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2 | A Biographical Sketch

 
Jack Taylor was born on June 12, 1917, in Charlottetown, Prince Edward Island, the son of 
Reginald Taylor, a jeweller, and Elizabeth (Lizzie) Chappell, a housewife.1 He was a twin; his 
brother Arnold died at the age of nine months. The family was a prominent one and part of the 
British establishment in Charlottetown. His grandfather, George Henry Taylor, emigrated to 
Canada from Diss, Norfolk, England, in 1877 (his brother Edwin established a jewellery store in 
Charlottetown in 1879). His mother attended the Notre Dame Convent on Hillsborough Square 
and there learned to paint with watercolours, oils, and pastels. According to family lore, the girls 
were given famous paintings to copy. This was one of the accomplishments of fashionable young 
ladies of the time. The family home had various pictures that she painted, including a copy of the 
Roman Girl at a Fountain by Léon Bonnat, which was painted in 1875.2 She stopped painting 
after the birth of her children. Taylor had a happy childhood growing up with two older broth-
ers, Earl and Roland, and a younger sister, Joan, and received his schooling in Charlottetown. 
According to his wife Audrey, he became interested in drawing from an early age.3 His interest 
in art was nurtured by his mother and he appears to have been closer to her than to his father, 
who wanted him to go into the family business – Taylor’s Jewellers. Taylor worked one summer 
in the store developing film and hated it. When he chose to make a career as an artist, he had the 
full support of his mother. The bond between mother and son is evident in the picture of the two 
relaxing on the sofa in the family home surrounded by antiques and Lizzie’s artwork.

Taylor’s formal art instruction began when he was seventeen, in 1934, with local artist 
Mabel Gass.4 She was a high-profile, established artist and teacher. She set the early course for 
Taylor’s art education and he followed in her footsteps. She considered him talented enough to 
be able to attend a summer school in painting in Cape Breton, in 1935, taught by her mentor 
Frank Vincent DuMond of the Art Students League of New York. It is likely that Gass orga-
nized the course. Taylor also attended the summer school in Cape Breton in 1936. DuMond was 
an inspirational teacher and artist who taught at the League for about sixty years until his death 
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Fig. 1: Lizzie Taylor and 
son Jack in the family 
home in Charlottetown, 
ca. 1936–39, Taylor 
Family Collection.

Fig. 2: Lizzie with the 
copy of Roman Girl 
at a Fountain that she 
painted behind her, ca. 
1936–39, Taylor Family 
Collection.
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in 1951.5 Taylor enrolled in art courses at the League over a two-year period (1936–38). This was 
the turning point in Taylor’s life when he committed to becoming a professional artist. Living in 
an international capital with access to major museums and galleries proved exciting and artisti-
cally challenging. The League, situated in a late-nineteenth-century building at West 57th Street, 
was and still is a hive of studios with exhibition spaces. It has been in continuous operation since 
1875 and prides itself on preparing students for professional careers as artists. There was and is 
no formal curriculum, only studio work with leading artists.

DuMond was born in 1865 in Rochester, New York, and came to the city in 1884 to study 
at the League with William Sartain and J. C. Beckwith. He also studied at the Académie Julian 
in Paris with Gustave Boulanger, Jules Joseph Lefebvre, and Benjamin Constant. In his long 
career, DuMond received many prizes, including one at the Paris Salon of 1890.6 He began 
teaching summer art classes in the 1890s in France, New England, and New York and by the late 
1930s was doing this in the Canadian Maritimes.7 Students received rigorous instruction and 
painted from sunrise to sunset. DuMond was also a muralist, who painted a large mural titled 
“Conquest of the Pacific Coast” for the Court of the Universe at the Panama-Pacific Exposition 
held in 1915 in San Francisco. In Taylor’s own mind, it was DuMond who helped to shape 
him as an artist. He wrote in a short, unpublished essay titled “Development of My Work”: “I 
was fortunate to have had Frank V. DuMond of N.Y.C., to instruct me in the fundamentals of 
art and thinking. It was this kind of analysis of nature, the use of mind and eye that gave the 
ground to plan and develop.”8 DuMond describes his own artistic philosophy as follows:

It’s the light in the sky that gives the earth its meaning, not an inventory list of 

objects. To find the motif for your picture – that’s the thing. The motif. And that is 

what space, and weather, and light help you find. These are the universal things, and 

when you can paint them so they will have universal appeal, you can call yourself 

an artist.9

In 1938, Taylor returned to Charlottetown and set up a studio and began to teach. This required 
enormous self-confidence and it appears that Taylor had this in spades. He continued to attend 
DuMond’s summer schools on Cape Breton until 1941. His first one-man exhibition was in 
1939 at the Harris Memorial Gallery in Charlottetown. In a newspaper clipping in wife Audrey’s 
scrapbook titled “Local Artist Represented in CNE at Toronto [August 23, 1940], Taylor 
is described as “one of Charlottetown’s rising young painters.” The painting titled Morning 
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Fig. 3: The two pictures 
show DuMond instructing 
at the summer school in 
the Margaree Valley, Cape 
Breton. Taylor can be seen 
in the upper picture in the 
top right corner wearing a 
pith helmet. Taylor Family 
Collection.
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Shadows was chosen for the exhibition in the General Exhibits Building and was purchased by 
the International Business Machines Corporation (now IBM). In this, also, he followed in the 
footsteps of Mabel Gass, who also exhibited at the CNE and whose work was purchased by 
the company. Taylor’s award-winning painting was done in 1939 and is oil on canvas, and 30 
x 60 cm. Only a newspaper image exists (not reproduced in this book), and it is typical of his 
landscape painting at the time. It depicts on the left a belt of trees topping a gentle slope with 
a square of sky on the right. The following pictures are of the same era and suggest his subject 
matter, colour palette, and technique. They are gentle, romanticized landscapes of Cape Breton 
and Prince Edward Island. The Margaree Valley is on the Cabot Trail on Cape Breton and was 
where the DuMond summer workshop took place; Keppoch is on PEI.

As with many young men of his generation, the coming of World War II was to change 
Taylor’s life utterly. However, while the norm was that military service would be a detour from 
career ambitions, with Taylor, the two went hand-in-hand. In 1941, he enlisted in the Royal 
Canadian Air Force (RCAF) as a draughtsman and mural designer and, in 1942, was stationed 
in Moncton, New Brunswick, at Scoudouc, which had been designated No. 4 Repair Depot in 
September 1941. Subsequently, he was sent to Dawson Creek, British Columbia, and, finally, 
in 1944, to Edmonton. He chose the RCAF because of an interest in flying. In a 1981 oral 
history interview, Audrey Taylor mentions that he had taken flying lessons when he returned to 
Charlottetown after his studies in New York.10 His wartime duties involved creating “recognition 
rooms” for the training of aircrew as well as murals for messes and recreation rooms. Flight crew 
needed to be able to identify aircraft in all types of light and weather conditions and, most im-
portantly, differentiate Allied from enemy aircraft. The recognition rooms were a type of diora-
ma designed to aid in this training. Taylor also did a series of paintings of Allied aircraft. These 
initially served as studies for the recognition rooms but also were intended for exhibit purposes.

