
illusion of thi• 	lands•aPe. 	• 

lite  space CXp.«13, ; ali.'‘' • of t 	t  Y‘ind. ,* 

sCriCS then hover. 1 , ,st \,.■ een modernist Pic-: 

tonal  space and ths• traditional spu'e • of • 
landscape painting. Insi .)tat' as the  coIoi-
patch tends to play the double.  role ,;(snr • 

face affirmation and atmosOlerie.' d,epth 

description the immediate source is Itnpi*s-

sionism. hISOfat  as • the  lai  dscape space -is . 

inhabited by freel 	abstrai.t forms -- 

produets of the visionary  si of  the creaiive 

process whose reference point is imagina .- 

tive experience rather than direct sensOrv 

impression it is reminiscent Of the dreatn 

space of abstract Surrealism.. Curiously: or-

perhaps inevitably, it is the more abstraCted 

presences which take on the most material 

reality, while the marks of'  direct viSti'al 

experience fade off into memory. Fèt er 

 Mellen writes of IskoWiti response to his 

excursion into the North, "these exper-

iences are internalized and might not apPear 

in his paintings for months or Years." 

canada, Oet/Nov 1971, p. 52.) 

The pictures are powerful and inipres7  . 

sive, but there remains a tinge of 'dOubt - 

which is perhaPs a result of being'', too 
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intent On looking, forfôrin.aliSt.  iii  adtliti .on 

to primarily lyrical. meaning. Hut  the  pie-

runes themselves suggeSt a search for pirelV 

pictotial form in a Modernist sense  winch  

contradicts .  time  'lingering - I:mdse.:we ." sPace. 

Insofar,-as the foreground fOrms tend to let 

.go of their surface ,inchorage to Hoar in 

deep sPace . rather than across the  pic lire 

 surface. ..-and insOiar  as  they lose contact 

‘ ■ ith the picture edge and hover independ-

ently, they tend to dettiand symbolic inter,- 

pretation beyond purely visual meaning, 

much as do the color-patches and wriggly • 

shaOes in :Triptych. Because of their land :- 

.scaPe context  the'  become aniniate pre-

SeneeS which CVOkt: 3 more dramatic res-

poitsc., .• • • 

I Tplands II-. which, because o.fits central. 

gloriously red form prediets the Most .re- .  

C3...33t WOrk wophi perhaps have been a. 

strônger, picture had .  it been composed of  

only the .  right half or the diptych. In it the 

sky, the greenish lOregronnd 

and the red shape are securely :lib...bored on 

. the framin r -rain their full for- . 	g  Lt. 	 . 

thai inte'grity. In the left half die wooded 

7: -  landscape recedes deeply into' space behind 

• the red forni and -the picture tends toward 

the renrk. -sent -ational. Then there is the 

diptYeli '1Ormar,itself whieh in the entire 

i• series breaks the continuity between right 

and left, contradictory in relation to land-. 

.scape space .  but affirmative in fayot  of for-

if .11 surface Coinposition. And concen-

tration on the  latter, as - w  kliOW from 

kothko, Still  and  Newman, in no way 

precludes devotiOnal or lyri‘.-al expression. 

Also prophetic of the . ■vork exhibited at 

Gallery Moos, and perhaps the most beauti-

ful picture it Ilart }louse, is Pannin i, lit  

Lilac, 1972 wilkh is nnich less apparently a 

landscape, without denVing its landscape 

orig-ins. It is composed of a mottled (311-- 

• tain, preilomin'antly lilac, spotted with 

• (...irange • and green, suspended .centrallY 

.frOm the Upper edge.• The pale, greenish 
. 	. 
•• g,round giVes•little sense Of background b u t 

acts rathef as  a .  foil to the vibrancy of the 


