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WATERCOLOR HAS BECOME an American medium. It can trace its lineage as a “‘serious” medium for fin-
ished works—rather than preparatory studies—to the carefully delineated paintings of Albrechlt Diirer,
Its full maturity can be found in the landscapes of the late 18th- and early 19th-century English paint-
ers, culminating in the remarkable works of Turner. But it is in America that artists have both explored
and exploited its full potential—its fluidity, spontaneity, and luminosity—thereby making watercolor
so eminently suited to depicting the American landscape. Another American “original,” Henry Miller,
declared: “Watercolor has affinities with the sonnet or haiku . . . it grasps the essential rhythm . .. the
perfume, not the substance. Above all, it portrays the environment.”

Prior to the mid-19th century in America, transparent watercolor was almost exclusively the me-
dium of cultured young ladies in finishing schools—i.e., amateurs. Of course, there were some notable
exceptions: Henry Farny (1847-1916) and George Catlin (1796-1872) documented in loving detail the
American West, and John James Audubon (1785-1851) produced superb watercolors of the birds of
America in his classic book of the same name. But it was the founding of the American Watercolor
Society (AWS) in 1866 that focused attention on transparent watercolor as an independent medium of
artistic expression. The participation of such distinguished artists as Edwin Austin Abbey (1852-1911),
James A. M. Whistler (1834-1903), and Thomas Eakins (1844-1916) in some of the society’s early annual
exhibitions helped to legitimize the medium and elevate it to its present stature. Throughout its many
years of active life, the AWS, through its annual exhibition and scholarship programs, has contributed
to the growth of the community of American watercolor painters.

Yet, it is a curious irony that two expatriate painters were the first American artists to explore the
true potential of watercolor. Both John Singer Sargent (1856-1925) and (to a lesser degree) James A. M.
Whistler turned to watercolor late in their careers, finding that the medium offered them the freedom
to explore a range of feelings and subtle color effects that had been absent from their oils.

But the American tradition in watercolor really began with Winslow Homer (1836-1910). Painted in
the last 25 years of his life, Homer’s paradigmatic works began a naturalistic style that Lloyd Goodrich
has defined as “a style close to natural appearances.” Even those artists who “depart radically” from
natural appearances “still retain a direct relation to nature.”* Homer’'s unsentimental depictions of the
elemental forces of nature and his luminous technique have created a legacy that contemporary water-
colorists still draw upon.

John Marin (1870-1953) defined the outer limits of the naturalistic tradition. While “departing radi-
cally,” he always referred to nature at some point in his work. With his bold colors and architectural
line, he created a modernist foundation upon which many of today's watercolorists have built.

From these two founding fathers—Winslow Homer and John Marin—have come a pantheon of wa-
tercolor immortals: Edward Hopper (1882-1967), with his luminous and lonely seacoasts; Charles
Burchfield (1893-1967), with his midwestern fantasy landscapes; Arthur Dove (1880-1946); Charles De-
muth (1883-1935); George Grosz (1893-1959); and Lionel Fenninger (1871-1956).

And so we come to the 14 artists selected for this retrospective salute. All have been painting for
more than 30 years; indeed, some are well into their sixth and seventh decade of familiarity with the
medium. While the following artists vary greatly in technique and subject matter, all of their works
embody the naturalistic style. Even when their subject matter is reduced to the abstract, the reference
to nature, together with an apparent desire to capture a direct impression of nature’s changing moods,
is always present. All 14 artists have exhibited and won prizes at the AWS and other major national
exhibitions, and most are members of the National Academy.