Taylor’s posting to Edmonton is significant. During World War II, the Canadian Northwest 
and Alaska became strategically important and, from 1939 to 1942, the federal Transport 
Department controlled development of the Northwest Staging Route. When the United States 
entered the war in 1941, the route became important for the movement of bombers and supplies 
to the USSR. This required the upgrading of airport and landing strips in Edmonton as well as 
northern Alberta and the Northwest Territories the building of the Alaska Highway, and the 
Canol (Canadian Oil) Project. The last involved the construction of a pipeline to carry oil from 
the Norman Wells field to supply fuel for vehicles using the Alaska Highway and Northwest 
Staging Route. A large concentration of equipment and men from the U.S. Army Corps of 
Engineers was located in Edmonton. In 1942, control of the route was given to the RCAF since 
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Fig. 4: J. B. Taylor, The Elm 
[Margaree Valley], 1937, oil on 
canvas, approx. 60.96 x 71.12 
cm, Private collection.

 
Fig. 5: J. B. Taylor, Keppoch [also called “York Point 
# 19”], 1937, oil on canvas, 45.72 x 50.8 cm, Private 
collection.

 
Fig. 6: J. B. Taylor, Untitled [Birch Grove, Keppoch PEI], 
undated (ca. 1939), oil on canvas, 60.96 x 50.8 cm, Private 
collection.
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it was being used for military purposes. With the end of the war in sight, in June 1944, a new 
entity – the Northwest Air Command – was established to take over the route. This was based 
in Edmonton with the eastern command in Toronto. Prior to this, there were air commands in 
Winnipeg and Vancouver. Taylor was posted to Edmonton to execute a series of murals for the 
new headquarters.

Taylor loved his time in the RCAF, and there are a number of pictures that document both 
his artistic work and the social life. His experience on the home front was very different from 
that on the front in Europe and other theatres of war. His wartime experience was one of artistic 
achievement and conviviality with fellow soldiers. He was also able to indulge his love of music 
by singing with a military choir.

The exhilaration of flight comes across in the backdrops to the aircraft pictures and also 
in the murals. While the figures in the foreground are aircraft, Taylor’s joy in the landscape is 
evident, whether it is the sweep of mountain scenery and water in the Peace River District Mural 
in the Officer’s Lounge of North West Air Command, or the bird’s eye view of vistas below the 
wings of airborne aircraft. The relevant Northwest Air Command buildings at the Edmonton 
Municipal Airport were torn down in 1967; thus, the murals no longer exist. However, there 
are some photographs and, based on these, it can be seen that they were an impressive suite of 
works for a relatively young and inexperienced artist to accomplish. The scale is huge and Taylor 
selected iconic images to represent each region depicted in the murals. These images include the 
Edmonton airport runways with aircraft being loaded, the Alaska Highway Bridge in the Peace 
District Mural, a truck convoy travelling the Alaska Highway in another mural, and various 
images including grain elevators to suggest different regions of Alberta.

In the period 1941 to 1945, Taylor arranged three one-man shows for the RCAF focussed 
on Allied aircraft. These exhibits travelled across Canada and the eastern United States. He also 
exhibited in the Maritime Art Association Annual Show in 1942 and the Sketch Club of the 
Moncton Society of Art in 1943. The Halifax Herald, Friday, April 13, 1945, under the heading 
“Prince Edward Island News,” has a feature article on Taylor titled: “Helps Others through 
Organizing Classes: Airman Continues his Activity in Art Work.” The article notes that the 
artist is stationed at Dawson Creek, B.C., and that he enlisted in the RCAF in November 1941 
as a trades draughtsman. It continues:

Since joining the Air Force in 1941 Mr. Taylor has been very active in his chosen 

profession. He has organized art classes in the service, painted murals, decorated 
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Fig. 7: Leading Aircraftsman J. B. Taylor with unknown man 
in front of the mural of the Edmonton Airport in the Officer’s 
Lounge, North West Air Command, Edmonton, 1945, Taylor 
Family Collection.  

Fig. 8: Taylor working on the mural of the Peace 
River District in the Officer’s Lounge of Northwest 
Air Command, Edmonton, 1945, Taylor Family 
Collection.

Fig. 9: This photograph 
provides a larger view 
of the Peace District 
Mural including Taylor 
and an unknown 
man, Taylor Family 
Collection.
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canteens and lounges, and painted Link Trainor [sic] panorama. He has also had his 

own exhibitions in the service, the most outstanding of which was at the Edmonton 

Art Museum, and ran for two weeks. Later this exhibit, which consists of 118 train-

ing aircraft, was shown in the Arts and Science building in the University of Alberta 

at Edmonton. Two of these are shown in the background of the above photos.11

Three photos of Taylor with a background of murals accompanied the article. Another article 
from The Standard, August, 1945 by A. W. O’Brien titled “Air Force Murals: They symbolize 
the 800,000 Square Miles of Northwest which RCAF Controls” focuses on three Northwest Air 
Command murals. The article subtitle states: “Air Force Artist Worked From Memory, His Own 
Sketches and Photographs.” O’Brien notes that Taylor had painted the murals in oil paints and 
had used shades of brown. It can be seen from these photos that Taylor wanted to represent all of 
the regions covered by the Air Command.

The clippings reveal that Taylor’s work was very well received by the media and the public. 
The individual aircraft paintings were in the nature of studies for the recognition rooms and 
murals or were secondary products of these. Colleague J. Allison Forbes describes this work 
as follows: “Jack created artist recognition rooms. These were white-washed rooms depicting 
airscapes with hundreds of planes – both near and far. These were used to train pilots to recog-
nize different aircraft. Lantern slides were also used. Planes had to be identified in both daytime 
and night time conditions.”

The aircraft paintings are fascinating and untypical of others of the time. While the aircraft 
are well-executed, since their purpose was to help aircrews identify them, it is the exuberance of 
the depiction of the landscapes over which they fly that is amazing. If the aircraft were removed, 
the paintings could stand on their own as representations of Canadian landscapes. This is 
evident in the images of several paintings used to illustrate this text. Perhaps what would draw 
Taylor to the “high places” of the Canadian Rockies is the “high” he experienced from flying 
and viewing the creation spread out below him in all of its colour and diversity. The depiction of 
the sky with different qualities of light and cloud formations, as well as the aerial view of land-
scape, would be qualities that marked his later work.

Taylor’s posting to Edmonton would be the “career-making” move for him because he 
met H. G. (Geo) Glyde. Their connection came through Taylor’s exhibit of Allied aircraft. The 
critical mass of murals at Northwest Air Command would also have impressed Glyde, who 
was himself a muralist. At the time, there were few artists of Taylor’s age with this degree of 
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Fig. 12: Three 
Murals:  Alberta 
Grain Elevators, 
Dawson Creek 
and Yukon Scene, 
Officer’s Lounge, 
Northwest Air 
Command, 
Edmonton, from 
The Standard, 
Montreal, August 
1945.

 
Fig. 10: Mural of Norseman Aircraft on 
Watson Lake, Officer’s Lounge, Northwest 
Air Command, Edmonton, from The 
Standard, Montreal, August 1945.

