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Courbet's Involved Relations with the Regime 
of Napoleon III," Zeitschrift f?r Kunstgeschichte 
58, no. 2 (1995): 240-61. 

10. Naomi Schor, "Female Fetishism: The Case of 

George Sand," Poetics Today 6, nos. 1-2 

(1985): 307. 

11. Michael Fried, "Courbet's 'Femininity,'" in 
Courbet Reconsidered, by Sarah Faunce and 
Linda Nochlin, exh. cat. (Brooklyn: Brooklyn 
Museum, 1988), 43. See Nochlin's response to 
Fried in the second part of her essay "Cour 
bet's Real Allegory: Rereading The Painter's 

Studio," in ibid., 32-33. This essay, along with 
several other writings on the artist, was re 

cently collected in Nochlin, Courbet (London: 
Thames and Hudson, 2007). 

12. Griselda Pollock makes this argument in rela 
tion to a slightly later moment, in Pollock, 

"Modernity and the Spaces of Femininity," in 
Vision and Difference: Femininity, Feminism, and 
the History of Art (London: Routledge, 1988). 
See also my gloss on Pollock in Aruna 

D'Souza, "Why the Impressionists Never 
Painted the Department Store," in The Invisi 
ble H?neuse? Gender, Public Space and Visual Cul 
ture in Nineteenth-Century Paris, ed. D'Souza 
and Tom McDonough (Manchester: Manches 
ter University Press, 2006), 136-37. 

13. Edmond de Goncourt and Jules de Goncourt, 

entry for August 14, 1869, in Pages from the 
Goncourt Journals, trans, and ed. Robert Bal 
dick (New York: New York Review of Books, 
2007). Whatever the truth value of these 

claims, the fact that they were reported by 
another woman?Princesse Mathilde, Euge 
nie's chief rival?at a dinner party of primar 
ily male guests, suggests that the proprieties 
that were expected of women at the time did 
not necessarily determine behavior or limit 

knowledge of the realities of sexual life in 

bourgeois Paris. 

ROBIN ADELE GREELEY 

Surrealism and the Spanish Civil War 
New Haven: Yale University Press, 2006. 

240 pp.; 30 color ills., 95 b/w. $60.00 

Returning from Spain just prior to the fas 

cist victory there, George Orwell, who 

fought with the republican forces, wryly 
noted, "There are occasions when it pays 
better to fight and be beaten than not to 

fight at all."1 Knowing that failure was a pos 

sibility, but still uncertain of the outcome, 
those who fought for the Spanish Republic 
did so because it was "the good fight": the 

first stand taken against fascism. From an 

artistic perspective, this battle was engaged 

differently, but no less seriously than for 

those fighting with bullets. Pablo Picasso's 

Guernica inevitably comes to mind. But what 

of some of the other prominent artists of 

the period? What were their political posi 
tions and aesthetic strategies? How did they 

"fight the good fight" in support of Spain? 
Astonishingly, their struggles have never 

been thoroughly analyzed until now, with 

Robin Adele Greeley's excellent book. 

Her study focuses on five artists who were 

particularly invested in Spain and in Surre 

alism: Joan Miro, Picasso, Salvador Dali, Jose 
Caballero, and Andre Masson. Inspired by 
the Surrealist idea that the processes that 

generate artistic production are as political 
as their outcomes, each of these artists pre 
sents what Greeley calls "the conditions of 

politics through the conditions of represen 
tation" (p. 3). Even more important than 

giving us, for the first time, an extensive 

study of artists addressing the struggles in 

republican Spain, Greeley proposes a new 

way to think about art and politics beyond 
the conventions of subject matter or politi 
cal intention. In this sense, her contribution 

is relevant historically but is no less signifi 
cant for our contemporary political and aes 

thetic situation. 