Diane Casella Hines is a contributing editor of American Artist and the former associate editorial director of Watson-Guptill Publications.
She is also a California-certified litigation paralegal. With her husband and toddler son, she makes her home in Malibu, California, where
she runs her own editorial services business.

e
1. From Peindre C'est Aimer a Nouveau, Paris, 1966. 2. Lloyd Goodrich, Winslow Homer and American Watercolor Painting, Whitney Museum of American Arl, New York, 1966,
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ANDREW WYETH A

“I'M HAVING A very bad influence on
American painting,” lamented Andrew
Wyeth in the February 1975 issue of
American Artist. Itis true that Wyeth's
phenomenal popularity and celebrity
status have influenced young artists to
ape his subject matter and technique in
the hopes of duplicating his success.
Nevertheless, not since the para-
digmatic works of Winslow Homer
more than a century ago has an Ameri-
canartist had such an impact on water-
color.

“My fascination with watercolor has
not diminished after 48 years,” remarks
Wyeth. "I find it the most flexible of all
media and prefer using it in its purist
form—no mixed media, no acrylics, just

Model's Chair, © Andrew Wyeth, 1982, watercolor, 21 x 29. Photo

~
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straight from the tube.”

From the loose, bravura watercolors
of his early career in the 1930s and "40s
to his tighter, more introspective work
in tempera of later years, Wyeth has
married a virtuoso technique—per-
fected in the studio of his fatherand
teacher, N.C. Wyeth—and an inspired
vision. It is this vision that youngarlisls
hopeto duplicate when they copy
Wyeth'’s work; needless lo say, lacking
inspiration, they are doomed to failure.

Itis perhapsironic that the portrayal
of the most personal of associations, as
well as the mundane—drying ecars of
corn, a Flexible Flyer in the snow, a
torn lace curtain in the breeze—can
havethe power to evoke universal re-

by Peter Ralston, courtesy Coe Kerr Gallery, New York, Ne
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w York.

sponses of loss, sadness, isolation. mys-
tery. It isthis universality with which
Wyeth imbues the commonplace that
liftshis art out of the narrow realm of
trompel'ocil paintingand beyond the
reportage of illustration or the super-
ficiality of surrealism and placesit
among the world’s master works. This
universalily is perhaps his greatest con-
tributionto American watercolor
painting. The power of his technique
allowshim toconvey the full depth of
his personal feelings and responsesto
his environment in Chadds Ford, Penn-
sylvania, and Cushing, Maine, and pro-
duces the inspired vision that marks
his paintings as both American and
universal.
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DONALD TEAGUE V

BY WAY OF the Pacific Ocean
and the American West,
Donald Teague carries on the
naturalistic tradition of
Homer. Now in his 85th year,
the artist continues to work
inhis studio in Carmel, Cali-
fornia, close by the sea and
itsrugged coastline.

But the desertsand moun-
tains of the West also hold
fascination for Teague. In the
ever-changing patterns of
. desert light, itis easy to imag-
I ine the West of just a century
i ago. It's the people of that re-
cent past—the settlers with
their covered wagons, the
cowboys with their horses—
who often find their way into
Teague's landscapes.

{ Bornin Brooklyn, New
York, Teague studied at the

| Art Students League, as so
many of the artists in this ar-
. ticlehave done. But he soon

' left the East Coast and spent
many years traveling abroad,
whilein the Navy during
World War I and afterward.

Teague's work is charac-

l terized by attention to detail.
This tight draftsmanship sets

| up a dramatic tension that

‘ spills over into the final wa-

tercolor. Teague uses care-

fully placed passages of color

thatare oftenclose in value,

Wl givinga look of uniformity to

his work. The artist often
addsopaque to his trans-
parent watercolor. “Why the
insistence,” Teague wonders,
“on pure transparent water-
colors? Many watercolorists,

present and past, freely used
opaque color whenever they
feltit would better express
what they weretrying to
paint.”

Speaking of the medium
with which he has worked
forover 50 years, Teague
says: “Watercolor is the most
captivating of all. To me, it is
asbeguiling as a beautiful
woman-—so female in its ca-
pabilities for change and
stimulation, so voluptuous
whenit smiles on you. At

times, I feel as though I have
beenseduced!”