 
Fig. 11: Mural of Truck Convoy on Alaska Highway, 
Officer’s Lounge, Northwest Air Command, Edmonton, 
from The Standard, Montreal, August 1945.
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Fig. 13: J. B. Taylor, Dakota DC3, 1945, gouache on 
paper board, 41 x 51 cm, Private collection.

 
Fig. 14: J. B. Taylor, Boston, 1945, gouache on paper; 24 x 29 
cm, Royal Alberta Museum.

 
Fig. 15: J. B. Taylor, Lockheed Hudson, 1945, gouache 
on paper; 24 x 29 cm, Royal Alberta Museum.

 
Fig. 16: J. B. Taylor, Mosquito, 1945, gouache on fiberboard, 
41 x 51 cm, Private collection.
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accomplishment. Glyde and Taylor also shared the attribute that they were both wartime artists. 
In 1943, the National Gallery of Canada commissioned Group of Seven founding member A. Y. 
Jackson and Glyde to travel the Alaska Highway and document it. They did this for three weeks 
in October and their work not only presented the northern landscape but also the men and 
equipment that were clearing the land and constructing the ribbon of road. The American Corps 
of Army Engineers was in charge of the project, and it symbolized the close relationship between 
Canada and the United States. Undoubtedly, there was an immediate sense of kinship between 
the older, English-trained established artist and the enthusiastic novice.12

Glyde was instrumental in determining the next twenty-five years of Taylor’s life since it 
was likely his suggestion that Taylor continue his studies at the Ontario College of Art.13 Glyde 
knew that to make a solid living an artist not only had to be a successful practitioner but also 
had to teach at either a college of art or university. Through his study at the pre-eminent English-
language art school in the country, Taylor enhanced his skills as an artist.

The year 1945 was also important in Taylor’s personal life since he met his future wife, 
Audrey MacLean Anderson.14 She was the daughter of Victor Anderson and Lola Stiver, and 
her father owned a general store on the main street in Elgin, Manitoba.15 At the time, she was 
working in Toronto at Imperial Optical. She had worked for the company in Winnipeg from 
1938 to 1942. Their sons tell the story of the two meeting on a train having both been assigned 
to the same berth. It was somewhere between Winnipeg and Toronto as each was heading either 
home to Charlottetown or to work in Toronto or Edmonton. Taylor got the berth because he had 
to travel further, but this chance meeting led to their falling in love. They married in October, 
1945, in Elgin and honeymooned in Niagara Falls. Their marriage began as Taylor started his 
studies at the Ontario College of Art with the financial support of the Department of Veterans 
Affairs. Audrey was a devoted wife, supporting his work and documenting it carefully. She did 
not remarry after his death.

In 1947, Taylor graduated with honours and received a medal for proficiency in painting and 
drawing. He was advised of a new teaching position at the University of Alberta, applied, and 
was interviewed in Toronto. Glyde appointed him as a Lecturer in Art in the new Department 
of Fine Arts that he had established at the University of Alberta in 1946. Glyde assigned Taylor 
responsibility for teaching art history because he did not enjoy doing it, preferring the studio 
teaching instead. It was Glyde’s intention to set up a diploma program modelled on that offered 
at the Slade School in London, part of the University of London.16 J. Allison Forbes, who was 
pursuing a Bachelor of Education degree at the time, was one of the first students and, when he 
graduated in 1948, became the third instructor.
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Fig. 17: Audrey and Jack Taylor in PEI, ca. 
1945–46, Taylor Family Collection.

 
Fig. 18: Audrey and Jack Taylor on their wedding day 
in Elgin, Manitoba in October, 1945, Taylor Family 
Collection.
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In these early days, Forbes assisted Taylor in teaching art history while Glyde and Taylor did 
the studio teaching. The former were the professor/artists kitted out in white lab coats demon-
strating the various classical techniques through formal, studio-based art instruction. Taylor 
also used a quizzing glass, a type of monocle with a magnifying lens, perhaps to add to his 
mystique. Forbes was not a member of staff in the department but was employed by the Faculty 
of Education. Forbes and Taylor quickly bonded because of their Maritime connection (Forbes’ 
father was born in PEI) and because they had both served in the RCAF. The hiring of Norman 
Yates added a third art professor, who also had served in the RCAF and received training in the 
early use of radar in reconnaissance. Yates too was a graduate of the Ontario College of Art. The 
core of the department that Glyde created was, thus, Canadian. This was important to Glyde, 
who saw himself as helping to establish an artistic tradition in Alberta.

The year 1948 was personally and professionally significant for Taylor. On March 4, his 
son Philip was born and that summer he began teaching at the Banff School of Fine Arts (son 
Christopher was born on September 9, 1952). While he visited the mountains during his war-
time service in Edmonton and included them in his aircraft pictures, in Banff, Taylor was able to 
conduct plein air sketching expeditions with his students as well as spend leisure time climbing 
and contemplating the Rocky Mountains in their glory. Photographs of this period document 
this and there is a joy and excitement in his face. Mountain scenery captured both his heart and 
imagination. The mountains were to become the quintessential landscape of his spirit as well as 
the primary subject matter of artistic production throughout his life.

At this time, Banff featured large in Canada’s cultural life. In 1946, the National Film 
Board of Canada released a short film (about half an hour long) titled Holiday at the School. 
The Film Board was shifting from wartime production to peace time, and what better place to 
showcase than an art school in the Rockies! Beautiful scenery, beautiful people, and pride in 
Canada’s cultural scene – this was a heady mix. Painting faculty staff were featured as well as 
instructors in other program areas and recreational activities. No doubt, new staff were given the 
opportunity to watch this film in their orientation.

Taylor taught at the Banff School from 1948 to 1954 during spring, main, and fall sessions 
and, on occasion, thereafter. The art instructors in summer session 1948 were a “who’s who” 
of Canadian art: W. J. Phillips, A. Y. Jackson, H. G. Glyde, George Pepper, James Dichmont, 
Andre Bieler, Murray MacDonald, Marion Nicholl, and J. W. G. Macdonald. Taylor taught in 
the Introduction to Painting course described as “a general elementary course for all non-credit 
students” daily from 8:30 a.m. to 9:30 a.m. The lineup of instructors set out in the Catalogue of 
Offerings was as follows:
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 • John Taylor covers Principles of Composition
 • W. J. Phillips teaches Elements of Water Colour Painting
 • Will Ogilvie teaches Preparation for Oil Colour Painting
 • James Dichmont teaches The Preparation of Materials for Outdoor Sketching
 • W. J. Phillips, H. G. Glyde, Charles Comfort, Will Ogilvie, J.W.G. Macdonald and 

others teach Advanced Landscape Painting
 • Frederic Taubes teaches Painting Techniques and Methods.

Taylor was the youngest of the professors and, in photographs of the period, looks more like a 
student. While other faculty members wore suits, he was frequently seen in shirts and sweaters, 
signalling a generational shift at the school. He was mostly surrounded by attentive, female 
students. While there is no question that his physical good looks and talent attracted women, 
there is more than sexual attraction at play. As Mary-Beth Laviolette revealed in her important 
2012 exhibit at the Art Gallery of Alberta, and the accompanying exhibit catalogue titled Alberta 
Mistresses of the Modern: 1935–1975, women were an important part of the art scene in Alberta.17 
This, however, did not equate to them having exhibits or teaching opportunities comparable to 
those of their male colleagues.

