.  Relative to your eye, 
flat water is reflective (mirror), when a wave stands up, you can see through it to the 
water beneath. (window).  

In this workshop we are painting the light.  These are slightly scalloped ripples.  
When a wave breaks in shallow water, those reflective ripples are generally going to 
appear fla#er. 

TIP:  Take some pressure off yourself - your painting 
is in a constant state of flux from this moment on. 

TIP:  How do you paint with confidence?  Paint 
confidently! 

So, let’s put some paint out!  We’re going to use Atelier 
Interactive - dish out about a teaspoon of White.   This 
will be thinned with water, paint your strongest colour 
down first on the steepest edge of the lip of the wave, 
where the reflection appears strongest. 

We’re sta!ing with White in this case because this 
image doesn’t have any structural elements like a 
landscape might do - so in this case our darkest darks 
and lightest lights become the structure. 

Use a brush that is fairly small and flat, and sta! at the top of the painting and 
gradually work your way down, so you don’t get paint on your hand. 

The wave right at the top of the painting (out the back) is in the deepest water, so 
we don’t want a steeply breaking wave.  In order to create the illusion of this, you 
can paint some ripples down the face of the wave. 
 
TIP:  When you have a lot of paint on your brush, sta# 
painting where the light would be strongest - in this 
case on the steepest pa# of the back of the wave. 

TIP:  Train your brush to use the corner, or the flat 
pa# of the brush to make nice scallopy lines. 

So, before anyone sta#s stressing! 

It took 13.8 billion years of stars exploding, gaseous 
clouds, atoms forming and reforming for the miracle 
that is YOU to exist, and to sit here in this class with a 
hairy stick and some coloured goo. 

We have approximately 80 years on this planet.  Mark 
spent a li#le bit of time on this concept - we don’t 



tend to think of “living in peace”, really reserving this saying for people who have 
died.  Let’s try to make our lives more peaceful!  Don’t stress, don’t waste your 80-
odd years worrying about “stuff”. 

Why do we paint?  For meditation, for peace.  But when we sta! worrying about our 
paintings and the marks we’re making, this takes us out of our peaceful state.  This 
weekend, and going forward, we want you to notice when “YOU” gets in the way of 
your peaceful painting state.   

NOTICE each time you get stressed.  Instead of stressing, try to focus on the sound 
of the brush on the canvas to bring you back to quiet. 

Let’s try to suspend our judgement - this is a safe space, and our only job is to play 
and be kind, and have fun.  Try to stay in the moment! 

We are using painting as a tool that it’s meant to be - an exercise to give you peace.   

Set Up Your Workspace: 

Set yourself up properly to remove “obstacles”.  Your pale#e is for working stuff out 
on!  Not your “real” canvas!  It is your workspace.  Dish up more paint than you think 
you’ll need.  There is nothing worse than trying to match colours halfway through a 
painting because not enough paint was dished up at the beginning.  These 
strategies will free your brain for painting.  Your pale#e should suppo! your 
practise. 

Now we’re going to go back into the dark area again, but slightly less dark.  Then 
we’ll go back into the light, but slightly less light.  The idea is that we’ll create a 
gradation through the light spectrum, radiating outward from the light source 
(white), out through yellows, oranges, reds, purples, blues. 

Warm to Cool Concept 

There is a concept which totally changed the way Mark painted, and that is - 
generally speaking, objects closer to the light source appear warmer, and as you get 
fu!her away from the light source, these colours appear cooler.  When you really 
sta! looking, you will see this concept everywhere, even in different pa!s of the 
same shadow.  When you can apply this knowledge to your paintings, you will add a 
layer of realism which looks incredible. 

A li#le fu!her into this, you can also change the time of the day by adding colours 
to your recipe mixes.  For example, to create a “3pm” kind of time of day (there 
would be more Cadmium Yellow Medium in this mix), you add some Cadmium 
Yellow Medium to every colour mix you would normally use in a “midday” painting.    
It’s not as simple as this of course, but you’ll be surprised how incredible the results 
you can get.  See the Youtube link at the end of this page for a demonstration 
“Painting The Right Light”. 

In the morning there tends to be a li#le more moisture in the air, making the 
colours appear “whiter” than they potentially would at the end of the day.  At the 
end of the day there is more dust in the atmosphere, which can make the colours 
appear warmer. 



 
In this painting, our warm to cool is radiating from the 
middle white light (the moon reflection), and we’ll go 
through the spectrum to the coolest areas of the 
painting - the edges. 

So, we’re going to mix up our next darkest colour - 
using a mixture of Permanent Alizarine and Pthalo 
Blue, leaning more towards the Pthalo Blue.  Mark 
added a tiny amount of Cadmium Yellow Medium to 
“grey-ify” this colour a li#le.  This colour will be your 
“su%ace of the water fu!hest away from the light 
colour”.  This should be quite dark (but slightly paler 
and warmer than your background), and mobile - 
add water to achieve this mobility. 

TIP:  It doesn’t ma$er exactly what colour this is - 
but this becomes your framework between that and 
white.  Establish your darkest darks and lightest lights, and work backwards from 
there. 