.

White on White, by Donald Teague, ca. 1977, watercolor, 15x22. Cour-
tesy Huney Gallery, San Diego, California. Photo by Robert Singhaus.

Spring Grove Chapel, by Edmond J. FitzGerald, 1981, watercolor, 18 x 24%. Collection the artist.

EDMOND J. FITZGERALD A

EDMOND |. FITZGERALD can be
regarded as a direct descend-
ant, in terms of spiritand
subject matter, of Winslow
Homer. His love of the sea
beganin his boyhood home
in Seattle, Washington, and
hasshaped both his life and
hisart. Like Homer, Fitz-
Gerald loves the outdoors.
Hehas worked at many in-
terests, never far from the
sea—roustabout on a paddle
wheel steamer, boatman for
a U.S. geological survey in
Alaska (which was ship-
wrecked in the Yukon), and a
World War Il commander of
anLST.

In the midst of such vigor-
ousactivities, FitzGerald still
has found time to act as pres-
ident of Allied Artists of
America (1960-1963), write
two art instruction books,
and serve on numerous com-
bat art assignments, most
recently in Vietnam.

Asan artist, FitzGerald
doesn’t confine his work to
watercolor. “For me,” he de-
clares, “‘each medium helps
define the perimetersof the
other....” But he findsthe
spontaneous, transparent
qualities of watercolor par-

ticularly suited to depicting
thesea. FitzGerald’s tech-
nique with watercolor is
characterized by subtle,
transparent washes that al-
low the white of the paper to
serve as the lights. Figures,
boats, and buildings enter his
work only asadjuncts to the
dominant motifs of sea and
sky. Usually working directly
from nature, FitzGerald does
few wet-into-wet washesin
order to minimize accidental
effects,and his careful
draftsmanship is always evi-
dent.

While Homer's seascapes.
for the most part, depicted
the coast and sea off Prout's
Neck, Maine, or the Carib-
bean, FitzGerald has painted
thesea in many parts of the
world—from Seattle to Prov-
incetown, Massachusetls,
and from the Bronx marshes
inNew York to Da Nang Har-
bor.

Indescribing his affinity
for watercolor, FitzGerald
observes: “The speed of exe-
cution that watercolor pro-
vides, it also demands! And
this latter quality is the
source of itsunique charm
forme.”
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" JOHN C. PELLEW p>

JOHN C. PELLEW carries on the
naturalistic tradition of
Homer as well and, like him,
haspainted and achieved
success with both his oilsand
watercolors. But for Pellew,
nature has many faces. "I
could never paint one subject
(suchas seascapes)over and
over,and no one has done it
any better than Winslow
Homer,anyway,” he says.

Bornnot far from the
sound of the sea in Cornwall,
England, Pellew has been
winning prizes with his land-
scapes and seascapes since
1934. He's a frequent work-
shop instructor.

Paintingin a looser style
than Homer, Pellew refers to
himselfas an "impression-
ist,” but not in the manner of
Monet: “The impressionist
paints his impression of a
landscape at a definite time
of day orunder a particular
effect. I try for mood rather
than detail.” To that end, Pel-

lew rarely makes a detailed
sketch before beginning to
paint. His paletteis a limited
one, creating subtle grada-
tions of color rather than
dramaticsplashes. Buildings
and figures play only sup-
portingroles in his land-
scapes, with Nature in her
many guises holding center
stage.

Simplicity is a hallmark of
Pellew's work—an effect that
looks deceptively easy to
achieve when it’sactually
most difficult, especially
when one considers that Pel-
lew paints on-the-spol wa-
tercolors very rapidly, taking
usually less than half an hour
tofinish a quarter sheet.

Comments Pellew: "My
reasons for painting have not
changed since Itimidly went
to nature over 50 years ago.
Watercolor has been the
ideal medium for capturing
nature’s swiflly changing
moods.”

