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5 | Non-Mountain Pictures

 
 
 

 
 
L A N D S C A P E S

Taylor’s gift as a landscape artist manifested itself in 1935 at the first summer school taught by 
DuMond in Cape Breton. For the next ten years, he painted the land that he knew well, both on 
Cape Breton and Prince Edward Island – slopes, flat valleys, rocky inlets, and wooded groves. 
The sun shines gently on these scenes and they are on a human scale. Examples of these include 
Untitled [Margaree Valley, Cape Breton] (1937, oil on canvas; 76.8 x 60.96 cm, private collec-
tion), Untitled [Keppoch Shore, PEI] (undated, ca. 1935, oil on paperboard, 30.5 x 40.6 cm, 
private collection) and Keppoch [PEI] (undated, ca. 1939, oil on canvas; 60.96 x 76.8 cm, private 
collection). While pleasant enough, there is no spark, no sense of personal vision or style. They 
have a flat, conventional quality typical of the works of a young artist. If this was the only work 
that Taylor accomplished, he would not be remembered today.

The change in subject as he moved west in 1945 to take on the work of painting murals at 
the North West Air Command in Edmonton is evident in a painting titled Summer in Yukon 
(1945, gouache on paper board, 58.4 x 68.6 cm, private collection). In comparison with the 
earlier paintings, this landscape has an edge not only in the composition but also in the colour 
palette and execution. The animated “big” sky dwarfs the semi-circular lakeshore fringed with 
trees. The colours are those of the early mountain pictures – pale blues and greys and tans 
with the mossy green of fir trees providing contrast. This may have been a study for the Peace 
Country mural at North West Air Command, and the sky is reminiscent of the backdrop of 
some of the airplane paintings.

Taylor then goes on to paint the range of Alberta landscapes in a kind of journey of discov-
ery, in particular, those around Edmonton and all of the extension art class locations where he 
taught. There is a greater assurance in his technique, and the paintings paradoxically have clarity 
in the depiction of the landscape as well as a dreamy quality. An element of drama is found in 
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Fig. 82: J. B. Taylor, Untitled [Keppoch Shore, PEI], 
undated, ca. 1935, oil on canvas board, 30.5 x 40.6 
cm, Private collection.

 
Fig. 83: J. B. Taylor, Keppoch [PEI], undated , ca. 1939, oil on 
canvas; 60.96 x 76.8 cm, Private collection.

Fig. 81: J. B. 
Taylor, Untitled 
[Margaree Valley, 
Cape Breton], 1937, 
oil on canvas; 76.8 
x 60.96 cm, Private 
collection.
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Fig. 84: J. B. 
Taylor, Summer 
in Yukon, 1945, 
gouache on paper 
board, 58.4 x 
68.6 cm, Private 
collection.

these works, whether it is the animated sky, tortuous vegetation, or complex rock structures. 
The composition is never the same, and he is selective in the natural elements that he chooses 
to depict. The badlands around Drumheller fascinated him, perhaps because of their startling 
physical geography, but not to the extent that they ever usurped his love of mountains. Badlands, 
painted in 1949 (oil on masonite, 50.8 x 60.96 cm, private collection) uses the same colour 
palette as the mountain pictures and could even be mistaken for a mountain painting. A 1952 
work Alberta Badlands (oil on masonite, 60.8 x 71.2 cm, Alberta Government Jubilee Collection 
#0230.175.000003) focuses on the hoodoos, the formations formed as a result of wind and water 
erosion with their strange anthropomorphic forms. In Red Deer River, painted in the same year 
(oil on masonite, 50.8 x 60.96 cm, private collection), Taylor presents either a twilight scene or 
one just before a big storm with the field of the painting being more than half sky. Whitemud 
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Creek, painted in Edmonton (1952, oil on panel, 26.7 x 29.2 cm, unknown location), presents 
lush and exuberant vegetation with light streaming in through breaks in the tree canopy.

