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Abstract 

Man Ray: Objects 1916-1921 

The Role of Aesthetics in the Art of Idea 

Shannon Lea Halwes 

This thesis concerns the object in the work of Man Ray from 1916-1921, his 

New York Period. The object, which grew out of Marcel Duchamp's invention 

of the readymade, was developed early on by both Duchamp and Man Ray. 

The conceptual aspects of the object, infamous for its inclusion of everyday, 

non-art materials and for its assertion of the will of the artist over 

craftsmanship, have long been recognized. The aesthetic aspects of this new 

art, beyond the ramifications of the chosen media in regard to traditional 

concepts of beauty, have been less of a concern for art historians and critics. 

This thesis studies the varying extent of Man Ray's interest in aesthetics as can 

be seen in his objects. In analyzing the aesthetic qualities of these objects his 

connection to the art of his time becomes more apparent, important 

differences between his work and that of Duchamp are discovered, and the 

role played by the photography and editions of Man Ray's objects in the 

formation and the viewer's perception of the work is revealed. The blend of 

formal and conceptual concerns in Man Ray's object making shows that there 

is a place for aesthetics in the art of idea. 
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Introduction 

Man Ray's objects have had an interesting if volatile place in the history 

of art. Because these objects were created in a time of experimentation and 

rebellion, they have come to represent the anti-art stance critics believe was 

inherent in dada. The objects are much more complex than simple anti-art 

artifacts, however, and it is quite possible that they were not originally 

intended as a rejection of art at all. The purpose of the object was in part to 

challenge traditional art values that artists of the early avant-garde had begun 

to consider invalid. Like the abstract artists of both Europe and America, Man 

Ray found a way to reject traditional aesthetics and still perpetuate artistic 

concerns such as form and design. His work exhibited a clearer interest in the 

conceptual aspects of art—shown in his exploration of titles, mystery, humor, 

and hidden personal meanings—than is seen in the work of other early 

abstract artists who focused more on aspects such as form, space, and color 

than on content. Man Ray's work combines conceptual and formal aspects. 

Although he has been considered a proto-conceptual artist and an anti-artist, 

simple categorization of Man Ray as a conceptual artist is not accurate. The 

formal aspects of his early objects usually have equal and sometimes greater 

importance than the conceptual concerns, indicating some strong visual 

concerns on the part of the artist. The following essay explores the role of 

aesthetics in the twenty objects Man Ray created between 1916-1921, the latter 

part of the New York period of his work. 

It is no simple task to discuss all of Man Ray's work, even for the five-year 

period treated in this paper. Even limiting the paper to the twenty objects 

created within this period leaves over sixty photographs and editions of these 
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objects which must also be considered. The study of these works has been 

made more difficult as the scholarship on Man Ray has very often been a- 

historical. Furthermore, the titles of certain works vary from publication to 

publication, and editions of the objects have been published as if they were the 

originals and vice versa. Part of the problem in the past has been the 

unwillingness of critics and historians to recognize the importance of the 

aesthetic aspects in Man Ray's work and that the differences between the 

original, later editions, and photographs have any significance. Man Ray 

himself intentionally confused matters by his own evasiveness, but some 

effort has been made in recent years to eliminate this confusion. Historians 

have begun to view Man Ray in relation to his time, to consider the 

photographs and editions, and to sort out the artist's actions from his words. 

Because of the complexity that the photographs and editions of the objects 

create, this paper is divided into two halves. The first half concerns the place 

of the objects in Man Ray's oeuvre, the relation of his work to the other artists 

working or being exhibited in New York in the time of his tenure there, and 

the issues brought about by the subsequent photographs and editions of the 

objects. The second half is a catalogue raisonné to focus more intently on the 

specific details of each piece, and to sort out each object from its respective 

replicas and photographs. 

In studying the place of the object in Man Ray's oeuvre one finds that 

little of his first artistic production offers a transition to his rather sudden turn 

toward the making of objects in the later half of the 1910s. His early artistic 

career focused solely on painting and drawing. He began to study art through 

the European and American Modernists, such as Paul Cézanne, Pablo Picasso, 

Abraham Walkowitz, and Marsden Hartley, whose work he saw on view at 
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Alfred Stieglitz' Gallery, 291. By consulting the work of such American artists 

as Walkowitz and Hartley one sees similarities to Man Ray's painting, 

especially in works created between 1913 and 1916, and recognizes that he was 

far less separated from the art of his time than he is normally portrayed. This 

relationship to the art being made around him can also be seen, to a 

somewhat lesser extent, in his objects. His objects clearly relate to the 

readymades of Marcel Duchamp who was working in New York periodically 

between 1915 and 1921. His work also seems to relate to the works of other 

Europeans in New York, such as Francis Picabia, who, along with Man Ray 

and Duchamp, were prominent in the Arensberg circle. The purpose of citing 

these artists is not so much to seek Man Ray's sources of inspiration as it is to 

convey a sense of the artistic current in which he participated. 

Detailed comparison between Man Ray and Duchamp is essential to the 

understanding of the nature and concerns of the object and the development 

of the object in Man Ray's oeuvre. Man Ray made his first object, Tapestry, in 

1911. This work, however, was probably not claimed as an object until 1919, 

after the advent of the readymade. He embarked fully into object making 

around 1917 and, in fact, Francis Naumann notes that most of Man Ray's art 

making between 1917 and 1921 tended to be objects.1 The history behind these 

objects begins with works such as Bicycle Wheel (1913) by Duchamp, a bicycle 

wheel mounted on a stool, the first readymade. The first work associated with 

the term "readymade" is believed to be Duchamp's In Advance of the Broken 

1Francis Naumann, "Man Ray, 1908-1921," in Perpetual Motif: The Art of Man Pay, Merry 
Foresta, ed. (New York, 1988), 75, hereafter cited as Perpetual Motif. 
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Arm (1915), a snow shovel.2 Duchamp created a readymade by selecting a 

common utilitarian object and proclaiming it art. It became art essentially by 

the will of the artist; however, the transformation was solidified by altering 

the object's normal orientation and then giving the object a title that changed 

its original meaning, thus further removing the object from its normal 

context. 

Duchamp's intent in making readymades was that it should be the 

decision of the artist, not his skill as a craftsman, that makes art. His well- 

known claims that this decision was made with an aesthetic indifference came 

later in his life and do not necessarily accurately reflect his original beliefs. 

The readymade was the means by which Duchamp attempted to return art to 

the service of the mind and it was a clear rejection of Y art pour Yart, of 

formalism's absorption with the visual aspects of art; however, it was not 

necessarily an absolute rejection of either aesthetic concerns nor an interest in 

the creative act. Neither Man Ray's nor Duchamp's early interest in the idea as 

an aspect of art should not be emphasized at the expense of ignoring their 

interest in the visual aspects of art making that one sees in their work. 

Nevertheless, with the readymade, Duchamp initiated a method of art 

making—art by appropriation—that would have a profound effect on Man 

Ray as well as on the neo-dada and conceptual artists of the 1950s and 1960s. 

Man Ray used Duchamp's idea of art by appropriation in the making of 

his own objects. For the most part Man Ray did not make readymades, he 

made objects. "C'est un ready made quand l'artiste dit que c'est un ready made, 

2The first instance of Duchamp's use of the term "readymade" may be around 1914 in his 
notes in what was later called The Green Box. See Bride Stripped Bare by Her Bachelors, Even, 
trans. by George Heard Hamilton (New York, 1960) for a typographic reproduction by Richard 
Hamilton of the notes of The Green Box. 
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voilà. Mais moi, je n'ai jamais dit que les objets étaient des ready made."3 

"Readymade" has often been misused as a catchall term for almost any three- 

dimensional art that employs non-traditional material in its making. The 

differences between objects and readymades, and sculpture for that matter, 

while subtle and seemingly arbitrary, are significant enough to warrant 

distinction. "Sculpture" is a term that now includes an infinite variety of 

three-dimensional works, including objects and readymades. The term 

"object," on the other hand, is a relatively precise term for an art category— 

two or more objects combined to form a unified whole—unique to the 

twentieth century. The terminology developed to categorize Man Ray's objects 

has proliferated almost at the rate of the objects themselves, and such terms as 

readymades, objects, found objects, and assemblages are used by many critics 

indiscriminately. In deference to the practice of Man Ray, the term "object" 

will be employed in this paper and the terms "object" and "readymade" are 

not used interchangeably.4 

Man Ray's objects relate to Duchamp's readymades, not only in the use of 

non-art materials, but also in the use of titles which give further meaning to 

the works and aid in the transformation of a utilitarian article to art. More 

^Pierre Bourgeade, Bonsoir, Man Ray (Paris, 1972), 64. 

4In an effort to catagorize Man Ray's objects, Arturo Schwarz, author of the first important 
monograph of the artist, created numerous complex classifications that usually clarify little, 
such as "interpreted found objects" or "proto-dada assisted readymade." The difference between 
these two terms, for example, is marginal: the found object, according to Schwarz, has been 
altered by "time, weather and accident," while the readymade object remains intact, as one 
would have found it in a factory or in nature. The methods of assisting or interpreting are the 
same. There is no evidence that the makers of objects and readymades made the same 
distinctions. See Arturo Schwarz, Man Ray: Rigour of the Imagination (London, 1977), passim 
esp.155. 
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important, both men's work challenged Western society's traditional 

standards and beliefs about art. 

The assertion of the importance of the will of the artist over 

craftsmanship and taste does not, however, sufficiently describe the results or 

the solutions Man Ray offered. Although it was his oft-stated goal, Man Ray 

rarely achieved aesthetic indifference in his object making. Duchamp's work 

can be said to possess beauty and formal strength, but this does not negate the 

fact that his works are based more in the conceptual than are Man Ray's. 

Man Ray, unlike Duchamp, rarely presented the single readymade but 

usually combined several items to make one object. His objects, therefore, 

were visually more complex than Duchamp's readymades, which made it 

easier for Man Ray to fall back on more traditional methods of formal 

composition and, therefore, more traditional aesthetics. He often employed 

the same visual principles that interested formalist artists, such as symmetry 

and simplicity of form. As a result, Man Ray usually produced works that 

were well-composed, strong, even iconic forms. Man Ray's approach, 

regardless of his claims to the contrary, was as visual as it was conceptual. 

Man Ray often stated that he felt a concept could be equally expressed in 

any medium. Despite some evidence that by 1919 Man Ray was becoming 

interested in art as idea and was beginning to disdain art as mere 

craftsmanship, there is a contradiction between his insistence on the 

importance of concept and the actual results of his art making. It is for this 

reason that Man Ray's use of the term "concept" should be considered to 

signify a visual concept as much as, if not more than, an intellectual one. This 

is not a distinction expressed by the artist himself but one which is borne out 

in his work. 
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Photographs and replicas were records of these visual and/or intellectual 

concepts, as well as works of art. They satisfied a need for permanence by 

recording or recreating the lost or discarded original; however, a photograph 

rarely served to document the concept alone. The photographs control the 

way the viewer perceives the object, and are carefully composed—by the 

inclusion of shadows or by imposing a new sense of scale—to present more 

than the object itself. The editions of the objects are important partly because 

they are the clearest expression of Man Ray's disregard for the original art 

work, so revered in traditional art circles; at the same the replicas connect his 

work to traditional sculpture making where limited editions are common. 

Secondly, editions of lost originals afford us the opportunity to compare the 

plastic realization of the idea with the photograph, which is valuable for it 

often shows us the importance that the photograph of the original object 

played in the formation or transformation of the piece. 
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Chapter 1 Man Ray was bom one no longer knows where5 

In the numerous evaluations of his art, Man Ray has been portrayed as 

the consummate American, the consummate expatriot, the consummate 

dadaist, the consummate surrealist. To another faction he is the artist of 

infinite variety, an independent genius uncategorizable by country, period, or 

-ism; whose entire body of work is one amorphous form without structure, 

development, or divisions. This type of portrayal implies that Man Ray, 

unlike the rest of us, is an island. 

While his work cannot be easily dissected into handy, instantly 

recognizable periods, close study of the objects made between 1916 and 1921 

indicates that his art did grow and change, progress and regress, and that his 

connection to the artistic environment of New York at this time goes beyond 

his relation to Duchamp. To some extent Man Ray's work in this period also 

relates to the work of a small but important group of American and expatriot 

European artists working in New York. The changes that occur in his object 

making between 1916 and 1921 seem to be a result of his working through the 

various influences and common interests of this group of artists, as can be 

seen in most artist's early careers, and finally coming into his own. 

Virtually every critic of Man Ray has stated that there is no difference 

between objects of one period and those of another. Schwarz says there are 

"no periods and stylistic evolutions in Man Ray's work. That is true to his 

5Elizabeth Hutton Turner, "Transatlantic," in Perpetual Motif, 102, quoting from Tristan 
Tzara's version of Man Ray's biography in the catalogue of the 1921 exhibition of his work at 
Librarie Six, Paris. 
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philosophy of life"6 For the connoisseur, there are indeed no distinct periods 

in Man Ray's object making; if the date of a particular object were not already 

known, one could not easily place it within Man Ray's oeuvre based on any 

characteristic stylistic traits. Although changes occur in his work, no specific 

characteristic particularly distinguishes the New York period objects 

aesthetically, philosophically, or in content. The changes in the level of 

sophistication of the idea and levels of concern for aesthetics are relative—no 

linear progression is evident; furthermore, progression and regression can be 

seen throughout his career. "New York period" primarily signifies a period of 

time and a point in Man Ray's career in which he consumed the artistic 

culture that surrounded him, assimilating some things and eventually 

rejecting the rest. This assimilation is more easily discernable in his painting 

and drawing than in his object making, but these changes can be seen in the 

objects as well. The changes that occur, from aesthetic concerns to content, 

seem to have led the artist toward what is often termed his own non-style, or 

at least to objects that are not as easily related to artistic concerns of other 

artists. 

It is helpful to look at the artistic environment in which Man Ray 

developed as am artist in order to see the development of his aesthetic 

concerns, the importance of the object in his oeuvre, and the relation of his 

work to that of other artists from the same period. When Man Ray was 

graduated from high school and began taking art classes, the art world of New 

York was controlled primarily by one institution, the National Academy of 

6Interview between this author and Arturo Schwarz, Milan, June 1988. Henry Martin's 
assertion that Man Ray's "innovations are all at the level of technique and never at the level of 
style," is also typical of the interpretations of Man Ray's work. See Henry Martin, "Man Ray 
Spirals and Indications," Art International, 15, no. 5 (May 20,1971), 62. 
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Design, but dissatisfaction with the Academy had emerged during the late 

nineteenth century, and during the first decade of the twentieth century the 

academy was openly challenged by two groups: Stieglitz' and Henri's.7 

In the first decade of the twentieth century, many of the independent 

artists in New York centered around two great figures, Alfred Stieglitz and 

Robert Henri, who, each in his own way, sought to liberalize artistic standards 

in America. Both men also played an important part in Man Ray's early 

artistic career. Stieglitz was not a member of the Academy and was not 

concerned about the institution per se. His method of liberalization relied 

more on ignoring the Academy and becoming a proselytizer in his own 

religion of freedom, individuality, and modernism. In 1905 Stieglitz began his 

attack on the conservatism in American art in the realm of photography by 

founding the Little Gallery of the Photo-Secession at 291 Fifth Avenue in New 

York. According to Stieglitz, "Photo-Secession actually means seceding from 

the accepted idea of what constituted a photograph."8 Barbara Rose states that 

"similarly, the painting and sculpture eventually shown at 291 seceded from 

the accepted ideas of what constituted art, especially in America."9 In 1907 

Stieglitz expanded the realm of the gallery to include painting, drawing, and 

sculpture, and in January 1908, his gallery exhibited drawings of Auguste 

Rodin, the first work of a modem artist to be shown in America,10 which Man 

7TWO groups in the nineteenth century, the Society of American Artists and The Ten, formed 
in protest to the conservatism of the Academy; however, both groups opposed the Academy for 
only a short time and ended up facing the same problem of conservatism within the new groups. 
The S.A.A., furthermore, merged with the Academy in 1906. 

8Barbara Rose, American Art Since 1900 (New York, 1967), 35. 

9Ibid. 

10Ibid., 36. 
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Ray recalled having seen. Unfortunately, there is not enough of Man Ray's 

work of this period, however, that remains to illustrate any direct response to 

this or any of the early exhibitions.11 

A direct affront to the Academy occurred in this same year in the work 

and activities of Robert Henri and The Eight. Henri fought the "blind 

obedience to established artistic standards"12 and was a champion of both 

American art and art that comes from life and experience, not uncritical 

reverence of the great European masters. These principles can be seen in the 

work of The Eight who were primarily, though not exclusively, realist 

painters.13 Henri and the realist artists of The Eight, who became known as 

the Ash Can School, rejected the tradition of the hierarchy of subject matter in 

painting perpetuated by the Academy, and in doing so these artists questioned 

the issue of what is appropriate art. The use of 'low" subject matter of the 

paintings of the Ash Can School, such as back alleys, rooftops, and the 

common man, was aimed at creating an American Art. In February 1908 Man 

Ray, who that same year was attending classes at the Academy, saw an 

exhibition of The Eight at the MacBeth Gallery in New York. The show was 

intended essentially as a rejection of the conservatism of the Academy and its 

control over whose works would be exhibited, (and, consequently, purchased 

and seen in galleries and museums). As before, too little remains of Man 

Ray's art of this period to perceive any direct influence of either Henri's or 

^Jean-Hubert Martin, "Interview with Man Ray," in Man Ray Photographs, Carolyn 
Breakspear, trans. (New York, 1982), 36. 

12William Innés Homer, Alfred Stieglitz and the American Avant-Garde (Boston, 1979), 82. 

13The Eight consisted of Maurice Prendergast, George Luks, Everett Shinn, Ernest Lawson, 
John Sloan, Arthur B. Davies, William Glackens, and Robert Henri, and was unified less by a 
common artistic philosophy than by a need for independence. 
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Stieglitz' exhibitions, but the effect of these artists' work probably helped foster 

his need for freedom and individuality as well as his own questioning of what 

is appropriate art. 

By the end of the 1908, the Little Galleries of the Photo-Secession became 

known by the more famous name of 291, and was developing into a meeting 

place as well as a gallery.14 Visitors to 291 went to discuss art with Stieglitz and 

to catch a first glimpse at the work of European artists, such as Rodin and 

Matisse, as well as some of the most advanced American artists at the time. 

The shows of European modernism held at 291 between 1908 and 1913 were 

critical to the formation of the styles of these American artists. Formalist art 

developed in America primarily among the artists of what is known as the 

Stieglitz circle: John Marin, Arthur Dove, Max Weber, Marsden Hartley and 

Abraham Walkowitz.15 

When Henri held the Exhibition of Independent Artists in 1910, a large 

exhibit of anti-academic art, the artists of the Stieglitz circle were still 

considered too much on the fringe and too influenced by European ideas to be 

included in the exhibition.16 The work of the Eight, however, was beginning 

to seem somewhat stagnant to younger artists and after 1910 Henri had little 

effect on the art scene in America, even though in 1912 he would have a great 

effect on Man Ray as an art teacher. Although Man Ray may have been 

attending exhibitions at 291 and knew the work of The Eight, he was still not 

thoroughly convinced of the evils of the Academy and applied for admission 

14Stieglitz' gallery moved across the hall to number 293, but reopened on 1 December 1908 
under the name of the previous address. 

^Horner, Stieglitz, 66. 

16Ibid., 84. 
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on 28 October 1910.17 Given that the exhibitions Man Ray most often recalled 

having seen at 291 were those that occurred toward the end of 1910 and 1911, 

non-academic painting had probably not piqued his interest before this time. 

At this time, some of the artists of the Stieglitz circle were beginning to 

return from study in Europe, bringing with them ideas that seemed more 

advanced than those of the Ash Can School and were certainly more 

pertinent to Man Ray's future development. Perhaps one of the most 

important of these prodigal sons was Max Weber, who returned to New York 

from Paris in 1911 and encouraged Stieglitz to bring over works of Picasso and 

Cézanne, who proved to be two of the most influential of the European artists 

shown in New York in the early years. Study in Europe had a profound effect 

on many of the New York artists' personal styles. When Marin arrived in 

France in 1905, for example, he was producing very literal, fussy drawings of 

church facades, but he learned a freer style and color sense from the Fauves, 

and by the time he left Paris in 1911 he had caught up, as it were, with the 

more modem expression of the French avant garde. This is seen in the work 

he produced back in New York where he began to paint abstracted, lyrical 

views of New York City, a subject that would preoccupy the artists of the 

Stieglitz circle and Man Ray, to some extent, for the next ten years. 

By the second decade of the new century the Stieglitz circle had become 

the core of modernism in America. Their experiments in abstraction were not 

far behind the work of European modernists such as Matisse. At this point 

none of these artists, European or American, had worked in pure abstraction, 

but the emphasis on form and color in their work was part of the exploration 

17Naumann, Perpetual Motif, 84 note 6. 
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of the inherent two-dimensionality of the picture plane, and the importance 

of this exploration as part of Man Ray's early artistic environment was to be 

manifested in his work after 1913. 

Man Ray eventually rejected the Academy as a relevant art school, and in 

1912 enrolled in the Ferrer Center in New York where he was taught by, 

among others, Robert Henri. The most significant artistic training in Man 

Ray's early career was at the Ferrer Center, which was, as Naumann states, "a 

progressive educational institution...which also happened to be the leading 

anarchist center in New York City."18 Man Ray became a-political in later 

years but considered himself an anarchist at least until his move to Paris in 

1921. His teachers at the Ferrer Center taught him to draw quickly and, 

therefore, more instinctively, and above all encouraged individuality. 

Naumann notes that "although Man Ray made relatively few works during 

these years that could be said to have been directly inspired by the tenets of 

anarchism, there can be little doubt that his early exposure to libertarian ideas 

prepared him for a more radical, unconventional approach to the art-making 

process."19 

On 17 February 1913 Americans had the chance to see some precursors of 

these "radical" and "unconventional" approaches in the Armory Show in 

New York. This show, the most important exhibition for Man Ray and the 

artists of the American avant-garde, included American art, but was more 

important for bringing European modernism to America on a grand scale. 