JOSEPH HENNINGER ¥

JOSEPH HENNINGER is cer-
tainly the undisputed
“teacher” in the West. During
his tenure as chairman of the
illustration department at
Art Center College of Design,
now in Pasadena, California,
no fewer than 3,000 students
passed through his classes,
many of whom—suchas
Mark English, Bob Peak, and
Harry Carmean—have gone
on to become the leading
painters, illustrators, design-
ers, and art directors of their
day.

But Henninger was a first-
rate illustrator and artist in
his own right long before he
took up teaching. He has
worked at everything from
continuity sketches for the
movies in their earlier bur-
geoning years in Los Angeles
toindustrial sketches for
California’s aircraft industry
during World War II. But
whether teaching or working
ona commercial assignment,
Henninger has found time to
do his own painting, working
bothin oilsand watercolor.

) = e
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Good Harbor Beach, by John C. Pellew, ca. 1979, acrylic, 15 x 20.
Collection the artist.

Having developed a love
fortravel and foreign land-
scapes during his student
daysin Paris, Henninger has
always kept sketchbooks.
These are filled with meticu-
lously rendered landscapes
doneon location with a min-
imum of equipment. These
sketches, with their remark-
ably finished look, have
become, over the years, the
inspiration for larger water-
colors executed in his studio.

P A

London Sketches, by Joseph Henninger, 1974, watercolor,

His work demonstrates
carefully controlled washes
and precise brushwork. The
smooth, finished quality of
his watercolor landscapes
creates a timeless mood, a
“frozen moment” of experi-
ence that instantly draws in
the viewer.

“Ibelong to an anachronis-
ticgroup of painters,” says
Henninger. “We're called tra-
ditionalists.” The traditional
values found in his painlings
have enriched the thousands
of students whohave come
under his spell.

3% x 5 each. Collection Danica Henninger.
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Kiyomizu Temple, Kyoto, by Mario Cooper, 1979, watercolor, 21 x 29. Collection Dale Meyers.

MARIO COOPER A

MARIO COOPER's fascination with land-

scapes all over the world, as well as his
leadership in affairs of theart commu-

nity, have made him a truly cosmopoli-
tan watercolorist.

Born in Mexico City and educated at
Chouinard in Los Angeles and Grand
Central School of Art in New York,
Coopercan tlrace his cosmopolitan
tastes to his very beginnings. Cooper
turned to watercolor after 20 ycars asa
successful illustrator in New York.
Throughoul his carcer, he has shared
his talents and taught scores of studenls
in classes at Columbia, Cooper Union,
and presently the Art Students League
and the Nalional Academy, and
through several art instruction books
that he has written.

Not only have his watercolorshad an
impact on the American walercolor tra-
dition; his role as president of the
Amecrican Watercolor Sociely, which
hehas ably led since 1959, has also cf-
fected change. Cooper took over the
presidency at a time when the sociely
was experiencing many financial and
organizational difficulties. Under
Cooper’sdynamic leadership, the
society achieved a sound financial
basis, expanded its programs, added
workshops, invited jurors from around
the country, and introduced and sup-
ported the role of women on the board
of directors and throughout the affairs
of the AWS. Cooper himself designed
and executed four medals to enhance
thesociety’s awards program.

Evenif Cooper had chosen the life of
arecluse, his watercolors would have
earned him national recognition. A
strong sense of design and color domi-
nates Cooper’s work. His subject matter

can range from a Mayan temple toa pa-
lazzo on the Grand Canal. Producing
only three or four major works a ycar,
Cooperdoes highly detailed watercolor
sketcheson the spol, which he later en-
largesand works on in his studio. An
innovative, intuitive painter, Cooper
(ries techniques that a “purist” would
scornand even professionals mighl shy
away from—such as removing whole
arcas of color withoul damaging the pa-
per.

Ofhis chosen medium Cooper wryly
comments: “In watercolor, you slarl a
duel with light which you hope will end
ina brilliant draw.”