The Surrealist commitment to art and 

politics serves as a framework for Greeley's 

analysis as well as a starting point for the 

artists discussed. Most of them had estab 

lished a formal link to the Surrealist group 
at some point in their careers (Masson, 

Miro, and DaH?until he was expelled for 

his "fascist tendencies" in 1934). Picasso, 
while never a member, was certainly content 

to be associated with the group.2 Greeley's 
decision to include Caballero, a prominent 

Spanish Surrealist, raises significant ques 
tions about form and process through the 

political differences between Spanish and 

French Surrealism. These artists had in 

common a shared conviction that Greeley 
identifies as the movement's unique 
achievement: "to insist on desire as a com 

ponent of political behavior, and on the 

crucial role of representation in structuring 
desire" (p. 6). Finding a language of repre 
sentation to articulate the tensions between 

psychic reality and the world also gave them 

common purpose, even though their visual 

approaches differed. 

Surrealism and the Spanish Civil War is an 

ambitious and satisfying book, divided into 

seven chapters, all beautifully illustrated (al 

though the photographs from the civil war 

would have been more effective had they 
been discussed in the text). After introduc 

ing the overarching concerns of the artists 

in chapter 1, Greeley devotes her second 

chapter to Miro's work, starting with his 

project for the 1937 Exposition Internationale 

des Arts et Techniques in Paris. Invited to pro 
duce a mural for the Spanish Republic's 

pavilion, Miro chose to highlight his Cata 

lan origins and political sympathies with the 

region. In Miro's mind, Catalan identity was 

inextricably linked to independence and 

heroism; as recently as 1934 the region pro 
tested conservative gains in the government, 

going so far as to declare its independence. 
In his monumental mural entitled The 

Reaper (1937; originally titled Catalan Peasant 
in Revolt), Miro drew on these associations, 

depicting a monumental figure?a Catalan 

peasant marked by the distinctive cap and 

sickle?that represents the republic fighting 

against the forces of fascism. The image was 

more overtly political than any Miro had yet 

painted. Not only did he create an image of 

Catalan struggle that meshed with the 

themes of justice and freedom against the 

fascist menace, but he also conceived a uni 

fying image that completely overlooked the 

growing divisiveness within the republican 
ranks. Greeley points out that Miro's doubts 

and fears for the republic were essentially 

suppressed in this image. In this regard The 

Reaper was too dependent on its nationalist 

subject matter, such that its representational 
means sought to secure the image and its 

political unity rather than disrupt it. Over 

looking those divisions within the republic 
that ultimately led to its defeat, The Reaper 
failed to generate a visual "disturbance" ca 

pable of renewing the fight. 
Miro's Woman in Revolt (1938) and Still 

Life with Old Shoe (1937) are presented as 

examples meant to counter the problems 
seen in The Reaper. Each attempts to speak 
to the artist's private anguish about the fu 

ture of Spain. In both of these images, the 

Catalan landscape has been transformed 

into "a ravaged territory of terror, self 

wounding, and despair, and the Catalan in 

dividual as a human (female) body forced 

by circumstances into obscene sexual recon 

figuration as the only possible means of es 

cape" (p. 16). Yet Greeley observes that the 

hybrid body in Woman in Revolt affords no 

real escape, as she is "pinned down" and 

"pushed to the edge" of the composition by 
her oversized phallic "leg." One wishes for a 

more extensive discussion of this erratic, 

gendered body, particularly because the im 

age so clearly refers and responds to The 

Reaper. The arms and head essentially repro 
duce the features of the earlier image and 

its title clearly references Catalan Peasant in 

Revolt, Miro's original title for The Reaper. 

Greeley is right in claiming that in this im 

age, Miro moves away from the politically 
heroic, evoking instead his helpless despair. 
The fact that it is the masculine appendage 
that keeps the female figure from fleeing 
seems worthy of more analysis, since this 

calls into question the role that masculinity 

plays in this moment of impending defeat. 