When you get to the shallowest water, fla#en and so$en your brushstrokes - you 
don’t need so many ripples in this area as it is very shallow! 

Whoops - we’ll backtrack a li#le bit here as Mark forgot a li#le process.  Use a 
broader, fla#er brush, and neat, thinned White to establish the edge of the wet 
sand. 

TIP:  For awesome reflections, use a dry brush ve#ically painting down, and a 
damp brush painting horizontally across.   

TIP:  Reflections always relate to you, however shadows always relate to the light 
source. 
 
HOMEWORK:  Have a look at where the damp sand 
and wet sand interacts - sometimes it’s a very sharp 
transition! 

Use the very edge of the brush to establish the edge 
of that shallow ripple in the foreground. 

Now, we’re going to sta! our see-saw process.  We’ll 
go back to the next lightest colour - using White with 
a TINY bit of Cadmium Yellow Medium added.  We’re 
creating a transition between the lightest light as the 
light radiates out.  We’re basically creating a 
gradation through the spectrum from the brightest 
light radiating out to the darkest, coolest areas. 

The process from now on - we’re going lighter into 
cooler, and also, darker moving into warmer.  The 
reason we are going back and fo!h like this is so it’s 



easier to stay within this “lightest light, darkest dark” 
framework. 

So now, we’ll mix up our next transitional dark colour, 
using Permanent Alizarine and Pthalo Blue and a li#le 
bit of White, but learning more into the Alizarine, 
making a purplish colour (paler than the first dark 
colour). 

TIP:  Use sho#, straighter strokes to create the 
illusion of whitewash in the shallower areas. 

So now, we’re going back to our see-saw - we’re going 
to mix up a kind of a peachy colour.  We’re going to 
use our yellow colour from before and add a tiny bit 
of Permanent Alizarine and White, and paint the 
ripples in the transition area of the yellow going out 
into the purple area. 

TIP:  Water as we’ve mentioned, is highly reflective!  
It’s ok if some of these ripples “cross over” into the other reflection areas. 

TIP:  Don’t make this too neat - you want to create the impression that water is 
moving, reasonably chaotic and flowing! 

Just to show you how this works from a to-and-fro perspective, and to reassure you 
about the process, Mark used White and strengthened up the light reflections right 
in the centre of the light source - this may have to be painted a few times. 

Mark demonstrated with White Free Flow how great 
it is for this technique.  You can go really strong with 
the white. 

An aside - mediums can be very confusing, so Mark 
keeps them to a minimum when teaching. 

The next colour transition is a mixture of the previous 
peach colour, and the darker purply colour from 
earlier - this colour will be halfway between each of 
these colours, and is the transitional colour that 
should bridge the gap.  This could be the transition 
colour that pulls it all together!  (However, always be 
prepared to do more :) 

Mark got a clean damp brush and painted out the 
chalk marks at this point in time, to tidy it up a bit. 

Mark then got the pa!icipants to “dri$ in a li#le 
closer” to demonstrate the peachy/purply/apricoty colour, to paint in some 
whitewash where the foreground wave is breaking, and sta! creating the breaking 
wave.  This is occurring in that “where the peachy/purply/apricoty colour pa! of the 
painting is”.  You may have to paint over this a couple of times. 



At this point Mark mixed up the darkest dark of 
Alizarine and Pthalo Blue, and painted the base of 
this whitewash, which is the shadow that the 
whitewash is casting.  While he had that colour he 
painted some here and there in the actual faces of 
the waves, in the areas of the painting that are the 
most shaded. 

An aside - we tend as humans to see things very 
supe%icially - we only need to put enough 
information in our paintings to make them 
believable.  For example, “The cat sat on on the mat” 
exercise. 

Once we see the world, we think we know the world, 
so we assume we know how it looks, so we stop 
looking.  One of the invitations of being a painter is 
to keep looking.  As a!ists we need to do this.  We 
need to add information to our painting to make it 
believable. 

The waves - So, we’re going to get a li#le bit of Permanent Alizarine, Pthalo Blue 
and White, leaning more into blue - a bluey grey colour.  We’re going to sta! pu#ing 
some highlights in the shadows of the whitewash.  Mark is going to paint this colour 
in the face of the waves out the back, running some ripples up the faces of these 
waves to eliminate the idea that these wave are steeply breaking.  But still leaving 
gaps in the middle for the “windows” so the wave 
does appear steeper than the lit areas. 

Mark painted this colour into the shaded areas at the 
front of this wave.  This was to create the illusion of 
the wave breaking onto a flat su%ace (mirror). 

Next up  - Mark added a leading edge to the lip of 
the wave breaking to give it that hollow curling form. 

Sometimes with painting it’s the things we put into 
the painting that the viewer is unaware of.  Detail in 
the shadows is one of these things.  You can put 
loads of detail in your shadows and this will add so 
much depth and realism. 