DONG KINGMAN ¥V

DONG KINGMAN can be called a Califor-
nia walercolorist, having been bornin
Oakland and having achieved his suc-
cess first in San Franciscoand then na-
tionally. But his childhood experiences
and education in Hong Kong, where he
received his carliesttraining in calligra-
phy, have indelibly impressed his work
wilhan Oriental lavor and Mair.

Kingman's first solo show of
brilliantly colored cityscapes of San
Francisco in 1935 brought him over-
night recognition. Countless successful
shows and majorawards have fol-
lowed. His classes at Columbia, Hunter
College, and the Famous Arlists School,
aswell as many goodwill lours spon-
sored by the State Department and his
popular painting workshops, have
taken him around the world. Kingman
hasillustrated numerous books and
magazines with his bustling city
scenes.

Kingman's walercolors of great cities
in this couatry and around the world
are his trademark. Characterized by
colorful transparent washes with much
while paper left sparkling in just the
right places, these paintings capture not
just the sights, but also the elusive spiril
and vigor of the urban landscape. "1
find I have much more fun painting if I
let my imaginationgo,”” hesays.

This observation is especially true of
Kingman's paintings of his native Hong
Kongand hisadopted home in New
York. Adding much to the spirit of his
cilyscapesare his characteristic brush-
work with its strong calligraphic ele-
ment and his many exuberant figures,
seemingly randomly placed (bul ac-
tually painstakingly planned).

]
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Towards Montmarlre, Paris, by Dong Kingman, watercolor, 21% x 30.

Courtesy Hammer Galleries, Inc., New York, New York.
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rEDkWARD BETTS >

COMBINING THE SPIRIT of both Homer
and Marin, Edward Betts's interest—in-
deed his obsession, as he calls it—in
coastal themes has never slackened
over the past 35 years of his career. He
began working with transparent water-
colorand continues lo use it “‘simply
because I'm still in love with it."” How-
ever, since the 1950s, Betts has re-
stricted his use of transparent water-
color to his purely descriptive paintings
and has taken up casein and acrylics for
his more abstract explorations of the
sea and its shoreline. These works have
| | wonhim countless honors and awards
and have broken new ground in terms
of both their innovative technique and
startling new visions of an ancient sub-
ject.

The author of successful books on
watercolor and landscape painting,
Betts has taught at the University of I1-
linois and conducted many watercolor
and acrylic workshops.

Betts thinks of watercolor as being
traditionally a landscape medium and
is accustomed to viewing nature largely
in terms of watercolor. But while his
mixed-media and acrylic works have
been largely abstract, they still can be
considered well within the naturalistic
style, for their inspiration liesin theart-
ist’s direct response to nature and de-
sire to understand and Lransmit the
many changing moods of the sea.

Betts feels that the message he has
wanted to transmit through his art has
not changed very much over the years:

CHEN CHI A

CHEN cHI isanother American water-
colorist whose Oriental heritage has
combined with his Occidental experi-
ence to produce an art that is a skillful
amalgam of both worlds and their cor-
responding philosophies.

Born in Wu-sih, China, in 1912, Chen
studied art and was aninstructor of art
at St. John's University in Shanghai un-
til 1947. In that year, when a show of his
paintings was held at the Village Art
Center in New York, $600 was raised to
help pay the young artist's passage to
Lhis country. Since then, Chen has been

Floodtide, by Edward Betts, 1980, acrylic, 22 x 30. Photo: Midtown Galleries, New York, New York.