18Ibid., 53. The Ferrer School in New York was founded by Russian-born anarchist Emma 
Goldman in honor of Francisco Ferrer, a Spanish educator who was executed in 1909 for his 
libertarian ideas. The school became a center for some of the more radical philosophers, 
writers, and teachers of the time. 

19Ibid., 55. 
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Some of the European artists featured in the exhibition, such as Marcel 

Duchamp and Francis Picabia, proved to be even more unconventional than 

those shown previously at 291. 

The influence of this exhibition was visible in varying degrees in the 

work of many American artists but Man Ray showed himself to be very 

strongly affected. As is often noted, his work after 1913 takes over some cubist 

exploration of form and space and the Fauves' palette [fig. 1]. Man Ray said that 

he had been impressed by the entire exhibit, but especially by the work of the 

the Europeans.20 Strong influence, however, of both Americans and 

Europeans is seen in his work after the Armory show.21 

20
Ibid. 

21Karin Anhold Rabbito in, "Man Ray in Quest of Modernism," Rutgers University Bulletin, 
59-69, gives a detailed analysis of several of Man Ray's early paintings which she shows are 
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Despite the development of a new style, Man Ray's paintings of 1913- 

1915, with some notable exceptions, show that he was still responding to his 

immediate environment. He used recognizable locales (during this time he 

lived in Ridgefield, New Jersey and he painted specific places and features of 

the area), and merely abstracted, not abstract, elements in his compositions. 

Naumann notes: 

No matter what style Man Ray chose to emulate, and no matter 
what subject matter he addressed—portraits, landscapes, or still 
lifes—the paintings of this period share one important 
characteristic: with few exceptions, they were all based on a 
relatively straight forward figurative adaptation of their 
subject...22 

One of the early exceptions occurs in 1914 when he painted Man Ray [fig. 2]. It 

is an imaginary landscape in which the hill side is constructed by the artist's 

name and the date, that can be considered his first conceptual work of art. 

By the end of 1914, Naumann notes, Man Ray made a conscious decision to 

abandon this straight forward representation of objects and existing landscapes 

and "instead to concentrate on the formal problems created by working on a 

flat two-dimensional surface." Naumann also notes that the titles given to 

these new paintings, such as "Studies in Two Dimensions," "Inventions," 

"Interpretations," reflect the artist's new formalist concerns.23 Naumann has 

discovered that Man Ray "was indeed in the process of initiating a change in 

closely related to the work of the artists of the Stieglitz Circle. Rabbito's essay illustrates the 
marked similarity of some of Man Ray's work between 1913 and 1916 to that of such artists as 
Weber, Stella, Walkowitz, and Hartley. 

^Naumann, Perpetual Motif, 62. 

^Idem, notes for Man Ray, exhibition at Zabriskie Gallery ([New York], 1988), 3. 
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2. Man Ray: 
Man Ray, 
1914 

3. Man Ray: 
Black Widow, 
1915 

style that found theoretical support in a fully developed and remarkably early 

formalist program."24 

Man Ray's work became more and more abstracted as the months passed. 

He remarked later: "I changed my style completely, reducing human figures to 

flat-patterned disarticulated forms."25 Naumann notes that in early 1915, Man 

Ray "painted a series of still lifes and figure studies whose forms were 

thoroughly reduced and dematerialized, an effect he achieved, in part, by 

systematically eliminating nearly all clues to illusory depth."26 Around this 

time Man Ray saw an important exhibition of cubist collage that clearly 

24Idem, "Man Ray, Early Paintings 1913-1916: Theory and Practice in the Art of Two 
Dimensions," Artforum 20, no. 9 (May 1982), 38. 

25Man Ray, Self Portrait (Boston, 1963), 55. 

26Naumann, Perpetual Motif, 62-63. 
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influenced this development in his work.27 Its effects can be seen in paintings 

like Black Widow, [fig. 3] which show some of the simulated collage and 

interlocking space of the cubists, as well in his own experiments in collage. 

At the same time Man Ray was pursuing the formalist interest in the two- 

dimensionality of the picture plane he encountered Marcel Duchamp, 

through whose influence Man Ray's art would take off in another direction 

entirely. He moved back to New York from Ridgefield in 1915, and that 

summer met Duchamp through poet and art collector Walter Arensberg. This 

same year, Duchamp resumed making readymades, and Man Ray's art 

changed considerably from this point. The extent of the effect that the French 

artist had on him will be further discussed in the next chapter. 

Duchamp and Man Ray became part of a second circle of avant-garde 

writers and artists that was developing at this time around the Arensberg's 

apartment. This salon played quite a different role from that of Stieglitz'. In 

Stieglitz' circle and his gallery 291, one could see the work of some of the best 

European modernists. In the Arensberg circle, American artists actually met 

and talked with some of the more progressive French artists such as 

Duchamp, Francis Picabia, and Jean Crotti. In addition, evenings at the 

Arensberg's were attended by European and American intellectuals such as 

French composer Edgar Varèse, critic Henri Pierre Roché, authors William 

Carlos Williams, Amy Lowell, and more extravagant characters such as 

dancer Isadora Duncan, and the Baroness Elsa von Freytag Loringhoven who 

mixed with such American artists as John Covert, Charles Sheeler, Morton 

Schamberg, and Man Ray. What had developed in Stieglitz circle was 

^The drawings and paintings of Picasso and Braque were shown at 291 from 9 December 
1914 to 11 January 1915. 
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4. Francis 
Picabia: 
Ici, c'est ici 
Stieglitz, 
1915 

5. Man Ray: 
Untitled, 
1915 

formalist art; what would develop in the Arensberg salon was, as it was later 

described, the dada spirit. Being part of this salon, surrounded by a group of 

the international avant-garde, must have been a heady experience for Man 

Ray, who was still a young man and just beginning to develop as an artist. 

One of the topics discussed in the Arensberg group was the developing 

machine age. Picabia had begun to create imaginary machines like Ici, c'est ici 

Stieglitz in 1915 [fig. 4] and late in the same year Man Ray began his own 

experiments into the “mechanical style."28 [fig. 5] Man Ray states that his “new 

subjects were of pseudo-mechanistic forms, more or less, invented, by 

suggesting geometric contraptions that were neither logical nor scientific."29 

Man Ray said that New York itself inspired this new direction in his work. He 

recalled: 'They were building the Lexington Avenue Subway and the racket of 

28Naumann, Perpetual Motif, 66. 

29Man Ray, Self Portrait, 65. 
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the concrete mixers and steam drills was constant...It was music to my ears 

and even a source of inspiration, I who had been thinking from Nature to 

man made productions."30 

Not only was there an interest in non-traditional subject matter, as seen 

in these imaginary machines, experiments in the use of non-traditional 

material also began to occur at this time. In addition to the readymades, 

Duchamp was working on his large construction in glass, The Bride Stripped 

Bare by Her Bachelors, Even, and his Franco-Swiss friend Jean Crotti was 

making assemblages in glass-faced boxes.31 In that same year Man Ray made 

his first object, Self Portrait [fig. 16], which employed common objects in the 

composition. Despite the use of three-dimensional elements, the flat shapes 

depicted in Man Ray's object, arranged in an anthropomorphic form, still 

relate to the painting he was producing at the time. Consequently, Self Portrait 

is one of the only works in the artist's early career that provides a transition to 

the object making. 

This type of work became known as dada in spirit because it occurred 

before or around the time of the development of the first dada group in 

Zürich. It was later recognized that the Arensberg group and the first dada 

group had in common an iconoclastic spirit vis-à-vis art which had developed 

independently of each other. Late in 1916, one of the founders of dada, Tristan 

Tzara, contacted Mexican artist Marius de Zayas, who was associated with both 

the Stieglitz and Arensberg groups and operated his own modem art gallery, 

the Modem Gallery. De Zayas seemed a good candidate to help introduce dada 

^Ibid. 

31William A. Camfield, "Jean Crotti & Suzanne Duchamp," Tabu Dada (Bern, 1983), 14. 
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to America, and Tzara sent him copies of the first dada publication in Zürich, 

Cabaret Voltaire, for dissemination in New York. Dada, however, did not take 

an instant hold on America. Naumann points out that the publications sent 

to New York by Tzara were not as graphically innovative as 291 and did not 

seem as advanced as their own work.32 Furthermore, Zürich dada's 

iconoclasm was, in part, a reaction to the horrors of the war that began in 1914 

and a society which created such a devastating occurrence. The First World 

War which destroyed Europeans as much mentally as physically was not as 

influential in America for the simple reason of the greater distance from the 

battle. Because of this Naumann states that the artists in New York "did not 

feel the necessity to establish an official alliance with any socially reactive 

European movement, no matter how similar in spirit."33 For the time being, 

the birth of New York dada would have to wait. 

The iconoclastic spirit of the Arensberg circle, however, continued to 

flourish. Duchamp had made a number of readymades, and in April of 1917 

submitted what would become his most controversial piece to an exhibition 

held by the Society of Independent Artists in New York. It was set up to be a 

liberal, non-juried show; however, when Duchamp anonymously submitted 

a urinal, under the title of Fountain, the work was rejected. Duchamp, and 

possibly Arensberg and Man Ray, resigned from the Society in protest. After 

this incident Man Ray produced his first three dimensional object New York 

1917 and it is possible that the public reaction to Duchamp's work inspired the 

new development in Man Ray's art. 

32F. Naumann, "New York Dada: Better Late then Never," Arts Magazine 54, no. 6 (Feb. 
1980), 143. 

33Ibid. 
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The following year Man Ray would produce two objects, Man and By Itself 

II, that come closest to the readymade in the presentation of the single object. 

Although Man Ray's artistic production was, for the moment, turning from 

objects to air brush paintings, the few objects that Man Ray made in 1918 

began to show a more sophisticated exploration into the correlation between 

man and machines that he knew through the work of Picabia and Duchamp. 

Picabia said that in order to find "forms through which to interpret ideas or by 

which to expose human characteristics I have come at length upon the form 

which appears most brilliantly plastic and fraught with symbolism. I have 

enlisted the machinery of the modem world, and introduced it into my 

studio."34 The titles of Picabia's works were essential for relating the human to 

the machine. His titles began to change in the spring of 1917, and his drawings 

of manufactured objects were now accompanied by ironic titles.35 In works of 

imaginary machines, like Voilà, la femme [fig. 6], Picabia uses the title to 

translate the image of the machine into a human metaphor. In Man Ray's 

early machine compositions the concentration was on the form of the 

machine, but in 1918 he began to use the ironic title and image to further 

remove his objects from their normal contexts as well as to contribute 

additional meanings. Objects such as Woman [fig. 34] present a combination of 

objects, in this case photography paraphernalia, that has been transformed 

into a human metaphor by the title. 

34Schwarz, Rigour, 34. Camfield ties Picabia's interest in the machine to many sources 
including the work of the Futurists, Léger, Duchamp-Villon and the writings of Alfred Jarry and 
Raymond Roussel whose works employ "pseudo-scientific procedures, mathematics and 
fantastic machines to mock the follies of man," in Francis Picabia—His Art, Life, and Times 
(Princeton NJ, 1979), 78-79. 

^Camfield, Marcel Duchamp/Fountain (Houston, 1989), 57. 



6. Francis Picabia: Voilà, la femme, 1916 

Despite Duchamp's absence from New York between mid 1918 to early 

1920 there is some evidence that his views about art were beginning to change 

Man Ray's rhetoric. Naumann cites a review of Man Ray's 1919 Daniel Gallery 

exhibition in which the author explains, based on interviews with the artist, 

Man Ray's artistic concerns. The review shows Man Ray's change from 

absolute concern with two-dimensionality to an interest in the idea, but not 

just the idea itself. He still expressed a need for "the abstract relation of the 

idea."36 

In January 1920 Duchamp returned to New York from Paris with news of 

activities abroad accompanied by his female alter ego, Rrose Sélavy. Man Ray 

36Naumann, Artforum, 46. 
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photographed Duchamp in drag as Rrose who then affixed her photograph to 

a bottle of toilet water and named the new product Belle Haleine (a pun of 

"beautiful breath" or "beautiful Helen"). In addition to collaborating with 

Duchamp, Man Ray produced the majority of his own objects of the New 

York period in 1920, and in this group one sees the gamut of his artistic 

concerns and the development of his work toward more sophisticated object 

making. Works such as Presse-papier à Priape [fig. 60] show the blend of visual 

and conceptual aspects that characterizes much of his objects of this period. 

The object is a blatantly phallic form which has significant implications in 

the realm of traditional subject matter, but, as Paul Wechsler points out, 

Presse-papier also participates in the formalist reduction of form. In both formal 

aspects and in the essential phallic form, the piece resembles a work by 

Constantin Brancusi, Princess X [fig. 7], and Wechsler, who also notes the 

similarity of the two works, points out that Man Ray expressed his admiration 
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for Brancusi in his autobiography.37 This blend of aesthetic and conceptual 

concerns continues in varying degrees throughout his career. 

In the 1920s Man Ray began to abandon his interest in mechano-morphic 

images that was seen in works like Woman. He found that the irony involved 

in an object that could be achieved through the title could also be achieved by 

combining objects that do not naturally or logically belong together. His more 

radical objects of this period involve the juxtaposition of disparate objects. 

The result of this juxtaposition is the same jolt one receives from the verbal 

non sequitur: both are intended to amuse, shock, or unsettle: "C'est le choc de 

l'inattendu."38 The surrealists, and André Breton in particular, would later be 

interested in this juxtaposition of disparate objects.39 While this does not 

seem to be a ruling principle of the earlier New York period objects, around 

1920 works begin to appear, such as Compass [fig. 44]—a magnet and toy gun— 

in which two unrelated and unrelatable objects form a disturbing image. In 

most of the early objects the total image itself overpowers its separate pieces 

and the viewer accepts the pieces as part of the whole. This unity of image in 

Man Ray's objects must be considered intentional. If, for instance, Man Ray 

had not felt that the combination of a C-clamp and wood slats evoked an 

37Jeffrey Wechsler, "Dada, Surrealism and Organic Form," in Vangard American Sculpture 
(New Brunswick, NJ, 1979), 73 citing Man Ray, Self Portrait, 18. Man Ray had numerous 
opportunities in this period to view Brancusi's work: eight of the Romanian artist's works were 
shown at 291 from 12 March to 4 April 1914 and Princess X was seen at the 1917 exhibition of the 
Society of Independent Artists. 

38J.H. Martin, Introduction to Man Ray: Objets de mon affection (Paris, 1983), 6. 

39The seeds of this type of imagery are found in the nineteenth century in the works of 
French symbolist writers such as Lautréamont, Rimbaud, and Mallarmé, whose imaginary 
worlds and unsettling metaphors, like Lautréamont's "fortuitous encounter of an umbrella and a 
sewing machine on a dissecting table," profoundly influenced the surrealists. 
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image of New York's skyscrapers, then he would not have given it a title, New 

York [fig. 21], to solidify the notion.40 

In the years prior to Man Ray's departure for Paris in 1921 there seems to 

be a progression in the level of sophistication of the idea, and the range of the 

relative levels of this sophistication can be seen in the work of 1920 and 1921. 

(Not knowing the exact order in which each object was created is not a 

tremendous handicap since in Man Ray's later works the degree to which each 

idea is refined often varies as much as it did in the New York period.) Many of 

his New York objects are simple visual one liners, such as Obstruction [fig. 55], 

and often, therefore, rely as works of art as much if not more on their formal 

qualities as on their conceptual aspects. By 1921 he had produced objects such 

as L'Inquiétude [fig. 50] that, while still exhibiting an interest in composition 

and form, became more mysterious and began to explore more layers of 

meaning. Later works like Le Violon d'Ingres (1924) would have the more 

subtle, multilayered meanings that one finds in Duchamp's work. 

At this point Man Ray also began to sublimate his formalist desires, never 

to the point that they disappeared, but to where they are less obvious. Often 

the titles of earlier works in this period, such as New York 1917 or Lampshade 

(1919) [fig. 36], still form a simple correlation with the image. Compass and 

Puériculture [fig. 61], each created in 1920, are much more difficult to relate to 

their titles, primarily because they venture much further from traditional 

aesthetics and from the work being produced by the modernist artists in New 

40This principle for inspiration is seen quite often after the artist moved to Paris, 
particularly during the period when he was more active in the surrealist circle, from objects like 
Object to be Destroyed (1923) to paintings like The Woman and Her Fish (1941). 
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York in this period. It appears that Man Ray was beginning to loosen the grip 

of his American roots, just in time to move on to Paris. 

There are also changes to the titles themselves. Man Ray's objects of the 

New York period tend to bear English titles, but around 1920, as he became 

more comfortable with French, he began to dabble in French titles. Of the few 

he chose, L'Inquiétude (1920) and Puériculture (1920) have the literal appeal new 

words have for the student of a foreign language. Press-papier à Priape (1920) 

was probably chosen for its cryptographic meaning and alliteration, and Trans 

atlantique (1921) signified his arrival in Paris. (See catalogue for further 

discussion of these titles.) The departure into French titles may also reflect the 

influence of the continued contact of the Arensberg circle with the dada artists 

in Europe. 

It was not until this time that Americans showed any significant interest 

in dada. Through correspondence with Tzara and Picabia, who had gone back 

to Europe in 1919, Arensberg and the artists of his circle learned more about 

the movement and were more intrigued. Interest grew to the point that, in 

the Spring of 1920, Arensberg declared in a letter to Tzara: "Dada est 

Américain."41 

The first modern art museum in America was also founded around this 

time by Katherine Dreier and Marcel Duchamp, who convinced Man Ray to 

participate. The organization was called the Société Anonyme and its 

inaugural exhibition was held in April of 1920. The Sodété's exhibitions 

included a variety of modern art and because of its founders also became 

41Naumann, Arts, 145. Naumann states that the letter, which was blank except for the 
declaration, was then turned into an American dada manifesto by the editors of Littérature in 
which it was then published in May 1920. 
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associated with dada; in fact, it was the site of what was, according to 

Naumann, the "first and only public gathering under the official auspices of 

the Dada movement."42 This same month Duchamp and Man Ray published 

the first official dada publication in America, a single issue of New York Dada 

which, ironically, also marks the end of dada in New York. Not surprising, 

American art audiences did not take to dada, and the key members of the 

group moved from New York. The Arensbergs moved to California, and 

Duchamp returned to Paris, followed later in the year by Man Ray. 

Between the opening of the Little Galleries of the Photo Secession in 1905 

and the publication of New York Dada in 1921 Man Ray transformed himself 

from an art student, easily influenced by the art that he saw around him, to a 

more sophisticated artist whose work is much more his own. By examining 

the three images of New York that he made in this period one can see most 

readily the changes that occurred in both the visual and conceptual aspects of 

Man Ray's art during this time. New York 1917 is an object that, through its 

title, becomes a portrait of the city. It is very much related to the images of 

New York produced by artists of the Stieglitz circle in its simple abstraction of 

the forms of skyscrapers. New York 1920 [fig. 54], ball bearings in a glass flask, is 

still recognizable as a skyscraper-like form, but the image is somewhat more 

absurd, and much less connected to any work of the modernist artists. In a 

photograph of the contents of a spilled ashtray, also entitled New York 1920 [fig. 

63], Man Ray created not only at a truly absurd image of the dty, but also an art 

work that had broken completely with the contemporary artistic standards. As 

an object and a photograph New York 1920 is aesthetically and conceptually his 

^Ibid., 146. 



29 

most radical work of this period. This is not to say that from this point Man 

Ray's art became as radical as this last work, but it is a clear indication that 

Man Ray could now produce art that appears to have no ties to the other art 

around him aside from, as Naumann notes, the iconoclastic spirit of dada.43 

The change of scenery alone produced further changes in Man Ray's art. 

Logically, once he had moved to Paris, the image of New York no longer 

appears in his work. He immediately adapted to this transition by the creation 

of a new image, more fitting to his situation, Trans atlantique, which represents 

his crossing as well as the start of his new life in Paris. 

43Naumann, Perpetual Motif, 80. 
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Chapter 2 As different as the collages of Picasso and Braque. 

Man Ray once said that his objects were as different from the readymades 

of Duchamp as the collages of Braque and Picasso are from each other.44 By 

this he meant that their work should not be compared. The comparison of 

Duchamp with Man Ray, however, is valuable for understanding Man Ray's 

work and his artistic concerns. Both artists sought a way to rebel against 

society's standards about what art could be, and in the process they chose a 

similar method of art making: the art of appropriation. That Man Ray took his 

lead from Duchamp is undeniable, but each artist went in somewhat different 

directions from the beginning; their methods are similar, but not identical. 

The relation of their work to modern art theory then and now starts from a 

similar premise but is, in the end, critically different. The key to the 

differences between Man Ray's objects and Duchamp's readymades is the 

extent of each artist's respective focus on aesthetics. In the end, one sees that 

in many aspects Man Ray and Duchamp are more significantly different than 

Picasso and Braque. 

As young artists, both Man Ray and Duchamp had been disgusted by the 

conservatism of the artistic institutions of their respective countries, and at 

the same time were frustrated that they were not being accepted by these 

institutions. They rebelled: "I shall from now on do the things I am not 

supposed to do," was Man Ray's youthful declaration.45 Initially he rebelled by 

embracing artistic modernism and political anarchy, as discussed in chapter 

^Alexander Watt, "Dadadate with Man Ray," Art and Artists, 1, no. 4 (July 1966), 33. 