From the mid-1950s, the non-mountain landscapes have an increased sophistication about 
them in terms of colour, structure, and perspective. This can be seen in his paintings that 
focus on typical prairie scenes. In Alberta Landscape, grain fields are given a twist (1955, oil 
on masonite, 35.6 x 45.7 cm, private collection). Instead of the line of the horizon separating 
a golden field from a blue sky as in the works of many other artists, Taylor chooses to present 
the band of golden grain across the bottom of the painting with bluey/violet slopes above and, 
above that, stormy sky. Untitled [sketch] (1955, oil on plywood, 26 x 33 cm, private collection) 
is also a prairie scene, but the colour of the grain is a muted pale yellow and gold. A thin strip of 
violet hills separates the land from the pale-blue sky filled with threatening clouds. The prairie 
Farmhouse in Winter [sketch] (1956, oil on paperboard, 24.1 x 31.8 cm, private collection) is not 
softened by a cover of snow but looks stark and cold. Hillside [also known as Untitled Landscape], 
painted in about 1957 (oil on canvas board, 30.5 x 40 cm, private collection), depicts a pale gold 
slope with touches of orange, grey, and off-white culminating in straggly trees where the sky 
would normally be. Taylor purposely chooses not to place figures in the landscape; in fact, there 
is an absolute absence of humanity in his landscapes. This may be what struck him about the 
West, the lack of major urban areas and the ascendance of nature rather than human beings. As 
well, he appears to have favoured that in-between light as the sun is about to go down, or as the 
sky darkens before a storm.

In the late 1950s, Taylor began to experiment with abstraction with his non-mountain 
landscapes but not to the degree that he did with the mountain works. Nordegg Road (1958, oil 
on masonite, 50.8 x 60.96 cm, University of Alberta Collections Acc # 2010.7.1) presents a road 
that is a cutline in the forest. The eye is led down the avenue of feathery trees to the deep blue of 
flat mountain elevation crowned by stormy clouds. He has moved from the clarity of the earlier 
landscape work to something more mysterious and imaginative, and there is an impressionistic 
quality to the work. Yellowknife, NWT (oil on canvas board, 1961, 50.8 x 60.96 cm, private 
collection) has this same quality of abstraction and looks like an aerial view in which individual 
trees and other elements of landscape meld into each other.

Even the badlands are given a different treatment using the looser more abstract style that he 
developed in the late 1950s and early 1960s. Whereas in the earlier paintings, different elements 
were painted with great clarity, in The Badlands (1960, mixed media [watercolour, acrylic, sand, 
Bondfast glue] on masonite, 50.8 x 63.5 cm, location unknown), Taylor uses mixed media 
to suggest the sedimentary rock structure and surface. He does this again in Badlands (1963, 
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Fig. 85: J. B. Taylor, Badlands, 1949, oil on 
masonite, 50.8 x 60.96 cm, Private collection.

Fig. 86: J. B. Taylor, Alberta Badlands, 1952, 
oil on masonite, 60.8 x 71.2 cm, Alberta 
Government Jubilee Collection  
Acc #0230.175.000003.
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Fig. 87: J. B. 
Taylor, Red Deer 
River, 1952, oil on 
masonite, 50.8 x 
60.96 cm, Private 
collection.

Fig. 88: J. B. 
Taylor, Whitemud 
Creek, 1952, oil 
on panel, 26.7 x 
29.2 cm, unknown 
location.
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Fig. 89: J. B. 
Taylor, Alberta 
Landscape, 
1955, oil on 
masonite, 
35.6 x 45.7 
cm, Private 
collection.

Fig. 90: J. B. 
Taylor, Untitled 
[sketch], 1955, 
oil on panel 
[plywood], 26 x 
33 cm, Private 
collection.
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Fig. 91:  
J. B. Taylor, 
Farmhouse in 
Winter [sketch] 
1956, oil on 
paperboard, 
24.1 x 31.8 
cm, Private 
collection.

Fig. 92: J. B. 
Taylor, Hillside 
[also known 
as Untitled 
Landscape], 
ca. 1957, oil 
on canvas 
board, 30.5 x 
40 cm, Private 
collection.
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Fig. 93: J. B. 
Taylor, Nordegg 
Road, 1958, oil 
on masonite, 
50.8 x 60.96 
cm, University 
of Alberta 
Collections Acc # 
2010.7.1. Gift of 
Moyna Parker.