The culminating image for Greeley and, 
she suggests, for Miro himself is The Old 

Shoe, in which he finds a solution to the 

more referential imagery of the Catalan 

peasant. The Old Shoe is clearly an ominous 

picture, with a predominance of black areas 

encroaching on what is a rapidly disappear 

ing colorful ground. Miro sought a means 

not only to express the terror imposed by 
fascism but also of imagining something 
other than the contemporary world. Greeley 

quotes Miro: "The forms expressed by an 

individual who is part of society must reveal 

the movement of a soul trying to escape the 

reality of the present, which is particularly 

ignoble today, in order to approach new 

realities, to offer other men the possibility 
of rising above the present. In order to dis 

cover a livable world?how much rottenness 

must be swept away!" (p. 47). Moving away 
from the fixed significations of national 
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identity, Miro depicts objects that have no 

direct bearing on the struggle. Yet their 

mundane quality, and the retooling of the 

still life genre as a claustrophobic space of 

doom evoke the terrible waste caused by the 

agonies of war. Greeley ties this to Miro's 

automatism, where objects stand for a range 
of psychological responses, a very reason 

able claim. The return of the object in Mi 

ro's work signals the Surrealists' concurrent 

interest in the object and its revolutionary 

potential, something Steven Harris has ad 

dressed recently in his important study on 

Surrealism and politics.3 

Chapters 3, 4, and 5 in Greeley's book 

deal with Dali, Caballero, and Masson, re 

spectively. Whereas Miro's aesthetic re 

sponses to the civil war varied from the 

overtly nationalistic to the decidedly pessi 
mistic, these three artists convey more am 

biguous positions vis-?-vis their aesthetic 

approaches and political alliances. In a 

chapter that offers one of the most thor 

ough and systematic analyses of Dali's meth 

ods, Greeley begins with Dali's two major 

paintings devoted to the subject of the civil 

war, his Sofl Construction with Boiled Beans: 

Premonition of Civil War (1936) and Autumn 

Cannibalism (1936-37). The grotesque dis 

tortions and dismemberments in both im 

ages convey the horrors of war quite effec 

tively without explicitly referring to it in 

either image. There are no guns or wounded 

soldiers. Instead, the punctured flesh, the 

flaccid substances draped over the forms, 
and the bucolic landscape draw from what 

Greeley calls "Dali's persistent efforts to 

analyze contemporary political events? 

particularly the rise of fascism?as out 

growths of paranoid aggressions deeply im 

bedded in the human psyche" (p. 54). 
Dali's arrival in Paris in 1929 coincided 

with the collapse of Andre Breton's hopes 
for collaboration with the Communist Party, 
a period also marked by growing restiveness 

within the group over automatism, which it 

perceived as a passive method. They wel 

comed the more conscious, active approach 

represented by Dali's paranoiac-critic (as 

Greeley translates it) system. The method, 
as Greeley explains it, was meant to produce 
delirious and hallucinatory "realities" that 

destabilized the known material world. Ar 

guing that any visual image was open to in 

terpretation, Dali put the notion of "reality" 
itself under scrutiny. As Dali's self-induced 

delirium moved into more sexually extreme 

visions, Breton grew more disenchanted 

with what he viewed as Dali's perversity. It 

was only a matter of time before Dali 

crossed the line. Breton was furious when 

Dali's imagery reached its excessive apex 
with the inclusion of Hitler and swastikas in 

his paintings?a practice initiated with the 

artist's The Weaning of Furniture-Nutrition 

(1933-34). A wet nurse was featured wear 

ing an armband decorated with a small 

swastika, which the outraged Surrealists 

forced him to paint out. With Dali's politi 
cal motives in serious question, Breton ex 

pelled him from the group for Hitlerian 

sympathies, much to the artist's dismay. 
From Dali's point of view, this was only an 

indication that Breton, like the rest of those 

on the political left, refused to examine the 

elements of the human psyche that could 

lead desire in the direction of fascism. In 

sisting that he was not a fascist sympathizer, 
Dali defended himself by arguing that de 

sire was a fundamental element of fascism, 
an extreme of otherwise normal psychic be 

havior.4 Claiming that fascism was a patho 

logical condition, Breton was incapable of 

seeing Dali's approach as a critique. At this 

point Greeley appears to hedge her bets to 

a degree, commenting that Dali "sought less 

to defeat fascism outright than to compre 
hend it as a sexual perversion whose bases 

were also those of so-called normal behav 

ior" (p. 82). She apparently sees this as the 

crux of the issue; while sympathetic to Dali's 

critique and psychological analysis of Hitler 

and fascism, Greeley seems skeptical of the 

artist's political sincerity. As she puts it: 

"The difficulty, however, comes in determin 

ing how far the painter meant this to be an 

effective political tactic against fascism" (p. 