The Banff School had been founded in 1933 by the University of Alberta through a grant 
from the Carnegie Foundation of $10,000 a year for three years. By 1948, it was well established 
with a range of courses available, including art, piano, singing, drama, French language, ballet, 
leatherwork, weaving, and photography.18 Founder Donald Cameron’s vision of creating a 
“Salzburg” of the Rockies required buildings, including classrooms, studios, theatres, and other 
spaces. His perseverance was rewarded. In the post-war period, the federal government was 
instrumental in providing land on prime public property in the national park for a permanent 
campus, which opened in 1947. This site was on Tunnel Mountain across from the Banff Springs 
Hotel. P. J. Jennings, the parks superintendent, and philanthropist Eric Harvie assisted Cameron 
in approaching the federal government. Academic PearlAnn Reichwein writes: “Following 
Cameron’s persistent lobby for the site, Ottawa officials agreed to grant the prestigious St. Julien 
lot on a perpetual lease for one dollar a year and contributed the development of municipal 
services to the project.”19 Edmonton-based architects Rule, Wynn and Rule designed an initial 
prospectus that: “imagined an expansive campus amalgam of flat-roofed modernist buildings 
spread across a broad open hillside on the St. Julien site, with plans for 20 to 30 chalets and 
accommodation for a thousand students. The drawings suggest a forest cut back to open the 
vistas to and from a small urban complex distinct from the main Banff townsite.”20
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Fig. 19: Taylor and art students, 
Banff School of Fine Arts, 1948, 
The Banff Centre AO2 0303. 
Courtesy of The Banff Centre.

Fig. 20: Painting faculty in 
1948, Banff School of Fine Arts 
(taken in front of the Banff 
Auditorium on Banff Avenue), 
left to right J.W.G. Macdonald, 
Walter J. Phillips, Murray 
MacDonald, Holly Middleton, 
H. G. Glyde, J. B. Taylor and 
James Ditchmont. Photographer: 
Bill Gibbons. The Banff Centre 
AO2 0410. Courtesy of The 
Banff Centre.



2  |  A  B i o g r a p h i c a l  S k e t c h 21

Fig. 21: J. B. 
Taylor Art 
Class, Banff 
School of Fine 
Arts, 1952. 
Photographer: 
George Noble. 
The Banff 
Centre  
AO3 0308. 
Courtesy of The 
Banff Centre.

Fig. 22: Art Faculty, Banff School 
of Fine Arts, from left to right: 
Eric Byrd, William Scott,  
Walter J. Phillips, J. B. Taylor, and  
J. W. G. Macdonald; taken at Lake 
Minnewanka, 1953. Photographer: 
George Noble. The Banff Centre 
MO301 04. Courtesy of The Banff 
Centre.
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Fig. 23: Taylor and 
art class at Quartz 
Ridge, Sunshine 
Meadows, Banff 
School of Fine 
Arts, 1952, Taylor 
Family Collection. 

By 1950, Cameron’s vision of “a campus in the clouds” had taken root and is reflected in 
a fascinating issue of The Standard magazine, Montreal, August 19, 1950, with a cover picture 
of Taylor with one of his students, Pat Switzer of Calgary. The cover promotes the “Art in the 
Rockies” pictorial feature inside. The lead article is titled “Summer School Banff Is Rapidly 
Becoming Canadian Cultural Centre.” It can be seen that the branding of Banff as a cultural 
education centre was well underway. The cover image of the handsome art professor and his 
female student suggests the sexy, vital, young vibe that the school wished to project. One can but 
imagine Taylor’s excitement at being a part of this dynamic scene. The mystique of the Rockies 
and the arts, together with beautiful young students and establishment artists was to become the 
national, and international, perception of the school.

The Banff School of Fine Arts calendar of offerings for the early 1950s is modernist in 
design, including a stylized representation of the mountains in the background, and a violin, 
artist’s easel, and masks of comedy and tragedy in the foreground. The early 1950s were an 
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Fig. 24: Taylor and unknown man 
sketching at Marble Canyon, Banff 
School of Fine Arts, 1952, Taylor Family 
Collection.  

Fig. 25: Taylor and class, Banff School of Fine Arts, 1953. Photographer: 
George Noble. The Banff Centre AO3 0319. Courtesy of The Banff Centre.

Fig. 26: Taylor and 
painting class at Vermilion 
Lakes, Banff School 
of Fine Arts, 1953. 
Photographer: George 
Noble. The Banff Centre 
AO3 0316. Courtesy of 
The Banff Centre.
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Fig. 27: The 
Standard 
magazine feature 
reprises the 
terrain covered 
by the National 
Film Board 1946 
documentary 
Holiday at the 
School. The cover 
depicts Taylor 
and student Pat 
Switzer.

Fig. 28: The Banff 
School of Fine Arts 
calendar of offerings 
is in the nature of 
a magazine selling 
the life style and 
natural surroundings 
of the School in the 
Rockies. Designer: 
Charles Comfort, OC 
(1900–1994).
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important period in Canada’s cultural development, as the country shifted from a war-time focus 
to peaceful pursuits of which the arts and culture were seen as central. The Massey-Harris Royal 
Commission was a product of this era, and it was intended to provide a cultural road map for the 
country. One of its most important products was the Canada Council, which was created to hold 
funds in trust to provide grants to practising artists and art institutions.

Philip Taylor recounts the following about the years that his father taught at the Banff 
School and afterwards when the family would go for holidays in the Rockies:

In the Rockies, dad took us to see some of the places he had taken students for 

outdoor teaching classes: these included Bow Lake and areas around Banff. Later we 

went to O’Hara as a family. Dad enjoyed hiking all the paths, rain, snow or shine. 

If asked, he probably would have said that he loved to walk and hike. The extensive 

and varied hiking trails at O’Hara provided dad with the perfect opportunity to 

easily get above the tree line into the alpine areas, close to glaciers, melting ice and 

snow, rock faces and scree slopes, ever-moving clouds which seemed especially 

attractive to him. Elemental. Raw. Undisturbed. Freedom. Few people to distract 

him. Being up in the high alpine of the Rockies at cloud and mountain peak level 

was perhaps as close to flying as one could get without being in an airplane.