Now for some glory! This next process represents the 
light shining through the back of the waves.  Mark 
mixed up a colour to paint in the faces of the waves - 
a dark greeny-blue colour using Pthalo Blue, 
Cadmium Yellow Medium and White and painted 
through the face of the waves right through to the whitewash (Sta!ed towards the 
top of the face of the wave).  He added a tiny bit more yellow to that, and a teensy 
bit of white, and painted this colour over the top of the first colour, down to the 



middle area of the face of the wave, so$ening it down so that it appears to be a 
gradation in the face of the waves. 

Mark painted this colour here and there through 
the painting wherever light would be shining 
through the back of a wave. 

Mark added more white and more Cadmium 
Yellow Medium to this colour and painted again, 
along the top of the face of the breaking waves, 
fading downwards. 

When a wave rears up to break, you can see the 
light shining through the back of it.  As the wave 
folds over and breaks, you see through two lots of 
water.  So the green colour won’t be as strong 
where the lip is folding over.  The darker pa! at the 
top is the lip (the thick bit) where you’re seeing 
through more water, therefore it is darker.  More 
water = less light travelling through it. 

Mark added more Pthalo Blue to the colour above 
to represent the thicker pa! of the wave. 

At the moment we’re actually painting the waves, not the “not-waves” :D  Painting 
the not-waves is actually the largest pa! of this picture. 

At the blocking in stage of the painting, you sta! looking at the painting; asking 
what is working, what isn’t, and tightening those things up.  What we have to sta! 
doing now, is looking at our picture more critically.  So we’re going to just sit and 
look at your picture and ask yourself whether or not you have created the illusion of 
moonlit water or not.  If you think you haven’t, rigorously explore why, and train 
yourself to observe critically your paintings. 

Mark brought some pictures out the front in order to sta! looking at the work 
critically.  We workshopped Ann’s picture first, asking her what she thought about 
her picture, and how she would go about “fixing” it.  We want to look at this process 
dispassionately, without ego.  We don’t want to spiral out of control with it.  Try to 
leave “yourself” out of this process.  Look at it completely objectively and figure out 
how to make it work. 

In Ann’s case there was a transition that wasn’t as sophisticated as she would have 
liked it to be.  Mark got some white paint and demonstrated how bumping up the 
highlights can make the painting more “cohesive” and “together”. 

In a painting, everything is relative.  We tend to look at one thing, and think “that’s 
wrong”.  A be#er approach is to try and look at the context instead, in this example 
asking ourselves what we are really trying to achieve in this picture.  You need to 
figure out - What is the story I want to tell?  What isn’t working?  What am I going to 
do to make it work? 



Remember - we are all different - you have a different eye, a different way of doing 
things.  There is no “right” way, just a framework for yourself to work comfo!ably in. 

With Peta’s painting, she wasn’t happy with the amount of colour that was going on 
in her painting, and the thicker lines.  Mark bumped up the whites, and 
demonstrated with this technique, how our brain automatically re-adjusts to the 
information our eyes are seeing.  We think “Oh, that is a lot of contrast!”, which 
automatically diminishes the other elements that may not be “working” so well.  

In Peta’s case, we did the same steps as Mark did with Ann’s, ie making the areas out 
to the sides slightly paler to so$en the transition.  This created a lot more 
continuity.  We are trying to create planes in this painting - standing things up (the 
waves) and lying things down (reflecting the areas in between the waves).  Don’t 
forget there is a lot of to-ing and fro-ing. 

Kathy’s painting was up next.  She was able to pick some areas of her painting she 
wasn’t happy with, and from the previous workshopping was able to discover what 
and how to fix it. 

Jackie put her painting up next - Mark spent a bit of time talking about the 
impo!ance of “training” your brush into a shape.  You need to have the right shape 
in your brush in order to make the mark you want.  Something you can do is dip 
your brush in the paint and use the paint to help hold your brush’s edge.  BUT.  Once 
your brush sta!s to splay out again STOP.  Dip in the paint and train your brush 
again.   

In the highlights, when we’re going from warm to cool, the same thing happens in 
the shadows.  Just to show you how hard you can go with the colour in those shaded 
ares, Mark demonstrated on Jackie’s painting using Pthalo Blue and Permanent 
Alizarine to create the whitewash shadows.   

In the wave areas, even though they’re in shadow, there is still going to be a warm to 
cool process happening.  Mark then added Permanent Alizarine to that colour and 
painted that next to that darkest shadow colour.  This really li$ed the shadow areas.  
Mark added a bit of Cadmium Yellow Medium to that colour and added that again 
as a transitional colour in the shadows.  This is an extreme example of how you can 
push colours up and change things around.  The thing is, when you’re looking at the 
world as if it is the first time you’re looking at something, you find so much more 
colour and saturation in EVERYTHING. 

So, the process of warm to cool in the light areas, and warm to cool in the dark areas 
is what we’ve covered.  If you’re having problems with your painting, keep going 
back to this process. 

