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Foreword& 
Acknowledgements 
This exhibition presents a selection of paintings Clyde Hopkins has made 
during the past two years-a period in which formal developments and 

changes have occurred alongside, and as a result of, a questioning of subject 
matter. How Hopkins responds to current social and political issues within 
his own practice as an abstract painter has been an important question and 
one which Brandon Taylor addresses in his essay resulting from 
conversations with the artist. We are pleased to have an opportunity to show 
Clyde's work in Birmingham and Rochdale and would like to thank him for 
all his help and enthusiasm during the course of arranging the exhibition. We 
are also grateful to Brandon Taylor for his catalogue essay, to Graham 
Challifour for photographs, to Jan and Simon Farrell for lending their 
painting to the show, to the Serpentine Gallery for its financial collaboration 
and Alister Warman for his involvement in the project. In addition to the 
above, the artist wishes to thank friends, artists and colleagues for their 
support and, in particular, Bev Byetheway (formerly of Rochdale Art 
Gallery) and Marilyn Hallam. 

Antonia Payne and Jill Morgan 
(Director, IKON Gallery and Arts and Exhibitions Officer, Rochdale Art Gallery). 



Biography 
Clyde Hopkins was born in Bexhill, Sussex in 1946, and studied Fine Art at 
Reading University for four years, graduating in 1969. In the next five years 
he held various jobs including printmaking demonstrator, gardener, teacher, 
and screen-printer at Kelpra Press. Since 1974 he has had a studio in London 
and has worked as a part-time and visiting lecturer at various art schools 
including Hull College of Art, Canterbury School of Art, Reading University 
and Manchester Polytechnic. At present he is Head of Painting at Winchester 
School of Art. 

His work has been shown in a number of one-person and group shows over 
the last ten years: group shows include the Serpentine Gallery (1978); 'Open 
Attitudes' at the Museum of Modern Art, Oxford (1979); the Hayward 
Annual (1980); and one-person shows at the Acme Gallery, London (1981); 
at the John Holden Gallery (1982); and at the Axiom Gallery, Cheltenham 
early in 1985. He has also been represented in a variety of touring and open 
exhibitions, for example 'Drawing in Action' (1978), organised by John 
Clark; 'Seven Painters', which toured from Kettle's Yard, Cambridge (1980); 
'Small Works by British Artists' selected by Tim Hilton for Ikon Gallery 
(1982); various Whitechapel Open exhibitions, and the Television South 
West Arts Touring exhibition (1984-5). The current exhibition opens at Ikon 
Gallery, Birmingham in 1985 and tours to Rochdale Art Gallery and the 
Serpentine Gallery, London (1986). 

In 1980 Hopkins was awarded a Mark Rothko Fellowship and travelled to 
North America, making a subsequent visit in 1984, as well as travelling to 
several European countries, particularly Spain, principally to look at 
collections of paintings. His work is in various private and public collections 
both in England and abroad. 



Cat. No. 12: Justice 



Clyde Napkins' new paintings 
I first noticed C7.de Hopkins' paintings in an exhibition of 19781; again in 
1979, in Oxford ; and once again at the Hayward Annual of 1980, selected by 
John Hoyland -that timely "coming out" of abstract art after its period of 
suffering in the wilderness. 3 These were the exhibitions in which Hopkins 
emerged as a presence in British abstract art. Now, some five or six years 
later, new paintings are being made by Hopkins which raise new questions 
about abstract art in Britain in the mid-1980's. 

What concerns us in this introduction to these new paintings -all of them 
dating from 1983- is less the development of an artist's work (which in 
Hopkins' case reaches back to a schoolboy exhibition in the Gas Showrooms 
in Barrow-in-Furness) as the language -the terms-in which abstract painting 
of the kind now on exhibition is to be received, understood and assimilated. 

For -let us be candid. There is a kind of pleasure that can be obtained from 
almost any surface, however accidental. Any marked surface can exert a pull 
on our attention if we regard it in a certain way. The question is: which of 
these attractions are relevant to art that we call abstract -and, to complicate 
the matter but slightly, how are these ways of seeing held in place by nature, 
by politics, by history? 