Audrey Taylor mentions in her oral history interview that she stopped going to Banff with him 
because she found it too difficult to look after the children there. What was not said but can 
be understood was that raising a family was different from the single-minded focus on artistic 
creation and the socializing around that. Audrey preferred the life in the “rabbit row” of faculty 
housing on the university campus. There were twelve suites and most couples had children. The 
professors were from various faculties and departments (among them, English, Chemistry, Fine 
Arts, Education, Commerce and Philosophy), and included the following families: Mardiros, 
Baker, Campbell, Johnson, Orchard, Brown, Folinsbee, and Elder. The children shared a com-
munal sandbox, and the adults partied together and set up a kind of radio device that allowed 
them to listen in on sleeping children left at home. The Taylors had bought a piano for $100 in 
Toronto and shipped it to Edmonton, and musical evenings at their home were popular. The 
family was outdoors-oriented and there were regular trips into nature, and some of the terrain 
would later feature in Taylor’s work.
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During the winter session in Edmonton, Taylor began field trips for the Department of 
Extension, visiting many communities in central, northern, and southern Alberta to provide 
art instruction. Donald Cameron of the Extension Department of the University of Alberta 
began classes in summer of 1937 in Vegreville and Vermilion, later adding Lethbridge, Medicine 
Hat, and Peace River. In the 1950s, classes were also held in Dawson Creek, Yukon, and the 
Northwest Territories.21 These art programs were intensive and involved long drives for the 
instructors, a significant commitment for a busy university professor, working artist, and family 
man. For example, the Medicine Hat course took place every three weeks and involved teaching 
Saturday afternoon and evening classes. Audrey mentions that he regularly went to Holden, 
Tofield, Jasper, Wetaskiwin, Lacombe, Brooks, and Dawson Creek during the winter. Sometimes 
he would bring his son Philip.

These programs were crucial to the development of artists throughout Alberta, as well as 
enhanced public appreciation of the visual arts. While the Banff experience was perhaps “sexier” 
and national (and somewhat international in nature at the time), the extension courses were 
local and nurtured the development of regional art. A small booklet in the nature of a teaching 
aide was developed by E. S. Faiers, titled An Approach to Sketching in Oils. Edward Faiers is an 
interesting figure. He was born in England and raised in Canada studying at the Department 
of Extension, University of Alberta (1941–46).22 He was thus an older contemporary of Taylor’s, 
established in the Alberta art scene and therefore capable of creating this instructional tool. The 
booklet begins with an introduction by P. H. Henson, Director, Edmonton Museum of Arts. 
It is illustrated with clever cartoon drawings, which Philip Taylor believes were done by his 
father. They resemble some ad copy drawings and cartoons from Taylor’s period at the Ontario 
College of Art. The booklet begins with an introduction to painting and the first few sections 
are: “Materials & Equipment,” “Oil Painting Pigments,” “Brushes and their Care,” “Mediums – 
Turpentine and Oil,” “Incidental Equipment,” “Let’s Go Sketching! – ‘Feeling out’ the Subject,” 
“Composition of Sketch Compared with Subject,” “’Casting’ the Sketch.” Each section includes 
some sample paintings and a brief description of the work of key Alberta artists such as Maxwell 
Bates, W. F. Irwin, Illingworth Kerr, Janet Mitchell, J. B. Taylor, Laura Evans Reid, H. G. 
Glyde, Annora Brown, Luke Lindoe, and Dorothy Barnhouse. The philosophy of the program is 
stated on the back cover:
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Fig. 29: Philip and Christopher 
Taylor at Beaverhill Lake, 1958, 
Taylor Family Collection.

Fig. 30: Audrey Taylor and the 
boys at Beaverhill Lake, 1958, 
Taylor Family Collection.
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Leisure in Alberta

No province in Canada … indeed, no area in the world is more blessed than Alberta 

with natural beauty and wealth. To live in this gracious province is a privilege that 

each one of us should appreciate to the full.

This background should allow every community to develop a community 

program in keeping with the perfect setting in which we live. Interest and skill in 

the fine arts … in music, literature, painting and drama will deepen and enrich the 

life of every citizen of Alberta.

The province is anxious to assist your community cultural program. Drop a line 

to find out how this assistance can be extended to you.

Write to  Blake Mackenzie

 Co-ordinator of Cultural Activities

 Cultural Activities Branch

 Department of Economic Affairs

 Legislative Bldg. Edmonton

It is significant that this activity is occurring through the Department of Economic Affairs. 
Taylor’s commitment to his students went above and beyond the call of duty. Audrey notes 
that he continued to go to Dawson Creek every year even after the university terminated the 
course. An article in the Peace River newspaper, dated June 13, 1962, titled “Local Art Group 
Completes Course Under Prof. Taylor,” observes that the artist had completed the eleventh 
annual short course for the Dawson Creek Art Group. The president of the group, Mrs. J. C. 
(Betty) Mundy, became a good friend.

For the artists, these trips provided opportunities to observe the range of Alberta landscapes. 
Thus, northern Alberta woodland and the foothills and rolling prairies of southern Alberta 
became a part of Taylor’s subject matter. This had occurred with Glyde’s art and also with 
Douglas D. Barry, who devoted his entire university career to extension art teaching. Taylor 
painted the different regions of the province in vivid colours that evoked the undulating plains, 
rolling foothills, shelterbelt trees hedging fields, and naturally occurring vegetation. The sky in 
these pictures is seemingly endless.
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Fig. 31: Taylor 
instructing an 
extension class likely 
in the Dawson 
Creek area, no 
date, Taylor Family 
Collection.

In 1950, Taylor was promoted to Assistant Professor of Art and showed in annual exhibi-
tions, whether in group or one-man shows. This was to be the pattern of his career. His artistic 
production to the end of his life was prodigious, and he carved out time from his busy teaching 
and administrative schedule to paint. His sons remember their father working late into the night 
in his studio in the basement of their home.

Some of Taylor’s exhibits travelled; for example, in 1949, he exhibited in various small 
Alberta centres, largely where the Faculty of Extension provided courses and workshops. In 
1950, he exhibited in Lethbridge and Red Deer. He also belonged to various professional orga-
nizations, including the Alberta Society of Artists and the Humanities Association of Canada, 
Edmonton Branch. The former was established in 1931 and the first two presidents, A. C. 
Leighton (1901–1965) and Glyde, dominated its first era. Taylor helped to found the Alberta 
Society of Education through the Arts and served as president. He was also a member of the 
Provincial Arts Board, established by the Government of Alberta. In 1950, he gave a lecture on 
“Beauty” to the Humanities Association meeting in Edmonton.23
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Fig. 32: J. B. Taylor, Alberta Sky 
[also – Prairie], 1951, oil on canvas, 
76.2 x 91.44 cm, Private collection.

