
I)  concentrate on an arrangement of larg 

olored patelles otalige  in  No 4 and da rk 

Itie in No on a pale grev-bliae ground. 
he patches animate the Nti rtace by reèed:7 .: 
ig (No '4) or advancing (No I) while re-
'Iaining tied to their ground by Mediating. 
nailer patches of y elloW and green. With-
ot the titles one might overlook the land- 

source  of tue  se .picrures 
e i r  pure l y  abstraer-concerns. ■ Vere . it not 
r the apparent organic; rion,abstract 
sis of the C.In-like  pattern  sf  the patches., 
lese  two  pictures  propose  a  ne w concen- ; 

 ition on the tension bet ■veen representa-
ii and pure picture making. . 

Triptych 0 9( 9-70) precedes the Uplands • 
its which formed the core of the Venice . 

now the Hart House exhibitions. Its .• 

ind-arched altarpiece format with wings 

perspective, its radically flattened land •, 

pe image with an 'a-la-Friedrich sng-'. 

tion of the lyrical  sublime. and  its over- 
Of symbol-implving, freely floating' 

us point to a struggle to find new . 

 Itions to the present .ation (fan andachlig 
trontation  s  ith the landscape. 

	

GERSIION ISKOWITZ 	' '' • 

• . 	Triptych, 19,67-70, 

oll ou 'canvas, center 120" x 60^, sides 108" x 55" 
Photo: T.E. Moore, courtesr (;11ery 'Moos, 

• Toronto- 	• 	• 	-  

suggesting a state of contemplative revLsry 
rentiniscent of landscapes of the inid-60. 

This  mottlèd' application is . carrie'd ,over 
• 

•intO the large central •forms which hover 
aboVe the landscape, either floating freely, 
or  l'itached to one side, or susneuded front 

aboi, e like t. -tirtains. Though the . color 
patches of the landsc:ipe tçnd to be brushed • 
into ..those..Of. the..foreground • form, the 

• background-fOreground distinction pre-
vails; on the one hand because sf  the 

‘ intensi‘r, darker colors of the latter, .ind  ni 

the other, through its consequent greater 

materiality. 

The increasing materiality is most 
strongly affirmed in the third and shallow-
est  layer of depth in the pictures, which 
really coincides . with the surface. It is 
2.ccenitiated, as in Uplands B, by freelv 
floating dyads and triads of color-patches 
of -pure blue, red, 'Orange, green or lilac 
(with,the occasional shi ft in hue, as fi-oui 

 red to orange). These are almost hard-edge, 
aSserting their solidity in contrast to the i; ii-

materiality of the scene behind. .W lien 
scattered aCCOSS the canyas',thee 111V:1,4.11c !lb.' 

11 	 1 	 • 	 1 

(aline laildscape views of thé (Jplaids series 
(B,  c, n,  ;, it and ic are :exhibited). across 
which hover more intensely' colored  oini-
nous shapes which, however much - they 
'depend on natural light and' color pheno- .. 
,inena,.are now the prodoct of imaginative 

.. distill:100'p of iiiiinediate experience •into• 
.•e• 	 . 

- painterly. forins. •But, landscape space de-
. eidedly persists throughout these pictures, 
-rèminding • us  of their source in lofty ex-

: periencès of  the  northern landscape 'sun 

from'a helicopter Or from rocky heights. It • 
recedes acrOss an expanse Of water, inch-

', eatcd by a series of horizontal ,brushstrokes 
.(or bY indications of reflections in Uphinds 
•11). tp bè stopped.by  a horizOntal band .  of 
Mist-shrouded trees extending in a straight 
line' from edge to edge. Above ,risesXvast 
sky, forming the third of three bands each 
of wliich is rendered in enlarged Imprés- 
siOnist color patelles of predominantly 
pastel hues (pink and pale green) ‘vhose 