But nothing here is as simple as it might be. We need to go back a little into 
the annals of British art and reconstruct the ways in which abstract art has 
been thought about before now. We need to mention, for example, that the 
very terms of John Hoyland's presentation in 1980 made a decisive impact on 
the way abstract art in this country was seen at that time, and is maybe still 
seen today. The historical situation is that several British abstract artists -Jeff 
Dellow, Mali Morris, Geoff Rigden, Fred Pollock, Richard James, Frank 
Bowling and Clyde Hopkins among them - had been working in a broadly 
similar way during the 1970's, within a language of colour, marking, gesture 
and surface. Embattled and largely unnoticed, they referred as much to each 
other's work as to previous artistic practice or to events in the wider world. In 
doing so, they strengthened their language, perhaps; but at the price of 
narrowing the statements made. Hoyland's presentation of their work as a 
group in 1980 served largely to fix the ways in which those paintings 
were to be received: as "heroic" statements of liberation from a 
predominantly literary culture. Looking back at that exhibition, we find that 
an aesthetic "surround" was being proposed for the work that seems now - to 
me - to look decidedly quaint. Much play was made, for example, of the 
economic hardships of the artist, "the system", the cold, ill-equipped studios, 
the lack of recognition, the unmarketable "greatness" of this art. "Their work 
speaks for itself", Hoyland wrote; "I cannot describe or explain these works 
.. their very nature and seriousness denies instant communication ... If 

approached with caution and curiosity, gradually their true identity will be 
recognised. Some will remain elusive, a dusty mirror withholding secrets, that 
is their essence ... Look at these paintings as you would listen to music .... "4 

It will be plain I think that our task today is to find a reading of Hopkins' work 
that is of contemporary relevance: that brings abstract painting, in effect, 
sharply up against the world of Lawson and McGregor, Thatcher and Tebbitt; 
the world of international selling, arms, oil, and violence: to find points of 
contact with that actual exterior world in which we live. 

In some respects these paintings seem to refute any contact with this tough 
exterior world. There are symptoms of beauty to be found here: colourful Ill> 
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The Hooting Stream: Spain 36.5 X 24.5''. Acrylic on Linen. 1983 (not in exhibition). 

butterflies; underwater depth ; pink and golden colour ; wa hes of blue and 
green; foliage and light. The natural world ha acted a a tarting-point for 
Hopkins' paintings on more than one occasion: indeed his studio is 
surrounded by undergrowth, by vegetation, by filtered light in unexpected 
corners. 

That there is a part of Hopkins' work that appeals to the ·'nature-lover'· there 
can be no doubt. The cale and the very order of these paintings speaks of a 
kind of mystical oneness with the surprise and diver ity of nature as 
constituting- in one sen e - the very Essence and Being of the work. And yet 
the terms of the paintings have changed since 1980. Now, there is foreboding. 
perhaps even despair. There was ugliness and di ruption in those former 
paintings too, looking back at them - where we glimp ed a sense of creeping 
monsters and gathering storms. Now, it is those very qualities of disorder 
which have come more sharply into definition, refusing the old harmonies of 
colour, the sweetness of form, the lavish swirls of paint, the seductive surface. 

What has not been seen hitherto in Hopkins' work is the style of their 
drawing, primarily- most of the paintings are nothing but drawing- and 
through that, I suggest, an element of protest that belongs to his project. The ..,. 
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pictures are built up slowly, changed, erased, and modified over a period of 
days, weeks, sometimes months; their acrylic layers are almost invariably 
done in graffiti-like smudges or marks, however; never in blocks, in colour 
areas. But this change has a significance. For the smooth symmetries of five 
years ago would seem to have given way to an urgent, anarchistic style that is 
closer to chaos than to "ecstasy" or "fusion". 

The key event in this development may have been a journey Hopkins made to 
Spain in the spring of 1983, followed by one to New York in 1984. What 
impressed Hopkins in Spain as well as in New York- among other art there 
on display- was the work of Joan Miro: particularly his black shapes, his evil 
drawing, his surreal world of nightmarish shapes and biological blobs - but 
also the gentleness of his touch. (Hopkins' small painting known as The 
Hooting Stream was begun before, and finished after, this trip). What Miro 
taught was a lesson about drawing, certainly; that you could put an awkward 
shape in an unexpected part of the canvas and get away with it. Here was an 
escape, it seemed, from the formalities of the symmetrical picture-surface 
about which some of us had felt uneasy5. More that that, Hopkins saw in 
Miro's example a way of constructing a picture surface with a kind of animate 
presence, a creature, a thing. The paintings called James Joyce's Smile and 
Clouded Yellow6 are good examples of this. These images are chosen almost 
randomly from the real world (it is in this sense that I discount most of what 
can be said here about a "love of nature", or modernist literature), and 
function as a counter-balance to the impression of a totally formal surface. In 
certain paintings - here I might mention From the Left of 1984 - the imagery 
is more openly Miroesque. You see a kind of crab in motion, outlined in 
nightmare black, groping up from the lower horizon. Turner, too, is a 
memory here, perhaps; particularly his sea pictures in which creatures appear 
coming up out of the depths. 7 

