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its failures, left art from the middle years of the century can
provide a “starting point” for contemporary efforts. For Dcnning,
the past still has a puise.

1 would argue that a brighter history of this period would

require a redéfinition of what counts as left-wing art. Like ail
mainstream art history, this book identifies “art” primarily with

“painting.” But perhaps the most important works of Gropper,
Jones, White, and others were their posters and cartoons. Perhaps

with a shift in emphasis toward their “lesser” work, it might be
possible to demonstrate that the convictions of left cultural workers from the 1930s to the 1950s did make a différence and can

provide a working model for activist artists today.
Pamela Allara
Brandeis University
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chapter, examining a number of caricatures, she investigates
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