87). She repeats this in the closing para 

graphs of the chapter, but perhaps the am 

biguity lies in what she means by "effective." 

Its success in this regard would presumably 
mean that the method was understood criti 

cally as Dali intended it, but if the Left col 

lectively was capable only of condemning 
fascism without analyzing it, it is difficult to 

imagine how any measure of effectiveness 

could be registered. Greeley adds that with 

Dali's paranoiac-critic method, the line be 

tween identification with Hitler and analysis 
of Hitler is difficult to discern. This has its 

risks, to be sure, but it is unclear whether its 

effectiveness should be determined by the 

possibility of danger or the narrow thinking 
of the audience. If Hitler posed insur 

mountable obstacles for Dali's method, the 

paintings he devoted to the civil war appear 
to be more successful examples. Greeley 
does not revisit these works, and it would be 

particularly interesting to look at them as a 

comparative segue into the work of Cabal 

lero, an artist who followed Dali and actu 

ally endorsed fascism. 

Caballero met DaH through Federico Gar 

cia Lorca, Dali's close friend. It is this asso 

ciation that established Caballero as some 

thing of a leftist, according to Greeley, in 

spite of the fact that he ended up working 
as a censor and a producer of propaganda 
for General Francisco Franco. Perhaps even 

more insidiously, after Franco's victory, Ca 

ballero continued to generate his Surrealist 

inspired imagery for the fascist regime. 

Greeley describes the conspicuous paradox: 
"Surrealism, it seems, could serve to convey 

whatever political message one wanted, 

communist, liberalist, or fascist; art had no 

inherent politics and the same stylistics 
could be called up for shockingly blunt 

changes in political orientation" (p. 95). It 

is an intriguing charge, although she is 

quick to add that these shifts occur in rela 

tion to particular historical circumstances. 

Since it is relatively rare for totalitarian re 

gimes to tolerate imagery associated with 

more progressive aesthetic movements, the 

problem is rarely encountered. Still, it raises 

a question about politics and art: Can any 

style be immune to the abuse of its political 

principles? Given the difficulties in establish 

ing a consistent Surrealist style, what is actu 

ally being appropriated?5 Greeley does not 

answer these questions directly, but her dis 

cussion of Caballero focuses on his appro 

priation of a Surrealist pictorial vocabulary 
while disregarding the political implications 
of the methods of production. In so doing, 

Greeley argues that Caballero adopted 
Surrealist iconography rather than psycho 

logically challenging or sexually perverse 

images. The Surrealist vocabulary of incon 

gruity was emptied of meaning, standing 
instead as a sign of modernism. 

According to Greeley, Caballero's disre 

gard of method was entirely in keeping with 

the ways in which Surrealism had been in 

troduced in Spain. The revolutionary aspira 
tions of French Surrealism went unnoticed, 
and the Spanish artists saw only the move 

ment's style. Consequently, Surrealism in 

Spain was never associated with a particular 

political position, thereby making it avail 

able to all who wished to use it, including 
fascists. It is ironic that as the political situa 

tion in Spain grew more precarious, any 
efforts to develop a more engaged Surrealist 

art were thwarted by the overwhelming de 

mand for art that addressed politics overtly 
and directly. Spanish Surrealism was recog 
nized for what it had been from the outset: 

a style rather than a political weapon. As 

the war accelerated, Caballero's extremely 
detailed and veristic Surrealist style con 

structed cluttered but discernible spaces, 

imagery that Greeley convincingly claims 

could "shore up the viewer's desire to find 

significance in a world turned upside down" 

(p. 108). Working for Franco's propaganda 
machine, the artist modified his Surrealist 

imagery to give it a modern veneer, seen in 

his illustration for Laureados de Espana 

(1940), the fascist publication honoring the 

fallen heroes of Franco's army. However, 

Caballero's private production reveals a 

more tentative political stance. Works that 

included controversial and even dangerous 
references remained in his personal collec 

tion until his death. Greeley maintains that 

in both the private and public spheres, Ca 

ballero's failure to attach a politics to his 

appropriation of Surrealist imagery actually 
allowed him to live with the contradictions 

his work presented. The potential danger of 

his private works rested on subject matter 

alone. This is important for understanding 
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Spanish Surrealism, but it also reinforces 

something about French Surrealist strategy: 

namely, that the political and cultural alli 

ances Breton insisted on were not made 

simply to elevate the group's avant-garde 

standing. Indeed, they were essential to the 

meaning of Surrealism itself. 