45A. Schwarz, New York Dada: Duchamp, Man Ray, Picabia (Munich, 1973), 86. 
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8. Marcel 
Duchamp: 
In Advance of 
the Broken 
Arm, 
1915 

9. Marcel 
Duchamp: 
Fountain, 
1917 

one. Duchamp, on the other hand, took a more radical tack earlier in his art 

with the readymade. They were not, however, merely rejecting the artistic 

establishment. Carl Belz suggests that both artists had been led to radical 

manners of art making in order to resist the seemingly inevitable mediocrity 

of the life of a painter.46 Neither artist had achieved much commercial or 

critical success in his early career. Duchamp had a particularly frustrating 

experience in Paris before he came to New York. Not only was he eclipsed by 

the success of artists such as Picasso and Matisse, his Nude Descending a 

Staircase had been rejected by cubist colleagues who convinced him to 

withdraw it from the ostensibly liberal Salon des Indépendents in 1912. Both 

artists may have preferred, therefore, to take on rather nihilistic and 

irreverent artistic attitudes, as Donald Kuspit says of the dada artist, as a 

46Carl Belz, The Role of Man Ray in the Dada and Surrealist Movements. Ph.D. dissertation, 
Princeton University, 1963, 74. 
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means of "contemporary justification for creativity, rather than rely on 

traditional justifications."47 

Man Ray's rebellion was not really solidified in his art making until he 

met Duchamp in 1915, the year Duchamp embarked fully on the making of 

readymades, starting with In Advance of the Broken Arm [fig. 8]. In 1916 

Duchamp added Comb and With Hidden Noise to this genre and remade Bicycle 

Wheel, which had originally been made in Paris. It was not until 1916 that 

Man Ray made his first object, Self Portrait, which, despite the inclusion of 

three-dimensional objects, is very much a two-dimensional work and relies 

more on abstract formal composition than does the readymade. As discussed 

in the previous chapter, up to 1917 most of Man Ray's art making was two- 

dimensional. When Duchamp submitted the urinal, Fountain [fig. 9], to the 

1917 exhibition of the Society of Independent Artists, the work was rejected 

and the rejection itself much discussed. For a time Fountain and 

Duchamp's method of art making became the cause célèbre of New York's 

avant-garde. It is perhaps significant that at this point Man Ray's work turns 

toward three-dimensional objects. His first three-dimensional object and the 

first work to closely resemble the readymade was New York 1917. While this 

work exhibits many aesthetic concerns, Man Ray seems to have chosen his 

materials with an intent at a similar sort of irreverence that Duchamp 

achieved in Fountain. Man Ray's objects from this point resemble Duchamp's 

readymades in that the two were formed in a similar manner and addressed 

similar issues. 

47Donald Kuspit, "A Phenomenological Approach to Artistic Intention," Artforum 12, no. 5 
(January 1974), 48. 
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André Breton said both readymades and objects "dérivent et parviennent 

à différer des objets qui nous entourent par simple mutation de rôleZ'48 The 

change of role occurs when the object is removed from its normal context 

and, as Stephen Foster states, "connections between it and other aspects of 

material culture are obliterated."49 This is first achieved through the artist's 

selection of the object and its replacement including perhaps placement in the 

realm of art. This "realm of art" can be many things: calling it art, having 

others call it art, exhibiting it (or attempting to) in standard art contexts such 

as galleries or museums. For Man Ray and Duchamp, the utilitarian object is 

then further isolated from this "normal context" by the addition of an ironic 

10. Marcel Duchamp: 11. Marcel Duchamp: 
Biq/cle Wheel, 1913 With Hidden Noise, 1916 

48André Breton, "Crise de l'objet," Cahiers d'Art, 1936, reprinted in Centre Georges 
Pompidou, Qu'est ce que la sculpture moderne? (Paris, 1986), 368. 

49Stephen Foster, "Configurations of Freedom," in Perpetual Motif, 245. 
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or transforming title and or inscriptions, and often by rendering the objects 

useless. 

For the most part Duchamp worked with the single object, the readymade, 

while Man Ray usually relied on a combination of things. As Man Ray stated 

in 1972: 

Duchamp trouvait révolutionnaire de mettre simplement une 
phrase ou son nom sur un objet trouvé chez le quincailler. Non: 
moi, il ne me faut pas une chose mais deux choses. Deux choses 
qui, en elles-mêmes, n'ont pas de rapport et qui...et que je mets 
ensemble pour créer, par contraste, une sorte de poésie 
plastique.50 

Schwarz observed that Man Ray used two principal methods in order to form 

his plastic poems: addition and multiplication.51 "Man Ray endeavored to 

maintain maximum poetic impact with the least possible physical 

modification. The objects are always used whole, never mutilated: division 

and subtraction do not interest him."52 Most of Man Ray's New York objects 

involve simple addition. Duchamp, too, made some objects employing these 

two simple principles. In Bicycle Wheel [fig. 10], for example, Duchamp 

combines a wheel and a stool, essentially a readymade with its readymade 

pedestal, or With Hidden Noise [fig. 11], where he inserts a ball of twine between 

two metal plates. In 1920 both artists made objects which involved the 

multiplication of elements: Duchamp's Why Not Sneeze Rrose Sêlavy [fig. 12] 

and Man Ray's New York 1920. Although Man Ray's description of Duchamp's 

work may have been too general, these methods characterize almost the 

^Bourgeade, Bonsoir, 64. 

51 Schwarz, Rigour, 157-58. 

52Ibid., 159. 
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entire body of work produced by Man Ray between 1916 and 1921, while, 

despite the above-mentioned examples, Duchamp primarily concerned 

himself with two-dimensional works such as The Bride Stripped Bare... and the 

presentation of the single object. 

Both artists rely in part on the use of titles for the artistic transformation 

of their utilitarian objects. Philippe Sers suggests that it was the title of 

Duchamp's Nude Descending a Staircase which caused its notice in the Armory 

Show and that Man Ray, who was impressed with the work, from that point 

"began to consider the importance of titles, their ability to offer a semantic 

counterpoint."53 Man Ray stated: 

I said to Duchamp one day "You know, if you hadn't put the title 
on the canvas, 'Nude Descending a Staircase,' that picture would 
have passed unnoticed like Picabia's did." So that gave me a hint, 
I've always attached titles to my objects. They do not explain the 
work but add what you might call a literary element to it that sets 
the mind going.54 

Although this origin is possible, it is not readily seen in Man Ray's work 

between the Armory Show and 1916. It is more likely that Duchamp's 1915 In 

Advance of the Broken Arm and later works by Picabia influenced Man Ray's 

ironic use of the title. 

Some of Duchamp's titles of his readymades relate to the object in an 

easily recognizable manner as in In Advance of the Broken Arm where one 

imagines the shoveling of snow leading to a broken arm, but the meaning 

rarely stops at this fundamental level. Frequently the titles have a very 

53Philippe Sers, "Man Ray and the Avant-Garde," in Man Ray: Photographs, 11. 

54J.H. Martin, 'Interview with Man Ray, " in Man Ray: Photographs, 35. 
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12. Marcel Duchamp: 
Why Not Sneeze Rrose Sélavy, 
1920 

esoteric, often unfathomable, significance for the artist.55 Often Duchamp's 

titles are in the form of a pun, such as Fresh Widow, a french window. Works 

such as Belle Haleine, a bottle of perfume accompanied by Man Ray's 

photograph of Duchamp as Rrose Sélavy, show a skill at multilayered puns. 

Man Ray, too, used puns, but he began to use them with greater frequency and 

skill later in his career. The pun is little used in the New York period, and 

when one does occur, as in Boardwalk or Puériculture, it is very simple.56 While 

Schwarz found sophisticated double and triple entendre in Duchamp's puns, 

55Schwarz feels that Broken Arm is a clear phallic symbol and relates it to an article by 
Sigmund Freud entitled "A Broken Arm for a Broken Marriage Vow" as a reference to Suzanne 
Duchamp's broken marriage vows. A. Schwarz, The Complete Works of Marcel Duchamp (New 
York, 1970), 456. 

56See chapter 5 for discussion of titles. 
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Robert Pincus-Witten notes that Man Ray's puns "aim for a certain middle 

level, not bad, not good, not outrageous or dull, just there."57 

The differences between Man Ray and Duchamp's titles indicate a 

different attitude toward the viewer. Duchamp's titles often have no direct 

semantic correlation to the object presented. In the title Why not Sneeze Rrose 

Sélavy?, for example, there seems to be no correlation at all. Duchamp seems 

singularly uninterested in guiding the viewer toward the object's secret 

meaning by flatly explaining the image presented. Janus believes that the 

difference lies in that Man Ray's objects "are not a radical negation, in the 

sense that Duchamp's objects were continually on the brink of a void. Man 

Ray needed to formulate a discourse, he needed to give meaning to his 

forms,"58 or as the artist himself states "...moi, je donne un interprétation 

poétique à ces choses. Duchamp ne donnait pas d'interpretation." Man Ray's 

early titles almost always form some visual correlation to the image 

presented, either by direct relation, as in Lampshade, or by interpreting the 

forms for the viewer, as in Compass or Woman.59 

Even though the semantic aspect of Man Ray's work in the New York 

Period is an important element, he was more preoccupied at this point with 

the objects themselves and the creation of the useless. In most of the objects 

from this period, the combination of elements not only results in the 

separation of the objects from their normal context, as in readymades, but also 

^Robert Pincus-Witten, "Man Ray: The Homonymie Pun and American Vernacular/' 
Artforum, 13, no. 8 (April 1975), 56. Even Man Ray's later puns tend to be one-liners, such as a 
broom entitled Ballet Français. 

58Janus, "In Man Ray's Century," in Man Ray: Photographs, 27. 

59See discussion chapter 5. 
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in the denial of the function of the separate objects. It is what Hans Richter 

called "the invention of the useless": 

His powers of invention...employed the useful objects which 
surrounded him into useless objects...It was precisely because 
these things were useless that we found them moving and 
lyrical. The humor of the useless machine is Man Ray's 
discovery.60 

Sometimes the uselessness of the object is a simple fact or one aspect of the 

piece, as in Lampshade where the beauty of the spiral seems to have been more 

important than the concept of presenting an unfurled lampshade wrapper as 

art. Occasionally the dysfunction is critical to the piece, as in Catherine 

Barometer, [see chapter 5] 

For Duchamp the point of the readymades is not so much that they are 

now useless objects but that they are now art. Duchamp's readymades are, 

however, useless by their transformation into works of art. They cannot be 

used because he turned them upside down, nailed them to the floor, or hung 

them from the ceiling, but, unlike Man Ray, it is essentially a matter of 

orientation. The bicycle wheel still turns but upside-down it is no longer 

useful for transportation. Sometimes this new orientation gives the 

readymade a new function as in Fountain where a receptacle for fluids is 

presented as a producer of fluid. 

Dickran Tashjian states that the utilitarian object transformed by selection, 

isolation, and orientation or combination calls into question many important 

issues: "the nature of subject matter (deflated by such a common object),...the 

nature of the aesthetic process (with emphasis upon the artist's prerogative of 

^Hans Richter, Dada: Art and Anti-Art (New York, 1978), 96. 
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choice), and the ontology of a work of art (its relationship to 'reality')."61 The 

common object placed in the realm of art was intended to be unaccountable in 

terms of society's notions about what art should be. They were what Thomas 

McEvilley calls unaccountable objects.62 His term "unaccountable" can be 

qualified to mean anything from merely contrary to early twentieth-century 

artistic standards, where Man Ray's early objects tend to fall, to profoundly 

radical, which better describes Duchamp's readymades and objects. McEvilley 

observes that in Duchamp's readymades "the raw unassimilability of these 

works in their day involved a confrontation with the unknown so far beyond 

accustomed tastes as to be an intellectual experience of the sublime."63 Some 

like-minded friends of the artist considered Fountain a beautiful art object, but 

the work was still rejected from an exhibition established with the progressive 

intention to reject no one's art. Some of Man Ray's objects were unassimilable 

in their day, such as Self Portrait which baffled viewers when it was first 

exhibited in 1916, but for the most part radical unaccountability was not 

achieved, and in many cases it seems that it was not sought. Man Ray himself 

stated that Lampshade was chosen for its "pleasing spiral."64 

In order to further understand the differences between the work of Man 

Ray and Duchamp, one must look at the part played by aesthetics, for the 

difference between their work goes beyond method and beyond the relative 

levels of accountability. It is the care Man Ray gave to the formal aspects of his 

61Dickran Tashjian, Skyscraper Primitives (Middletown CT, 1975), 52. 

62Thomas McEvilley, "I Think, Therefore I Art," Artforum 23, no. 10 (Summer 1985), 80. 

63Ibid. Belz suggests, furthermore, that "the existence of any work of art (pictorial 
conventions) is subject to negation by the idea of the readymade." Belz, The Role of Man Ray, 212. 

64Man Ray, Self Portrait, 92. 
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work and the stronger conceptual aspect of Duchamp's work that separates the 

two artists most. Maurizio Fagiolo sums up well, "Duchamp è mentale, Man 

Ray ottico."65 

Although Man Ray said repeatedly that he was not concerned with 

aesthetics, nothing in Man Ray's early training or art making points to this 

disregard for aesthetics. The formation of this idea must be given to Duchamp 

and it seems to have occurred in retrospection, years later. In a late interview 

with Pierre Cabanne, Duchamp said about his readymades: "You must reach 

something like such indifference that you have no aesthetic emotion. The 

choice of readymades is always based on visual indifference at the same time 

as a total absence of good or bad taste."66 William Camfield feels that the 

timing of these anti-aesthetic declarations deserves closer study. He notes that 

Duchamp's claims to aesthetic indifference occurred later in his career, and 

that much of the anti-art interpretation of Duchamp's work is a product of 

post 1960 art theory. Writing on Duchamp from this time is characterized by 

an over emphasis on a few statements, and the neglect of other comments 

made by Duchamp in the 1950s and 1960s where he expresses his beliefs about 

the importance of art and the creative act—comments that do not jibe with 

the endless claims by the artist and his critics about anti-art and indifference.67 

The existence of the readymade shows Duchamp's early interest in the art of 

^Maurizio Fagiolo in Man Ray, Opere 1914-1973 (Rome, 1973), 38. 

^Pierre Cabanne, Entretiens avec Duchamp (Paris, 1967), 84. 

67Camfield, Fountain, passim, esp. 43, 84, and 98. Camfield notes that this is one of the 
most oft-quoted theories of Duchamp, and feels that while it should not be ignored, it should 
not be isolated from the rest of Duchamp's comments, for such isolation has led to a 
misinterpretation of Duchamp's original motives. Ibid., 98. 
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idea but the work is never isolated form its physical presence and thus is not 

isolated from the creative act. 

The same can be said for Man Ray. Both he and his critics have frequently 

stated that there was no search for new beauty involved in the selection of 

objects, as has been claimed by some apologists, but these statements, like the 

following made in 1973, do not begin to appear until around 1960. 

Whenever I made objects, never would I make anything with 
the idea that it should be pretty, decorative, or attractive or 
fascinating. No, I would pick up something absolutely 
meaningless, add a little something or detract something from it 
and transform it a little bit, so as to get almost a poetic image 
rendered in three dimensions.68 

Man Ray expresses a disdain for academic training early in his career; 

however, it must be remembered that a rejection of academic art's 

conservatism has nothing to do with a rejection of aesthetics per se.69 

Statements like the one above do not seem to reflect what is, admittedly, a 

very limited knowledge of Man Ray's early aesthetic theory, nor are they 

confirmed by his works. The word "poetic," used often by Man Ray, 

furthermore, implies beauty. The interest in the idea which is seen in the 1919 

review of Man Ray's work is undoubtedly a result of Duchamp's influence, 

but the two artists' interest in the idea of art does not exclude the interest in 

aesthetics which can be seen in Man Ray's work 

68Schwarz, New York Dada, 100. 

69Beyond what one can infer from his artistic production, Man Ray's early thoughts on art 
are still very much secret, but one significant essay by the artist, A Primer of the New Art of Two 
Dimensions, 1916, is known and shows his interest in the nature of painting. For further 
discussion of this essay and Man Ray's early artistic production see F. Naumann, "Man Ray, 
Early Paintings 1913-1916: Theory and Practice of the Art of Two Dimensions," Artforum 20, no. 
9 (May 1982), 37-46. 
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Schwarz, who usually supported Man Ray's claims of aesthetic 

indifference, has stated that Man Ray was concerned with beauty. "Man Ray 

was in love with beauty, and that's what he tried to find/'70 Man Ray admitted 

to Schwarz that even though he and Duchamp were trying to exclude 

aesthetic concerns from their artistic choices, it was impossible to absolutely 

exclude them completely.71 Formal concerns are very strong in Man Ray's 

work. If, therefore, he was seeking some aesthetic indifference it was not 

possible because it was simply something so fundamental to him he could not 

will it away. The sense one gets from viewing his objects is that they were 

made with great care for balance of design, striking, succinct form, and even 

beauty. Obstruction, a cascade of coat hangers, shows a concern for symmetry, 

balance, and light—all formalist concerns—that seems not only intentional 

but perhaps more important than the concept of art by appropriation. A 

haphazard jumble of hangers would have conveyed that idea, but it is not 

what Man Ray presented. 

Schwarz believes that Man Ray's expression of disregard for aesthetics did 

not reflect his inner feelings. 

He might have said these things to Duchamp, but Man Ray was 
extremely concerned with aesthetics all his life, furthermore, 
Man Ray said to me once, "In order to break the rules, you have 
to know them perfectly well. You must be an excellent 
draftsman, an excellent painter, an excellent sculptor to be able to 
go beyond mere routine of painting, sculpture and so on."72 

70Interview between this author and Arturo Schwarz, Milan, June 1988. 

71 Ibid. 

72Ibid. Camfield suggests that originally Duchamp may also have been concerned with 
aesthetics. He cites responses of Duchamp's friends to Fountain around the time of the 
Independents exhibition, which have been ignored in the second half of this century, in which 
constant references to beauty are found. Also neglected are Duchamp's own views as cited in H.P. 
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Wechsler is one of the few critics who acknowledges Man Ray's formalist 

inclinations in the making of objects. He notes that Man Ray never 

completely broke with the concerns of more formalist artists: his objects often 

participate in "the on going development of formalist art toward 

simplification of form."73 Such objects as Presse-papier à priape and By Itself II 

[fig. 27], for example, share formal properties with the sculpture of Brancusi 

such as symmetry and surface quality.74 Duchamp may have thought of his 

work as an expression of a new kind of beauty or at least been interested in its 

visual aspects, but his readymades and objects do not participate in this 

formalist reduction of form. The snow shovel is presented as such and then 

transformed by its title. Although it was described as beautiful by Crotti in 

1916, it is not abstracted or reduced to some formal ideal or essence, as one sees 

in the work of Man Ray or the formalists. 

While Man Ray often said that he considered the idea behind the object to 

be more important than the physical object, he could or would not avoid 

creating art with visual interest or significance. Not only does his work show 

some interest in formalist aesthetics, the primary reason works like By Itself II 

and New York 1917 have stood the test of time is that they are strong images 

Roché, "Souvenirs of Marcel Duchamp," in Lebel Marcel Duchamp, 87, in Camfield, Fountain, 41. 
Roché stated that when Duchamp submitted Fountain to the Independents exhibition he said: 
"Beauty is all around you wherever you choose to discover it." Furthermore, Camfield points out 
that Duchamp was very concerned that the objects used to create editions of his readymades 
resemble the original as closely as possible, indicating that Duchamp continued to have some 
strong visual concerns. In order to replace Paris Air, for example, Duchamp requested that Roché 
find "as much as possible the same form." Camfield quoting a letter from Duchamp to Roché, 9 
May 1949 (Roché Archives, The University of Texas at Austin). Ibid., 77-78. 

73Wechsler,Vangari American Sculpture, 73. 

74See discussion chapter 5. 
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with visual appeal that outlasted their polemic aspects. Some of Duchamp's 

objects and readymades, such as Bicycle Wheel or Fountain, owe part of their 

lasting power to their visual appeal. They, too, are strong images, which like 

any art, some people find beautiful while others do not. Ultimately, however, 

Duchamp's readymades and objects are simply more conceptual than most of 

Man Ray's objects, and owe their endurance primarily to the strength of their 

concept. 

In the readymade Duchamp rejected formalism's extrication of the 

cognitive from art.75 Duchamp considered the readymade a product of the 

mind, not of the hands, or even the factory, and he seems, moreover, to have 

given a name to the idea behind the art work. George Heard Hamilton 

discovered in Duchamp's notes for Bride Stripped Bare by Her Bachelors, Even the 

word cervellités or "brain facts." A cervellité is the idea. It is the selection of the 

object, the product of the mind. The readymade is the evidence.76 

These brain facts, what Edmund Husserl would later call noematic objects, 

can also have aesthetic value. McEvilley explains that "every thought or 

concept is an object, and every object has form and esthetic presence...There is, 

in other words, an esthetics of thought with its own styles and its own 

formalism...[Conceptual art] holds concepts up as objects to be beheld with an 

^McEvilley traces this extrication all the way back to Plato's "mind-body dualism" 
which led to Kant's theory of the separation of human nature into cognitive, ethical, and 
aesthetic faculties. "The cognitive faculty, then is eternally and by its very essence separate 
from the esthetic faculty. The esthetic faculty supposedly makes its judgments on the basis of 
inborn knowledge, and these judgments are not susceptible to correction or alteration by either 
the ethical or the cognitive faculties." McEvilley, Artforum, 75. 

76G. H. Hamilton, "In Advance of Whose Broken Arm?," Art and Artists, 1, no. 4 (July 1966), 
30. 
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appreciative regard."77 The crux of Duchamp's readymades is the concept that 

art can be the will of the artist—even though the assertion of this will requires 

a declaration (signing and or presenting it in an art exhibit) and some 

intervention (giving it a new title and reorienting it)—and in doing so he 

rejected society's notions of taste or art. It eventually followed that anything 

could become art, though not necessarily good or significant art, if the artist 

appropriates it as his own. The readymade has its place in visual aesthetics, 

but the importance of Duchamp's readymades rests more in the aesthetics of 

thought. On this level they still hold their own with the most radical art of 

the later twentieth century. Although Man Ray's objects have a conceptual 

aspect to them, they belong more to visual aesthetics. Frequently Man Ray's 

objects are considered second rate conceptually in comparison to Duchamp. 