“Intransparent walercolor, I still want
touse the medium asa vehicle for shar-
ing with others what Thave seen in na-
ture...and in my acrylics, [ am con-
cerned with my experiencing of nature,
gelting at the abstract qualities. . .
evoking weather and natural forces.”
Having worked alternalely and suc-
cessfully with both transparent water-
color and opaque water-media, Betts

- ._.-—‘
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Summer Day, by Chen Chi, watercolor, 14 x 55. Collection D.

therecipient of numerous awards and
hastaken an active partin affairs of the
art community, serving as a director of
the AWS as well as of the Audubon
Artistsand Allied Artists of America.
While his subject matter is often the

teeming urban landscapes of American
cities, his technique retains the delicacy
of line and subtlc tonal gradations and
relationships found in Chinese art. The
lyric, airy quality of Chen’s cityscapes
may scem at odds with the harsh vistas
and rough spirit of this country’s urban
areas. Instead, Chen's walercolors en-
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hopesthatin the future the division of
opinion concerning the two will break
down. Says Belts: “They're all parl of
the same thing, aren't they really?
Painling methods thal combine com-
plex relationships of transparency and
opacily serve toexlend and enrich the
resources of the painter; to limit those
resources arbitrarily seems to me old-
fashioned and foolish.”

B. Manche.

hance the vitality of theurban land-
scape.

Ona trip back to the People's Repub-
licof China in 1978, Chen purchased
58”-x-146" sheets of a specially made
Chinese paper. He has used these sheets
(often cut into halves and thirds) fora
number of walercolors that he has
since sent back to the Shanghai Mu-
seum lo be mounted in the traditional
Chinesc hand scroll forms wilh verses
of poetry in calligraphy. So it would
scem that Chen has come full circlein
his artistic journey.

I
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At Canoo Cove, by Rex Brandt, 1981,

PHIL DIKE V¥

L DIKE isonce of three
southern California walter-
colorists who have done so
much lo focus altention on
both'the medium and south-
crn California asan arl cen-
terin the 1930s and 1940s (the
othertwo are Rex Brandt and
Millard Sheets). Bornin Red-
lands and educated at Choui-
nard in Los Angeles, Dike
used walercolor carly in his
carcer and hascontinued to
exhibitand win awards with
the medium, although he al-

mixed waler-based media, 21 x 29. Collection E. Gene Crain.

lernately uses oilsin his
work as well. A member of
the California Walercolor
Socicly (now often called the
National Watercolor
Socicty) for over 50 years,
Dike served as president in
the 1930s and conlinues lo be
aclive in the society's affairs.
Of those carly years and the
riscin popularily of water-
colorin general, and Califor-
nia walercolorists in particu-
lar, Dike recalls, *The
mediumscemed tohavea

EE MR I
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Odo to a Sea Temple, by Phil Dike, 1981, watercolor, 22 x 30.

Collection E. Gene Crain.

lime and place to flourish.
The freedom was here and so
was the light, the sun, the ele-
gant seacoast...."”

Dike has alsobeen anin-
fluential and beloved
leacher, first at Chouinard
and then with the Brandt-
Dike Summer School from
1947 to 1955. As professor of
art at Scripps College, Dike's
enthusiasm for both teaching
and painting watercolors in-
Muenced scores of students
until his retirement in 1970.

Dike's watercolors havea
slrong compositional base
that often becomes pure ab-
straction. Brilliant colorand
interesting batik-like tex-
tural effects give each paint-
inga unity and uniqueness,
regardless of the consistency
of Dike's subject matter—the
ever-present seashore filled
with light, waler, sky, birds,
and beach.

While some would fault
the narrowness of his subject
matter, Dike feels that his ini-
tialaims haveled him to
simplify the complex shapes
in nature to achieve a pre-
ciscly composed painting. “I
have concenlrated on one
specificinvestigation,” ob-
serves the arlist, “‘and it has
led to many variationsona
constant theme.”

T
REX BRANDT «

REX BRANDT's lifeand art per.
sonify the bold, joyous, cas.
ual (and often much ma-
ligned, because itappears so
effortless) spirit that is south.
ern California. Bornin San
Dicgo, Brandt haslived and
painted in Corona Del Mar
for more than 40 years. With
exuberant, sun-filled water-
colors of Balboa Bay-New-
port Harbor, he has captured
every nuance of that part of
the California coast.