The introduction of Andre Masson's work 

provides an excellent opportunity to look 

closely at the political and aesthetic differ 

ences among the Surrealists themselves 

(chapter 5). Miro shared a studio with Mas 

son when he first came to Paris. Both artists 

were considered to be the primary represen 
tatives of automatism, and they were inter 

ested in representational rather than ab 

stract approaches to art. Yet they took these 

interests in very different directions. The 

differences between Dali and Masson are 

even more striking, given their shared atten 

tion to the perverse and the abject, as well 

as the many things both had in common 

with Georges Bataille, writer and "dissident" 

Surrealist, Dali's protests notwithstanding. 

Curiously, Masson's dislike of Dali was in 

tense enough that some of his Spanish 
works actually appear to be disparaging cari 

catures of the Spaniard's paintings, quoting 
the familiar stance of The Enigma of William 

Tell (1933) in drawings such as A Catalan 

(1937). He railed against what he called 

"surrealist confusionism" when his friend 

Michel Leiris was critically favorable to 

DalL6 This missed opportunity for compari 
son is especially disappointing because 

Greeley does such a fine job of explaining 
Dali's working process and its political ambi 

guity. 

Greeley focuses on Masson's exploration 
of violence and human subjectivity, first as it 

was suggested through Masson's reading of 

Friedrich Nietzsche and the artist's emblem 

atic figure Acephale (a headless god), used 

as the cover for Bataille's journal of the 

same name. He portrayed this esoteric, sa 

cred figure in a number of drawings for the 

journal, while at the same time making 
fierce, politically engaged antifascist images 
for a variety of pro-republican publications. 
These drawings included depictions of 

priests enjoining the fascists to kill civilians, 

mercenary soldiers congratulating them 

selves on the latest slaughter, and many 
other anticlerical images. These two prac 
tices seem quite distinct: the self-contained, 

monumental figure of Acephale carries a 

sacred heart and dagger, a skull replaces his 

penis, and a labyrinth fills his torso. Vio 

lence appears to be internalized, the body 
rendered with mythical elements. By con 

trast, the antifascist drawings show collec 

tive, brutal acts of murder. Surrounded by 
dead bodies, the perpetrators are clearly 
identified. The victims are clearly victims. 

There was but one image in Masson's (sur 

viving) oeuvre that brought these two ap 

proaches together. This was a cliche zinc 

plate that Greeley calls the Barcelona Ace 

phale because of its inscription, "Barcelona 

1936." It depicts an acephalous male figure 

crushing a crucifix and a swastika under his 

feet. Like Masson's other Acephale, his head 

has been severed, but in this instance the 

Communist hammer and sickle take its 

place. This figure is unusually politicized, 
and even more astonishingly, it appears to 

support the Communist cause over all else: 

Masson reserved a special dislike for the 

Communist Party and what he viewed as its 

hypocritical claims to equality. 
The original Acephale was specifically 

conceived as something beyond politics in 

the conventional sense, and the unambigu 
ous politics indicated in the Barcelona Ace 

phale cannot be considered in this way. To 

escape fascist instrumentality, violence had 

to be understood as something useless and 

antipragmatic, something that, as Greeley 

puts it, "would acknowledge the intensity of 

human existence" (p. 125). In Masson's and 

Bataille's view, it was delusional for those on 

the Left to imagine that they were not im 

plicated in violence. This violence, though, 
had to be reconfigured in order to be dis 

tinguished from fascism: to wit, it should be 

useless, nonjudgmental, opposed to hierar 

chies, and capable of releasing "the intensity 
of human existence" (p. 125). 