These shapes in Hopkins' new paintings are definitely forms of unreason -
wild, irrational things. At that time (1983), Miro was the only modernist ..,. 
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'master' (apart from Chagall) who was still alive- alive to know the triumph 
of liberty over France's Spain; able to remember the struggles of the 1930's in 
which art -his art, especially- had taken an important but minor role. I am 
sure that what drew Hopkins to the example of Miro was the Spaniard's 
anarchism - his refreshingly contemptuous attitude to artistic good manners, 
and his'readiness to set this attitude against the continuing tide of unfreedom 
in personal and public life. As I see it, therefore, this Miro-inspired phase 
marks the beginning of a recognisable political style to Hopkins' work - a rare 
enough thing in abstract painting of our day, but one worth exploring for all 
its possibilities. 

Another major influence on Hopkins has been American abstraction.8 The 
very scale of his paintings gives this away - as do the paintings of many of his 
generation in England. It derives from that impossible hybrid invented by 
Jackson Pollock and his school- the portable mural: a cross between an 
architectural decoration and a marketable object. Pre-eminently, however, it 
is the concept of art-as-action that is relevant here - the swirl of the arm, the 
dripped paint, the degree of "movement" in the drawing. Approached from 
another direction, it was the expressionist scribble - of Soutine, of Picasso
that became connected in the American mind with a certain concept of the 
unconscious, such as that it was irrational, free, instinctive, and capable of 
extreme violence. This was broadly speaking the way in which the rapid, 
messy style of abstract expressionist painting came to be viewed as "action" 
by its left-wing supporters such as Harold Rosenberg. The concept of a 
painting as "an arena in which to act" is his; "the painter no longer 
approached his easel with an image in his mind; he went up to it with material 
in his hand to do something to that other piece of material in front of him ... " 
etc.9 The mythology of action-painting is well known. So are the 
circumstances of its export to the world at large -to be used, in that world, in 
so many conflicting and incompatible ways. 

The association of gesture with protest was not always obvious in American 
art. 10 Indeed, in painting since abstract expressionism, particularly in Britain 
where it was not invented, the gesture has had an equivocal existence -
capable of virtually any range of meanings depending on the purposes and the 
circumstances to hand. In Clyde Hopkins' new paintings the dribbled, 
smudged forms take on resonances concerned mostly with aspects of protest 
that were not available before the 1980's. The painting of graffiti, for one 
thing, and the existence of the "street" as a place of disruption -are ( despite 
the surrealists) new urban phenomena. And these paintings are ugly, 
certainly, in the way that graffiti can be ugly- or like wallpaper at which 
someone has thrown the remains of a bad meal. The mess of the urban sprawl 
is a part of our life - particularly in London - and deserves just such a reaction 
from artists. In connection with graffiti I refer the reader to jBox, Box!, 
painted shortly after Hopkins' American journey of 1984. This is a risky, 
urgent painting that owes perhaps more to the examples of Hoffmann and 
Kline. Nevertheless, Hopkins' drawing is graffiti-like in a more general sense. 
It overlaps itself, makes layers and crossings out, draws letters, words and 
outlines in just the way that you can find on a building site or inner city wall. 

The style-environment of punk is also relevant here. Punk was born as 
protest, as a specific culture-form of the late 1970's and 1980's. It depends on 
bad manners, bricolage, and aggression. Undoubtedly punk has entered the 
behaviour-repertoire of painters - though Hopkins may deny this - in certain 
forms of drawing, marking, colouring, organising a surface; and in this way 
acts as a challenge to pervading notions of "harmony", "balance" and the 
like. Its habit of being "dislocated, ironic and self-aware " 11 seems to me 
precisely the basis of some of these stylistic experiments in Hopkins' work. .,.. 