Hissuccess asa painter
came carly and by thetime
he was 26, he had already
won several major awards
and had formed and headed
the Riverside College Art
Center. There followed na-
tional exhibitions, more
awards, the establishment of
the Brandt-Dike Summer
School of painting, the presi-
dency of the California Wa-
tercolor Society, and more
than ten books on watercolor
methods and techniques.

But it is through his
brilliant watercolors of Bal-
boa Bay, with white sails
flashing on the bright water,
that Brandt is most recog-
nized. Painting in a unique
style that critic Henry Seldis
oncedubbed “Balboa Byzan-
tine,"” Brandt’s paintings con-
vey a feeling of action
through flat planes of bright
color that capture the intense
California sunlight on water.

“Transparent watercolor
isthe ultimate drawing me-
dium,"” declares Brandt.
“Nothing—but nothing—can
match it. Over the years, it
hashelped me to portray my
interests, which have
changed very little—to make
an expressionistic statement
of relationships...."”

Brandt finds that he has
become increasingly in-
volved with watercolor pa-
per “as an object, rather than
adevice." Heemploys other
“devices,” such as spattering
pigment on a moist sheet, in
orderto “provoke the paper
to provoke me.”

Brandt never strays too far
from the naturalistic limits of
the American watercolor tra-
dition. Says the artist, "My
paintings are, for me, a re-
joicing of life and are my way
of sharing and holdingonto

every moment of il."
4—/
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OGDEN M. PLEISSNER p>

NATURE AROUND theworld
has become the subject mat-
ter for Ogden M. Pleissner.
Eversince hisdays in the
U.S. Air Force in World War
lIwhen he painted the
Force's Aleutian basces and,
later, the Normandy invasion
which he recorded for Life,
Pleissner's fascination with
landscapes here and abroad
have taken him over many
miles. The paintings that
haveresulted from these
travelshave won him fame
and countless awards.

Working alternately in
both oil and waltercolor,
Pleissner finds that he can
express himself more rapidly
in watercolor and that is why
hechooses the medium for
painting on location. "I find
the luminosity and richness
of color thal watercolor im-
parts especially important to
my work,"” the artist ob-
serves.

Asa simple, direcl re-
sponse lo nature and the
scene at hand, Pleissner's

W N 1 Ty (W7

ADL’ﬁ’OrChard of Sebastopol, California, by Millard S

work is in the grand tradition
of landscape painters. A
Pleissner landscape is a skill-
fully recorded scene, as well
asan emotional stalement
aboul that scene. ILis the lat-
ter element that caplures the
viewer's allention and raises
Pleissner’s paintings above
“piclure postcard” works
into the realm of personal ex-
pression and universally ex-
perienced emotion.

In his works, Pleissner re-
cords light's myriad nuances.
Making usc of the effects of
light, such as the reflection of
light (the white paper)
through the walercolor pig-
menl, heisable tocreate
changing moods ina land-
scape. Says the artist: “The
moods I scein landscapeare
so numerous and exciling
that I'm compelled to keep
tryingto caplurethem....lI
suppose thal's why [ con-
linue painting and attempl-
inglo make that one, slrong,
simple, solid stalement.”

o). (1, PR

The Ancient Oak, by Ogden M. Pleissner, 1981, walercolor, 18 x 28.

N ——

Collection Jelfery Cooley. Photo by E. Irving Blomstrann.

MILLARD SHEETS ¥

MILLARD SHEETS, perhaps
more than any other artist,
was responsible for arousing
nalionalinlerest in painlers
on the Weslt Coasl, in partic-
ular the so-called “California
Walercolor School.” These
arlists’ style was strikingly
dilferent from that of Homer
and Hopper and other “cast-
ern” walercolorists and
closerto the vision of Marin—

heets, 1982, walercolor, 22 x 30.
Courtesy Kennedy Galleries, Inc., New York, New York.

characlerized by calligraphic
brushwork, strong color, and

analmost abstracl geomelric

design.