So, next up, and to finish off this painting - we are going to add a few li#le zippy 
details.  Mark, using White Free Flow, added some feathering to the front lip of the 
breaking wave.  He then bumped up the whitewash areas close to the light source 
and re-established the lip running through the face of the wave using that darker 
burgundy colour from earlier, Pthalo Blue and Permanent Alizarine.  We decided 
that the whitewash in the shadows was a bluey/grey colour.  Mark used this colour 
to feather off the top of the wave with a mostly dry brush.  This will be a li#le darker 
than the reflection behind the wave because it will stop light.  However the area 



directly in front of the light source will be lighter and warmer.  Some subtle 
reflections were added under that whitewash ve!ically and horizontally using the 
same colour.  Using the peachy colour from earlier Mark added highlights to the 
whitewash of the breaking wave. 

Following the same colours as above, sta! creating some whitewash trails.  Mark 
used White Free Flow and a li#le bit of water for this pa! of the process in the 
middle where the light source is strongest - Free Flow is just excellent for this.  In 
the areas to the sides where the shadows are, use the same whitewash shadow 
colours to create those suds trails. 

Mark then used Free Flow white to define the front edges of those very small waves 
in the front. 

He then added a pile of water to the white and added a tiny parallel reflection 
under this tiny wave.  He added fu!her suds using Free Flow White just in the 
centre where the light source is strongest. 

TIP:  White tends to go a li$le bit transparent and blue - when you thin it out 
with water you can use it as is, painting out into the shadow areas and that saves 
you having to add blue to it! 

The rest of the painting at this point is to-ing and fro-ing.  Bumping up pa!s that 
you like and diminishing pa!s that you don’t. 

One last thing - Mark showed a fun glazing technique using neat Cadmium Yellow 
Medium and a dry brush and brushed in those areas of the reflections between the 
white and the shadow areas to create a gorgeous, cohesive and so$ transition.  
Glazes are great for subtly changing the image. 

One thing about moonlight on the water is that it is very intense and there is a lot 
of light bouncing around.  So using a dry brush again, Mark demonstrated using 
White and brushed horizontally across those areas of most intense light again to 
bump those areas up.  Don’t be too scared to get right in there with the white, this 
will really pull those areas forward. 



Day 2. 

We sta!ed the day with a class demonstration.  Mark got two volunteers (thanks 
Kathy and Veronica)  and held up a coffee mug, with the volunteers on opposite 
sides.  He asked both pa!ies what they could see in terms of shapes and colour.  
One side could see the handle, the other couldn’t.  So, as a metaphor, we are always 
going to be looking at the same thing with a different perspective from one 
another.  We have to use our communication (with paint) to share our different 
perspectives of the same thing.  We need to share our viewpoints without blame or 
judgement. 

TIP:  Reflection and Shadows - Reflections are all about YOU.  Reflections will 
always point to the viewer.  Shadows will always point towards (or away from) the 
light source (see above). 

Mark had some questions regarding the background of our next picture.  Clearly it 
is a different colour pale#e.  So when we sta! painting this, is the warm to cool 
principle as impo!ant?  Or as obvious?  Is it something you need to concern 
yourself with in this picture?  Not so much as yesterday’s. 

What we are going to do differently with this picture - there is not a strong, direct 
source of light here.  The most apparent light source in this picture is the sky.  
(Reflections on the su%ace of the water). 

The more overhead light there is, the more you can see the colour of the water and 
the substrate.  And because there is more light, there is less contrast in the 
highlights (reflections). 

In this instance, initially we will use blue chalk to practise the reflections of the sky. 

The reason we did the dark wave first, was because it showed the necessity for 
subtle brush technique with this wave today.  What we want to do is create a so$ 
effect, and build up our colour slowly.  What we are aiming to develop is some real 
nuance with our brush for this one - this wasn’t quite as impo!ant for the dark one 
yesterday. 

An aside. 



BRUSHES 101 

Decide what mark you want to make BEFORE you make it.  How are you going to 
make it?  Which paintbrush?  Which pressure?  Which area of the bristles do I need 
to use to achieve that effect? 

There is a mistaken belief that if you buy a different brush it’ll solve all of your 
problems.  Your brush is like a swiss army knife - you need to know all the different 
strokes it will create.  You need to know what mark you want to make and how you 
can make it BEFORE you sta!.  

There are 3 main functions of your paintbrush which affect the mark you make.  
These are: 

• The amount of pressure you apply 
• The amount of paint on your brush 
• The medium you use 

Within each of these areas there are lots of variations (if you think of each area 
having a scale of 1-10, for example), resulting in potentially thousands of different 
marks you can make with just one brush!  

So, before you make a mark, ask yourself questions.  Is this the mark I want to 
make?  Is this the brush I need?  What do I need to do to get the mark that I 
need?  KNOW YOUR BRUSHES. 

Another great tip is to make a mark on something else first, before you touch your 
brush to your “real” painting, ie nearby easel or spare canvas etc. 

Really stop and consider the mark you want to make each time before you make it - 
you will then sta! to develop an unconscious relationship with your brushes so that 
you will know exactly how much paint, medium, pressure AND the brush before you 
touch it to the canvas.  This internal dialogue will make your paintings and your 
relationship with painting will become so much 
be#er! 