Some critics, such as Tashjian, feel that Man Ray's objects themselves were 

more significant than the ideas they "dramatize,"78 but one must consider 

them on their own terms, as striving for different goals and coming from 

different directions. 

Although Man Ray's concerns seem to be different from Duchamp's, the 

aesthetic aspects of Man Ray's objects have long been ignored, and they are 

still considered as being primarily conceptual by many historians. It is on the 

basis of their conceptual aspects that Man Ray's objects and Duchamp's 

readymades form a part of the early foundations of conceptual art that began 

in the 1960s. If one accepts Max Kosloff's definition of conceptual art as "a 

77McEvilley, Artforum, 76, suggests that the mind can be considered a sense organ, a concept 
accepted in Abhidharma psychology, whose "sense objects are concepts precisely the way that 
the eye's sense objects are sights." 

78Tashjian, Skyscraper Primitives, 64. 
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shift...from the creation of tangible objects to calling attention to the attitudes 

by which art has been or can be made/'79 then the object and the readymade 

are a type of conceptual art. An idea of Duchamp's for declaring the 

Woolworth Building a readymade, which appears in his notes of the Green 

Box, may have merely been an unrealized project, but in its current state it 

relates closely to conceptual art. 

There are, however, important differences. The conceptual art object is 

often what Kosloff refers to as residual art,80 and both the readymade and the 

object can on one level be considered residual art. They are the outward 

embodiment of the concept, the primary role of the readymade. This cannot, 

however, be the only role of the readymade, for if it were, there would be no 

reason for Duchamp to have made, as it were, more than one readymade, nor 

would he be as concerned as he was with finding objects for his editions that 

come the closest to resembling the original. For Man Ray the object as 

evidence of a concept is of secondary importance in his work. The mere fact 

that his New York 1917, for example, has endured must be credited more to its 

formal strength as a streamlined image of New York's skyscrapers than to its 

role as evidence of the concept that wood slats and a C-clamp can be wrenched 

from the real world and combined to form art. It is not that Man Ray's 

concepts are weak but that they are primarily visual not intellectual. 

There is another important difference between Man Ray and Duchamp's 

artistic concerns and those of conceptual artists. McEvilley states that a critical 

79Max Kosloff, "The Trouble with Art-As-Idea," Artforum 11, no. 1 (September 1972), 33. 
Kosloff states that in conceptual art "(the spectator is directed to some 'problem' rather than 
their visual qualities.) The problem has been dubbed self-sufficient, and therefore, 'art,' by its 
instigators," Ibid., 34. In the readymade and the object the evidence is essential. 

^Ibid., 35. 
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aspect of conceptual art was its attack on the "commodification and fetishism" 

of "artworks favored by the formalist ideology."81 The solution was 

ephemeral art. Man Ray expressed a disdain for the importance given to the 

original object but frequently exhibited an interest in permanence, both in 

statements and by photographing and replicating his work. He did not seem 

truly committed to ephemerality, nor did he have a particular desire to avoid 

commodification. While Duchamp once wrote that the number of 

readymades should be limited yearly, the number of replicas he made of his 

works, and the importance he placed on "the original form" show a similar 

interest in permanence. 

While both Man Ray's and Duchamp's art share a certain relation to 

conceptual art, there is difference between Man Ray and Duchamp when it 

comes down to the relative degrees of focus on aesthetic concerns, which can 

be seen in their respective interest in craftsmanship. Duchamp was interested 

in finding the right form, not making it. In the readymade, he rejected 

craftsmanship; Man Ray did not. Pincus-Witten describes Duchamp's art as 

being the product of an aristocratic and encyclopedic thinker, while "Man 

Ray's art derives from vernacular culture and a concomitant journeyman 

outlook."82 In some ways Duchamp's readymades relate to, and are perhaps a 

reaction to, American vernacular culture, but they relate to American 

commercialism and the abundance of products not to the crafts tradition. Man 

Ray was good at handicrafts and liked to do them, and this, too, may lie 

behind his emphasis on visual aspects. Schwarz states that Man Ray's "work 

81McEvilley, Artforum, 82. 

82Pincus-Witten, Artforum, 54. 
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seemed very revolutionary, but he was too fine a craftsman not to be 

concerned about aesthetics. A fine craftsman is always concerned about the 

final result of his elaboration."83 In his readymades and objects Duchamp did 

little to physically elaborate their form or to explain their meanings. Man Ray 

always did. 

^Interview with Schwarz, June 1988. 
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Chapter 3 Photography can be art 

Man Ray's use of photography in the creation of objects adds a level of 

complexity to his work that, for the most part, removes it further from direct 

relation to the work of Duchamp and other artists. Man Ray's first 

photographs were of his own works, and he quickly developed a love/hate 

relationship with photography. Schwarz attributes this to the fact that Man 

Ray relied on photography to support himself and could not spend as much 

time painting as he would have liked. Man Ray initially considered 

photography a secondary form of art, but as he gradually used photography to 

create art, he came to re-evaluate the whole process in a better light.84 Since for 

some objects the photograph is all that remains, these photographs now serve 

a documentary purpose, but they are far more than mere documentation. 

They often play an important role in the formation of the work. Many works 

still exist as both objects and photographs, affording the opportunity to see 

how the object can be enhanced aesthetically and conceptually or even 

transformed through photography. 

Man Ray often stated that he considered the photograph to be a record of 

the concept not of the artifact, but, again, "concept" should be understood as 

both visual and intellectual. Consequently, there were objects that existed only 

for the photograph. Clearly Portmanteau [fig. 58], which included a live model, 

existed only for the photograph. In these cases once the idea was recorded 

there was no more need for the object because the photograph was an 

equivalent, if not more successful, vehicle for the concept. The mannequin 

^Ibid. 



50 

appears in the photograph to emerge from a mysterious black space, an effect 

that certainly would be lost if Portmanteau could be seen in person. The 

frontality of the figure is essential to the illusion, and that would be destroyed 

by seeing the figure in the round. 

The photographed object is more complex than the object itself. Merry 

Foresta notes that Man and Woman, for instance, "were, in fact, many things 

in one, photographs and objects, illustrations and works of art."85 Strangely 

enough, some of Man Ray's object photographs have taken their place in art 

history as photographs and some merely as records of the objects with the 

distinction often varying from historian to historian. Man is curiously 

excluded from the catalogue raisonné of Man Ray's objects, yet its companion 

piece, Woman, is not. It seems an uncanny oversight since Man is even 

mentioned in the text concerning Woman, and it is possible that the artist 

himself considered Man to be a photograph rather than object. 

Man Ray has said that photography was the means by which all of his 

objects (or the idea of them) remained permanent.86 Rosalind Krauss notes 

that photography enabled Man Ray to create something permanent out of a 

transitory thing, such as an object which is discarded, or the shadow it cast, 

which is seen in works like Man [fig. 31]. "The eggbeater with its cast-shadow 

formed an ephemeral trace of which the photograph became a second-order 

but permanent trace."87 

^Merry Foresta, "Perpetual Motif: The Art of Man Ray," in Perpetual Motif, 25. 

^Alexander Watt, "Dadadate with Man Ray," Art and Artists 1, no, 4 (July 1966), 33. 

87Rosalind Krauss, "Objects of My Affection," Man Ray/Objects of My Affection (New York, 
1985), [5], previously printed as "Objets de Reflexion Critique," Objets de mon affection, 1983. 



51 

This creation of the permanent from the transitory is the primary goal of 

the photograph in conceptual art as well. One difference, however, between 

Man Ray's photographs of his own works and the photographs used in the 

documentation of conceptual art is the relation of the subject to its 

environment. In conceptual art, the progress of a plant's growth, or of melting 

ice, or of a happening, is seen in the context in which it occurred, often an 

important part of the piece. The photographs are usually taken with a 

contrived amateurishness or with the aesthetic neutrality of a science text 

book. Normally Man Ray's object photographs are like museum catalogue 

photographs or even commercial product photographs where the object is 

completely isolated from any "real" environment. The objects are presented 

as symbols, pure in their isolation. New York 1920, a photograph of the 

contents of a spilt ashtray, comes closest to the laboriously derived non-art 

look of conceptual art documentation. In fact, New York 1920 is rather an 

anomaly among the rest of his object photographs. The photograph of the 

other work entitled New York 1920, a glass container with ball bearings, is 

more representative. The isolation of the form and the shadow it casts is used 

to give the image a greater scale and presence. 

One difference between Man Ray's object photographs and his other 

photographic work of the period is the removal of the element of time and 

place. Sers states that in Man Ray's photography "the decisive moment always 

took place before or after the event." 88 For his object photographs, there is no 

time period, place, or event. Even Man and Woman, which rely much on 

^Sers, Man Ray: Photographs, 12. 
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shadows for their composition, are not photographs about a particular time of 

day or setting as a shadow normally might suggest. 

Paul Strand's photographs of banal objects should be considered in 

relation to Man Ray's work for the artists' shared interest in non-traditional 

subjects. Both men photographed objects which, as Molderings says of Man 

Ray's work, "were so familiar...that they were devoid of any voyeuristic 

appeal."89 Both men divorce the utilitarian objects from their intended 

functions through the isolation of the objects and the inclusion of shadows 

that form an important part of the composition. Schwarz refutes any 

similarity between Man Ray and Strand: "[I]t was not the banality of the 

subject that [Strand] emphasized or that attracted him, but the plastic quality of 

the composition. Paul Strand worked within the aesthetics of photography; 

Man Ray rejected the very concept of aesthetics."90 

If one acknowledges Man Ray's strong formalist bent, however, it is this 

point of refutation that in reality connects the two. Tashjian notes that the 

photographs by Strand which appeared in the final issue of Camera Work in 

1917 "heightened attention upon the subject with such an intensity that its 

formal, even abstract, qualities came to the fore. Consequently, anti-art was led 

full circle to art once again."91 Man Ray is less blatant in his aesthetic goals, but 

they are there. His photograph of L'Inquiétude, for example, focuses so 

intensely on the object that it becomes almost two dimensional, an abstract 

design combining mechanical forms and words. Belz points out that Man Ray 

89 Herbert Molderings, "Photography as Consolation," in Man Ray: Photographs, 15. 

90Schwarz, Rigour, 234. 

91Tashjian, Skyscraper Primitives, 68. 
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was aware of Stieglitz' Photo Secession gallery and his magazine, Camera 

Work, both important venues for the development of photography as art. 

Stieglitz must have fostered his interest in photography, and photography as 

an art form.92 

13. Paul Strand: 
Abstraction, Bowls, 
1914 or 1915 

An important difference between Man Ray and Strand is the significance 

that the titles play in Man Ray's photographs. Strand's titles tend to emphasize 

his formalist concerns, such as Abstraction, Bowls (1914 or 1915) [fig. 13], and 

repeat in words what is seen in the image. In Man Ray's object photographs 

92Belz, The Role of Man Ray, 23. Belz may exaggerate Man Ray's involvement with the 
Stieglitz circle, especially after Duchamp's association with the Arensberg group when Man 
Ray became more interested in the latter. 



54 

the titles never call out the materials photographed, such as "bowls" or the 

artistic goals, such as "abstraction." Instead his titles add an extra layer to the 

meanings or associations one perceives visually. As Naumann states, Man 

Ray's photographs such as Man "differ sharply from any previous figurative 

tradition by allowing the objects to be read first and foremost for what they 

are, with further associations supplied only through the addition of evocative 

titles."93 

Many of Man Ray's objects are more powerful as images because of the 

way in which he photographed them. Some are merely more beautiful: he 

takes a photograph of a crushed tin can and it is suddenly a beautiful 

shimmering image [fig. 45]. Whether Man Ray was consciously seeking a new 

aesthetic in his photographic work or unable to rid himself of his formal 

training is still debatable; however, the object The Enigma of Isidore Ducasse [fig. 

46] is a powerful and awesome image primarily because of its photograph. The 

chiaroscuro captured in the photograph obscures the forms underneath the 

blanket. This gives the object an anthropomorphic quality that is hardly 

apparent when any of the subsequent editions of Enigma is seen in person. 

Because of the anthropomorphic nature of the image as photographed, there 

is an eerie sense that a living or a formerly living creature has been 

sadistically tied with rope and bound in a rough blanket. Furthermore, the 

size of the original object was only twelve by sixteen inches, yet it is almost 

imposing in scale in the photograph. Walter Benjamin writes of the loss of 

aura one experiences with the reproduction of a work of art, which sometimes 

can be said of Man Ray's work. Often, however, for his objects it is the 

93Naumann, Perpetual Motif, 79. 
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mechanical reproduction (photography) that provides the aura.94 This is 

borne out not only by seeing later editions in person, but also by the fact that 

for the majority of the exhibitions of Man Ray's work in which subsequent 

editions were featured, the curators chose to reproduce the original 

photograph, especially with Enigma, instead of a photograph of the exhibited 

work. 

Duchamp's readymades and objects were also recorded in photographs, 

but in only a few does the photography play as active a role in the formation 

to the work of art as it does in Man Ray's work. One exception is Fountain 

which was photographed by Alfred Stieglitz. Like Enigma, Duchamp's Fountain 

is made more intriguing by the photograph. The viewpoint is controlled so 

that a vague anthropomorphic reading is possible. Man Ray used photography 

in a similar manner in works such as Man. Naumann notes, "In presenting 

only a photograph of the egg beater, the artist was able not only to exercise 

complete control over the spectator's point of view, but also carefully to adjust 

lighting and shadows so as to make the anthropomorphic reading possible."95 

Even though all are carefully composed, some of Man Ray's photographs 

appear rather straightforward, without transforming shadows, or shiny 

textures, like By Itself I [fig. 25] or Boardwalk [fig. 19]. The significance of the 

differences is a matter for speculation. Perhaps for some objects the 

94Walter Benjamin, Illuminations, trans. by Harry Zohn (New York, 1968), 225. 

95Naumann, Perpetual Motif, 76-77. The importance of the shadow for Man Ray, as 
represented in works such as Man, has long been noted. "The shadow is as important as the real 
thing/ the artist once remarked when describing these images," cited in Schwarz, Rigour, 234. 
Naumann states that Duchamp and cubist painters before him had used the shadow to allude to 
the fourth dimension, and Duchamp had even photographed the shadows cast by his 
readymades, precisely the procedure Man Ray adopted in his realization of Man and Woman. 
Ibid., 86, note 36. 
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photograph was only needed to record, (a more two-dimensional work like 

Boardwalk would not be transformed significantly by strange points of view or 

strong shadows), while in others the photograph was essential to the creation 

of the work or to the embellishment of its concept. 
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Chapter 4 It is divine to create and human to make editions 

The majority of Man Ray's objects have been reproduced in limited 

editions.96 Two-thirds of the objects of the New York period have been 

replicated, the first probably Lampshade in 1921.97 Most of the rest were 

reproduced in the 1960s. One of the most controversial aspects of Man Ray's 

art is this penchant for replicating his works. His justification, if any is needed, 

is that the concept of the object is the important thing and the original object 

itself is irrelevant.98 Sandra Phillips suggests that Man Ray's lack of concern 

for the unique, original object may initially have been "motivated less by 

political or theoretical concerns than by prosaic ones, such as limited storage 

space for the three-dimensional works," solved by photography, or "the ability 

to disperse his objects far afield," achieved both by the photograph and the 

edition.99 It has also been suggested that Man Ray's work in photography 

reinforced and perhaps inspired his use of the replica.100 A photograph of an 

96Lucien Treillard, former assistant to Man Ray, has stated that the different terminology, 
such as replica, edition, and multiple is tied to legislation, and that relative monetary values 
relate to the legal distinctions, for example, an edition is more valuable than a replica. 
Interview between this author and Lucien Treillard, Paris, May 1988. 

97Most of the remaining works exist in collections as photographs. As far as is known 
Tapestry, Portmanteau, Man, Woman, Catherine Barometer, Compass, and L'Inquiétude have never 
been duplicated. 

98Man Ray did, however, acknowledge the value of the original for the collector. The 
original of By Itself I was extremely delicate and was in the bombing of London. Its owner brought 
the piece to Man Ray who repaired it for him. Interview between this author and Juliet Man 
Ray, May 1988. 

"Sandra S. Phillips, "Themes and Variations: Man Ray's Photography in the Twenties 
and Thirties," in Perpetual Motif, 226. 

l°°Ibid., 226 and Baldwin, Man Ray, 324, for example, both suggest an interconnection 
between the photograph and the edition. 
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object can be printed more than once, so why not reproduce the object more 

than once? 

Usually there are differences between the edition and the original which 

seemed to matter little to Man Ray, as if the difference in details, such as size 

and material, are just variations on a theme. For example, there are several 

editions of Presse-papier à Priape, made in a variety of different sizes and 

materials, including the traditional sculptural material—marble. Schwarz 

reiterates the party line: 

Man Ray said that to him the later replicas are as important as 
the first thing. For him things did not count. What is important 
to him is the concept, the idea. He can realize this concept in 
different media, in different sizes. It's all the same thing, there 
are the two balls and a cylinder. This is what was of interest to 
him.ioi 

Some ideas, however, need a physical presence or Man Ray would not need to 

reproduce the objects. 

The differences which occur between the replicas and the originals do not, 

according to Schwarz, signify a change in aesthetic. There are, however, 

important differences for the viewer who by force of tradition will read an. 

object in marble, for instance, as sculpture, not as a combination of found 

objects. A life-sized, as it were, version of Presse-papier would seem logical for a 

paperweight. A two-foot-high edition gains new meaning by the absurdity of 

the scale. There may not be a conscious change in Man Ray's aesthetic during 

the time between the copies and originals, but he expressed some aesthetic 

preferences when he wrote to his niece, Naomi, "[The] reproductions of old 

^Interview with Schwarz, June 1988. 
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works, lost or destroyed [are] very beautiful...sometimes better than the 

originals!"102 

The editions are valuable in that they allow the viewer to see the objects 

in at least an approximation of the original form. In editions of works like 

Obstruction, one can see the beauty of the moving form and the play of light 

that is not easily captured by the photograph. For other objects, the editions 

can be disappointing. The edition of Enigma made in 1971 [fig. 48] seems 

visually less satisfying than the original object as presented in Man Ray's 

photograph, and it is in the face of the less successful edition of an object that 

one can recognize the importance of the aesthetic in the work, as well as the 

effect of the photograph on one's perception of the work. 

The majority of the objects were duplicated much later in Man Ray's life, 

and although he rarely made the editions himself, he normally gave final 

approval. Arturo Schwarz was one of the first to make editions of Man Ray's 

works. Of the New York period objects, Schwarz oversaw the replication of By 

Itself and Obstruction. Other editions were made or commissioned in the sixties 

and seventies by Marcel Zerbib, Giorgio Marconi, and Luciano Anselmino. 

Man Ray was also assisted for fifteen years by Luden Treillard, who produced 

works for lithographer Georges Visât.103 Baldwin states that as Man Ray got 

older, some works were replicated by enthusiastic collectors and by others as 

gifts to the artist, without his surveillance, and occasionally without 

102Baldwin, Man Ray, 324. Letter from Man Ray to Naomi Savage dated 4 December 1967. 

103Ibid., 325-326. See catalogue chapter 5 for specific commissions of editions. 
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satisfactory quality control.104 Juliet Man Ray has even allowed some editions 

to be made after Man Ray's death. 

Lucien Treillard said the editions began out of commercial demands or 

rather a need to make money.105 Schwarz considers that the manufacture of 

editions for monetary gains was beneath Man Ray's "noble soul." He 

remarked that the replicas began before there was a market for them. "These 

things he did and redid again just for the pleasure of it, during the thirties and 

the forties, when he had no market at all. The market for these types of things 

began in the fifties. Man Ray was not concerned about money, he was not 

greedy. He wanted to make a living."106 Of the New York period, the only 

objects replicated before the market demand were Lampshade (1921 and 1923) 

and Obstruction (1948).107 The pace of the duplication of Man Ray's works made 

after a market developed implies at least a latent desire for monetary gain, if 

not in the artist then in the gallery owners who commissioned the works. 

Man Ray's detractors feel that the reproduction of the object negates the 

whole reason that the objects were made—to provoke. This belief is based on 

dada anti-art rhetoric but perhaps too heavily influenced by neo-dada anti¬ 

commercialism which does not really apply to Man Ray. His critics often seem 

more like devotees in a cult of the original in Western art than morally 

outraged radicals. Peter Fuller, for instance, disparages the editions of both 

Man Ray's and Duchamp's work as causing a loss of the objects' validity and 

104Ibid., 325. 

105Interview with Treillard, May 1988. 

106Interview with Schwarz, June 1988. Baldwin agrees with Treillard that blatant 
economic reasons were behind the copies, see Man Ray, 324. 

107See discussion chapter 5 on the replicas of Lampshade. 
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the artists' morals, as if the only value of the objects were that of their anti-art 

statement. Fuller feels that the object becomes impotent once it is reproduced 

in edition as it is no longer unassimilable.108 Rather than suffering a 

diminution of power, Janus feels that Man Ray's objects have "a collective 

force by virtue of the fact that they can multiply and be regenerated ad 

infinitum."109 In fact, if anything diminishes with each edition, it is the market 

value. Certainly the monetary value of the pieces is diminished with each 

edition, but if the value of the work for Man Ray is the idea of the particular 

image then the editions only serve to disseminate that idea, providing that 

the edition is relatively close to the original visual idea. 

Fuller feels that the "ready-mades were created on false theoretical 

premises. Because they did not understand how works of art acquire their 

exchange values, the Dadaists could not escape from them."110 Nothing in 

Man Ray's discourse, however, implies that the objects were created to be ex¬ 

market. He never expressed any of the neo-dada love for ephemerality and 

anti-gallery, anti-museum attitude. Far from seeking the ephemerality of the 

art object, Man Ray seemed concerned with permanence. If any single thing 

influenced his delving into editions it must be his virtual obsession with 

108peter Fuller,"Man Ray," review of exhibition at Institute of Contemporary Arts, 
Virginia, Connoisseur 189 (June, 1975), 177, feels that "Duchamp showed his disingenuousness by 
complete complicity with the process: he even went so far as to issue a limited edition of the 
object [urinal]." 