Working directly from na-
lure, Sheels creates a simpli-
fied composition thal often
contains dramatic juxlaposi-
tions of light and dark. The
rolling hills of California,
with their rhythmical con-
lours, fealure prominently in
Sheets's landscapes, as does
thespirited horse with toss-
ing mane. Indeed, that horse
has almosl become a symbol
forthe artist's work, adding a
romanlic touch toils decid-
cdly modern base.

But Sheets’s watercolors
arconly oneaspect of his
conlribution. As professor of
arlal Scripps College in the
1930s and "40s and as direclor
of the Los Angeles Counly-
Olis Arl Inslitutein the
1950s, the artist's concern for
education and his belief in
therole of visual arls in com-
munity life conlribuled to a
cullural renaissance in
soulhern California.

Ofhis own work, Sheels
commenls, "'l paintas 1 do,
becauseil is what Iknow. As
I have grown in my apprecia-
lion of the magic of this life, I
find painling more exciting
and rewarding, because |
have slowly gained the abil-
ity to express my alfection
for life.”
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The Model, by Edgar A. Whitney, ca. 1980, watercolor, 10" high. Collection the artist.
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EDGAR A. WHITNEY «

EDGAR A. WHITNEY's influence on Americap
watercolor painting would have been felt
evenif he had never exhibited his paintings,
because Whitney is that rara avis, an inspj.
rational teacher and a gifted artist.

After 25 years in commercial art, he begap
painting and teaching full-time. Thousands
of students havesince benefited from Whi;.
ney's teaching skills, humor, and personal
magnetism. Besides his classes, the artist
conducts his own Whitney Watercolor
Tours, which have taken students all over
the U.S. and Europe to capture picturesque
landscapes and delight in Whitney's on-the-
spot demonstrations. Now in his ninth dec-
ade, Whitney leads his tours every year and
they are always booked well in advance.

Astrong sense and feeling of design can
be found in Whitney's work, as well as com-
plete technical competence. His bravura
brushwork often belies his adherence to art
fundamentals of precise draftsmanship,
color, and value placement. In his works,
Whitney tries to capture the fleeting impres-
sion. Says Whitney:*. .. the province of wa-
tercolor is partial statement. . . . I try to ex-
pressonly the essence of each area and
record that expression with the fewest pos-
siblenumber of strokes.”

Whitney believes that painting is a craft-
anactivity tobe learned, practiced, per-
fected, and passed on. The artist sees it as
the hope of our future: “Despite the bomb
...artists will . . . goright on creating and
loving, constituting an aristocracy in the
best sense of the word—the epitome of the
best in human understanding.”

CONCLUSION

In conclusion, please note that women have
not been excluded in this article because of
prejudice or careless omission. Quite sim-
ply, there are no American women artists of
the stature of those mentioned who have
been painting with watercolor consistently
for more than 30 years in the naturalistic
style. There is, of course, Georgia O'Keefie,
but she left behind her watercolor master-
piecesand, since the 1940s, has painted al-
most exclusively in oil. So, too, Isabel Bi-
shop relinquished the watercolors of her
early career to paint in oil.

Itis not surprising that these artists—and
contemporaries such as Alice Neel, Helen
Lundeberg, and Joyce Treiman—chose oils.
Inorder to be recognized as “serious” art-
ists, women have chosen to work in what
hasbeen traditionally the most acceptable,
professional, and legitimate of media. And
while the struggle continues, the gains al-
ready made may allow women today the
freedom to explore watercolor as men have.

But the medium itself has no gender.
There will always be some painter who will
rise to meet its challenge and create with it
an enduring statement of beauty that tran-
scends time, place, and even the painler. ®
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