illusion ot the muhmr .mJn ape L
The space experienie vt the (p/.m{

series then hovers betwéen modérnist pics

tarial space and the xndmun\l space ot

tandscape p-mmng lll\nt-n as the. 01&:\"-_‘

patch tends to play the double role o surt.

tace affinmation md mnmphuu dgprh

deseription the immediate source is Impres=

siomism. Insofar as the landscape spaceis |

inhabited by treehy Hoating abstract torms -
products of the vistonary or ot the creative
process whose reference paint is imagina-

tive cxperience rather than direct SCsOry

impression - it is rennniseent o the dream

space of abstract Surrcalism.. Corionsly? or-
perhaps inevitably., it s the more abstracted
presences which take on the most material
reality, while the marks of direct visml
experience fade off into memory. Peter
Mellen writes of Iskowitz" response tohis
excursion into the North, “these exper-
iences are internalized and might not npl\car'
in his paintings for months or vears,”: (ars-
canada, Oct/Nov 1971, p. 52.) '

The PIC(UIC\ 11‘( pox\xrtul Illld Hl’ll‘l’\ﬁ—m

sive, but there remains a tinge of dn_ubt-

which is perhaps a result of being ‘o

“serwees which evoke a more

TGERNTTON ISKOWTLZ

Uplands T1LA972
ox L
Canada Coun il Are Battk, Ottawa
Toronto

otl ;i canvas, 93
(§ '\\”!
Plicte: courtesy Gallery Moos,

intent on Ioulxm tor fmnmh\( in n.dmnn

o n‘mnnl\‘ l\'\'u"ll mc-mmw. But the pic-
1 g .

tures thun\d\u suggest ascarch tor purelt

putonnl form i a nmdum\t sense \\huh
contradicts” the Tingering fandse: 1pg space.
Insotaras the tore grovnd torms rend o fet
zo of their surface anchorage to Hoat in
deep space rather than across the i\ic‘um'
srface. and insotar as they Jose contact
with the pictine edge and hover independ-
ently, they tend to demiand s'yf)ll_)uli( mter-
pretation: bevond purely visual meaning,

niuch as do the colar-patches and wriggly
shapes in Triprych, Because of their Tind- -

scape context they hrcome animate

dramatic res-

ponse., ‘ L

= Uplands H—A which becanse of its central,

\Tlmmuslv red form predicts the most u-‘f
unt work - would perhaps have l)ull a:
stronger picture had' it been composed of

pre-.

anly the right halt of the diprveh. Inic the

fitac-tinged. skv, the urccniih nunmnnd
and the red shape are securely unhnud on
the traming edges and rerain their full for-

mial integrity. In the lett halt dic wooded

Handseape recedes deeply into space behind

. the red form Al)d-th(‘ picture tends toaward

the upluultmmn] Then there 15 the

dxpr\xh tornuat-itselt which in the entire

series breaks the cominuiry between righe
and lett, contradictory m relation 1o land-.
scape space but affinnative in tavor of tor-
mal surfaice conposition. And - coneen-
latter,

sall and Newman, in

tration on thy'
Rothko,

preciudes devational or Tyrical expression,

as-wi kiow from
1to \\j-]'\'
~ Also prophetic of the work exhibited ar
Gallery Moos, and perhaps the most heanti-
tul picture ac Hare- House, is Painting in
Lilac, 1972 which is much less apparentdy a
fandscape, without dcﬁ'ying’ 1t landscape
origins, It is camposed-of 4 mottled cur-
tain, prm}mninhnt]y lilac, sported " with

orange . and green, suspended centrally

Arom the | uppgr edge. The pale, greenish

gmund wives little sense of background but

acts rather as a foil to the vibrancy of the