Death and eroticism formed this intensity, 
and Greeley turns to Masson's Massacres 

from the early 1930s and his bullfight imag 

ery from the later 1930s to make this point 

quite clear. As she puts it, "Masson's pic 
tures aim at subverting the modern vocabu 

lary that relegates violence, social conflict 

and the political to one sphere, the erotic 

and the aesthetic to another" (p. 131). 

Greeley adds an important critique of Mas 

son's project when she notes that these dis 

parate elements are united more often than 

not on the female body that has been 

opened or violated in some way. 
Masson's civil war drawings depict the vio 

lence of war with a clear indication of 

where his sympathies lay. Greeley holds that 

Masson abandoned his opposition to moral 

judgment in these images, although I am 

not entirely convinced. There is no doubt 

that Masson's works mark an effort to join 
the forces of violence and eroticism, al 

though his concept of the sacred, which is 

so essential to this unification, is overlooked 

in Greeley's otherwise thorough account. In 

my view the sacred is a key element in mak 

ing sense of Masson's "split" production, 
and it would prove useful in her later dis 

cussion of Picasso's Guernica. On the one 

hand, the headless god embodies life and 

death, the victim and the executioner, unit 

ing completely disparate elements under 

the sign of the sacred, separate from the 

profane world. On the other hand, there is 

the world without a sacred, where those 

who lay false claim to it can only be con 

demned for what they take in human life. 

In the profane world, crises are inevitable; 

only the sacred can right the wrongs for the 

community, a point that both Rene Girard 

and Jean-Pierre Vernant have underscored.7 

Masson sought to bring these conceptual 

opposites together in the Barcelona Acephale, 
which he must have understood as a failed 

experiment, since he never repeated it, nor 

did he print the plate as far as we know. 

That said, Greeley divides Masson's aesthetic 

and political approaches a little too neatly, 

suggesting that the civil war drawings were 

motivated by his condemnation of the war 

on moral grounds, thereby completely con 

tradicting his efforts to avoid this kind of 

judgment with the Acephale project. Yet in 

1936, while he was developing Acephale, 
Masson was simultaneously creating antifas 

cist drawings (such as A Satisfied Curate, 

1936, fig. 81). This does not invalidate her 

concluding point, however, which is central 

to any critical practice that engages politics: 
"Can one maintain the constant devaluation 

of all moral judgments and the destabilizing 
of all structures while at the same time con 

structing effective political movements and 

institutions?" (p. 145). Greeley establishes 

that Masson's conflicting positions are in 

dicative of the extreme challenge such a 

project poses, and, she concludes, it was 

one that the artist never fully resolved. 

No book on this topic would be complete 
without a consideration of Picasso's Guer 

nica, and Greeley does not disappoint. She 

has worked out a really innovative analysis 
that allows one to reassess the painting as a 

process rather than as a static, iconic image. 

Proposing that Picasso borrowed from the 

Surrealist concept of automatism, she calls 

attention to the many preliminary drawings 
Picasso made and observes that "most of 

them do not appear anywhere in the final 

canvas" (p. 149). Greeley uses the sketches 

and Dora Maar's photographs of the paint 

ing in stages to claim that the canvas regis 
tered "the residual effects of Picasso pro 

cessing his own storehouse of images, much 

as the Surrealists claimed automatic writing 
recorded the distorted traces of the uncon 

scious" (p. 167). Analyzing the transforma 

tion of bodies through these records of 

change and mutation, Greeley maintains 

that physical struggle is replaced by the psy 
chic terror that comes to characterize not 

just the experience of Guernica but the ex 

perience of war in any guise (p. 150). Her 

focus on the process of production is im 

portant, because the means of representa 
tion, rather than subject matter?even such 

politically loaded subject matter as the 

bombing of Guernica?become the central 

political gesture. She proposes that the 

painting in its final state cannot be entirely 

complete without the residual traces of 

other representations that were once 

present, not unlike the elements in a 

dream, divided between latent and mani 

fest content. Like a dream, the results are 

inconclusive?or rather, as Greeley puts it, 
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the final canvas does not offer clear-cut con 

demnation or resolution. She writes that 

Picasso "investigated the incorporation of 

violence, death, and abjection into aesthetic 

practice itself, in order to give them form 

and thereby open them to our comprehen 
sion" (p. 186). 