These remarks about "action" and "protest" raise a legitimate question, 
however, with which all genuine art-criticism should be able to deal. In what 
terms are we to definitely identify the signs of politically "left" markings in 
abstract art? What are the invariable signs of dissatisfaction, of dissent? At 
what point does radicalism go over into chic - a studio phenomenon pure and 
simple; particularly today, when the differences between a radical gesture 
and a purely commercial "mark" may be slight? Apart from the punk 
environment already mentioned, I point to several features of Hopkins' 
work, finally, that may lead on, eventually, to firmer speculations on this 
particular theme. 

It may be a commonplace now - but a commonplace worth repeating - that 
almost all the abstract art of our century has taken pride in its worked, 
flattened nature: its adherence to the surface, its protest against specific 
images, against illusionism. I should explain in this context that the flatness of 
abstract painting per se is not important, and never was; 12 but its worked 
nature is. This display of workmanship that is sometimes implied in flatness 
started life as a demonstration of allegiance on the part of painting to ( among 
other things) a certain class of manual worker- one who continued to fashion 
things with his hands in an age of mechanical processes, film, photography 
and automation; a campaign waged decidedly against habits such as "polish" 
in art, against politeness, against caution. 13 The point of this opposition may 
be somewhat well-worn by now; but something of its potency will remain, it 
seems to me, so long as class conflict remains - so long as the possibility of 
that allegiance is there; so long as kitsch remains; and so long as photographs 
and television remain as major image-forms within our culture. Flatness, 
worked-ness, in Hopkins' paintings thus appears as a general background and 
precondition - a traditional sign of opposition to that other culture of images 
and illusion. 

Secondly, there are the titles of Hopkins' paintings to ponder. I happen to 
hold no particular brief for the more curious appelations that have got 
attached along the way- Toffas' House (After Anglias), In Iceland there are 
no Indigenous Butterflies, and so forth. But there are signs in other cases -
From the Left, Law and Order, The Squid and the Grocer's Daughter and a 
few others ( the reference in the latter work is to Mrs Thatcher) that the 
objects of this dissent - in so far as dissent is what it is - are the unforgiving 
realities of late capitalist life, its technical and dehumanising processes in 
particular. Hopkins makes a kind of swipe, here, against the symbols of that 
order which hold the modern Western state in existence - its bureaucracy and 
its conformism in particular. Hopkins is not prepared to be precise about the 
details of his political targets - and to push too far in this direction would be 
wrong. But there is a strain of anguish in these paintings which points all too 
clearly, I think, in the direction of mildish agitation that wants just to be 
recognised. 

And can we not see, in retrospect, that the left-right asymmetry of these 
paintings is a kind of extended and simplified metaphor for the spatial 
language of party politics - left as opposed to right and irreconcilable with 
it? 14 In these terms, the black, scaffolded forms on many a left-hand side 
function as a metaphor of threat against the more graceful, sensuous areas on 
the right; seeking perhaps to overwhelm them, or to destroy them slowly, like 
a programme of reform. 

There are more factors, certainly, that are relevant to Hopkins' paintings -
and more ways of discussing them - than can be squeezed into an 
introductory notice of this length. For one thing, a careful analysis of the 
relations between Hopkins' paintings and those of his erstwhile colleagues 
would repay investigation. So would the function of irony in his work; and of 
nostalgia for a "lost" period of American abstraction. lill-
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But this would take us further afield than we can go. When Miro was alive, 
some interpreters saw him as a mental participant in the various wars and 
insurrections of bis day. For him, the merit of any work of art lay in its 
capacity for disturbing the spectator's equilibrium - for presenting him or her 
with a vision of defiance, sometimes brutal and sometimes gentle. That is 
more or less how I see Hopkins' new paintings. They are serene and gentle in 
certain parts, nervous and anguished in others. In certain respects they fall 
into a conservative mold - certainly adhering to the tenets of large-scale 
abstraction painted in an avant-garde-ish spirit. Yet in other ways they 
conform to a more unfamiliar and more daring tradition: the quasi-political 
tradition of more or less open disgust. 

Brandon Taylor, 1985. 

Notes 

1. Bates, Crowley, Hopkins, Winchester School of Art, 1978. 

2. Open Attitudes: New Painting and Sculpture (selected and introduced by Alister Warman), 
Museum of Modern Art, Oxford, 1979. 

3. I refer to the fact that abstract art was all but submerged in the period roughly 1968-75 by 
conceptual art - photographs, texts and the like. Not that no abstract art was being made- on 
the contrary. But newness requires publicity; and the newness of conceptual art created an 
antithesis which dominated the curatorial mind at the time. 