10^Janus, Man Ray: Photographs, 28. 

110Fuller, Connoisseur, 177. 
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permanence; he once said "It's a pity we can't make duplicates of our 

paintings—you can't destroy a book or a musical score, there are copies."111 

Considering the works as a type of sculpture, not merely icons of the anti¬ 

art polemic, there is no need for moral outrage over their replication. In 

traditional bronze sculpture editions are expected. "Is a book or a bronze an 

original? I leave such considerations to well intentioned collectors and 

amateurs of the rare."112 Perhaps Man Ray made replicas of his objects merely 

because he could, just as Duchamp could turn a common object into a work of 

art because he said so. 

111Brian O'Doherty, "Light on an Individual: Man Ray," New York Times, May 5,1963, sec. 
2,1. 

112Man Ray, "I have never painted a recent picture," Man Ray (Los Angeles, 1966), 28. 
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Chapter 5 Plastic poems 

There is no catalogue raisonné for all of the works of Man Ray. Arturo 

Schwarz' Rigour of the Imagination is the most nearly complete publication to 

date. While Schwarz' monograph is thorough and extensive, it does not 

address the difficult task of sorting out the objects from their replicas and from 

Man Ray's photographs of these works. Objets de mon affection published by 

Philippe Sers is a catalogue raisonné of Man Ray's objects, and though it does 

not concern itself with the photographs of the objects, it is important for its 

listing of their various editions and some exhibition and publication 

information. There is a copy of the Sers publication in the Man Ray Trust 

with the artist's own corrections, and one can assume that the information 

within, such as titles, is accurate to the extent of Man Ray's memory. Perpetual 

Motif, the most recent monograph on Man Ray, is an important part of the 

reassessment of the artist and useful for updating the information on the 

pieces. 

The following is the beginning of a complete listing of the objects of the 

New York period, including their photographs and replicas. Citations of 

publications and exhibitions of Man Ray's objects are limited to those earliest 

known and to the most important, thereafter. Unless specific mention is 

made in the text, the circumstances of the loss or destruction of the objects are 

unknown. Two works that are occasionally included in exhibitions of Man 

Ray's objects have been excluded from this text. The first, Souvenir, is a collage 

that incorporates some "foreign" elements, but is very much a two- 

dimensional work, presented in a frame of sorts, and it does not address the 

same issues as the objects, neither with regard to the relation to the history of 
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art, nor to the specific issues of photography or editions.113 The second, Chess 

Pieces, has been excluded because it is in spirit more about industrial design 

than object making. The pieces are not made from utilitarian objects, nor were 

they intended to be useless. 

113Tapesfry and Self Portrait and Boardwalk, all essentially two-dimensional works, might 
also have been excluded on the similar grounds, but two-dimensionality alone is not a strong 
enough basis for exclusion. 
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TAPESTRY 1911,1919 

110 fabric swatches sewn together, mounted on canvas nailed to board, 165.2 x 
65.6 cm 
Inscriptions: Signed twice l.r. "Man Ray, 1911" 
Collection: Man Ray Trust, Paris 
Exhibitions: Los Angeles County Museum, Man Ray, 27 Oct.—25 Dec. 1966 

cat. no. 142. repr. 56 
Museum Boymans van Beuningan, Man Ray, Rotterdam, 24 Sep.— 
7 Nov.1971, cat. no. 136 
National Museum of American Art, Perpetual Motif: The Art of Man 
Ray, 2 Dec. 1988—20 Feb. 1988 

Publications: J.H. Martin, Objets de Mon Affection (Paris, 1983), no. 1,19 
Schwarz, Rigour of the Imagination (London, 1977), no. 221,137 

Tapestry [fig. 14] is an object composed of 110 fabric swatches which were 

probably selected from one of Man Ray's father's sample books. The pieces 
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range between white and black. They are arranged in a delicately balanced 

composition, sewn by someone other the artist, which is completely 

abstract.114 Carl Belz points out, however, that this completely abstract work 

was somewhat of an aberration in Man Ray's oeuvre at the time. It relates 

neither to what came before it nor what would come immediately after it. 

This is essentially because it was conceived a decorative piece, not an art 

object. 

Some authors, however, see Tapestry as a precocious example of abstract 

art and innovative techniques. Around 1911 only a few artists, whose works 

Man Ray could have seen, such as Dove and Hartley, were working in a 

highly abstracted style. Since Tapestry was completed in the same year Picasso 

started on his Still-life with Chair-caning (1911-12) Schwarz sees both works as 

early experiments in the use of non-traditional material in the making of art. 

Picasso used a hemp rope as one element of his composition, while in Man 

Ray's work the fabric was the composition.115 Some of Man Ray's later works, 

however, such as Self Portrait and Boardwalk employ a blend of painting and 

foreign objects more similar to the work of the cubists. 

The title of this first object contains no trick, no play on words. It is a 

tapestry of sorts. Man Ray designed it as a wall hanging for his apartment in 

Brooklyn, but it was used at least at one point as a bed cover.116 Tapestry, 

114Most authors think that the fabric pieces belong to a tailor's sample book which their 
size and shape confirm. In Self Portrait, 33, Man Ray implies this origin: "It was composed of 
rectangles of black and gray samples of cloth." Both Juliet Man Ray and Carl Belz state that 
the work was sewn by some one other than Man Ray. "While Ray arranged all the pieces, a 
seamstress did the final construction." Belz, The Role of Man Ray, 53. 

115Schwarz, Rigour, 133. 

116Man Ray, Self Portrait, 33. 
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however, is more akin to a quilt than to a tapestry in the method of its 

making. "Tapestry" implies something woven. Man Ray himself refers to this 

object as "a sort of crazy quilt."117 One should note that in American quilt 

making, "crazy quilt" is the term used for quilts of abstract patterns, and there 

are several American quilt designs from the nineteenth and twentieth 

centuries at the same level of abstraction and with a similar sense of color 

balance as Man Ray's Tapestry [fig. 15]. As the artist grew up, his mother made 

quilts from the scraps and samples around the house, and she enlisted the 

help of Man Ray and his brothers and sisters.118 It seems that it is this folk art 

tradition that lead Man Ray to create such an abstract work in a time when the 

fine arts were still tied to figurai representation. While Tapestry should not be 

15. Anonymous: Squares, New Jersey, c. 1890 

117Ibid. 

118Naumann, Perpetual Motif, 52. 
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considered a quilt, its reference to this long, venerable folk art tradition is 

essential. 

Like a readymade, what separates this quilt from its utilitarian status is the 

volition of the artist. Man Ray considered Tapestry an object, at least later in 

his career after the phenomenon of the object had occurred. A photograph in 

his card file taken in New York in 1919 shows it hanging on the wall, and it is 

at this point that Naumann believes Man Ray claimed the decorative item as 

a work of art.119 The actual date of the designation of this title is unknown but 

since it was created as a decorative piece the title conceivably dates back to 

1911. 

Schwarz also feels that the "idea of the artist" is what makes Tapestry 

different from an American quilt. 'Just as a bicycle wheel is a bicycle wheel as 

long as Duchamp doesn't select it." 120 Belz states that the object's raison d'être 

"places it more within a Dada context than as part of a chronology of early 

abstract expression."121 The raison d'être for Tapestry, according to Man Ray, was 

as an act of rebellion as well as an art work. 'It was one of my first declarations 

of independence when I got out of art school."122 Art as an act of rebellion is 

certainly an aspect absent in American quilt making. 

119Conversation between this author and Francis Naumann 5 October 1989. The photograph 
appears attached to one of a series of cards in the Man Ray Trust, on which the artist himself 
wrote titles and dates. These cards are an invaluable source for identifying his work, 
unfortunately, many cards loaned or given by Man Ray to interested parties are now missing. 

120Interview June 1988. 

121Belz, Art Journal, 207. 

122Harriet Janis and Rudi Blesh, Collage: personalities concepts techniques (Philadelphia, 
1962), 195. 



SELF PORTRAIT 1916 (also known as Invention and Portrait U) 
Aluminum paint, buzzer and two bells on panel, 61.2 x 45.6 cm; original destroyed 
Exhibitions: Daniel Gallery, Exhibition of Paintings and Drawings by Man Ray, 

New York, 16 Dec. 1916—16 Jan. 1917, cat. no. 9, under the title 
Portrait II 

Photograph 1916: Gelatin silver print, 28.5 x 30 cm 
Collection: J. Paul Getty Museum, Malibu 
Exhibitions: Zabriskie Gallery, Man Ray—The New York Years, New York, 

29 Nov. 1988—6 Jan. 1989, repr. 12. 
Publication: Schwarz, Rigour of the Imagination, no. 236, 142. 

J.H Martin, Objets, no. 4, 2. 
Foresta, Perpetual Motif: The Art of Man Ray (New York, 1988), 
no. 65,72. 

Edition 1964:3 ex. Painted aluminum panel with push button and two bells, 
71.2 x 48.3 cm; by Galleria Schwarz. 

Collections: Man Ray Trust, Paris 
William and Marilyn Van Kappel 

Exhibitions: Los Angeles County Museum, Man Ray, 1966, cat no. 143. 
National Museum of American Art, Perpetual Motif, 1988 
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17. Edition 1970: 40 ex. Seri graph on plexiglass, 50 x 38 cm; made by Lucien 
Treillard for Georges Visât, Paris 

Inscriptions: Signed l.r., numbered 1.1. 
Exhibitions: Hayward Gallery, Dada and Surrealism Reviewed, London, 

11 Jan.— 27 Mar.1978, cat. no. 2.23 
Museum Boymans van Beuningan, Man Ray, Rotterdam, 1971, 
cat. no. 273. 

Publications: Penrose, Man Ray, no. 15,43. 

Self Portrait was first exhibited in 1916 under the title Portrait II and was 

also known as Invention before it was changed to the title it bears now and may 

not have originally been intended as a self portrait of the artist.123 It was a 

panel, coated with black and aluminum paint and bearing three 

manufactured objects, a push button and two bells.124 The combination of 

123The alternate titles appear on a card in Man Ray's file. 

124The makeup of the panel is unknown. The warp and weft of canvas may be visible in the 
artist's original photograph of the object, but the image is not clear enough to be used as 
evidence. 
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painted forms and attached objects resembles an anthropomorphic figure, the 

portrait, with the bells serving as eyes and the push button as a navel. A hand 

print in the center of the panel—presumably made by the impression of Man 

Ray's paint-coated hand—may be viewed as a simple design element, the 

signature, or the portrait. In a painting made the same year by Man Ray, he 

uses a hand print both as a design element and a signature. Man Ray states 

that in Self Portrait the hand was his signature and neither work shows a 

signature on the front.125 The hand is an important symbol for Man Ray, and 

he repeated the form in other self portraits like Main Ray (1935). As an 

anthropomorphic form it is still connected to the objective painting of his 

work up to 1916. The interest in the abstraction of the human form also 

connects him to the art of both the cubists and artists of the Stieglitz circle. 

Schwarz states that Self Portrait was "the first Dada assemblage 

anywhere,"126 and it has been frequently considered so by other authors. Even 

though it was made the same year the word dada was used as the name for an 

art movement in Zürich, any connection of Self Portrait to the dada group in 

Zürich would have been in retrospect.127 Radical, yes. Dada, no. Works in 

what became known as "the dada spirit" did began to appear after Duchamp's 

foray into the readymade in 1915. Jean Crotti, for instance, exhibited in April 

125Man Ray, Self Portrait, 71. 

126Schwarz, Rigour, 136, probably means "dada in spirit," but he is implying that Man Ray 
was a dada artist before anyone else, just as he makes similar claims with terms like "proto- 
surrealist." Man Ray may have been ahead of his time, but this effort to make him out as the 
first dada artist or the first surrealist is misleading and should be avoided. 

127The term may have been heard in New York by November 1916, but it was not until 1920 
that the artists in New York began to associate themselves with the term dada. For a detailed 
history of the birth of New York dada see Naumann, "New York Dada Movement: Better Late 
Than Never," Arts Magazine 54, no. 6 (Feb. 1980), 143-49. 
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1916 works using found object as elements in his compositions, such as The 

Clown [fig. 18] or Les forces mécaniques d'amour en mouvement128 which are 

similar to Self Portrait in that they are essentially two-dimensional 

compositions with three-dimensional elements. 

18. Jean Crotti: 
The Clown, 
1916 

l28Camfield, Tabu Dada, 14. 
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Dada or not, Self Portrait certainly confused the gallery patrons who were 

not yet familiar with this unusual use of household articles in painting. 

When it was exhibited in December 1916 at the Daniel Gallery in New York, 

Man Ray recalled, "Everyone who pushed the button was disappointed that 

the bell did not ring...I was called a humorist, but it was far from my intention 

to be funny. I simply wished the spectator to take an active part in the 

creation."129 The bells are non-functional, and uselessness is an aspect of Man 

Ray's objects that continued throughout his object making. 

129Man Ray, Self Portrait, 71. Naumann notes, though, that this was not meant as "a 
simplistic stimulus-and-response demonstration, as in a psychological experiment," in Perpetual 
Motif, 72. It seems as if the objects were, therefore, merely a whimsical element essential to the 
abstract composition. 
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BOARDWALK 1917 
Paint, knobs, cloth covered cord on wood, bullet holes, 64.7 x 71 cm 
Inscriptions: l.r. "Man Ray/ 1917," on verso "bullet holes L'Aventure 

Dada/Galerie de l'Institut 1957" 
Collection: Staatsgalerie, Stuttgart 
Provenance: Mlle. Gloria de Herrera, Paris 

William Copley 
Exhibitions: Salon des Indépendents, Paris, 28 Jan.—28 Feb. 1922, cat. no. 3064 

Galerie Charles Ratton, Objets Surréalistes, Paris, Spring 1936 
Exposition Dada, Galerie de l'Institut, Paris 1957 

Publications: Ribemont-Dessaingnes, Man Ray (Paris, 1924) 
Schwarz, Rigour of the Imagination, no. 246, 145 
J.H. Martin, Objets, no. 5, 22 

20. Edition 1973: 9 ex. (3 artist's proofs and one preparatory proof, slightly 
different from final) India ink and collage on wood panel, 58 x 64.5 
cm; for Galleria il Fauno, Turin by Lucien Treillard 

Inscriptions: Signed and dated "1917-1973" 
Exhibitions: Assessorato antichità belle arti e problemi della cultura, Man 

Ray-l’occhio e il suo doppio, Rome, Jul.—Sep. 1975, cat. no. 29 
Publications: Penrose, Man Ray (London, 1975), no. 34, 72 

19. 
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20. 

Boardwalk, according to Schwarz, "was inspired by the bits and pieces lying 

around in Man Ray's room,"130 a genesis which probably accounts for many of 

Man Ray's objects. It is, in the artist's words, a "painted panel still-life with 

simulated wood-textures and real strings and knobs."131 Drawer pulls and 

cloth covered cords are attached to a panel painted with a checkered pattern 

similar to that of a chess board and simulated tweed cloth.132 Man Ray used 

this technique of painting forms to look like the elements of a collage earlier 

130Schwarz, Rigour, 154. 

131 Man Ray, Self Portrait, 119. 

132Schwarz, Rigour, 154. Schwarz states that Man Ray had always been "very much 
absorbed by perspective problems." 
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in Rope Dancer Accompanies Herself with Shadows, and it is also seen in cubist 

works, such as Picasso's Guitar Player, which were exhibited at The Modem 

Gallery in 1916.133 

Unlike some Picasso's collages where a fragment of a newspaper, for 

example, may represent a newspaper in a still life, the collage elements in 

Boardwalk constitute no apparent logical relationship. If the section of tweed in 

Boardwalk represents a man's suit it certainly adds an odd element to the 

composition. Still, the collage-like combination of forms seems to relate to the 

cubists' work. Man Ray had seen an exhibition in 1914 of Picasso's collages at 

291, and between 291 and The Modem Gallery there were numerous 

exhibitions of the French master's work shown in New York. At the time, 

Man Ray was interested in the use of newspapers as elements of the 

composition, but he either did not see them as representing still-life elements, 

or chose to interpret his forms in a different manner.134 

"Board" in the title refers most obviously to the chessboard form which is 

painted in what Schwarz calls "Man Ray's own perspective." The black 

squares at the top are compressed and distended toward the bottom so that the 

odd chess board seems to be moving off the bottom of the panel. "Boardwalk" 

is a simple pun on this chess board image. The strings attached to the drawer 

pulls recall some sort of mechanical device which might move or walk along 

the board, and the cords have also been read as propellers, all of which 

Schwarz suggests may relate to Picabia's mechanomorphic creations.135 

133
G«ifar Player was probably shown in the exhibition that was held from 12 February to 4 

March 1916. 

134J.H. Martin, "Interview with Man Ray," in Man Ray: Photographs, 36. 

135Schwarz, Rigour, 154 
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Another interpretation in the catalogue of the Staatsgalerie in Stuttgart, 

proposes that the knobs and cords are combined in a diagram of chess moves. 

This is not only borne out in the fact that the knobs are in contrasting colors 

like chess pieces but also in that Man Ray was becoming increasingly 

interested in playing the game.136 This chess image is further emphasized in 

the later edition of the object, which is primarily black and white so that the 

knobs are clearly in opposing colors [fig. 20]. The sense of design, however, 

overrides any ancillary meanings. The appeal of the work is primarily in the 

combination of forms into a balanced, abstract composition. 

The work became a prop in an unofficial dada manifestation when 

demonstrators in a 1957 dada retrospective in Paris attacked Boardwalk along 

with Man Ray's Object to be Destroyed. "Outraged that a once revolutionary 

movement had become a gallery commodity, student artists and writers— 

called Les J'Arrivistes ('the pushers')—stormed the exhibit, singling out Man 

Ray's works in particular for attack."137 The work was taken into the street and 

shot with a pistol despite Man Ray's attempts to intervene.138 When the 

students were defended by Albert Camus, Man Ray conceded the case, saying 

their actions had been appropriate.139 On the back of the work, Man Ray even 

credits the bullet holes to the VAventure Dada exhibition. In fact Man Ray 

136Karin von Maur and Gudrun Inboden, curators, Staatsgalerie Stuttgart/Malerei uni Plastik 
des 20. Jahrhunderts (Stuttgart, 1982), 273-274. Chess references can be seen in Man Ray's work as 
early as 1911 and continued throughout much of his career. 

137Foresta, Perpetual Motif, 45. 

138Sanche de Gramont, "Remember Dada-Man Ray at 80," New York Times, 6 September 
1970, sec. 4,6. 

139Foresta, Perpetual Motif, 45-6. 
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declined the insurance company's offer to reimburse the cost of the object, as 

he now considered Boardwalk a dada object, and, therefore, more valuable. 
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21. NEW YORK 1917 1917 
Wooden strips and metal C-clamp, h=52.6 cm, (70°); original destroyed 
Exhibitions: Librarie Six, Exposition Dada/Man Ray, Paris, 3-31 Dec. 1921 

Galerie aux Cahiers d'Art, Paris, 1936 

22. Model: 

Inscriptions: 

Collection: 
Exhibitions: 

Used for Edition 1966, date unknown. Wooden strips and painted 
metal clamp on wood base, h= 46 cm d= 24.5 cm 
"Man Ray 1917" on strips, length of strip in cm on each, "soudure" 
on base 
Phillip Rein, Paris 
National Museum of American Art, Perpetual Motif, 1988, no. 67, 75 
(published as the original) 

23. Edition 1966: 9 ex. Chrome plated bronze, brass, painted brass clamp, h= 45 
cm, d= 24 cm; made by Marcel Zerbib, Paris 

Inscriptions: "New York 1917" 
Collections: Galerie Diderot, Paris 

Hirshorn Museum and Sculpture Garden, Smithsonian Institution 
Exhibitions: Los Angeles County Museum, Man Ray, 1966, cat no. 144 

Museum Boymans van Beuningan, Man Ray, Rotterdam, 1971, 
cat. no. 137, repr. 69 

Publications: Zerbib, Objets de Mon Affection, (Paris, 1968), n.p. 
Schwarz, Rigour of the Imagination, no. 247,145 
J.H. Martin, Objets, no. 7, 26. 

The original New York 1917 according to Man Ray was destroyed but it was 

documented in his own photograph. As revealed in the photograph, the 
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original work consisted of a C-clamp holding wooden slats at a 70° angle. This 

also describes the piece in the collection of Phillip Rein, which has been 

wrongly published as the original [fig. 22].140 The Rein piece does not resemble 

the photograph [fig. 21] from Man Ray's personal card file.141 The profiles are 

different, as are the heights of the two works, assuming Man Ray's 

measurement of the original at twenty-one inches (52.6 cm) is correct. An 

entry in Objets de mon affection published by Philippe Sers describes a wooden 

24. Abraham Walkowitz: 
Cityscape, c. 1912 

model used for the creation of the 1966 edition, and it is quite possible that 

this is the work in the collection of M. Rein. 

MOxhis work was published in Naumann's essay in Perpetual Motif as the original, but 
without the permission of the author who also believes the work wrongly attributed as the 1917 
object. 

141The measurements given in J.H. Martin's Objets match those of the Rein piece exactly, 
there are numbers written on each of the wood slats in a European handwriting that are in 
centimeters as well as stamps in French, none of which would have been common in New York in 
1917. The clamp, furthermore, is made in France, and the word "soudure," which translates as 
"solder," is written on the base, " is clearly an instruction for the manufacturer. 
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New York 1917 is significant as the first truly three-dimensional object in 

Man Ray's oeuvre. As previously noted, the change in Man Ray's art toward 

making three-dimensional objects occurs in the same year as the much 

publicized rejection of Duchamp's Fountain by the Society of Independent 

Artists. Schwarz writes that New York 1917 was inspired by "a number of 

wooden strips of various lengths lying around Man Ray's New York 

studio."142 The materials call to mind those used in building construction, and 

the title refers to the resemblance of the piece to the skyscrapers in New York 

clamped (crowded) together.143 It could be, as many have suggested, one single 

skyscraper; however, the stepped back profile of the skyscraper did not appear 

until the 1920s, and the title, "New York," also indicates a portrait of the 

whole city and, therefore, a skyline, made dynamic by the diagonal position. 