In a discussion of Picasso's images of the 

bullfight?a favorite theme?Greeley argues 
that the artist used the tragic, sacrificial as 

pects of the highly ritualized corrida to 

"imagine the violence of warfare in terms 

other than the purely destructive" (p. 182). 
Since the end of the corrida is never prede 
termined, the tension between the matador 

and the bull evokes what she calls "the dia 

lectical interconnection between life and 

death, between good and evil, and between 

heroism and abjection" (p. 182). Sacrifice is 

central, regardless of who wins or loses the 

battle. This aspect of the corrida and Guer 

nica provides hope in the face of almost cer 

tain destruction. As with any engagement 
with the sacred, a highly ritualized action 

must be carried out properly so that the 

sacrifice can take place. The audience ob 

serves the bull and the matador exchange 
roles until the final moment of sacrifice, 

which is when the community is joined 
to its surrogates?the bull and the mata 

dor?so that they can experience that ec 

static instance where death and (re)birth 
collide. The performative elements in the 

ritual in which all parties are joined through 
sacrifice actually renew the community. The 

effect of Guernica, which metaphorically cre 

ates the ritual of sacrifice through its se 

quenced imagery, compels the viewer to 

experience the tragic events in similar 

emotional terms. 

The final chapter reads as a reflection on 

the political implications of Greeley's inter 

pretative choices. Guernica, which is cer 

tainly understood as the most "successful" 

painting with regard to the others, stands as 

the heroic but tragic endpoint of artistic 

engagement with the Spanish civil war. 

Greeley offers a comparative to the other 

artists she has covered through Picasso's 

painting when she states, "The fits and 

starts, doubts, partial successes, and gaps of 

artists testing out various pictorial, political, 
and social ideologies that appear in other 

works also appear in Guernica', they are all 

there but linked through a process of visual 

ization that capitalizes upon such purported 

weaknesses, rather than succumbing to 

them" (p. 192). And while Greeley gives 
proper credit to Guernica, I am not sure the 

other artists are truly given their due in the 

end. Their contributions could be better 

understood had they been put in discussion 

with one another. One wonders how Picas 

so's understanding of the corrida compares 
with Masson's paintings of the subject with 

essentially the same theoretical framework, 
or how concepts and images that recur 

throughout?the Catalan peasant, the ham 

mer and sickle, the desired body?can be 

assessed as an ensemble of fragments that 

push against and pull away from each other. 

Perhaps this is just a way of saying that 

Greeley's critical approach induces a desire 

for more, given the richness of the account 

she presents here. Surrealism and the Spanish 
Civil War is an excellent book that will cer 

tainly become a standard in Surrealist stud 

ies, not only because of its detailed and rich 

arguments but also because it compels the 

reader to begin asking once again how to 

"fight the good fight." 

laurie monahan is associate professor of 

history of art and architecture at the University of 

California, Santa Barbara [Department of the 

History of Art and Architecture, Arts 1234, 

University of California, Santa Barbara, Calif 
93106-7080]. 

Notes 
1. George Orwell, Homage to Catalonia (London: 

Penguin Books, 1962), 218-19. 

2. On Picasso's relation with Surrealism, see Eliza 
beth Cowling, "Proudly We Claim Him as One 
of Us: Breton, Picasso and the Surrealist Move 

ment," Art History 8, no. 1 (March 1985): 82 
104. 

3. Steven Harris, Surrealist Art and Thought in the 
1930s: Art, Politics, and the Psyche (Cambridge: 
Cambridge University Press, 2004). 

4. In a complex and fascinating account, Greeley 
suggests that Dali developed this argument in 

part through his discussions with Jacques 
Lacan. She writes that "an 'excess of paternal 
domination' was for Lacan especially typical of 
the modern nuclear family and particularly of 
fascism" (p. 87). One wonders, in the wake of 
this analysis, why Dali remained tied to Breton, 

whose temperament was so ill-suited to the art 
ist's preferences for the abject and the per 
verse. Dali's connection to Lacan makes this 
choice even more bizarre, given the psychoana 
lyst's close relationship to Georges Bataille. Ba 
taille critiqued the Left's reluctance to deal 

with fascism in terms very similar to Dali's, and 
he championed the artist's Lugubrious Game 

(1929) for the very reasons that Breton found 
it disgusting. Nevertheless, Dali refused to au 
thorize a reproduction of the work for Ba 
taille's journal Documents, forcing Bataille to 

reproduce a schematic drawing derived from 
the original image. 