4. John Hoyland, An Introduction to the Exhibition, Hayward Annual 1980, p 5. These 
phrases bear comparison with the symbolist language of Aurier and Gauguin, Serusier and 
some of Van Gogh, and later adopted- to choose a single example of early twentieth century 
Symbolism - by Matisse and his critics around 1907-8. See Matisse, Notes of a Painter, 1908; 
and Felix Vallaton, La Grande Review, Paris, October 25, 1907, particularly his comments on 
La Luxe, I. I should explain that the failure of criticism to come to terms with abstract art is not 
confined to Hoyland - who in any case is perhaps wrongly described as a critic. A few months 
earlier in 1980, the art critic of the Financial Times described Hopkins - him and Jeff Dellow, 
with whom he was exhibiting- as "romantics and expressionists"; and then as "both landscape 
painters in the sense that all abstract painting is a kind of landscape painting". Here I simply 
ask: Which sense is that? (See W. Packer, Catalogue to Paintings by Ball, Crowley, Dellow, 
Hopkins, Key, Russel[and Wiseman, Kettle's Yard, Cambridge, 1980, no pagination). 

Peter Fuller, reviewing the Hayward Annual in Aspects, wrote that Hopkins was "a painter 
of promise"; but that his paintings merely reminded him of how good abstract painting can be; 
though they fell short. Fuller's aspiration, here as elsewhere, was for a sense of the "sublime" 
comparable to the "enveloping and seemingly limitless phenomenon" of "ecstatic fusion" that 
characterises the infant's experience at the mother's breast (these phrases are from Fuller, Art 
and Psychoanalysis, London 1980). On the whole I find this a more challenging account of 
sublime abstraction than that provided by old-fashioned Symbolism; even though it depends 
upon some controversial matters in psychoanalysis which cannot be entered in upon here. Its � 



Cat. o. 9: In Iceland 1here are 110 Indigenous Bu11erflies 



main weakness, perhaps, is that it connects only partially with the facts of a particular artist or a 
particular work; and that judgements of what evokes "fusion" are demonstrably subjective. At 
this stage, said Fuller, Hopkins' paintings "fall apart at the periphery, so that the necessary 
sense of aesthetic wholeness eludes him" (see P. Fuller, The Hayward Annual, Aspects, 1980, 
reprinted in The Naked Artist, 1983). 

My own reservations about Hopkins' work at the time were similar in this latter respect. I 
wrote of the "symmetry, the dumped forms, the ugly cavernous areas" that spoiled the 
organisation of Hopkins' pictures, particularly in a work like Kent and Derbyshire of 1979-80 -
a work much admired, incidentally, by Edward Lucie-Smith (the references are to my own The 
Hayward Annual 1980: an abstract academy?, a text commissioned by Flash Art which 
remained unpublished, and to Edward Lucie-Smith, London Letter, Art International, 
Summer 1981, p 133.) All of these reviews demonstrate the fickleness of criticism, no doubt -
also the difficulty of approaching abstract art without the benefits of a consensus language. 

5. Patrick Heron pointed out many years ago that symmetry in itself was an American 
phenomenon - Rothko, Louis - and he might have mentioned Arthur Dove and Georgia 
O'Keefe. What he did not appreciate fully was that asymmetry is more than merely anti
American; it is a European form. See his The British Influence on New York, Guardian, 10-12 
October 1974; and my reply, Abstract Colour Painting in England: the case of Patrick Heron, 
Art History, Vol 3, no 1, March 1980, pp 115-128. 

6. The reference here is to the butterfly of that name, found commonly throughout Europe. 

7. I might add that the tentacular, left-right drawing in Hopkins' work seems to derive from 
Philip Guston's painting of the 1950's. This is a good example of Hopkins' having noticed a 
kind of painting that was at the time unfamiliar to audiences in this country. In these paintings, 
Guston seemed to be "crossing out" the central spaces of Rothko; or filling them in, perhaps; 
also regularising somewhat the wilder gestures of American abstraction, but in a way that was 
nihilistic, absurd. 