In the 1966 edition in chrome [fig. 23] Man Ray (or Marcel Zerbib who made 

the edition) has, intentionally or not, updated the sculpture to resemble more 

closely the shiny surfaces of the modern dty. 

Since the non-traditional materials of New York 1917 are subordinate to 

the single image, which is reinforced by its title, the object is not 

unaccountable to the extent of Duchamp's readymades. Without the title, the 

materials of the original object would seem a curious combination, but the 

work and the title cannot be separated. Instead, New York 1917 relates more to 

the great proliferation of images of New York especially from such artists of 

the Stieglitz circle as Marin, Weber, Walkowitz, and Stella. Like Man Ray, 

these artists were interested in portraying a dty pared down into abstract, 

142Schwarz, Rigour, 154. 

143Photographs of New York City around 1917 show an increasingly dense and developing 
skyline. 
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dynamic shapes. Walkowitz' Cityscape (c. 1912) [fig. 24], for example, portrays a 

kind of massing of forms that is similar to that seen in New York 1917. No 

other artists were working with this subject matter in three-dimensional work 

until John Storrs in the 1920s. 
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25. 

BY ITSELF, 11918 (also known as Sculpture by Itself) 
Wood, cork and iron, 43 x 18.5 x 19 cm 
Inscriptions: On paper attached to verso "Sculpture Man Ray 1918 N.Y." 
Collection: Westfâlisches Landesmuseum fur Kunst und Kulturgeschichte, 

Munster 
Exhibitions: Librarie Six, Exposition Dada, Paris, 1921 

Galerie aux Cahiers d'Art, Paris, 1936 
National Museum of American Art, Perpetual Motif, 1988 

Publications: Schwarz, Rigour of the Imagination, no. 248, 145 
J.H. Martin, Objets, no. 6, 23 

Edition 1966: 9 ex. Gilded bronze, 41 x 18.5 x 19.5 cm; made for Marcel Zerbib, 
Paris 

Collection: Philadelphia Museum of Art, Gift of Dr. and Mrs. William 
Wolgin 

Inscriptions: "Man Ray 1918 reused 1919-1920" 
Exhibitions: Los Angeles County Museum, Man Ray, 1966, cat. no. 140, repr. 116 

Museum Boymans van Beuningan, Man Ray, Rotterdam, 1971, 
cat. no. 138, repr. 70 

Publications: Zerbib, Objets de mon affection, 1968 
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BY ITSELF II1918 

Wood, h= 56 cm 
Collection: Kunsthaus, Zürich 
Publications: Schwarz, Rigour of the Imagination, 1977, no. 249,145 

J.H. Martin, Objets, no. 9, 24 

Photograph: Titled Sculpture, 1918. Silver print 
Collection: Galerie Octant Paris 
Exhibitions: National Museum of American Art, Perpetual Motif, 1988 

Edition 1966: 9 ex. Gilded bronze on a base of white or black bronze, h=56 cm; 
made for Marcel Zerbib, Paris 

Inscriptions: Signed, numbered, and titled 
Exhibitions: Los Angeles County Museum, Man Ray, 1966, cat. no. 141, repr. 117 

Museum Boymans van Beuningan, Man Ray, Rotterdam, 1971, 
cat. no. 139, repr. 70 

Publications: Zerbib, Objets de mon affection, 1968 

Edition 1968: Bronze, h=17 cm 
Collection: Juliet Man Ray, Paris 
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The way in which Man Ray titled these two objects implies some relation 

between them, but this relation is not discernable unless one imagines the 

second version as some sort of evolution of the first. By Itself I is constructed 

from pieces of wood, cork, and iron144 that create an undeniably 

anthropomorphic and primitive form. Man Ray even told the customs officer 

in Paris in 1921 that it was "a primitive idol made by the American 

Indians..."145 The object at the top of the piece creates two eyes with a heavy 

protruding brow and long nose, the wider area at the bottom forming two 

legs. The title seems to have been intended to suggest that the sculpture 

evolved by itself, as if it were a readymade.146 

By Itself II embodies more clearly the idea that the sculpture formed by 

itself. If the work is a found object, as Naumann believes, then the object is a 

sculpture by itself, that is, without any sculpting on the part of Man Ray.147 As 

a second generation if By Itself I, regardless of the origin of the piece, the 

abstract forms (while still vaguely anthropomorphic) are now unified and no 

longer discrete parts of a whole. The forms flow easily from one to another, 

almost giving the sense that the object develops organically, by itself. There is 

a resemblance between By Itself II and the work of Robert Laurent and Max 

Weber, who were among the few American sculptors working in an abstract 

vein at this time, and Man Ray would have had numerous opportunities to 

144Schwarz, Rigour, 154, states the the iron elements are parts of a lampshade. 

145Man Ray, Selfportrait, 110. 

146J.H. Martin, Objets de mon affection, 6. 

147Naumann, lecture Rice University, 3 December 1989, feels that the object is part of a 
loom but has not yet been able to identify it. 
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view their work.148 Weber's Spiral Rhythm (1915) [fig. 29] is an example of the 

kind of organic, abstract forms being explored in American sculpture in the 

early twentieth century, and By Itself II is not wholly independent of this 

exploration, whether because the organic form was created through the artist's 

actual intervention or through his recognition of the organic nature of the 

found object. 

Both versions of By Itself have been titled Sculpture by Man Ray at one 

point. In By Itself I it is written on the label on the back; with By Itself II, it is 

the title of Man Ray's 1918 photograph. The nature of these objects seems far 

from the concept of the readymade, in that they resemble more closely the 

sculptures of nineteenth and twentieth-century art nègre. An important 

exhibition of African sculpture took place at 291 in the winter of 1914, and 

1 ^Laurent, for example, had a sculpture exhibit, including works such as the one 
illustrated, at Daniel Gallery in 1915, where Man Ray would have his own show a year later. 

29. Max Weber: Spiral Rhythm, 1915 
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30. Man Ray: Untitled, 1919 

tribal art waspopular among avant-garde circles in the United States and 

abroad, all of which may account for this resemblance.149 

For Schwarz, the resemblance is not to African sculpture or art nègre but to 

robots and Picabia's mechano-morphic forms.150 By Itself I is a particularly 

robot-like form, but in Picabia's work the title contributes an additional layer 

of meaning which turns the machine image into a human metaphor, and 

here Man Ray's titles do not call upon the man/machine relationship. When 

149Marius De Zayas was in the forefront in the effort to bring African Art to America, and 
published and important African Negro Art: Its Influence on Modern Art in 1916. Homer, Alfred 
Stieglitz, passim, esp. 54. 

150Schwarz, Rigour, 154. Schwarz notes that "the theme of man-into-robot which appears 
for the first time in these two personages is a recurrent one in Man Ray's oeuvre," as in Mr. and 
Mrs. Woodman. 
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compared to Picabia's work in mechano-morphic images, both By Itself I and 

II have either failed to reach Picabia's level of sophistication or attempt 

something quite different. It seems that regardless of their mysterious titles, 

these works are more tied to sculptural issues such as surface and positive and 

negative space. 

Penrose notes that By Itself I and II differ from Man Ray's later objects in a 

"lingering reference to sculpture."151 Man Ray's later objects abandon this 

reference. Uselessness, an essential element of many of Man Ray's objects, is 

not an issue in either object because of the strength of this lingering sculptural 

quality. The identity of the appropriated everyday items in By Itself I is 

subordinated to the whole so that their uselessness is irrelevant. In fact, it is 

difficult to imagine what purpose these items might have served before they 

were added to the sculpture. By Itself II is made solely of wood and, even if the 

artist found the piece as it is, it is clearly related to sculpture in the traditional 

sense of a carved form. Man Ray's untitled aerograph of 1919 [fig. 30] shows 

that the artist was interested in By Itself II as pure form. He combines it with 

other shapes in an oval composition which Foresta notes mimics the cubism 

of Picasso and Braque.152 

151
 Roland Penrose, Man Ray (London, 1975), 57. 

152Foresta, Perpetual Motif, 21. 



MAN, 1918 (also known as La Femme) 
Egg beater; discarded 

89 

Photograph, 1918: Silver print, 50.7 x 38.5 cm 
Inscriptions: Recto: "L'homme" 
Collection: Jedermann Collection 
Provenance: Arturo Schwarz, Milan 
Exhibitions: National Museum of American Art, Perpetual Motif, 1988, no. 69, 78 

Frankfurter Kunstverein, Man Ray Inventionen und 
Interpretationen, Frankfurt, 14 Oct.—23 Oct. 1979, cat. no. Ill, 144 
Museum Boymans-van Beuningen, Man Ray, Rotterdam, 1971, 
cat. no. 249, repr. 104 

Publications: Schwarz, Rigour of the Imagination, 1977, no. 272, 149 
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1920 print: 
Inscriptions: 
Collection: 
Provenance: 
Exhibitions: 

Publications: 

38 x 29 cm 
Signed and dated "New York, 1920" l.r., "La Femme" 1.1. 
Collection Musée National d'Art Moderne, gift of Mme. Arp 
Mme. Sophie Taeuber-Arp 
Galerie Montaigne, Salon Dada: Exposition Internationale, Paris, 
6—30 Jim. 1921 
National Museum of American Art, Perpetual Motif, 1988 
J. H. Martin, Man Ray: Photographs, no. 9, 23 

The object Man is an eggbeater and can be considered a readymade, but the 

work of art as captured in the photograph is the eggbeater hung on a wall and 

accompanied by its cast shadows. Although the object itself is not altered, J.H. 

Martin notes that the eggbeater in the photograph seems to meld with its 
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shadow and be transformed into a more obvious phallic form.153 This is Man 

Ray's only readymade of this period and it is telling that he did not present the 

object alone to the viewer. Both the visual and the conceptual aspects of the 

piece required the controlled view and captured shadows of the photograph. 

As a image of a man, and possibly a self-portrait, Man is informed with 

the same man/machine spirit one finds in Picabia's work, including the 

sexual implications of the human as machine. Man may have a sadistic 

connotation when one considers the title and the name of the actual object 

and its potential action. Schwarz suggests the title refers to Man Ray's marital 

relations at the time. "He chose egg (i.e. woman) beater when he was having 

trouble with his wife Donna (Donna is woman in Italian)."154 

Hubert-Martin notes that here Man Ray is interested in the discrepancy 

rather than the equivalence between object and title,155 which is found in 

works like Picabia's Ane (1917), an image of a propeller [fig. 33]. Likewise 

Morton Schamberg's God is a three-dimensional example of the same 

principal, where a plumbing trap in a miter box represents a shocking image 

of God. Again it is the title that delivers the shock and transforms the 

utilitarian object into the art object. Is it possible that this is the man 

Schamberg's God might have created in his own image? 

Man Ray sent Tristan Tzara a copy of both Man and Woman to be included 

in Salon Dada: Exposition Internationale in the spring before his arrival in 

153J.H. Martin, Introduction to Man Ray: Photographs, 6. The egg beater is a form repeated 
in Man Ray's oeuvre. Martin states: "In 1917, he had already made a cliché-verre of an Egg- 
beater which recorded its successive movements." 

154Schwarz, Rigour, 158. 

155J.H. Martin, Introduction to Man Ray: Photographs, 7- 8. 
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Paris.156 The fact that the two objects were made in the same year and were 

sent together to Paris seems to indicate that Woman was meant as a 

companion to Man, which Naumann confirms.157 Man Ray titled the work 

Man in 1918, but the print in the collection of the Centre Pompidou bears the 

title La Femme, 1920 [fig. 32]. Naumann speculates that the handwriting, which 

does not seem to belong to Man Ray, belongs to Tzara who may have switched 

the titles of the photographs for their exhibition in Paris. There is, however, 

no known copy of Woman with the title "Homme."158 

156Foresta, Perpetual Motif, 25. 

157Naumann, Perpetual Motif, 86 note 35. 

158Ibid. Extensive energy has been put into the discussion of Man as La femme that is 
inappropriate if Naumann's theory is correct and the title switch was not Man Ray's doing. For 
example, J.H. Martin's discussion of the influence of Freud on Man Ray would be no longer valid: 
"Walter Conrad Arensberg's small circle of friends knew of Freud's theories and discussed 
them...the fact that Man Ray entitled his egg-beaters both L'homme and La femme stemmed 
more from his knowledge of Freudian concepts of the psyche than from an attempt at humour on 
his part," Introduction to Man Ray: Photographs, 8. 
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WOMAN 1918 (also known as Shadows and Integration of Shadows) 
Clothes pins, glass plate, string, and flash reflectors; object dismantled 

Photograph, 1918 : Silver print, 43.7 x 33.5 cm 
Collection: Gilman Paper Company 
Provenance: Arturo Schwarz, Milan 
Exhibitions: Galerie Montaigne, Salon Dada, Paris, 1921 

Museum Boymans-van Beuningen, Man Ray, Rotterdam, 
cat. no. 248, repr. 99 
National Museum of American Art, Perpetual Motif, 1988, no. 70, 79 

Publications: The Little Review, 11, no. 1 (Spring 1925), [42] 
J.H. Martin, Objects, no. 13, 29 
Schwarz, Rigour of the Imagination, no. 273,149 

Woman consists of clothes pins, a glass plate, and flash reflectors which are 

combined in another mechanomorphic representation of a human form. As 

an image of a woman, the clothes pins could refer to the domestic duties of 
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women and the two dishes can be read as breasts or eyes. The image is not, 

however, a likeness. It is the title that leads the viewer to see anthropo¬ 

morphic references in the work. Krauss notes that the individual 

objects assembled to make the woman are those used in the process of 

photography, making the photograph Woman, therefore, self referential.159 

Woman was never replicated so the plastic object cannot be compared with its 

photograph; however, this work is clearly more complex and probably more 

interesting as a photograph. Like Man, the art object is really the work as 

represented in the photograph, since Woman depends on the control over the 

way it is viewed that the photograph offers. 

Again the shadows are as important to the composition as the object itself. 

Martin writes, "Here Man Ray consciously cultivates our confusion of the 

forms of objects and their shadows."160 Like the title, the shadow helps 

remove the objects that compose the woman from their standard context, by 

mirroring shapes and concealing edges and details. It is because of the 

importance of the shadows that the piece is often titled Integration of Shadows. 

Although it is commonly used, the origin of this title is a mystery. 

Because Woman is a combination of objects, it relates more closely to 

Picabia's invented machines than to his renderings of common objects. 

Woman is tied into the penchant of Picabia and Duchamp for mechanical 

representations of women, such as in works like Picabia's Voilà la femme or 

Fille née sans mère, and Duchamp's Bride Stripped Bare... [fig. 35] or Passage from the 

Virgin to the Bride where the functions are as important as forms. 

159Krauss, Objets de mon affection, 12. 

160J.H. Martin, Introduction to Man Bay: Photographs, 6-7. 



35. Marcel Duchamp: 
The Bride Stripped Bare by Her Bachelors, Even (The Large Glass), 
1915-1923 



LAMPSHADE 1919 or 1920 
Paper lampshade wrapper attached to metal rod; original discarded 
Exhibitions: Galleries of the Société Anonyme, Inaugural exhibition, New 

York, 30 Apr.—15 Jun. 1920 
Société Anonyme, Manhattan Trade School for Girls, 15 Jan. 1921 
Société Anonyme, Colony Club, 18 Jan. 1921 

36. 

36. Post card, 1921: Made for the Société Anonyme 
Publications: Henry Tyrell, "Dada: The Cheerless Art of Idiocy," The World 

Magazine, 12 June 1921 
Yale University, The Société Anonyme and the Dreier Bequest at Yale 
University (New Haven, 1984), 548 

37. Edition 1921: Painted tin, wire, and metal rod screwed into wood base, 
80x30 cm 

Inscriptions: "Lampshade Man Ray. N. Y. 1921" on base 
Provenance: Collection Société Anonyme, Yale University Art Gallery 
Exhibitions: Yale University Art Gallery, Plastic Experience in the 20th Century. 

Contemporary Sculpture: Objects and Constructions, 4 Apr.—6 May 
1946, cat. no. 30 
National Museum of American Art, Perpetual Motif, 1988, no. 71, 81 

Publications: Schwarz, Rigour of the Imagination, 1977, no. 258,147 
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38. Edition 1923: Paper, 120 x30 cm 
Collection: Arnold Crane 
Publication: (with Tristan Tzara and Jean Cocteau) J. H. Martin, Man Ray: 

Photographs, no. 27,56 

Another edition was made in the 1920s for vicomte Charles de Noailles 
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39. Edition 1954: Painted aluminum, 152.5 x 63.4 cm 
Inscriptions: "Lampshade 1919 réplique 1954 Man Ray, collection de l'artiste" 
Collection: Man Ray, Paris 
Exhibitions: Los Angeles County Museum, Man Ray, 1966, cat. no. 145, repr. 118 

Museum Boymans van Beuningan, Man Ray, Rotterdam, 1971, 
cat. no. 140, repr. 71 
Zabriskie Gallery, Man Ray/Objects of My Affection, New York, 23 
Jan.—23 Feb. 1985 

Edition 1956: Cardboard and gouache, 187 x 30 cm 
Collection: Juliet Man Ray, Paris 
Exhibitions: Exposition Galerie Rive Droite, Paris, 16 Oct. 1959 

Centre Pompidou, Qu'est ce que la sculpture moderne?, Paris, no. 62 

40. Edition 1959: 100 ex. Galvanized iron painted white, 245 cm (variable) 
Inscriptions: Signed and dated by MAT 
Collection: Museum Ludwig, Cologne, collection no. ML/SK no. 260 
Exhibitions: Galleria Schwarz, 31 Objects of May Affection, 1920-1964, Milan, 

1964 
Zabriskie Gallery, Man Ray—The New York Years, New York, 
1988 

Publications: Fagiolo, Occhio e il suo doppio, no. 30 



99 

Edition 1964:100 ex. Metal; made by Gavina 

Edition 1971: 12-15 ex. Metal, 77.5 cm; assisted by Giancarlo Montebello 

Man Ray recalls, "There was some rubbish in the vestibule with a broken 

lampshade on top, I carefully removed the paper, took it back to the room and 

hung it up by one end. It formed a pleasing spiral."161 The title of this pleasing 

spiral, Lampshade, is unusually descriptive for Man Ray: what you see is what 

you see. Lampshade seems to be exactly what the title suggests, even though 

the subsequent editions are no longer former lampshade wrappers. When 

suspended, the object becomes a mobile. A photograph of Duchamp's 

apartment in 1917 shows three of his works, Fountain, Hat Rack, and In 

Advance of the Broken Arm, suspended from the ceiling; however, due to the 

inconsistent manner in which these works have been exhibited it is difficult 

to ascertain whether Duchamp intended them as mobile sculptures, where 

the mobility of the piece is important. He did tell Schwarz that the reason his 

readymades were sometimes hung was "to escape from the conformism 

which demanded that a work of art be hung against the wall or presented on 

an easel."162 Whether Man Ray shared these motives in the creation of 

Lampshade is unknown; however, it is an important early example of 

suspended sculpture. 

Schwarz remarks that Lampshade was also the first appearance of the spiral 

in Man Ray's work, a theme that continues throughout his career.163 Henry 

161Man Ray, Self Portrait, 92. 

162Schwarz, Duchamp, 469. 

163 Idem, Rigour, 155. 
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Martin feels that "It's not that the object deranged is beautiful: it's that the 

object deranged is meaningful. What is hidden in the lampshade was simply a 

spiral...he reveals it to us as such, as pure symbol."164 Initially the symbolic 

level may have been less important to Man Ray than the object's beauty. 

Since, however, he was to continue to use the image in other works and 

replicate Lampshade several times, the spiral is clearly an important form for 

him. 

The lampshade in its current state would be useless, which is the 

absurdity of the object, but here, as in Boardwalk, the object's design is more 

important than its unaccountability or its dysfunction. Without its stand the 

original was essentially a readymade, but, as seen in Man, Man Ray never 

really presented the object alone—here it was suspended to reveal to the the 

viewer the pleasing spiral. In fact, when conservative art critic Henry McBride 

reviewed an exhibition at the Société Anonyme he seems to have been struck 

by the beauty of the spiral shape rather than shocked at the irreverence of its 

medium. 'Turn to Man Ray's Tamp shade' with a certain sense of relief. Here 

we are comfortably psychic. Mr. Ray's Tamp shade' is not an actual lampshade 

but a shade of a bygone lampshade...the shade itself has become unglued and 

hangs in a handsome volute."165 

The work featured in the 1921 post card by Man Ray appears to be of the 

original paper version. The spiral is less rigid and it encircles the rod from 

which it is suspended more easily than in the 1921 edition at Yale. Lampshade 

as it exists in the Yale collection is a work of tin twisted into a spiral and 

164H. Martin, Art International, 65. 

165Susan Noyes Platt, Modernism in the 1920s (Ann Arbor, 1985), 92, quoting McBride for 
New York Sun. 
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painted white [fig. 37], and is probably suspended from the same pole used in 

the original version.166 This manner of support suggests a broken lampshade 

still attached to its lamp. The subsequent editions are without a base, and 

usually, as in Cologne [fig. 40], suspended from the ceiling far above the 

ground, not only giving a new point of view, but also eliminating the found- 

object quality. 