We got our chalk out and sta!ed making some 
so$, subtle marks.  Down the bo#om of the canvas 
we made a couple of intersecting whitewash ripple 
lines using white chalk. 

We also chalked in a li#le breaking wave about 
halfway up the canvas.  Then added a line to place 
a deeper water wave that’s not breaking, (a lump 
of swell). 

We practised some subtlety with the chalk here by 
creating the impression of li#le wavelets receding 
off into the distance on the back wave. 



TIP:  You generally don’t get straighter lines until 
the wave is about to break. 
 
Some wavelet chalk marks were added to the top 
of the foreground wave that was about to break - 
these marks are straighter and a bit sharper 
because it is about to break. 

We then moved away a li#le from the su%ace of the 
water.  On a sunny day, we can see through the 
su%ace of the water, so we can see what’s 
happening with the light, with the colour of the 
water etc, so we should represent them right now. 

We dished out a li#le bit of Cadmium Yellow Light, 
Pthalo Blue and White. 

So, what is a wave?  A wave is a lump of water.  Does 
water have colour? Yes it does. 

Mark mixed Pthalo Blue and Cadmium Yellow Light 
and a very dry brush to brush in the top of the faces 
of the waves to represent the volume of the wave. 
 
TIP:  If your background isn’t the right colour, use 
a very dry brush to create a glaze over the 
background with that colour to make it work. 

Atmospheric Perspective - An Aside: 

Air is not clean and clear.  It has ‘stuff’ in it.  It has a 
colour.  To create the impression of something 
appearing to be fu!her away, you need to establish 
the object colour in the foreground, then add sky 
colour to push them fu!her into the background. 

This is the same with water - water has a colour and 
the more distance in the water, the more “stuff” is in 
there, the harder it is to mix up. 

We touched on the concept of refraction here - the 
su%ace of the water can concentrate or dissipate 
light, creating that glorious pa#ern on the 
substrate.  That pa#ern is mostly determined by the 
shapes of the su%ace of the water. 

We went back to the faces of those waves,  and mixed up a paler version of the 
Pthalo Blue, Cadmium Yellow Light and White, and a very so$ and dry brush, and 
sta!ed to create a gradation within the face of that wave. 

Then Cadmium Yellow Medium and White was added to this colour and painted in 
as a line at the bo#om of the wave (the breaking wave in the foreground), and then 



brushed back up to meet the last colour, in a smooth 
gradation.  The same thing was done on the wave out 
the back - no hard edges on that wave.  This line of 
yellow is where the curved, rearing shape of the wave 
is magnifying and refracting that light into a line on 
the sand. 

If at this point you see your background does not 
quite gel, you can bring the background into line by 
repainting it with a similar colour, darkening up the 
background, so that the wave “fits” into it. 

(We think the colour at the sta! should have been 
Pthalo Blue and Cadmium Yellow Medium - oops!  
Lucky it’s only paint and there are some “get out of 
jail free” tickets still to go!) 

This may look a li#le discordant now, but try to trust 
the process! 

TIP:  What causes a wave to break powe!ully?  The rate of change in the 
substrate from deeper water into shallow water, and the speed of the swell. 

So, we have determined that a wave has colour.  
Therefore, it must stop light.  So, when a wave rears 
up to break there is a concentration of water, which 
means there also must be a shadow.  If you notice a 
wave at the beach on a very sunny day, the wave will 
rear up and leave a lovely li#le shadow underneath it 
on the sand. 

Mark mixed up a tiny bit of Burnt Umber, thinned 
with water HEAPS, to create this shadow line on the 
substrate.  Painted right underneath the yellow 
refraction line of the breaking wave.  This is a very 
subtle technique. 

This shadow line is more “broken” in the wave at the 
back (in the deeper water).  This line is very very so$ 
because this wave is not steep, therefore it is not 
stopping as much light to create that shadow. 

This next pa! is really going to test you!   

Mark used a small brush for this next bit.  That yellow line at the bo#om of those 
waves is refraction - a concentration of light.  We’re going to increase the illusion of 
refraction in our picture by creating the impression of it on the sand under the 
water throughout the painting.  Mark mixed up Cadmium Yellow Light and White 
and a *tiny* bit of Pthalo Blue. 

Using a rolly-brush technique and holding the small brush adjacent to the canvas, 
and moving from the elbow, Mark painted back and fo!h across the substrate, a 



series of flat, loose diamond shapes.  As you paint 
down the canvas, the colour needs to be a couple of 
shades lighter than the substrate you’re painting on.  
He added more White and more Cadmium Yellow (you 
can use Cadmium Yellow Medium OR Cadmium Yellow 
Light here).  You want a nice yellow tinge to create the 
impression of the light filtering through the su%ace of 
the water here. 

If you’re not happy with the foreground, always ask 
yourself if it’s working between the background and 
the foreground.  You can always pull the background 
forward to meet the foreground. 

TIP:  You’re probably not going to be selling this 
painting - you have a choice whether to try and fix it 
now, or think “ok, I know that now” and live with this 
as an exercise. 
 