8. Never an exile in America like Masson or Ernst, Miro's work was arguably collected and 
shown more extensively in America than that of any other artist of European modernism. 
Barbara Rose goes so far as to say that Miro "was actually the channel through which the 
genuinely innovative forms, techniques and attitudes we identify as "Surrealist" passed into 
American art"; see Miro in America, Museum of Fine Arts, Houston, 1982, p 11. The 
Americans imported Miro's automatism, his biological imagery, his anarchism, his creationism 
- a concept Miro derived from the Chilean poet Vincente Huidobro's theory of 1918, according 
to which the poet could regard himself as "a little God" with the means to fashion an entire 
cosmos in his own image. For a fuller definition of creationism and its implications for Miro, 
see Rose, op cit, p 13. 

9. H. Rosenberg, The American Action Painters, Art News, December 1952; in The Tradition 
of the New, New York 1959, pp 36-7. 

10. Politically, Rosenberg at this time was representing "action" as a gesture of liberation from 
all systems: Stalinism and McCarthyism alike. It summarised the "nuisance of individual self
affirmation in an ideological age . .. a refusal to be either recruited or pushed aside" (Art of 
Bad Conscience, New Yorker, 12 December, 1967, pp 142-3. I owe this reference to Annette 
Cox, Art-As-Politics: The Abstract Expressionist Avant-Garde and Society, Michigan 1977, 
1982, pp 134-5). Despite Rosenberg's post-war disillusion with the idea of art as a social action 
- his concern with individual identity, of keeping free of politics - the concept of the radical 
gesture remained near to the surface of his writing, and of the art it described. But a certain 
paradox concerning privacy arose at just that point. When Rosenberg first defended the action 
painters, he could be sure of the "radical" behaviour which was taking place within the studio 
but less definite about how such values could begin to engage with what he called the "deadly 
political situation of his day (see his Editorial, Po�sibilities, I 1947/8, p 1 ). (I need hardly add 
thatthis paradox still remains). 

11. This is one characterisation of punk offered by D. Hebdige, Subculture: the Meaning of 
Style. London 1979, p 123. 

12. Despite the formalist insistence on flatness as a virtue in itself (see C. Greenberg, 
Modernist Painting. Art and Literature 1965) - a too-heavily advertised corruption of 
something far more interesting. 

13. The disguise of flatness as a species of purity is also dealt with effectively in T. J. Clark, 
More on the Differences between Comrade Greenberg and ourselves, B. Buchloh, S. Guilbaut, 
D. Solkin (eds). Modernism and Modernity, Vancouver 1981, pp 169-187. 

14. Interestingly. there is little by way of a "centre" in Hopkins' new paintings. I take this to 
constitute a statement against compromise. against a .. middle way", against accommodation. 
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Paintings 

1. A.L.P. 10. Phallocentric 
60 X 78 Painting (for M. B.) 
November 1983 66 X 75 
acrylic & pastel April-July 1985 
on canvas acrylic on canvas 

2. From the left 11. A Working River 
66 X 72 80 X 66 
December 1983 - Summer 1985 
January 1984 acrylic on canvas 
acrylic on canvas 
Collection: Jan 12. Justice 
and Simon 107 X 67 
Farrell July-August 1985 

acrylic & 
3. Kent to Yorkshire buddleia on 

(via the D. T.) canvas 
67 X 79 
December '83 -
February '84 
acrylic & pastel 

Works on Paper on canvas 

4. jBox Box! 1. Study for 
106 X 67 'Kent to Yorkshire' 
Spring 1984 22 X 30 1/2 
acrylic on canvas 1984 

acrylic on paper 
5. Toffas' House 

(after Anglias) 2. Rolling down the 
67 1/� X 82 Ramblas 
April-May 1984 22 X 301/2 
acrylic & pastel 1984 
on canvas acrylic on paper 

6. James Joyce's 3. Goya's Dog ... 
Smile 22 X 301/2 
66 X 87 1984 
Summer 1984 acrylic on paper 
acrylic on canvas 

4. Rilke 
7. Law and Order 22 X 30 1/2 

67 X 79 1984 
Winter 1984-85 oil Oll.Jlcrylic en 
acrylic on canvas paper 

8. The Squid and the 5. Gallo 
Grocer's Daughter 22 X 30 1/2 
88 1/2 X 811/2 1985 
Spring 1985 gouache & acrylic 
acrylic on canvas on paper 

9. In Iceland there are no 6. Walking and 
Indigenous Butterflies Howling 
87 1/2 X 761/2 22 X 30 1/2 
April/May 1985 1985 
acrylic on canvas acrylic on paper 
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