Fig. 33: J. B. Taylor, Looking West, 
1951, oil on masonite, 92.1 x 127.6 
cm, University of Alberta, Student’s 
Union Collection, L.1974.1.14.
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The 1950s saw meteoric growth in the University of Alberta, which was a direct result of the 
economic boom started when oil was struck in Leduc south of Edmonton in 1947. The university 
grew with the province of Alberta’s economy, and science and technology and arts and culture 
flourished. The Department of Art and Taylor’s career were beneficiaries of this boom. Alberta’s 
fiftieth anniversary of becoming a province, celebrated in 1955, prompted the Government 
of Alberta to purchase artworks from eight established artists, and Taylor was among them. 
His Alberta Badlands painting (1952, oil on masonite, 60.8 x 71.2 cm, Alberta Foundation for 
the Arts, Acc # 0230.175.000003) became part of the Jubilee Art Collection, then housed at 
Government House. The other artists were H. G. Glyde, Douglas Barry, Euphemia McNaught, 
Annora Brown, Theodore Schintz, Robert Hyndman, and Elva Frederking.24

In 1955, Taylor was eligible for a sabbatical year at half his salary. While sabbaticals were a 
normal occurrence, his sabbatical was prompted by some negativity with respect to his tenure 
at the university. In a letter dated March 16, 1954, President Andrew Stewart advised Taylor 
that he would not be promoted to Associate Professor on the recommendation of the General 
Promotions Committee for the following reason:

The Committee noted the limited formal training you have had, and felt that if 

you were to remain in teaching work at the University level – it was essential that 

you add to your qualification by further training. Your appointment was made at a 

time when it was expected that most of your effort would be in extension classes. If 

you wish to continue teaching at the University – as I hope you will plan to do – it 

is in your own interest to obtain more formal training; and you should not expect 

promotion until you have done so.25

The question arises as to why this came up at this time. Taylor’s educational background was 
no different from that of Glyde, who trained as an artist at the Brassey Institute in Hastings, 
from 1920 to 1926, and at the Royal College of Art in London from 1926 to 1930. According to 
Taylor’s son Philip, his father’s relationship with Glyde was collegial but they were not friends. 
There can be no doubt that the General Promotions Committee ruling was based on Glyde’s 
assessment. Whether Glyde resented his younger colleague’s apparently effortless success as 
an artist will never be known, but, clearly, his opinion had a negative impact on Taylor’s rise 
through the ranks at the university.
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The outcome of this negative review prompted Taylor to apply for funding support to the 
Nuffield Foundation Travelling Fellowships in the Humanities and Social Sciences program. In 
the application, he notes: “I have been accepted by The Slade as a specialist student commencing 
October 7, 1955 to July 15, 1956.” The Slade School of Fine Art is part of the University of 
London.26 The answer as to why Taylor chose the Slade is that Glyde had visited the school in 
1949 as a model for the art program that he wished to develop at the University of Alberta. In 
fact, in 1953, Glyde and Taylor initiated a four-year Diploma Program in Art that included 
the following courses: Fundamentals of Drawing and Painting, Art History and Appreciation, 
Pictorial Composition, and Advanced Drawing and Painting. Teaching of art within the facul-
ties of Arts and Education continued.27 Thus, for Taylor’s sabbatical year, studying at the Slade 
was a logical choice that would enhance his knowledge of art history and technique for teaching 
purposes. He took a course in etching and attended seminars under E. H. Gombrich, noted art 
historian and writer on aesthetics. Taylor went to England with his family and, with his wife 
Audrey, travelled to the continent. They lived in a large house in the London suburb of Ealing. 
Visits to London galleries and exposure to contemporary artists energized him.

After his return from England, Taylor assumed that he would be promoted to the rank 
of Associate Professor but President Stewart advised him of the committee’s rejection of his 
advancement in a letter dated April 19, 1956. His promotion would not be approved until April, 
1958. There is no question that this decision affected his sense of well-being and security at the 
university.

In 1956, Taylor returned to teaching, and Audrey observed (in the oral history interview) 
that they were relieved to come back to the “reality and security” of the university. The sabbatical 
year was stimulating for Taylor but, according to Audrey, he was also confused – “we saw too 
much and the adjustment took a year or two.” She also observed that he struggled with “what to 
take from the sabbatical but also how to remain true.”

Taylor integrated his London learnings into his teaching immediately. Christopher Taylor 
was given the lecture notes that student Morley Riske took for Art 51, the course that Taylor 
taught beginning on September 28, 1956. This course was popular with third- and fourth-year 
science students as the compulsory arts option. Taylor used Helen Gardner’s book Art Through 
the Ages as the text, and the Christmas exam was valued at 30 per cent and the final at 70 per 
cent. Riske’s notes are excellent and demonstrate that the course covered the basics of artistic 
style and then went on to provide an overview of Western art, including architecture from  
classical times.28 The fact that Taylor had seen some of this art and architecture first-hand 
undoubtedly enriched his teaching and the student experience.
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Fig. 34: Audrey, Christopher, 
Taylor and Philip aboard 
the Empress of Scotland on 
their return from his English 
sabbatical in 1956, Taylor Family 
Collection.

Taylor’s busy teaching and exhibit schedule continued although, in 1955, he had stopped 
teaching at the Banff School of Fine Arts on an annual basis. He only taught there again for the 
summer session of 1962. Colleague Norman Yates (in an oral interview) provides the following 
insight into Taylor’s personality and teaching style:

Taylor was the most-gentlest person that I knew. Students felt “this man isn’t going 

to do me any harm.” He was an easy-going guy. I saw him in the classroom where 

he was demonstrating – there was a hushed silence – students were fascinated. He 

would start his demonstration by creating almost an abstraction – bits and pieces 

– and it would emerge as a landscape. He revealed a feeling of total acquaintance-

ship with the medium. He loved to teach by demonstration but would get into 
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Fig. 35: Taylor, in 
his typical lab coat 
instructing a painting 
class at the University of 
Alberta in 1961, Taylor 
Family Collection.

technicalities. He was always willing to try to show students how to do it. He would 

sometimes transform an inadequate effort into something quite good. He never gave 

students a sense of personal fault – only assistance.

Yates also described teaching an art history course with Taylor as follows:

I was assigned the task of teaching history of art (Jack had done this before). We 

used glass slides and a massive projector. The class became a laughing fest. It was 

fun. I taught the early “ancestors” on to prior to the Renaissance and Jack then took 

over. Geo sometimes filled in doing his version of the moderns; otherwise Jack did 

it. This class would have been at the finish of the 1950s. The university was expand-

ing enormously. I got on very well. Geo was the English-trained Academy type. Jack 

was the demonstrator and theorist.

In 1961, Jack went to Europe again and visited with artist friend Harry Kiyooka in Italy and also 
visited Holland, Belgium, and France.29 He sought funding support from the Canada Council 
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for a study tour component that focussed on the following: “My purpose in this study abroad 
is to go more thoroughly into the art of Italy, in order to enrich my lecturing program in the 
history and appreciation of art. (To date, I have only been able to make only one very brief visit 
to Italy.).”30

In 1962, Taylor travelled to Gunnar Mine and Yellowknife in the Northwest Territories 
to give lectures and demonstrations. He also served as a juror for the Canada Council grants 
program.