TIP:  Colour mixing and matching is a REALLY 
impo#ant skill to have.  Practise going to a 
magazine, find a colour and practise matching it.  
This knowledge is invaluable!  And this is a great 
exercise just to do when you don’t feel like painting. 

Next up, the su%ace of the water.  Mark used a 
reasonably big flat brush.  You need to find a clean 
spot on your pale#e, and you need a li#le bit of French 
Ultramarine Blue.  Mark mixed French Ultramarine 
Blue and White and a li#le bit of Pthalo Blue mix close 
to the steeper pa! of the wave (the back of the wave).  
You only need a tiny blip of Pthalo Blue as it is a very 
strong pigment.  Mark added a fair bit of water to this 
as well - enough to keep the paint mobile and the 
paint colour intense.  

When you’re painting the su%ace of the water, if you use a 
warm blue and a cool blue close to each other, and tonally 
similar, your brain kind of creates the illusion of movement 
because it creates a kind of a lack of focus in your mind. 

Mark sta!ed painting close to the top of the back of the 
wave because if it looks wrong, he can change it there 
more easily.  As the paint sta!s to diminish on the brush, he 
moves fu!her away from the face of the wave so that 
concentration of light appears to diminish. 

These shapes are roughly scallopy shapes as well.  He 
created another li#le wave out the back by painting more 
of this colour and leaving a gap (painting the not-waves).  
To make a wave appear less sharp at the top, create so$er 
reflective lines. 



TIP:  Generally, use warmer colours above the water, 
cooler colours below. 

Mark then painted the reflection onto the back of the 
breaking wave, creating a relatively “hard” line across 
the back of the face of that wave and then diminishing 
that back with scallopy shapes.  Mark has created 
planes here to fla#en the water in between the waves.  
This is where you can hide your refraction lines if you 
have overdone them. 

Under the breaking wave in the foreground Mark then 
painted more of that sky reflection, using a bigger, very 
dry brush, leaving just a couple of small gaps for ripples. 

Mark added more White and French Ultramarine Blue 
to that colour and then repeated this process, 
concentrating this colour more towards the back of the 
wave (the steepest pa! of the wave breaking behind 
it). 

TIP:  In this picture, we are imagining that the higher 
pa# of the sky is cooler (more Pthalo Blue).  As a 
wave breaks, it sta#s to reflect different pa#s of the 
sky.  The back of the wave will have more of the 
warmer pa# of the sky reflected (the sky close to the 
horizon).  This will always relate to your viewpoint and 
how flat the water is relative to your eye. 

Mark did a demonstration here to show a flat, wet, 
sandy beach to demonstrate how these reflections 
work a li#le more.  You need to be asking yourself what 
pa! of the sky you are going to be reflecting. 

Going back to our class painting, the lighter version of 
the sky colour is painted at the top of the picture as it 
appears flat relative to your eye. 
 
Mark also added this colour as reflections in 
the foreground where the small rivulets of 
water would recede in and out. 

Optional extra:  Mark added some of the 
“deeper water colour” between these 
reflective ripples here and there at the 
back to give those ripples a li$le more 
volume. 

A$er lunch: 

Mark got straight into giving the painting a 



bit more structure by establishing the foreground ripples 
using neat White, thinned.  He then used this colour to 
establish the lip of the breaking wave, and the whitewash 
areas on either side of it. 

He mixed Pthalo Blue, Burnt Umber and White to create 
the whitewash shadows sta!ing at the bo#om of the 
whitewash area - keep this flat on the bo#om because 
the wave is breaking onto a flat su%ace - the shallow 
water underneath. 

He added White and a li#le French Ultramarine Blue to 
this as the transitionary whitewash shadow colour - the 
French Ultramarine added to this helps represent some 
of the sky reflection within the whitewash. 
 
Mark also added some ve!ical dry brushed whitewash 
reflections while he had this colour into the shallow water 
in front of this wave. 

So now we’re going to play with the suds areas for a li#le 
while.  Suds are millions of bubbles all stuck together.  As 
the wave pushes towards the beach it leaves these trails 
of bubbles.  When you sta! ge#ing creative with the 
suds it can become quite interesting. 

You can use your white chalk again here to help map out 
these suds trails.  They point in the direction from where 
they have come.  You can create a perspective with these 
suds trails that can actually become a compositional tool, 
pulling your viewer’s eye into the painting more. 

Closer to the front of the wave there is more air trapped, 
the suds are a li#le more dense and connected.  As they break down they sta! to 
form li#le clumps, but they still follow a rough line from the direction they came in.   

Using thinned white paint, Mark painted these whitewash 
suds trails - this helps create perspective in the painting 
as well.  You may have to paint this a couple of times at 
the front of the wavelet where this colour would look 
strongest. 

TIP:  When white is thinned a li$le bit it tends to 
appear blue-ish.  This can be handy when you’re 
painting on top of the water where there would be sky 
reflection as well.  Bit of a cheat! 

Mark used pure white and created a reflective line in 
front of the tiny wavelet line.  He then mixed up a 
shadow colour of Burnt Umber and Pthalo Blue, thinned, 
and painted it between the front of the wave and that 
reflection line. 