Fig. 94:  
J. B. Taylor, 
Yellowknife, 
NWT, 1961, oil 
on canvas board, 
50.8 x 60.96 cm, 
Private collection.
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watercolour, ink and Bondfast glue on paper, 55.9 x 71.1 cm, private collection) using mixed 
media. The watercolour, ink, and Bondfast enable him to create a worked surface similar to the 
mountain pictures of the same period. In 1964, in Badlands #2 (1964, oil on masonite, 60.96 
x 76.2 cm, private collection), he goes back to a more representational style, although the paint 
is laid down in feathery rather than precise strokes. There is a playful quality and it’s as if he is 
saying to the viewer, “look at how different I can make the badlands look!” Saskatchewan River 
(1962, oil on canvas board, 45.1 x 60.96 cm, private collection) is all undulating curves and there 
is a wash-like quality to the laying down of the paint. Peace River (1963, oil on canvas, 60.96 x 
71.1 cm, private collection) has the same undulating shapes, but Taylor has chosen to trace slope 
and tree forms in black line as in an engraving. Landscape #3 [also known as Alberta – 64] (1964, 
mixed media [acrylic or oil, Bondfast glue, sawdust] on masonite, 60.96 x 76.2 cm, private 
collection) uses a similar technique but with a different colour palette. Foothills #2/64 (1964, oil 
on canvas, 60.96 x 71.1 cm, private collection) uses a wash background on which iconic prairie 
buildings have been outlined in a haphazard way – a technique that typifies his Italian pictures. 
Badlands #1/ 68 (1968, acrylic with collage on canvas, 60.8 x 71.6 cm, Alberta Foundation for 
the Arts Acc # 2007.026.001) uses the heavily textured style of the late mountain pictures and 
suggests the petrified marine micro-organisms contained in the rock.

In the 1970s non-mountain landscapes, Taylor is constantly challenging himself and push-
ing the boundaries of representational art as he did with the mountain landscapes. But these 
landforms did not lend themselves to the degree of abstraction that he could achieve in the 
mountain works, and, thus, these types of landscapes are fewer in number.

In the last two years of his life, Taylor went back to painting more traditional landscapes 
without the use of mixed media. It’s as if he was pursuing a “purer” form of landscape painting 
to re-energize himself while looking for new sources of inspiration. These last sketches are 
abstract and Taylor uses short, grainy, angular, vertical brush strokes. He paints in both oils and 
acrylics and even artist friends are unsure of the medium in specific works. Examples include 
Peace River Landscape [sketch] (late 1960s, oil or acrylic on plywood, 25.4 x 30.5 cm, private 
collection); Parkland [sketch] (1968, oil or acrylic on masonite, 20 x 25 cm, private collection); 
and Foothills [sketch] (1970, oil on masonite, 25.4 x 30.2 cm, private collection).
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Fig. 95: J. B. Taylor, The 
Badlands, 1960, mixed media 
(watercolour, acrylic, sand, 
Bondfast glue) on masonite, 
50.8 x 63.5 cm, location 
unknown.

Fig. 96: J. B. Taylor, Badlands, 
1963, mixed media (watercolor, 
ink and Bondfast glue) on 
paper, 55.9 x 71.1 cm, Private 
collection.
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Fig. 97: J. B. Taylor, 
Badlands #2, 1964, oil on 
masonite, 60.96 x 76.2 cm, 
Private collection.

Fig. 98: J. B. Taylor, 
Saskatchewan River, 1962, 
oil on canvas board, 45.1 x 
60.96 cm, Private collection.
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Fig. 99: J. B. Taylor, Peace River, 1963, 
oil on canvas, 60.96 x 71.1 cm, Private 
collection.

Fig. 100: J. B. Taylor, Landscape #3 [also 
known as Alberta – 64], 1964, mixed 
media (acrylic or oil, Bondfast glue, 
sawdust) on masonite, 60.96 x 76.2 cm, 
Private collection.
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Fig. 101: J. B. Taylor, Foothills #2/64, 1964, oil 
on canvas, 60.96 x 71.1 cm, Private collection.

Fig. 102: J. B. Taylor, Badlands #1/68, 1968, 
acrylic with collage on canvas, 60.8 x 71.6 
cm, Alberta Foundation for the Arts Acc # 
2007.026.001.
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Fig. 103: J. B. Taylor, Peace River 
Landscape [sketch], late 1960s, oil or 
acrylic on plywood, 25.4 x 30.5 cm, 
Private collection.