When Taylor began to exhibit, there were few venues in Alberta. The Edmonton Museum 
of Arts (now the Art Gallery of Alberta) was established in 1924 and is the oldest, continuously 
operating gallery in the province. Perhaps the oldest commercial gallery was the Canadian Art 
Galleries, established in 1945 in Calgary by John Davenall Turner, himself an artist.31 Letters 
reveal that Taylor first exhibited with them in 1958 and, again, in 1963. Coste House, home of 
the Calgary Allied Arts Centre, after World War II provided artist spaces as well as a gallery. 
Taylor exhibited there in 1953. As a university professor, he regularly exhibited in the University 
Art Gallery and Museum, located on the top floor of the Rutherford Library (Glyde had been 
appointed curator in 1950). Prior to this time, Professor E. S. Keeping had organized exhibits on 
the second floor of the Arts and Sciences Building. The University Gallery not only had faculty 
shows but also brought in travelling exhibits that were both national and international in scope. 
Some came from the Western Canada Art Circuit.32

In 1964, Taylor first exhibited through the commercial Jacox Gallery in Edmonton, run 
by John Jacox.33 The gallery not only gave him access to non-academic buyers but also was an 
incentive to produce works for annual shows. It appears that Jacox circulated these exhibits to 
other venues; for example, in January 1966, an exhibit went to the University of Alberta, Calgary 
campus, and then travelled on to the Banff School of Fine Arts. Taylor’s paintings sold well not 
only to colleagues at the university but also to the emerging business and professional elites. This 
success was unique and not shared by some of Taylor’s colleagues. Allison Forbes describes him 
as a very “commercial” artist. Son Philip notes:

The Jacox Gallery exhibit was an important turning-point for Dad. It was a place 

to show and sell works but this also put more pressure on him to create for the next 

show. People liked the works, in particular, the large ones. This put more and more 

pressure on Dad to produce these large works. Jacox also likely pushed him to do 

this. All the small and large works were selling well. Jacox really supported Dad’s 
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effort and gave him the first major opportunity to exhibit in a commercial setting. 

Dad and Mom were not sure how to value them for the first show. All sold well and 

very quickly so they decided to raise prices for the next show (it sold well also). The 

Gallery took a 40 percent commission.

My mother was an astute advisor to my father throughout his career. They 

discussed everything from how he might overcome impasses with his painting to 

how best to promote his works. Early efforts at showing his work in Mel Hurtig’s 

bookstore in Edmonton met with limited exposure to the public. Then, when the 

opportunity came to show his paintings at the Jacox Gallery, my mother helped to 

decide which paintings were suitable for sale, holding those which were felt to be 

less representative. I recall discussions surrounding the question, “what price will 

we ask for a painting?” While neither had formal experience in marketing or sales, 

Audrey was firm in saying that Dad should ask a price that reflected his efforts and 

what other artists were asking at the time, so as not to undervalue his work. Dad 

was not particularly concerned with this part of the business but Mom made sure 

he did not give his work away, particularly since sales at Jacox were strong. I recall 

going around either the second or third show at Jacox and seeing all the red dots on 

paintings, before the opening evening had barely begun.34

A highlight for Taylor must have been when the son of renowned Canadian artist Lawren S. 
Harris, Lawren P. Harris, Head of the Department of Fine Arts at Mount Allison University, 
Sackville, New Brunswick, wrote to him on January 4, 1965, complimenting him on the suc-
cess of his exhibition at the university and also notifying him that the University Acquisitions 
Committee for Contemporary Canadian Art had recommended the purchase of his painting  
McArthur ’64. This sale was important to Taylor because it gave him national exposure.

While his career as an artist was in ascendance, from 1963, tensions were increasing at the 
university. In 1962, the Bachelor of Fine Arts Program in Art was introduced, and with it came 
the need for greater academic rigour. This resulted in a new scrutiny of the credentials of depart-
ment staff, and it appears that, again, Taylor’s credentials were questioned. Dean of Arts Douglas 
E. Smith, in a letter dated March 27, 1963, informed Taylor that he would only receive half the 
amount of the normal merit increment and noted:
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The staff handbook makes it clear that advancement through the ranks and salary 

levels should be steady for staff members who “steadily improve their qualifications 

and demonstrate increasing capacity.” Recently there has been a complementary 

policy that individuals may remain at a level salary when it seems that such devel-

opment has stopped. The General Promotions Committee has adopted the policy 

of awarding half-increments to individuals who seem to be approaching such a 

plateau.35

Taylor kept his completed Annual Reports of Faculty Member documents from 1959 onwards 
and these are revealing. It is clear that the emphasis was now placed on “Research or Scholarly 
Activity,” and this was blank in Taylor’s reports from 1960 to 1965. In 1966, he reports that he 
helped to supervise Mr. Novakshonoff on his thesis on “Russian Painting of the 19th Century.” 
He also itemized the following: “nineteen completed experiments in acrylic resins etc.; Portrait 
of Col. Eric Cormack, O.B.E.; twenty-nine works, major show for 1966; and Research Study 
Tour – Iowa State University, Saint John’s College, Minnesota, Denver University, Colorado, 
University of Utah, Salt Lake City, Utah.” The reports become more detailed and, in 1967, 
Taylor notes four official portraits done for the university as well as a study tour to London and 
Amsterdam, and a research study tour to Los Angeles, San Francisco, and Seattle, including 
visits to university art galleries. He is struggling to make his work as a professor and practising 
artist fit within the narrow strictures of what the university considered to be research or scholarly 
activity.

Again, in 1964, 1965, 1966, and 1967, Taylor was refused a merit increment. In 1968, 
he was denied a “normal increment.” The letter for 1969 does not mention a merit increment 
though there is an increase in salary from $15,800 to $17,400, which would suggest that there 
was a normal step increment. A letter from Dean Smith, dated February 19, 1970, indicates 
that Taylor has been granted a “normal increment.” It’s unclear whether this includes a merit 
increment or not. There is a touching letter from artist and professor William Townsend of the 
Slade School of Fine Art, dated June 2, 1970, in which Townsend states that he will be pleased 
to provide a reference for Taylor with respect to his promotion. In the end, Taylor became a 
full professor for the academic session 1970–71. Taylor had also enquired about a sabbatical in 
London for the academic year 1970–71, noting that he wished to do some academic work and 
also paint at the Slade. He also wanted to reconnect with John Piper. Townsend mentions that 
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space will be a problem and that Piper is no longer a regular visitor but that he will ensure that 
Taylor will be enrolled as a part-time student and will have Keith Vaughan as a tutor.36

While others did cave in as a result of the pressures placed on them by the university, Taylor 
continued to try to do what he felt they required; therefore, it must have been devastating for 
him when he was denied fair monetary recognition. It is ironic that the department chose to 
do this at the same time as asking him to act as department chair for a year after Glyde left at 
the end of the 1965-66 academic year. Taylor was given only an administrative honorarium of 
$1,000 for doing this work. The disappointment did not stop him from accomplishing what he 
felt that he needed to do to support the department. For example, as was noted above, in 1965, 
Taylor toured various art schools and galleries in the United States to look at models for art 
instruction.37 On this trip, he met Robert Sinclair, who was studying at the University of Iowa at 
the time, and helped him to obtain a travel grant to get to Edmonton when he was hired. In the 
summer of 1966, the family went for holidays to Britain, including trips to Wales and Holland. 
Taylor made opportunities for professional development through visits to favourite galleries 
and museums including the British Museum, the Van Gogh Museum in Amsterdam, and also 
museums in The Hague.

The Art Department, as Glyde had structured it, did not survive his departure. Major 
changes were afoot and they began with the creation of three separate departments: Art, Music, 
and Drama. For Music and Drama specialists, this was an enormous achievement because, under 
Glyde, they felt the bulk of resources went to the visual arts. Ronald Austin Davey, the new 
chair of the Art Department, was an external hire from the UK, and this was done, according 
to Taylor colleagues, because the university establishment was largely anti-American and did 
not want an American as chair.38 Davey was a lecturer in art history who had taught at the Slade 
and at Newcastle-on-Tyne University and, before coming to Edmonton, was the principal of the 
West Sussex College of Art.