Mark then dampened his brush, flipped the painting 
upside down and so$ened that shadow edge, giving that 
whitewash/wavelet front edge some volume. 

The suds will also cast a shadow.  This is a very subtle 
technique.  Mark mixed super thinned Burnt Umber, so 
fine and thin you can hardly see it.  Just a suggestion of a 
shadow.  There is a pa!icular brush technique for this.  
This is also a place you can use a medium if you like, Thin 
Medium is great for this. Paint this in using the edge of 
your brush just next to the suds, underneath it so it looks 
like the suds are slightly separate from the substrate - the 
illusion is that they are hovering over it.  You need to 
decide which side the sun is on and then keep your 
painting consistent so the shadows are painted on the same of the suds 
consistently. 

Bonus extra!  Mark added some more realism to his 
breaking wave by representing the reflection within the 
curling breaking wave (the cylinder within a cylinder) 
using Pthalo Blue and White.  The light is shining off the 
inside of the tube.  Now, using French Ultramarine Blue 
and White, we can add some reflective marks in the 
shape of the tube to give that “tube within the tube” 
effect. 

The last thing to do here is bump up the whitewash using 
pure White.  If you make the wave an offshore wave, you 
can add some feathering along the edge of the lip to 
create that illusion.  (See finished pic on the next page). 

TIP:  Sometimes the way to paint well is to distract 
everyone from our “mistakes”. 

A final concept - Mark has defined the three fundamental 
skills you need to make a painting: 

• Conceptual Skills 
• Physical Ability 
• Perception Skills 

Conceptual Skills: 

This is your spin on the image.  Is the concept (of the 
image you want to paint) compelling to you?  If it is, that’s 
great!  You’re not painting for anyone else!  Having said 
that we want to make a piece that is evocative in some 
way.  Your conceptual skills can modify an image (perhaps 
something as simple as cropping) and make it somehow 
“something else”.  And yours. 



Physical Ability: 

This is the ability to move your paint around.  If you 
practise your physical skills this will eventually also 
enhance your perception and conceptual skill areas. 

Perception Skills: 

As a!ists and humans, we notice when things don’t look 
right.  (For example the sunlight shining through a 
bushfire, instantly looks strange).  As a!ists we should 
take this fu!her and go beyond this, to see what is 
wrong, or find the nuance, and investigate. 

Our brains don’t tend to see everything - we stop 
noticing the minutiae in the world.  As a!ists it’s useful to 
look at everything like it’s the first time we’ve noticed it.  
These nuances are the things you can exaggerate and 
share with the world. 

Painting is a lot about creating illusion - knowing some tricks to help create these 
illusions is very useful!! 

These three concepts (Physical Ability, Conceptual Skills and Perception Skills) can 
be used as a problem solving tool when you are making paintings.  Use this tool to 
refine your own a!s practise. 

Next time you’re at an a!s show, look at the paintings - holding these three 
concepts in your mind - and really evaluate the paintings.  For example you might 
love a pa!icular concept, but notice that the a!ist lacked the painting technique.  
You can learn a lot about your own painting practise by looking at others’ paintings 
in this way. 

See the Youtube link at the end of these notes for a bit more info on these 
concepts “3 Skills to Make a Painting”. 

TIP:  Observe the world in a way that lights you up to paint it! 

Guys, we will be filming these processes for Youtube so you can follow along again 
with both of these tutorials when we get them done! 

Thank you all for a wonde%ul time at Whoopi! 



Overheard in Class: 
“If you can do it with the chalk, you can do it with a brush!” 

“Don’t paint the water………..BE the water” 
“It sounds like a riddle…..yes, welcome to my life!” 

“So what would you do now?  ……..Go and sit down“ 
“What you’re watching here now is endless, endless years of mistakes” 

“Does it not look like a wave? Or does it look like a not-wave” 

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/perspective-in-painting.html 
www.explore-acrylic-painting.com/skyscapes.html 
www.explore-acrylic-painting.com/ocean-landscapes.html 
www.explore-acrylic-painting.com/ocean-landscapes.html 
www.explore-acrylic-painting.com/color-mixing-guide.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/brush-technique.html 
www.explore-acrylic-painting.com/paintbrushes.html 
www.explore-acrylic-painting.com/how-to-paint-clouds.html 
www.explore-acrylic-painting.com/shadow-painting.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/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): 

Woolgoolga “Not-Waves” pre-workshop Tutorials: 
https://youtu.be/OPpayD9_6NM 

Sunset Wave Painting Part 1: 
https://youtu.be/vZww6NkXquI 

Sunset Wave Painting Part 2: 
https://youtu.be/3XVkEmpIPhk 

http://www.explore-acrylic-painting.com/perspective-in-painting.html
http://www.explore-acrylic-painting.com/how-to-paint-water.html
http://www.explore-acrylic-painting.com/how-to-paint-water.html
http://www.explore-acrylic-painting.com/painting-waves.html
http://www.explore-acrylic-painting.com/gradation.html
http://www.explore-acrylic-painting.com/brush-technique.html
http://www.explore-acrylic-painting.com/how-to-paint-clouds.html
http://www.explore-acrylic-painting.com/shadow-painting.html
http://www.explore-acrylic-painting.com/atelier-interactive.html
http://www.explore-acrylic-painting.com/atelier-unlocking-formula.html
http://www.explore-acrylic-painting.com/create-unique-paintings.html
http://www.explore-acrylic-painting.com/workshops-past.html
https://www.youtube.com/channel/UCIzzJZa8_Obui-WGHgdUnng