Fig. 104: J. B. Taylor, Parkland [sketch], 
1968, oil or acrylic on masonite, 20 x 25 
cm, Private collection.
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Fig. 105: J. B. Taylor, 
Foothills [sketch], 1970, oil 
on masonite, 25.4 x 30.2 cm, 
Private collection.

Fig. 106: J. B. Taylor, 
Untitled [Glacier ’70 or 
Glacier at Peyto Lake] 
[sketch], 1970, oil or acrylic 
on masonite, 20.3 x 25.4 cm, 
Private collection.
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T H E  I T A L I A N  P I C T U R E S

During his sabbatical year in London, in 1955–56, Taylor briefly visited Italy and fell in love 
with the hilly towns, streetscapes, and buildings of the north and the Roman antiquities of the 
central part of the country. Through the classes that he had taught in art history, he had become 
informed about the building types of the Medieval, Renaissance, and Baroque periods; however, 
this was not the same as actually seeing and experiencing Italy. As with many artists both before 
and after him, he fell in love with the architectural detail and the amazing Italian light that 
bathed the countryside in gold during the day and added mystery and depth at twilight.

In the first instance, Taylor’s medium of choice was watercolour because it lent itself to lay-
ing down colour washes quickly to set a scene and fine brush strokes to add detail. In these, he 
captured the essence of the places that he visited; the paintings are loose and impressionistic in 
nature and sparing in the details of buildings. They resemble the watercolour drawings of artists 
doing the “Grand Tour” of Italy beginning in the eighteenth century. Examples include Florence 
(1956, ink and watercolour on paper, 20.3 x 25.4 cm, private collection), Roma (ca. 1956, ink 
and watercolour on paper, 20.6 x 18.8 cm, private collection) and Outside of Florence (1956, ink 
and watercolour on paper, 17.8 x 20.3 cm, private collection).

When he turns to the oil medium, the paintings have a different quality, and the influence 
of John Piper can be seen. The typical delicate wash of watercolour when executed in oil allows 
Taylor to set down a rich and complex ground for the architectural details that he focuses on. 
Building parts come to represent the whole structure. This, of course, is also a move towards ab-
straction. Church of Santa Fosca, Torcello (1957, oil on board, 50.8 x 60.96 cm, private collection) 
is more traditional in that the entire building can be viewed, although it is simplified and arches 
and other features are softened. The later Forum Romanum (1959, oil on masonite, 50.8 x 60.96 
cm, private collection) is more like Piper’s work, with the architectural features having an almost 
cartoon-like quality. In Roman Keep [also known as Roman Town – Near Ostia] (1959, oil on 
canvas, 50.8 x 60.96 cm, private collection), the buildings have an almost cubistic quality with 
building elements being presented as cubes and triangles. Piper had also explored geometrical 
shapes in his pictures of classic buildings. The abstraction continues in Ancestral Altar (1960, oil 
on canvas board, 50.8 x 60.96 cm, private collection), in which oval niches, pediments, and slabs 
suggest the altar elements. All of these paintings have a luminous quality.

In 1961, Taylor returned to Italy and his love-affair with the country deepened. In his appli-
cation to the Canada Council for funding support for this study tour, he noted that he wanted to 
study the art of Italy in depth to enrich his teaching and mentioned that he had only had a brief 
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Fig. 107: J. B. 
Taylor, Florence, 
1956, ink and 
watercolour on 
paper, 20.3 x 
25.4 cm, Private 
collection.

 
Fig. 108: J. B. Taylor, Roma [Theatre of 
Marcellus], ca. 1956, ink and watercolour on 
paper, 20.6 x 18.8 cm, Private collection.

 
Fig. 109: J. B. Taylor, Outside of Florence, 1956, 
ink and watercolour on paper, 17.8 x 20.3 cm, 
Private collection.
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Fig. 110: J. B. Taylor, Church of Santa Fosca, Torcello, 
1957, oil on canvas board, 50.8 x 60.96 cm, Private 
collection.

Fig. 111: J. B. Taylor, Forum Romanum, 1959, oil on 
masonite, 50.8 x 60.96 cm, Private collection.
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Fig. 112: J. B. Taylor, Roman 
Keep [also titled Roman 
Town – Near Ostia], 1959, oil 
on canvas, 50.8 x 60.96 cm, 
Private collection.