In 1920 Lampshade was exhibited in the inaugural exhibition of the Société 

Anonyme. Traditionally it was believed that the original paper lampshade 

was accidentally discarded by a janitor at the gallery, prompting Man Ray to 

replace it in tin—a more permanent material.167 In the Société Anonyme 

catalogue, however, Lesley Baier and Anna Chane dte a letter dated 19 

January 1921 from Dreier in which one finds that Man Ray's memory 

regarding the change from a paper lampshade to a metal one was perhaps 

selective. Dreier wrote to Man Ray: 

I was wondering whether it would not be better to make the 
Lamp Shade scroll out of metal, which would keep its form. You 
saw by the way it was shown yesterday [Colony 1921] that a 
certain limpness had gotten into the paper... How much do you 
think it would cost to make this out of tin?168 

166
Lesley Baier and Anna Chane, "Man Ray," The Société Anonyme and the Dreier Bequest at 

Yale University (New Haven, 1984), 549. 

167Man Ray, Self Portrait, 96, recalls: "The janitor was called in; he had cleaned up the 
gallery earlier. Oh, the paper wrapping for the stand, he said; he'd crumpled it up and 
removed it with the other rubbish. I reassured her [Dreier] saying I'd have it replaced before 
the opening of the show in the afternoon [Société Anonyme]. Going to a tinsmith, I traced a 
pattern on a sheet of metal, which he cut out. I picked up a can of quick-diying flat white paint 
and a brush and carried all back to the gallery. Twisting the metal into a spiral from, I hung it 
on the stand and gave it a coat of white paint. It looked quite like the original paper spiral and 
was dry in a couple of hours." 

168Baier and Chane, Société Anonyme, 549, letter from the S.A. archives. 
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Regardless of whose idea it was to convert Lampshade into tin, the result was a 

permanent object which was pleasing to Man Ray.169 

Based on the exhibition history of Lampshade and the lateness of its 

conversion to tin, Baier and Chane propose that the original object should be 

dated 1920.170 This redating of the object also makes sense in terms of the 

interest Man Ray seems to have developed in mobile sculptures around 1920. 

Another work of 1920, Obstruction, is essentially a mobile, and he also made a 

photograph that year entitled Moving Sculpture which featured clothes blowing 

on the line. 

169Man Ray, Self Portrait, 96, states: "With satisfaction, I contemplated the substitution, 
taking pleasure in the thought that it would resist any attempt at destruction." 

l^Baier and Chane, Société Anonyme, 549. 
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41. 

CATHERINE BAROMETER 1920 
Washboard, glass tube, colored strips of wood, 120.6 x 30 cm 
Collection: Alain Terika, Paris 
Provenance: William N. Copley, New York 
Exhibitions: Salon des Indépendents, Paris, 28 Jan.— 28 Feb. 1922, cat. no. 3065 

Gallery Surréaliste, Tableaux de Man Ray et Objets des Iles, Paris, 
36 Mar.—10 Apr. 1926, cat. no. 13 
Los Angeles County Museum, Man Ray, 1966, cat. no. 147 
Museum Boymans van Beuningan, Man Ray, Rotterdam, 1971, 
cat. no. 141 
National Museum of American Art, Perpetual Motif, 1988, 
no. 112,143 

Publications: Schwarz, Rigour of the Imagination, 1977, no. 244, 144 
J.H. Martin, Objets, no. 17,33 

Catherine Barometer is made from steel wool, a glass tube encircled with a coil, 

wooden strips with numbers which appear to be a color chart, a zinc 

washboard, and a tag which reads "Shake well before using." Although Man 

Ray told a customs officer in Paris that it was a guide for his color 
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combinations,171 Catherine Barometer is traditionally believed to be a portrait of 

Katherine Dreier. This is likely since the object was made in 1920, the year in 

which Man Ray came more frequently into contact with Dreier in the 

activities of the Société Anonyme. 

42. Marius de Zayas: 
Abstract Caricature of Alfred 
Stieglitz, c. 1913 

Dreier has been personified as a barometer. The anthropomorphic 

reference is evoked only by the verticality of the work; there is no visual 

likeness of a human being. The work, furthermore, probably implies a pun on 

171Man Ray, Selfportrait, 110. 
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her name: Dryer (weather) and Dreier.172 Since there are no marks on the 

tube, the barometer cannot be read and cannot work. Uselessness, however, is 

not merely the nature of the combination of objects, it is the raison d'etre of the 

piece. 

Many critics have said that the volatile nature of Dreier was like a 

barometer. Ruth Bohan states that the object "seem[s] to be a clear statement of 

both his personal feelings about her and his lack of confidence in her artistic 

43. Marsden Hartley: 
One Portrait of One Woman, 
1912 

172Ruth L. Bohan, "Katherine Sophie Dreier and New York Dada," Arts Magazine 51, no. 9 
(May 1977), 100. 
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judgments." Bohan also proposes that the label "Shake well before using" 

might be a sexual innuendo, probably signifying no more than a school-boyish 

insult, as well as a statement about Man Ray's frustration with Dreier's much 

decried misunderstanding of dada. As Bohan states, Dreier's "interpretations 

of Dada were largely idiosyncratic and bent to her own purposes."173 

Catherine Barometer is not a likeness but an essence, much like the 

mathematical portraits made by Marius de Zayas for Stieglitz' magazine, 2 91 

[fig 42].174 The symbolic portrait was fairly popular in avant-garde American art 

at this time. Marsden Hartley's One Portrait of One Woman [fig. 43] in 1912 is 

another early example. Picabia contributed his portrait of Alfred Stieglitz in 

1915 to 291 magazine, and Hartley took up symbolic portrait making again in 

1914 with several works including Abstract Caricature of Katherine N. Rhodes. 

Around 1924 the symbolic portrait re-emerged in the work of Charles Demuth 

and Arthur Dove. Man Ray's work resembles the work of de Zayas and 

Hartley particularly in the strict symmetrical arrangement and repetition of 

forms. It is a work in which the conceptual appeal begins to outweigh the 

aesthetic concerns. It is because, perhaps, Catherine Barometer is not an 

especially provocative image that Man Ray never repeated the form nor ever 

made an edition of the work. 

173Ibid. 

174Man Ray would have known de Zayas' work from the magazine 291, from exhibits in 
Alfred Stieglitz' gallery of the same name, held in January 1909, April 1910 and April-May 
1913, as well as from De Zayas' own galleries in operation in New York from 1915 to the early 
1920s. 
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COMPASS 1920 
Toy gun and magnet; object lost 

44. Photograph, 1920:11.7 x 8.5 cm 
Inscriptions: 1.1. "Man Ray"; l.r. "1920" 

Photograph: Printed 1972: 8 ex., silver print, 28.6 x 20.2 cm; Man Ray Trust 
ADAGP 

Inscriptions: Signed and numbered 
Collection: Lucien Treillard, Paris 
Exhibitions: National Museum of American Art, Perpetual Motif, 1988, no. 14,21 
Publications: Schwarz, Rigour of the Imagination, 1977, no. 268,148 

J.H. Martin, Objets, no. 26, 38 

Photograph: Printed 1974,30 x 21 cm 
Exhibitions: Zabriskie Gallery, Man Ray—The New York Years, New York, 

1988 

Compass is a combination of a toy gun and a magnet. The magnet, which 

Man Ray found in his Eighth Street apartment, refers to a real working 
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compass; the gun has become the needle. The gun is a sinister element but 

seems to be wholly irrelevant; Compass is an unaccountable object. Like 

Catherine Barometer, the object would not be an accurate instrument as it 

points in a constant direction: Compass is another useless machine. Perhaps 

there is something to Schwarz' remark that "...the fact that it is a revolver 

instead of a compass needle which points the direction was a premonition of 

the increasing role of violence in the world at that time..."175 

Even though the object is seen in a snapshot of the artist's studio in 1920, 

Man Ray's photograph of Compass is now all that remains and is as important 

as the object itself. Because the subject matter was radical for photography at 

the time, the photograph—despite the beauty of the silver print—attained the 

same level of unaccountability as the object did in the realm of plastic arts. 

This does not mean that Man Ray was not interested in the form of the object 

itself. He uses it again in a 1922 rayograph combined with a set of keys into a 

two-dimensional silhouette. 

175Schwarz, Rigour, 160. 
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EIGHTH STREET 1920 
Crushed tin can, nailed to wood; object lost or destroyed 

45. Photograph: Silver Print, Man Ray Trust ADAGP 
Publications: Schwarz, Rigour of the Imagination, 1977, no. 259,147 

Foresta, Perpetual Motif, 1988, no. 13,21 
J.H. Martin, Objets, no. 15, 31. 

Edition 1973: Tin can on wood panel covered in canvas, 36 x 30.5 cm; by Luciano 
Anselmino, Galleria II Fauno, Turin. 

Collection: Man Ray Trust, Paris 

Eighth Street was a crushed tin can nailed to a board. Man Ray's studio at 

the time was at 147 West 8th Street and the can, presumably flattened by 

passing traffic, indicates by its title the street on which he had his studio, 

including its traffic and its litter. If Man Ray presented the tin can just as he 

found it, as it seems he did, then Eighth Street is one of the few objects in his 
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oeuvre that was in no way altered or added to by the artist.176 This, Schwarz 

says, makes it a work of pure dada,177 and certainly the presentation of garbage 

as art is dada in spirit. In Rigour of the Imagination, however, Schwarz claims a 

new kind of aesthetic was involved in Man Ray's selection of the object. "No 

object's beauty escaped Man Ray's discerning eye."178 The search for a new 

beauty is not, however, a dada goal. As in Compass, the subject is what makes 

the photograph unaccountable in terms of contemporary artistic standards 

even if it happens to be a beautiful photograph. The object was never 

replicated by Man Ray (Gerome Gold, secretary of the Man Ray trust, says that 

the 1973 version was made as a souvenir for the artist by Anselmino) and the 

photograph seems to be the primary work.179 The fact that the object exists 

only as a photograph might indicate that the image was more satisfying to the 

artist in the silver tone of the object as depicted in the photograph. 

176Ma« is an object of this genre. Although shadows form part of the composition of the 
photograph, the actual object is unaltered. 

177Interview with Schwarz, June 1988. 

178Schwarz, Rigour, 156. 

179Interview between this author and Gerome Gold, Paris, June 1988 
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THE ENIGMA OF ISIDORE DUCASSE 1920, (also known as The Riddle and 
The Rebus) 
Original object disassembled, 30.6 x 40.7 cm 

Photograph, 1920: Silver print 
Collection: Gérard Levy Paris 
Exhibitions: National Museum of American Art, Perpetual Motif, 1988, no. 74,83 
Publications: Révolution Surréaliste, 1 (Dec. 1924), 1 

Schwarz, Rigour of the Imagination, 1977, no. 283, 152 

Photograph: Printed 1970 
Exhibitions: Zabriskie Gallery, Man Ray—The New York Years, New York, 

1988 

Photograph: Printed 1971, single print with stamp of Man Ray Studio, 23.5 x 
29.5 cm 

Photograph: 
Inscriptions: 
Exhibitions: 

Publications: 

Printed in 1972,8 copies from 1920 negative, 23.5 x 29.5 cm 
Signed and dated 
II collezionista d'arte contemporanea, Man Ray. Opere 1914-1973, 
Rome, 24 Oct.—8 Dec. 1972 
Qu'est ce que la sculpture moderne?, Centre Georges Pompidou, 
Paris, 1986, no. 61 
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47. 

47. Edition 1969: For Moderna Museet de Stockholm 
Publications: Agee, "New York Dada," Art News Annual (listed as 1967) 

48. Edition 1971:10 ex., 45 x 58 x 23 cm; by Galleria Schwarz 
Inscriptions: Signed and dated on a plaque 
Collection: Ed. 10/10, Virginia Zabriskie, New York 
Exhibitions: Museum Boymans-van Beuningen, Man Ray, Rotterdam, 

cat. no. 143 
Zabriskie Gallery, Man Ray—The New York Years, New York, 
1988 

Edition 1972: Made by Man Ray for Lucien Treillard 
Collection: Lucien Treillard, Paris 
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49. 

49. Enigma II, 1935: Gelatin silver print photograph, 19.5 x 21.3 cm 
Collection: Luciano Anselmino, Milan 

Exhibitions: Museum Boymans-van Beuningen, Man Ray, Rotterdam, 
cat. no. 152,35 

Publications: Schwarz, Rigour of the Imagination, 1977 no. 467, 273 

The Enigma of Isidore Ducasse is one of several of Man Ray's many objects 

made specifically to be photographed.180 The title of the object makes reference 

to the nineteenth-century French symbolist writer Comte de Lautréamont, the 

pen name of Isidore Ducasse. Although the work was disassembled after being 

photographed, Naumann points out: 

Man Ray wanted the viewer to believe that two rather 
commonplace objects were hidden under the carpet.. .The only 
way a viewer could know what they were, though—and thus 
solve the riddle—was to have been familiar with the writings of 
the obscure, though extremely influential, French author Isidore 
Ducasse.181 

These two commonplace objects, a sewing machine and an umbrella, are 

found in the most famous line from Lautréamont's Les Chants de Maldoror, "il 

est beau...comme la rencontre fortuite sur une table de dissection, d'une 

180Interview with Juliet Man Ray, May 1988. 

181Naumann, Perpetual Motif, 80-81. 
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machine à coudre et d'un parapluie."182 This line was singled out by the 

surrealists because of Lautréamont's use of juxtaposition of disparate objects. 

Man Ray expresses his admiration for this aspect of Lautréamont's imagery 

which he said his first wife, Belgian poet Adon Lacroix, helped him discover 

in 1914. "When I read Lautréamont I was fascinated by the juxtaposition of 

unusual objects and words."183 It is tempting, however, to speculate that this 

juxtaposition of unusual objects was fascinating after it became one of the 

favorite issues of the surrealists. 

Naumann and Roger Shattuck both express some doubt about the validity 

of Man Ray's claim of having discovered Lautréamont independently, years 

before his discovery by the dada and surrealist groups. Shattuck states that 

despite Man Ray's claim that Lacroix introduced him to the writings of 

Lautréamont in 1914, copies of Les Chants de Maldoror were extremely rare at 

that time and it is unlikely (though not impossible) that she had one. The 

earliest point at which it was likely that he would have been introduced to 

Lautréamont in either the April or May 1919 issue of the French magazine 

Littérature. In the April publication there is an introduction by André Breton 

discussing Lautréamont followed by his Poésies. In the following year a new 

182Chant VI. The phrase might refer to Mervyn "whose beauty is so unparalleled that 
mortal language cannot do it justice," as described in Baldwin, Man Ray, 38. "La rencontre 
fortuite" could also be the meeting of Mervyn, the sewing machine, and Maldoror, the umbrella, 
and 'la table de dissection" which then would foreshadow the murder of Mervyn by Maldoror 
as suggested in Marc Le Bot, et al, Les Machines célibataire (Junggesellen machinen). [Venice], 37. 
In light of the latter suggestion, Enigma can take on a morbid tone, and one might be tempted to 
believe that the murdered body of Mervyn lies underneath the blanket. 

183Schwarz, Rigour, 161, quoting from Man Ray, 'Tous le films que j'ai réalisé," Etudes 
cinématographiques, nos. 38-39 (Spring 1965): 43-46. 
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edition of Les Chants was published by La Sirène,184 and Naumann states that 

by 1920 the phrase about the "fortuitous encounter" had been raised to 

legendary status.185 

There is reason to suspect, however, that the connection of Enigma to 

Lautréamont came after Man Ray moved to Paris. No evidence has been 

found that indicates that the work was given its full title in New York. 

Although Naumann has discovered that Lautréamont had been popular 

among the American avant-garde long before 1919, a letter Duchamp wrote to 

the Arensbergs in the fall of 1921, extolling the virtues of Lautréamont and 

urging them to investigate for themselves, seems to indicate that the poet was 

not commonly discussed in the Arensberg circle during Man Ray's time in 

New York.186 Furthermore, the catalogue raisonné of Man Ray's objects lists 

Enigma as measuring twelve by sixteen inches which might be the size of a 

sewing machine but certainly not of an umbrella.187 It is not unlikely, 

considering the focus on Lautréamont beginning in France at the time of Man 

Ray's arrival there, that the object was originally entitled The Enigma and then 

changed to The Enigma of Isidore Ducasse some time after Man Ray was in Paris. 

184Roger Shattuck, "Candor and Perversion in No-Man's Land," Perpetual Motif, 323. 
Naumann also suggests that it was the commentary by Breton that led Man Ray to Les Chants. 
Naumann states that "Man Ray's attention would have been drawn to these issues of Littérature 
for they were advertised in Tzara's magazine Dada (nos. 4-5) May 1919 on the same page as an 
announcement of the upcoming New York Review TNT ," which was produced by Man Ray. 
Perpetual Motif, 81 and 87, note 40. 

185Naumann, Perpetual Motif, 81. 

186Conversation between this author and Naumann, 11 October 1989. 

187The measurements on Man Ray's note cards are in inches and the appearance of this type 
of measurement in the catalogue raisonné, which usually uses centimeters, probably means that 
the information comes from Man Ray's cards. The small size might also refer to the size of the 
photograph, but the catalogue raisonné does not include information on Man Ray's photographs. 
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Regardless of when Man Ray incorporated the reference to Lautréamont, 

Enigma is important because it affirmed, as William Agee suggests, "the 

prerogative of art to be completely private and self-referential, recording the 

most obscure stirrings of the unconscious."188 Man Ray stated, "I was 

interested in Lautréamont because a new world was revealed to me, the world 

I was looking for, a world of complete freedom. Lautréamont gave me the 

stimulus to do things I was not supposed to do."189 Duchamp had already 

made a career of exerting his right to be "completely private and self- 

referential," for example, The Large Glass, is a work which still baffles viewers 

and historians alike. 

Carl Belz and Marcel Jean both discuss Enigma in terms of the 

man/machine. Jean says that Enigma is a symbol of the "interiorization of the 

machine within the human being" which was important to the surrealists.190 

Belz points out that the man/machine reference, is also a dada idea.191 This 

idea, though, is only valid if one presumes to know the true contents of the 

blanket. From the photograph, even with the aid of the title, there is no way 

to perceive any man/machine reference much less a specific reference to one 

line of Les Chants de Maldoror. The work relies on the fact that Breton and 

others had singled out one line as being particularly significant and that the 

initiated would understand. Even the initiated cannot actually see the visual 

non sequitur, and it is the photography of the object that creates the mystery. 

188William Agee, "New York Dada," Art News Annual 34 (1966), 109. 

189Schwarz, Rigour, 161, quoting from Man Ray, 'Tous le films que j'ai réalisés." 

190Marcel Jean, The History of Surrealist Painting, trans. by Simon Watson Taylor (London, 
1960), 121. 

191Belz, The Role of Man Ray, 103. 
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Dickran Tashjian believes that Enigma "remains more interesting today for its 

plasticity than for its clever allusion to Les Chants de Maldoror."192 In fact the 

true contents of the original object are insignificant, partly because it is what is 

thought to be under the blanket that matters, but mostly because the image 

itself is visually provocative. 

The notion of hidden objects is also seen in Duchamp's With Hidden 

Noise.193 It seems that it is this aspect of the piece that inspired artists like 

Christo. Christo's work and Enigma are both a type of art by appropriation in 

which the wrapping of objects is the means by which they are claimed by the 

artist. Content aside, Christo, like Man Ray, produces visually compelling art. 

In Enigma II [fig. 49] Man Ray repeated the idea of the concealed object, but in a 

form sufficiently different from the Enigma of Isidore Ducasse that it must be 

seen as a variation on a theme rather than an edition. 

As mentioned in the previous chapter, the subsequent editions of Enigma 

seem much less mysterious or intriguing in the absence of the concealing 

shadows of the photograph. The form appears less monumental in person 

than in the photograph, and the iconic quality is somewhat diminished. The 

editions seem more rigid and more contrived—as if the form is meant to 

clearly contain a sewing machine. If the contents are a sewing machine and an 

umbrella, the work relies on a mystery that for later-day viewers has been 

solved. Hamilton points out that "to imagine the existence of such an image 

^Tashjian, Skyscraper Primitives, 64. 

193Arensberg hid something in the ball of twine which rattled, thus a hidden noise, that 
was kept a secret even from Duchamp. Interview with James Johnson Sweeney, cited in Schwarz, 
Duchamp, 462. 
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in three dimensions...is to realize that when the poetic metaphor is extruded 

into everyday space it risks losing much of is magic."194 

194G.H. Hamilton, Painting and Sculpture in Europe 1880-1940 (London, 1983), 418. 
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L'INQUIETUDE, 1920 
Alarm clock cogs in a glass box filled with cigar smoke, 10.3 x 12.8 cm; object destroyed 
Inscriptions: "Man Ray 1920" top front, and "L'Inquiétude" center front 

Photograph, 1920: Silver print, (object in motion) 
Collection: Edwynn Houk Gallery, Chicago 
Exhibitions: National Museum of American Art, Perpetual Motif, 1988 

50. 51. 

50. Photograph, 1920-21: Sliver print, printed later 
Collection: J. Paul Getty Museum, Malibu 
Exhibitions: National Museum of American Art, Perpetual Motif, 1988 
Publications: Schwarz, Rigour of the Imagination, 1977, no. 350, 220 

J.H. Martin, Objets, no. 21,35 

51. Inquiétude II, 1965: Collage on paper 
Inscriptions: Signed and dated "1920-1965" 
Provenance: Mr. and Mrs Gifford Phillips, Santa Monica 

Sold by Sothebys, New York, 1977 
Exhibitions: Los Angeles County Museum, Man Ray, 1966, cat. no. 138,112 

Like Catherine Barometer, uselessness plays an important part in another of 

Man Ray's works, L'Inquiétude. Schwarz writes: 

Man Ray placed the broken mechanism of an alarm clock in a 
glass filled with a cloud of tobacco-smoke. The eleven letters and 
the apostrophe of the word L'Inquiétude were drawn on the 
surface of the glass case and stood for the twelve hours of the 
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day—a way of saying the anxious feeling was permanent. In this 
case the geared wheels won't work—anxiety can't be dispelled.195 

The title placed in a circle causes the phrase to repeat. One visually borrows 

the "de" from the end of "l'inquiétude" so that the phrase becomes "de 

l'inquiétude" or "de l'inquiet/' as if, like the hours of the day, anxiety goes on 

and on. 