Sunset Wave Painting Part 3: 
https://youtu.be/SGydt8g3rPU 

Beachscape Tutorial 1 - background: 
https://youtu.be/MDLQnWt-83k 

Beachscape Tutorial 2 - waves: 
https://youtu.be/wDrhXwMGPS4 

Beachscape demonstration: 
h#ps://youtu.be/0myDupSiOOE 

Painting The Right Light: 
https://www.youtube.com/watch?v=XdaWQW3lD4Q 

Know Your Brushes! 
https://youtu.be/20CjkSzXICc 

Creating Planes: 
https://youtu.be/4MsJwKRtD_E 

Creating Distance In Your Paintings | Atmospheric Perspective: 
https://www.youtube.com/watch?v=0ecBhJUiFXU 

Brush Technique: 
http://www.youtube.com/watch?v=icWYYJHJFVc 

Learn How To Paint - Gradation: 
http://www.youtube.com/watch?v=vy-Z0FQ2kpg 

Acrylic Painting Tips - Colour Matching: 
https://www.youtube.com/watch?v=A5gzJuX8EEU 

How To Paint Shadows:  
http://www.youtube.com/watch?v=lDut2Tma1QU 

3 Skills to Make a Painting:  
https://youtu.be/WPflMs32kXk

Atelier Interactive demonstration: 
h#p://www.atelieracrylic.com/atelier-interactive-acrylic 

Unlocking Formula demonstration: 
h#p://www.atelieracrylic.com/atelier-unlocking-formula 

If you’d like to order Mark’s book “It’s All About the Light”, click 
here!

https://youtu.be/0myDupSiOOE
https://www.youtube.com/watch?v=XdaWQW3lD4Q
https://youtu.be/20CjkSzXICc
http://www.youtube.com/watch?v=icWYYJHJFVc
http://www.youtube.com/watch?v=vy-Z0FQ2kpg
http://www.youtube.com/watch?v=lDut2Tma1QU
https://youtu.be/WPflMs32kXk
http://www.atelieracrylic.com/atelier-interactive-acrylic
http://www.atelieracrylic.com/atelier-unlocking-formula
https://www.markwaller.com.au/mark-waller-books/its-all-about-the-light


Ingredients

Method

Enjoy!

Crumble:
450g plain flour
1 lemon zested
210g raw caster sugar
1/2 teaspoon salt
250g butter chilled and cubed
1 egg yolk
1 tbsp cold water

Blueberry Filling
400g frozen blueberries
1/2 lemon juiced
2 tbsp caster sugar
2 tbsp corn starch

Crumble:  
To the bowl of a food processor, add the flour, lemon zest, sugar and salt and 
pules 3-4 times to combine.  Add the cold butter and pulse until pea sized butter 
pieces remain.  Next, add the egg yolk and water.  Pulse until dough pieces begin 
forming.

Blueberry Filling:
Add the frozen blueberries, lemon juice, sugar and corn starch to a large mixing 
bowl and use a spoon to mix until the blueberries are coated with everything.

Add half of the crumble into the bottom of the cake tin and use your hands to 
press firmly and evenly around the bottom.  Add the blueberry mixture on top 
and spread evenly.  Then crumble the remaining dough mixture on top.  Bake for 
1 hour.  Allow to cool for 20 minutes before serving.

Blueberry Lemon Slice



Ingredients

Method

Enjoy!!!!

225g plain flour
1tsp baking powder
1/4 tsp sale
160g raw caster sugar, plus 100g for coating
1 lemon zest and juiced
85g butter, melted and cooled
1tsp vanilla extract
2 large eggs
75g powdered sugar

To a medium sized mixing bowl, add the flour, baking powder and salt.  Use a 
whisk to combine.  Set aside.

In a separate large bowl, add the sugar and lemon zest.  Rub the lemon zest into 
the sugar.  Then, add the melted and cooled butter and vanilla extract, and whisk 
to combine.  Then add the eggs and whisk until well combined.  Add the juice of 
1 lemon and whisk.

Pour in the dry ingredients and use a spatula to mix until a dough forms with 
no dry ingredients showing.  Cover with plastic wrap and chill in the fridge for 2 
hours or overnight.

Preheat your oven to 180C fan forced and line two baking trays with baking 
paper.

Once chilled, use a tablespoon to scoop out cookie balls, use your hands to 
roll into balls.  Coat in the caster sugar, then the powdered sugar.  Place on the 
baking trays and bake for 10 minutes.  Allow to cool before serving.

lemon Crinkle Bikkies