Fig. 113: J. B. Taylor, 
Ancestral Altar, 1960, oil on 
canvas board, 50.8 x 60.96 
cm, Private collection.
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visit before. To do this, he would need to visit museums in various parts of the country, and he 
went from Tuscany in the north to Naples in the south. Taylor’s vision resembles that of various 
novelists, who have focussed on the ambivalence between the voluptuous richness of Italian 
towns and cities and the parallel squalor and assault on the senses. Literary examples include 
Henry James in the Wings of the Dove and Thomas Mann in Death in Venice.

On his return, Taylor continued to paint remembered scenes in oils. These paintings are 
more complex than the earlier ones, and the intermingling of the themes of age, decay, and great 
beauty is obvious. In Memories of Rome (1961, oil on canvas board, 49.5 x 59.7 cm, University 
of Alberta Collections Acc # 1987.13.2), he makes use of a sunnier palette, introducing oranges 
and browns, but grey shadows assert themselves on the building facades and background. In 
Gimignano (1962, oil on masonite, 45.7 x 60.96 cm, unknown location) and Venice 61 (1962, oil 
on canvas board, 50.8 x 61 cm, private collection), he returns to his familiar grey-blue and white 
palette for the entire painting. The aquamarine shade of the Mediterrean in Amalfi, Italy [#15] 
(1963, oil on canvas board, 50.8 x 60.96 cm, private collection) comes as a lovely surprise and it 
is a much sunnier picture.

When Taylor makes the shift to acrylic, the paintings become even more complex. He 
begins to experiment with acrylics and mixed media in his Italian pictures in 1960 at the same 
time as this shift occurred in his mountain pictures. The use of acrylic paint, Bondfast glue, 
and gesso make these later works undeniably richer both in colour and texture. He uses ink to 
define building edges and details, and for added contrast. In Baths of Caracalla (1963, acrylic on 
unknown substrate, 42.5 x 52.1 cm, location unknown), the texture and unusual colour choice 
(mustardy yellow, moss green, blue, and black) overwhelm the eye, and the texture almost hides 
the architectural forms. This work is very reminiscent of mountain paintings of that period. In 
Naples 64 (1964, mixed media [acrylic and unknown other media] on unknown substrate, 60.96 
x 76.2 cm, location unknown), Hilltown (1964, acrylic, Bondfast glue, and ink on paper, 38.9 
x 37.8 cm, private collection) and Naples [# III 64] (1964, acrylic and thick gesso on masonite, 
60.96 x 76.2 cm, private collection), he returns to his traditional blue-grey palette, but the 
worked ground suggests an overwhelming sense of decay.

The 1966 works include greater architectural detail and a broader colour palette. He also has 
moved away from the dense texture of the previous works. In Venice #1 66 (#9) (1966, acrylic 
on masonite, 46 x 55 cm, private collection), vertical stripes of colour highlight aspects of the 
buildings. Jewel-like tones of blue, red, and yellow illuminate Naples #1 66 [also #13/66 ] (1966, 
mixed media [acrylic, ink, paper towel] on masonite, varnished, 60.96 x 71.1 cm, acrylic, private 
collection). The paints in many of the 1966 pictures have an enamel-like quality, whether bright 
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Fig. 114: J. B. 
Taylor, Memories 
of Rome, 1961, oil 
on canvas board, 
49.5 x 59.7 cm, 
University of 
Alberta Collections 
Acc # 1987.13.2.

Fig. 115: J. B. 
Taylor, Gimignano, 
1962, oil on 
masonite, 45.7 x 
60.96 cm, Location 
unknown.
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Fig. 116: J. B. 
Taylor, Venice 
61, 1962, oil on 
canvas board, 
50.8 x 60.96 cm, 
Private collection.

Fig. 117: J. B. 
Taylor, Amalfi, 
Italy [#15], 1963, 
oil on canvas 
board, 50.8 x 
60.96 cm, Private 
collection.
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Fig. 118: J. B. Taylor, Baths of 
Caracalla, 1963, acrylic on unknown 
substrate, 42.5 x 52.1 cm, location 
unknown.