With Davey’s coming, the old regime of professors, who were practising artists, and the na-
ture of art instruction based on demonstration changed. Some younger professors (for example, 
Robert Sinclair and David Cantine) had already felt that the instruction regime used by Glyde 
and Taylor was passé. The department also saw the introduction of a range of other disciplines, 
including printmaking, sculpture, photography, and industrial design. Staff went from six to 
twenty-eight in three years, making it, according to Sinclair, the largest art department in the 
country.39

David Cantine, who joined the department in 1965 as a sessional lecturer and became 
a close friend of Taylor, noted that the younger staff affected the outlook of the department 
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Fig. 36: 
Colleagues and 
friends David 
Cantine (left) and 
Robert Sinclair 
(right), ca. 1968, 
Taylor Family 
Collection.

fundamentally and brought in new British and American influences. The old “collegial” depart-
ment in which Taylor had grown up was gone. This was the culmination of the academization 
of art instruction at the university, begun in 1954 when credentials began to be scrutinized 
and university degrees rather than artistic ability and production became primary criteria for 
hiring. In Taylor’s files, there are various documents relating to the push to academization and 
the emphasis on research and performance measures. In an undated document, titled “Report 
of the Department of Art Committee Investigating Problems Concerned with Staff Research,” 
the recommendation is made that department staff be strongly encouraged to seek funding 
from a range of funding agencies. Taylor has labelled the file in which this document appears 
“1969–70.” A paper by T. P. Chen, titled “Effective Representations of Faculty Economic 
Interests: A Preliminary Position Paper Submitted to the AASUA,” dated August, 1970, discusses 
the possibility of setting up a collective bargaining model.

The powers of the General Promotions Committee were huge and Taylor and others who 
were not rewarded must have felt powerless. It is clear that a measure for artistic activity and oth-
er kinds of artistic developmental work needed to be found. As well, since Taylor’s relationships 
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with his students were so positive and his artistic production was recognized, the question arises 
of whether his negative reviews were the result of professional jealousy.

In addition, “student power” manifested itself and resulted in the establishment of reviews 
for professors. Students began to appeal grades and used the course curriculum as described in 
calendars of offerings as a vehicle for complaint. There was also unrest among staff who believed 
it was difficult to grade paintings and justify those grades, particularly in the new teaching era in 
which the emphasis was on the student’s own creative vision. Some commentators even believed 
that art schools should not be located in universities. All of these issues were a part of the larger 
debate as to the role of universities in contemporary life. Were they training schools for industry 
or the professions, or were they something more? Taylor was tracking these changes, and in his 
papers there is a copy of an article by J. Percy Smith titled “Teach – Or Get Lost.” Smith rebuts 
the “publish or perish” advocates and pushes for the view of a university that is humanistic in 
nature and is involved in “the growth and nourishment of the life of the mind.”40 Smith also 
believes that universities should be involved in social change.

While in many humanities disciplines the “publish or perish” dictum became the bench-
mark for measuring performance, for artist/professors this had to be adapted. While the publica-
tion of academic papers was certainly feasible, a measure for artistic success had to be developed 
as well. Thus, nature and frequency of exhibits became important and “artistic currency” of 
works. These were problematic areas and difficult to define with few, if any, objective measures. 
In a number of discussions with Taylor’s colleagues, I found that that there were tremendous 
pressures in the department that served to heighten the stress for artist/professors.

This was particularly true for Taylor because of his seniority – he was the “go-to” person for 
all who came after him. It became more difficult for him to carve out time from his academic 
duties to paint and for his family. This meant that his life became a tremendous juggling act. 
While he had always served on university committees, his administrative load grew dramatically 
in the late 1960s. While denying him monetary recognition, the university fully exploited his 
knowledge and abilities as the oldest and most senior professor in the department. In 1967, 
Taylor travelled to the west coast and to Expo ’67 in Montreal, participating in the Canadian 
Universities Centennial Drawing Exhibition. He also attended “The Arts and The University” 
Conference on May 12, 1967, as part of the University of Alberta team that included Drama, 
Art and Music representatives.41 From 1967, he served on the acquisitions committee of the 
Edmonton Art Gallery. In 1968, he was a visiting lecturer at the University of British Columbia 
Summer Session. All of this activity was accompanied by an exhibit at the Jacox Gallery. Of 
the twenty-four paintings exhibited, the majority were large-scale mountain paintings, which 
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Fig. 37: Taylor is 
seen painting in the 
basement studio of 
his home in 1968 
with one of his 
Italian pictures in the 
background, Taylor 
Family Collection. 

Fig. 38: Taylor is 
pictured next to 
his Opabin Glacier 
painting, ATA 
Magazine, June, 
1970.
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Fig. 39: Taylor hiking on the 
way to the Opabin Glacier, 
ca. 1969. Photographer:  
Christopher Taylor, Taylor 
Family Collection.

were the most time-consuming and labour-intensive to produce. These were priced in the $600 
to $1,000 range. In 1969, Taylor travelled to the western United States visiting art schools and 
galleries again to determine teaching styles and best practices. He also undertook a range of art 
instruction activities in the community as well as giving talks to schools and a range of commu-
nity organizations.42

It’s important to note that Taylor took great interest and pride in his son Philip’s biological 
studies and the summer work that he undertook for the National Museum of Natural Sciences 
(Ottawa), including time at Polar Bear Pass on Bathurst Island in the Canadian High Arctic. 
He even discussed going there on a painting trip.43 Philip notes that his father’s hikes to Lake 
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O’Hara were a personal time for reflection – the other members of the family no longer had the 
time to do this. Sometimes he went with friends, such as Phyllis Jeffrey and Irving Simpson. 
Visits to the mountains were the “stillpoint” in his complex life and always provided solace 
and inspiration. In late April 1970, Taylor took the opportunity to drive his son back from the 
University of Victoria when he completed his year’s studies there. They drove via Kamloops to 
Jasper and on to Edmonton. It was their last shared trip to the mountains, and Taylor spoke 
to Philip of the important role his wife Audrey played in his life as an artist, encouraging and 
facilitating his work.

The summer of 1970 was spent studying mountains and glaciers in British Columbia and 
Alberta, as well as opening an exhibit of portraits at University Hall, University of Alberta. 
He also applied for a grant that would have enabled him to go to areas where he had not been 
before. Taylor hoped that this would trigger new creative production.

For the academic session 1970–71, Taylor became a full professor and was scheduled to team 
teach an introductory art course with his younger colleague Robert Sinclair. In an interview, 
Sinclair noted that Taylor had been worrying about this. Taylor did not arrive for the class. He 
died of a massive heart attack at home on the morning of Tuesday, September 15, 1970. He 
was only fifty-three. The funeral took place at Garneau United Church, which he, Audrey, and 
later the boys had attended until the early 1960s. The family asked that no flowers be sent and 
that tributes be made to the Winnifred Stewart School for Retarded Children. His ashes were 
scattered above Lake O’Hara.




