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or someone who feels the world was more aestheti-

cally pleasing 100 years ago, painter Tim Solliday has

uncanny luck with finding the perfect studio. For a

number of years he painted in the Arts and Crafts

studio in Alhambra, California, that had belonged to
renowned Western painter Frank Tenney Johnson [1874 —
19391, celebrated for his moonlight technique. Now Solliday
occupies another Arts and Crafts bungalow on a cul de sac
in the foothills north of Pasadena, where, he points out
proudly, Impressionist William Merritt Chase [1849 — 1916]
worked for a year.

In the airy, wood-paneled studio warmed by a crackling
Batchelder tile fireplace, it's easy to feel transported to the
days of the early California plein air movement. That's how
Solliday first gained recognition, painting in the style of
landscape artists influenced by Impressionism and active
from roughly 1890 to 1940. Now he’s gone figurative, pro-
ducing romantic, narrative paintings of Indians, cowboys,
settlers and their interactions. The plein air style and the
color and bold brushwork for which he’s noted have simply
been absorbed into the Western art.

Bespectacled and red-haired, with a trim beard and
moustache, the 60-year-old, but still boyish, Solliday is a bit

of a dervish, spinning around the maze of his studio to find

Eaton Canyon Sycamores (detail)
0il on Canvas | 24 x 30 inches



Sunset at the Trading Post
Watercolor and Gouache | 15.5 x 27.5 inches

Fall Tree
Oil on Canvas | 18 x 24 inches
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Dinner Guests
0il on Canvas | 31x 57 inches

examples to back up his points, from his own artwork to books on the artists he reveres — even to a clay pot to emphasize a
point about the importance of light. He’s prone to leaping from idea to idea mid-sentence. Time with him is like a crash course

in figurative and plein air art from 1880 to 1920, which is his obsession;
whe olein airaiile and the color and bold brush- 4 .
the plein air style and the color and bold brush= 4t thar he believes was, until recently, repressed by the Modern art
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work for which he’s noted have simply been  egplishment. Ir's certainly unarguable that with the advent of Abstract

absorbed into the western art. art, narrative art fell out of favor. Bur this is an issue that Solliday con-
stantly worries like a bone.

One thing is clear: He loves what he does. The man is passionate about his craft.

Solliday grew up in the idyllic Palos Verdes community on a bluff above the Pacific. The first artist he was aware of was
Norman Rockwell. As a child, Solliday drew so obsessively he was often reprimanded in school. “Drawing was like eating to
me,” he says.

Later, he studied with Theodore N. Lukits [1897 — 1992], who was so strict with his students that Solliday spent a year
drawing from skeletons before he was allowed into a life class. For a while, he worked as a billboard painter, where another
painter introduced him to the work of John Singer Sargent, and Solliday began to find his way. In school, he’d been a square
peg in a round hole; in the '60s and *70s when most art schools were beehives of the avant garde, he was a die-hard lover of
figurative art. Over the years he taught himself about the artists who worked during the golden age of illustration, like Frank
Brangwyn, N.C. Wyeth and Alfred Munnings (the British painter, president of the Royal Academy of Art in the mid-1940s,

who famously resigned in a BBC radio speech reviling modern art).