Fig. 119: J. B. Taylor, Naples 64, 
1964, mixed media (acrylic and 
unknown other media) on unknown 
substrate, 60.96 x 76.2 cm, location 
unknown.
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Fig. 120: J. B. Taylor, Hilltown, 1964, 
acrylic, ink and Bondfast glue on paper, 
38.9 x 37.8 cm, Private collection.

Fig. 121: J. B. Taylor, Naples #III 
64, 1964, acrylic and thick gesso on 
masonite, 60.96 x 76.2 cm, Private 
collection.
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Fig. 122: J. B. 
Taylor, Venice #1 66 
(#9), 1966, acrylic 
on masonite, 46 
x 55 cm, Private 
collection.

Fig. 123: J. B. 
Taylor, Naples #1 
66 [also #13/66], 
1966, mixed media 
(acrylic, ink, paper 
towel) on masonite, 
varnished, 60.96 
x 71.1 cm, Private 
collection.



5  |  N o n - M o u n t a i n  P i c t u r e s 117

Fig. 124: J. B. Taylor, Villa Ostia, 1966, mixed 
media (acrylic, ink, tissue paper, Bondfast glue) 
on paper, 53.5 x 63.5 cm, Edmonton Pubic 
School Board.

Fig. 125: J. B. Taylor, Volterra #1 66, 1966, 
acrylic on paper, 47 x 55.9 cm, Private collection.
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Fig. 128: J. B. Taylor, Ancient Façade, 1966, mixed 
media (acrylic and thick gesso or plaster) on 
masonite, 60.96 x 76.2 cm, Private collection.

Fig. 126: J. 
B. Taylor, 
Ravenna, 
1966, acrylic 
or oil on 
paper, 44.2 
x 59.5 cm, 
Private 
collection.

 
Fig. 127: J. B. Taylor, Imperial Façade #11/66, 
1966, mixed media (acrylic, gold paper, paper, 
ink, Bondfast glue) on masonite, 50.8 x 60.96 cm, 
Private collection.
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Fig. 129: J. B. Taylor, Ostia 
[sketch], undated, ca. 1968, 
acrylic on paper or cardboard, 
26.7 x 34 cm, Private collection.

Fig. 130: J. B. Taylor, Untitled 
sketch [Hilltown], 1968, acrylic 
and ink on paper, 18.7 x 24.1 cm, 
Private collection.
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Fig. 131: J. B. Taylor, Italian Romanesque 
#22/68, 1968, ink and scraperboard, 27.9 
x 40.6 cm, Private collection.

Fig. 132: J. B. Taylor, Hilltown #13/68, 
1968, mixed media (acrylic and thick 
gesso) on masonite, 45.7 x 54.9 cm, 
Private collection.
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as in Naples #1 66 or more sombre as in Villa Ostia (1966, mixed media [acrylic, ink, tissue 
paper, and Bondfast glue] on paper, 53.5 x 63.5 cm, Edmonton Pubic School Board), Volterra 
#1 66 (1966, acrylic on paper, 47 x 55.9 cm, private collection), Ravenna (1966, acrylic or oil on 
paper, 44.2 x 59.5 cm, private collection), Imperial Façade #11/66 (1966, mixed media [acrylic, 
gold paper, paper, ink, and Bondfast glue] on masonite, 50.8 x 60.96 cm, private collection) and 
Ancient Façade (1966, mixed media [acrylic and thick gesso or plaster] on masonite, 60.96 x 76.2 
cm, private collection).

By 1968, the works appear even more sombre. In some instances, the ground colour and 
texture dominate and almost obliterate the architectural elements. It is likely that Taylor, attuned 
to the geological time of the mountains as he was, understood that the human hold on the 
world, through buildings and other man-created entities, is finite. The sense of the passage of 
time and decay is intense. The background in these works becomes foreground and is similar 
in nature to the rockwalls, glaciers, and icefields of the mountain pictures. Examples of this 
technique include Ostia [sketch] (undated [ca. 1968], acrylic on paper or cardboard, 26.7 x 34 
cm, location unknown), Untitled sketch [also known as Hilltown] (1968, acrylic and ink on paper, 
18.7 x 24.1 cm, private collection), Italian Romanesque #22/68 (1968, ink and scraperboard, 27.9 
x 40.6 cm, private collection) and Hilltown #13/68 (1968, mixed media [acrylic and thick gesso] 
on masonite, 45.7 x 54.9 cm, private collection).