5. In this regard the example of Benjamin Palen 

cia, another Spanish "Surrealist," is instructive; 
his early Composition (1933), identified by Gree 

ley as a Surrealist-inspired image, is much 
closer to Une anatomie, the succession of figures 
Picasso created in various shapes, reproduced 
in the first issue of Minotaure in 1933 (no. 1, 

pp. 33-37). 

6. More detailed information on Masson's antipa 
thy to Dali can be found in Laurie Monahan, 
"Masson: The Face of Violence," Art in America 

89, no. 7 (July 2000): 77. 

7. See Rene Girard, Violence and the Sacred, trans. 
Patrick Gregory (Baltimore: Johns Hopkins 
University Press, 1977), originally published as 
La violence et la sacre (Paris: Editions Bernard 

Grasset, 1972); and Jean-Pierre Vernant, Myth 
and Tragedy in Ancient Greece, co-authored with 
Pierre Vidal-Naquet, trans. Janet Lloyd (New 
York: Zone Books, 1988), originally published 
in slightly different form as Mythe et tragMie en 

Grece ancienne (Paris: Librairie Francois Mas 

pero, 1972). 

DARBY ENGLISH 

How to See a Work of Art in Total 
Darkness 

Cambridge, Mass.: MIT Press, 2007. 384 

pp.; 22 color ills., 31 b/w. $30.00 

"How to see a work of art in total darkness? 

One cannot, of course, except in the most 

extraordinary circumstances, such as when 

darkness itself forms the basis of the work's 

visibility" (p. 1). So begins Darby English's 
text How to See a Work of Art in Total Dark 

ness. English begins to unpack his question 

through a rigorous reading of David Ham 

mons's 2002 installation Concerto in Black 

and Blue. For English, Concerto presents an 

active blackness, one that is "public, partici 

patory, and thereby perpetually innovated, 
not primordial or preexistent" (p. 3). While 

Concerto partakes in positing a radical black 

ness that is formally constructed by the art 

ist and socially experienced by the viewer, 

English notes that the critical reception of 

the work tended to reduce it to "African 

American experience" and an expression of 

"African American culture." Such reductions 

are critical for English, for in the flattening 
out of this complex work, we see not only 
the foreclosure of possibilities for interpre 
tation but also the placing of the work into 

an interpretative paradigm that limits what 

the work and, by extension, the artist, can 

do. Concerto is emblematic of a larger con 

cern of English's, that is, the tendency of 

both the mainstream art world and African 

American art history to place the work of 

black artists in a predictable set of answers 

to a predictable set of questions circling 
around race and racial characteristics 

(which are not the same thing) that cling to 

what, in another context, Cornel West has 

called "black authenticity."1 The question, 
then, of "how to see a work of art in total 

darkness" is rhetorical, one in which "total 

darkness" is a metaphor for a criticism and 

interpretation that often blocks a thorough 

analysis of "black art." 

With an understanding that the field of 

African American art came into being in 

the wake of racist and racialized discourses, 
and cognizant of its necessity as a stay 

against blocking black Americans from the 

regimes of representation, English also sees 

the importance of black art as "a now centu 

ry-long effort to engender and keep pure a 

cultural domain that is uniquely our own" 

(p. 8). One of the consequences of this ef 

fort has been the placing of African Ameri 

can art history in a kind of methodological 

straitjacket, in which the field has tended 

toward a predictable group of questions re 

volving around race, racism, and artists' so 

cial biographies that are still in currency in 

analyses of black art. As such, African Amer 

ican art history, in the drive to preserve its 

uniqueness and in the desire to keep it 

"ours," often has examined the work of 

black artists in a vacuum, hermetically 
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