T H E  P O R T R A I T S

At the Art Students League of New York, Taylor studied portraiture with DuMond and quickly 
demonstrated competence. The family has some of these early works, and among them is a 
striking self-portrait, Self Portrait [Jack Taylor] (1937, oil on canvas, 50.1 x 40.3 cm, private 
collection). The artist places himself slightly left of centre and uses a punch of colour – the red 
chair – to add interest. The artist’s essential seriousness is evident.

At the Ontario College of Art, in 1946, he painted a head-and-shoulders portrait of a Negro 
boy that fills the whole frame of the painting (Negro Boy, 1946, oil on canvas, 50.1 x 40.3 cm, 
private collection). He gives power to the face by creating a V structure from the wide forehead 
at the top of the canvas to the tip of his V-neck sweater.

Taylor also did some charming portraits of his own children and those of friends in the early 
1950s. These include Portrait of Philip Taylor (1951, oil on masonite, 30.8 x 30.8 cm, private 
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Fig. 133: J. B. 
Taylor, Self 
Portrait [Jack 
Taylor], 1937, 
oil on canvas, 
50.1 x 40.3 
cm, Private 
collection.
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Fig. 134: J. B. 
Taylor, Negro 
Boy, 1946, 
oil on canvas, 
50.1 x 40.3  
cm, Private 
collection.
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Fig. 135: J. B. Taylor, Portrait of Philip Taylor, 
1951, oil on masonite, 30.8 x 30.8 cm, Private 
collection.
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Fig. 136: J. B. Taylor, Portrait of Christopher 
Taylor, 1958, oil on masonite, 30.8 x 30.8 cm, 
Private collection.
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collection) and Portrait of Christopher Taylor (1958, oil on masonite, 30.8 x 30.8 cm, private 
collection).

Taylor also undertook some private commissions as well as some official portraits for the 
University of Alberta. These portraits capture the character of the individuals represented and 
the background serves to focus attention on the “uniqueness” of each sitter. They are interest-
ing in terms of their composition and colour palette. Examples include Portrait of Dr. R. A. 
Rooney, Faculty of Dentistry, University of Alberta (1959, oil on canvas, 87 x 66.3 cm, University 
of Alberta Collections Acc # AD 1974.20.3), Portrait of Dr. K. C. McLeod (1963, oil on can-
vas board, 59.7 x 49.3 cm, private collection), Portrait of Dean H. E. Smith, former Dean of 
Education (1965, oil on canvas, 71.8 x 61.6 cm, University of Alberta Collections Acc # AD 
1974.29) and Portrait of Dr. V. Ross Vant, Department of Obstetrics and Gynecology, University 
of Alberta Hospital (1970, oil on canvas board, 61.2 x 50.8 cm, University of Alberta Collections 
Acc # 1976.9.2). In terms of Taylor’s artistic production, these works are in the minority. He 
could paint portraits but this was not his passion. He did this to please the administration and 
also because he realized that these portraits could be listed on his list of annual achievements as a 
performance measure.
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Fig. 137: J. B. 
Taylor, Portrait 
of Dr. R. A. 
Rooney, Faculty 
of Dentistry, 
University of 
Alberta, 1959, oil 
on canvas, 87 x 
66.3 cm, University 
of Alberta 
Collections Acc # 
AD 1974.20.3.
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Fig. 138:  
J. B. Taylor, 
Portrait of Dr. 
K.C. McLeod, 
1963, oil on 
canvas board, 
59.7 x 49.3 
cm, Private 
collection.
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Fig. 139:  
J. B. Taylor, 
Portrait of 
Dean H.E. 
Smith, former 
Dean of 
Education, 
1965, oil on 
canvas, 71.8 
x 61.6 cm, 
University 
of Alberta 
Collections 
Acc #  
AD 1974.29.
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Fig. 140:  
J. B. Taylor, 
Portrait of Dr. 
V. Ross Vant, 
Department of 
Obstetrics and 
Gynecology, 
University 
of Alberta 
Hospital, 1970, 
oil on canvas, 
61.2 x 50.8 
cm, University 
of Alberta 
Collections  
Acc # 1976.9.2.