Belz notes that the smoke obscuring the gears softens their appearance, 

concealing their true nature. This would, therefore, lead to uneasiness. This 

work relates to Enigma in that a mystery is created by concealing the contents. 

Belz also says that the piece is of a temporal nature since the smoke-filled state 

lasts ten to fifteen minutes. 

When smoke is first blown into the glass container, its contents 
are invisible, and if the alarm clock is wound, only a mysterious 
ticking is heard. Gradually, however, the mechanism appears, 
and finally it becomes clearly visible and the sounds are 
explained...Because the smoke will never dissolve twice in 
precisely the same manner, an element of chance is also 
encountered.196 

Since the photograph is all that is left to us, the temporality eludes the viewer 

who is left with a strange abstract composition sufficient to sustain his 

interest. 

Works in glass were not common at this time but there are a few 

important examples. Duchamp had been working on his magnum opus, The 

195Schwarz, Rigour, 214. Schwarz also presents his alchemical interpretations of 
L'Inquiétude which may have little to do with Man Ray's intentions. "The case is filled with a 
cloud-a harmonious combination of air (man) and water (woman)...Smoke is also an esoteric 
image of the coniunctio oppositorum between Earth (woman) and sky (man), i.e. of the 
primordial incestuous pair." 

196Belz, The Role of Man Ray, 101. It is implied in this passage that Belz saw a "working" 
example. There is, however, no record of a replica of L’Inquiétude, so it is not clear how Belz 
made his observations. 
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Large Glass, also titled The Bride Stripped Bare by Her Bachelors, Even, since 1914, 

and Crotti had begun making glass-faced boxes and glass compositions such as 

52. Jean Crotti: 
Solution de 
continuité, 
1916 

Solution de continuité [fig. 52] in 1916. Duchamp's work differs from Man Ray's 

object in that words were not employed as part of his glass composition, but 

he did choose a title that made a disturbing semantic addition to the work. 

Crotti employs both words and common objects in his composition. Other 

works akin to L'Inquiétude are John Covert's Time, Picabia's Mouvement Dada 
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and Reveil Matin [fig. 53] all completed in 1919. Covert's work is a composition 

of tacks inserted into a board drawn with arcs, lines, numbers, and letters, and 

has been interpreted as expressing the tedium and the relativity of time.197 In 

Mouvement Dada, Picabia uses twelve names of European and American dada 

or dada-sympathetic artists to replace the numbers of a clock. In Reveil Matin 

on the cover of Zürich Dada, 1919, Picabia dipped the parts of a broken alarm 

clock in ink and pressed them on paper to form his version of a clock. These 

works have in common with Man Ray's piece not only the inclusion of words 

as part of the composition but also the reference to time in an abstract 

composition. It is not certain that Man Ray saw these works, but these 

publications were available from May 1919, and Duchamp may have brought 

copies of these publications when he returned to New York in January 1920. 

197Abraham Davidson in Early American Modernist Painting—1910-1935 (New York, 1981), 
109, states that "the letters x and c/t...point to Einstein's theory of relativity reported in 
England in November..." 

-Q -4i 

53. Francis Picabia: Reveil Matin, 1919 
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Like Man and Woman, the photograph of L'Inquiétude should be 

considered the object. As mentioned previously, the photograph focuses so 

tightly on the object that it becomes more two-dimensional in appearance. 

L'Inquiétude II [fig. 501 is actually two-dimensional and, like Enigma II, is 

different enough from the first version to be considered a variation rather 

than an edition. 



NEW YORK 1920, 1920 (also known as Export Commodity) 
Ball bearings and oil in a glass jar, 20.5 cm; original object broken in shipment 
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54. Photograph, 1920: 29.5 x 21.5 cm 
Collection: Menil Collection, Houston 
Exhibitions: Zabriskie Gallery, Man Ray—The New York Years, New York, 

1988 
Publications: Foresta, Perpetual Motif, 1988, no. 73, 80 

J.H. Martin, Objets, no. 20,34 
Schwarz, Rigour of the Imagination, 1977, no. 269, 148 

Edition 1925: Titled New York 20 (also known as New York II, Export Commodity, 
Roulement Habile) 20.5 cm; glass beaker broken and replaced by 
Virginia Zabriskie 

Collection: Virginia Zabriskie, New York 
Provenance: Juliet Man Ray, Paris 
Exhibitions: Zabriskie Gallery, Man Ray—The New York Years, New York, 

1988 

Edition 1962: 28.2 x 7.7 cm 
Collection: Man Ray Trust, Paris 
Exhibitions: Los Angeles County Museum, Man Ray, 1966, cat. no. 148 
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Edition 1965:28x7.5 cm 
Collection: Juliet Man Ray, Paris 
Inscriptions: Signed and dated "New York 1920-1965" 
Exhibitions: Museum Boymans-van Beuningen, Man Ray, Rotterdam, 1971, 

cat no. 142 
Zabriskie Gallery, Man Ray/Objects of My Affection, New York, 
1985 

Edition 1973:9 ex. (3 artist's proofs). 35.7 x 9.4 cm.; for Studio Marconi, Milan 
made by Luden Treillard 

Exhibitions: National Museum of American Art, Perpetual Motif, 1988 

This, I explained to the interpreter, was a decoration for my 
studio which I intended to set up in Paris. Sometimes artists 
have nothing to eat, so I keep this jar on a shelf in my studio, 
and it gives me the illusion I still have something to eat.198 

—Man Ray 

New York 1920 is a two-part work because of the titles that traditionally 

accompany it: New York 1920 gives the object one set of meanings and Export 

Commodity, which was possibly attached after the incident with the interpreter 

at customs in Paris, gives another completely unrelated meaning. If the title 

New York is taken literally, the materials come to represent those of modem 

architecture: glass and metal. The ball bearings packed into the jar hint at the 

claustrophobic nature of New York City. "Letteralmente: il grattadelo con le 

forze represse all'interno."199 In the original photograph by Man Ray, the 

object casts a long shadow giving the object a greater sense of scale which 

reinforces the image of the towering skyscraper. In the editions of the work 

one sees that without the aid of the photograph, the work is a smaller, more 

198Man Ray, Self Portrait, 110. 

^"Fagiolo in Man Ray, Opere, 48. 
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intimate image of New York, a New York to be held in one's hands. It is some 

how less satisfying and less intriguing on such an intimate level. 

The glass container New York 1920 relates to Man Ray's own work 

L'Inquiétude as well as to Crotti's glass boxes. It also continues the abstracted 

representations of New York seen in New York 1917. Both are an odd 

combination of materials that become coherent with a title that is probably 

meant to establish the idea of a skyscraper, rather than functioning as an 

ironic addition to the piece. This time New York has been even further 

reduced into one sleek tower. The forms were clearly selected for their surface 

quality—slickness and reflectability. 

When Export Commodity is considered as the title, it is a completely 

different work. The label now indicates the product's point of origin, and the 

contents become absurd food items. The ball bearings in the original object are 

coated in what has been identified as olive oil, but this identification may 

come from the artist's customs story. They are more likely covered in the 

grease that makes the ball bearings work in their normal context. 
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OBSTRUCTION 1920 
63 wooden hangers; original lost or destroyed 

55. 

55. Photograph 1920: Man Ray Trust ADAGP 
Publications: Foresta, Perpetual Motif, 1988, no. 72, 80 

J.H. Martin, Objets, no. 25,38 

Edition 1947: By the artist 
Collection: Man Ray Trust, Paris 
Exhibitions: Copley Galleries, Beverly Hills, 1948 

Los Angeles County Museum, Man Ray, 1966, cat. no. 162 

Edition 1961:15 ex. by Moderna Museet de Stockholm 
Inscriptions: "Man Ray 1920/61" 
Collection: Man Ray Trust, Paris 
Exhibitions: Museum Boymans-van Beuningen, Man Ray, Rotterdam, 1971, 

cat. no. 144, repr. 72. 
Centre Pompidou, Qu'est ce que la sculpture moderne?, Paris, 1986, 
cat. no. 60 
National Museum of American Art, Perpetual Motif, 1988 

56. Edition 1964: 10 ex., in 10 valises by Galleria Schwarz, Milan, with 
lithograph of instructions 

Inscriptions: Numbered, titled, signed, and dated "1920-1964" 
Publications: Schwarz, Rigour of the Imagination, 1977, no. 270,149 
Exhibitions: Frankfurter Kunstverein, Man Ray, 1979, cat no. 76,120 

Zabriskie Gallery, Man Ray/Objects of My Affection, New York, 
1985 

Edition of 1 ex. for Città di Roma 
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Edition of 2 ex. painted white, made by Lucien Treillard 

You begin with one hanger attached to the ceiling. In the two 
holes at the extremity of the hanger introduce the hooks of 2 
more hangers. Into these you hook four more hangers...of course 
if enough hangers are available, this mathematical progression 
may be carried on to infinity. The increasing confusion is 
apparent only to the eye and is to be desired.200 

Obstruction is, as the title says, an obstruction: when suspended from the 

ceiling, the piece blocks the viewer and must be circumvented. 

J'aurais pu en mettre beaucoup plus encore, jusqu'à ce que ça 
remplisse complètement la galerie; mais déjà, comme cela, on ne 
pouvait plus entrer dans la galerie voir les tableaux qui y étaient 
accrochés, et ça s'appelait logiquement: "Obstruction."201 

Man Ray would have liked the exhibition space itself to be made non¬ 

functional, for it might be the ultimate dada statement. 

200From the lithograph accompanying the later edition which states: "Instructions for 
assembling Obstruction (1964)." 

201Bourgeade, Bonsoir, 95-96. 
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57. Marcel 
Duchamp: 
Sculpture for 
Traveling, 
1918 

Someone thought Man Ray had meant the title to be Abstraction instead of 

Obstruction to which he replied: "Non, non! c'est 'Obstruction', je connais 
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l'anglais très bien, mieux que le français..."202 Duchamp's Sculpture for Traveling 

[fig. 57] is a work of a similar nature, one of infinite expandability and an 

obstruction to the viewing space. 

The objects are again made useless by their use in the piece: they can no 

longer be used to hang clothes. But the uselessness of the hangers is less 

relevant than the form itself. Photographs of the object show somewhat the 

beautiful manner in which Obstruction catches light, but it is one of the few 

objects by Man Ray that cannot be sufficiently captured in a photograph. 

Besides being an obstruction, it is a mobile, as sophisticated in design as it is 

irreverent in concept, which casts an intricate pattern of moving shadows on 

the floor. 

202Ibid. 
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PORTMANTEAU 1920 (also known as Coatstand) 
Model and clothes display stand, 185.4 cm; whereabouts of stand unknown 

58. Photograph, 1920: Silver print, 23 x 15 cm 
Inscriptions: 1.1. "Man Ray," l.r. "1920" 
Collection: Gérard Levy, Paris 
Provenance: Codognato, Venice 

Arturo Schwarz, Milan 
Exhibitions: National Museum of American Art, Perpetual Motif, 1988 

Museum Boymans-van Beuningen, Man Ray, Rotterdam, 
cat. no. 250, repr. 105 

Publications: Hans Arp and El Lissitsky, Les ismes de l'art (Zürich, Munich, 
Leipzig, 1925), 19 [under the title Model] 
J.H. Martin, Man Ray: Photographs, cat. no. 5,19 
J.H. Martin, Objets, no. 18, 23 

Photograph: Print 1972,8 ex, 29.5 x 18 cm; by Galleria II Fauno, Turin 
Inscriptions: Signed and numbered 
Exhibitions: Frankfurter Kunstverein, Man Ray, 1979, cat. nos. 8 and 73 
Publications: Schwarz, Rigour of the Imagination, 1977, no. 278, 151 

59. dadaphoto, 1921: Collage 
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Collection: Timothy Baum, New York 
Publications: New York Dada, April 1921 

Foresta, Perpetual Motif, 1988, no. 18,25 

In Portmanteau Man Ray photographed a "clothes display stand" with a 

live model behind it resulting in an image of a half human, half 

mannequin.203 Naumann suspects that the model is the Baroness Freytag von 

Loringhoven, a German member of the New York avant-garde.204 He feels 

that the photograph of the Baroness by Man Ray which appears in a letter to 

Tristan Tzara in 1921 shows her body type to fit that of the model in 

Portmanteau. 

The original photograph is untitled, but is known later as dadaphoto or as 

Portmanteau. The photograph was first used in New York Dada under the title 

of dadaphoto, and was graphically presented to look like an advertisement [fig. 

59]. Foresta notes that in dadaphoto: "In lieu of a personal credit line, Man Ray 

chose a more universal, though distinctly American-sounding, tag for his 

work: Trademark Reg,"205 a phrase that reinforces the commercial aspect. The 

art work has become a commodity, and the woman has become an object by 

her depiction as only half human and her presentation as an item for sale. 

Note that for publication in New York Dada a rectangular white patch appears 

over the woman's pubic area. It is uncertain whether this was an act of 

censorship, a parody of such censorship, or a further dehumanizing of the 

model, but the latter is achieved. It is clear from the layout of New York Dada 

that "keep smiling" is part of the collage that comprises dadaphoto, and 

203Schwarz, Rigour, 233. 

204Conversation between this author and Naumann, 5 October 1989. 

205Foresta, Perpetual Motif, 24. 
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Naumann notes that it adds an odd twist to the work because the model 

cannot smile.206 

The model in the photograph wears one black stocking which gives her 

the appearance of missing part of a leg. She is mutilated and subhuman which 

reinforces the image of, as described in the Opere catalogue, "una complicata 

marionetta da 'théâtre de la cruauté'/'207 Portmanteau bears a resemblance to 

the mannequins of Giorgio de Chirico, which is hinted at in the Opere 

catalogue.208 Man Ray and de Chirico portray a similar mixture of human and 

mannequin with an ambivalent, somewhat mechanized sexuality. 

The title of the photograph was changed to Portmanteau after Man Ray 

arrived in Paris.209 Schwarz says that Portmanteau goes beyond objects to body 

art which Man Ray and Duchamp explored from time to time with works 

such as Tonsure and Rrose Sélavy. Rrose Sélavy, Duchamp's female alter ego 

which appeared after his return from Paris, was photographed by Man Ray 

this same year. "Portmanteau should be considered a record of a conceptual 

work of art; it is in some ways a happening and it is the record of this 

happening that was of interest to them at the time. Later on it became a work 

of art as photography."210 It is a striking image partly because of the 

photography. As mentioned in chapter three, the photograph's control over 

the way the image is perceived, forcing it to appear more two dimensional, is 

^Conversation between this author and Naumann, 5 October 1989 

207Fagiolo in Man Ray, Opere, 38. 

208Ibid. 

209Foresta, Perpetual Motif, 24. 

210Interview with Schwarz, June 1988. 
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essential to the form itself, which in turn enhances the conceptual aspects of 

the piece. 



PRESSE-PAPIER A PRIAPE 1920 
Lead pipe and ball bearings; original destroyed 

60. Edition 1966: 8 ex. Sterling sliver, 12.5 x 9.5 cm; by Marcel Zerbib 
Inscriptions: Signed "Man Ray" 1.1. and numbered 
Exhibitions: Museum Boymans-van Beuningen, Man Ray, Rotterdam, 

cat. no. 149, repr. 71 
Publications: Zerbib, Objets de mon affection, 1968 

Schwarz, Rigour of the Imagination, 1977, no. 274, 150 

Edition 1968: 3 ex. 100 x 60 x 60 cm 
Collections: 1 for Serio Tosi, Milan; 1 for Alexandre Iolas; 1 for Man Ray 

Edition 1972: 50 ex. made in Athens 

Edition: 500 ex. White marble 50 x 29 cm; for Galerie Alexandre Iolas, 
Paris 

Collection: Man Ray Trust, Paris 
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Les gens me demandaient souvent quel était la taille de 
l'original. Je répondais: plus ou moin comme le vôtre.211 

—Man Ray 

The original Presse-papier à Priape consisted of three ball bearings, each 

marked SKF, and a fragment of lead pipe. As Naumann notes 'The title 

makes this allusion clear—translated Paper-weight for Priapus, Priapus being 

the fertility god of the Greek and Roman legend whose most notable feature 

was his enormous genitals."212 The title also contains an anagram, playing on 

the shared letters of "papier" and "priape."213 Anagrams are an important part 

of cryptography, a prevalent activity in the Arensberg circle, and the 

anagramatic connection of papier and priape seems to have inspired Man 

Ray's heretofore infrequent use of French titles. Although the title of Presse- 

papier is often published in English translation, only the French title should be 

considered acceptable because of its cryptographic implications, as well as its 

alliterative appeal. 

As mentioned previously, Presse-papier relates to contemporary sculpture 

in its simplification of form and emphasis on symmetry and surface. 

Naumann notes the unmistakable similarity between Presse-papier and 

Brancusi's Princess X (1916) which Man Ray would have seen.214 The many 

211Brigitte Hermann, "Objets de mon affection," in J.H Martin, Man Ray: Objets de mon 
affection, 13. 

212F. Naumann, "Cryptography and the Arensberg Circle," Arts Magazine 51, no. 9 (May 
1977), 131. 

213Ibid. Arensberg was occupied with cryptography, the search for secret meanings in the 
arrangement of words. 

214Idem, Perpetual Motif, 133 note 60. Naumann notes that "Princess X was shown at the 
Exhibition of the Society of Independent Artists in 1917 and was illustrated in the catalogue. 
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editions of Presse-papier are in a variety of materials ranging from chrome to 

marble to sausage.215 When the found object quality is veiled in the more 

traditional art materials, the provocative image and the abstract design battle 

for importance. 

Man Ray also showed in this exhibition and assuredly had the opportunity to see the 
sculpture." 

215Dali mentions Man Ray's "sausage" which Schwarz in Rigour, 192, says refers to "an 
edible version (a sausage mounted on wheels) of Priapus Paperweight (1920)," which, for 
Schwarz, reinforces the object's use as an "oral erotic" fantasy. 
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61. 
PUERICULTURE 1920 
Painted metal can and plaster hand 
Collection: Art Institute of Chicago. Bequest of Florence S. McCormick 
Exhibitions: Galerie Surréaliste, Tableaux de Man Ray, 1926 (probably under 

the title "Un Rêve") 
Galerie aux Cahiers d'Art, Man Ray retrospective, Paris 1937 

Publications: Foresta, Perpetual Motif, 1988, no. 210, 250 
J.H. Martin, Objets, no. 24,37 



139 

62. Puériculture II, 1964:12 ex. Polychrome bronze, 28.8 x 10.3 cm; made by 
Marcel Zerbib 

Inscriptions: "Puériculture II Man Ray 1964" and "Rêve, Janvier 1920" 
underneath 

Collection: Man Ray, Paris 
Exhibitions: Museum Boymans van Beuningan, Man Ray, Rotterdam, 1971, 

cat. no. 148, repr. 71 
National Museum of American Art, Perpetual Motif, 1988 
Zabriskie Gallery, Man Ray/Objects of My Affection, New York, 
1985 

Publications: Zerbib, Objets de mon affection, 1968 
Schwarz, Rigour of the Imagination, 1977, no. 280, 151 

Puériculture consists of a plaster child's hand, which Man Ray found in a 

paint shop, emerging from a can. Although this work is apparently Man Ray's 

first dream object, a type of object created by the surrealists, it is unclear which 

dream influenced the object. He once recounted a dream, "I often dreamed of 

hands...I dreamed once that as I walked on the street hands came out from the 

road and that I had to make my way through the hands."216 Schwarz took this 

216Bourgeade, Bonsoir, 11 [Schwarz' trans.] The phrase "I often dreamed of hands" is the 
answer to Bourgeade's question about Puériculture. The account can be merely one of Man Ray's 
many dreams. 
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statement to refer to Puériculture, but because of the way the story is told it does 

not necessarily apply to this work.217 There would be no need to question 

Schwarz' interpretation but that Marcel Zerbib dtes another dream story: 

"Cette oeuvre a été conçue et réalisée par l'artiste au sortir d'un rêve, au cours 

duquel il vit une plante sortir de terre et cette plante avait la gracieuse 

apparence d'une main d'enfant."218 

Naumann suggests that the title, which translates as "child rearing," has 

two other possible interpretations: as a pun meant to evoke pour le culture, 

which suggests that "the object was made for the enrichment of our culture." 

or a second pun, "pour le petit culture (for the purpose of farming on a small 

scale), then it would be read literally as 'child farming.' "219 Neither of 

Naumann's suggestions works well phonetically, and the title is more likely a 

simple verbal /visual one-liner. If agriculture is farming plants, then 

puériculture is farming children. 

Like Compass, this sculpture is hard to reconcile in terms of any other 

sculpture being made at this time outside of Duchamp's readymades and 

objects. While it is still a strong image and a successful, albeit simple, 

composition, Puériculture seems to break completely from the formalist 

simplification of form employed in some of Man Ray's earlier objects as well 

as his own tendency to create coherent images out of unusual materials. The 

photograph is not essential to the creation of the piece yet it makes an already 

eerie image somewhat more forceful and mysterious. The second edition is 

217Schwarz, Rigour, 160-161. 

218Marcel Zerbib, Objects de mon affection (Paris, 1968), n.p. 

219Naumann, Man Ray, Zabriskie Gallery, 24. 
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made from a hand that has a more manufactured appearance and less is like 

that of a child [fig. 62]. Like the editions of Enigma, Puériculture II seems more 

forced and less organic which detracts from both the visual and conceptual 

aspects of the piece. 
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63. NEW YORK 1920: Silver print photograph, Man Ray Trust AD AGP 
Collection: Gérard Levy, Paris 
Exhibitions: National Museum of American Art, Perpetual Motif, 1988, no. 110, 

136 
Publications: J.H. Martin, Objets, no. 14, 30 

Print 1971: 23.7 x 29.3 cm 
Exhibitions: II collezionista d'arte contemporanea, Man Ray. Opere, Rome, 

1973, 35 (with the title Transatlantic) 

Print 1972: 8 prints, 29 x 23.5 cm 
Inscriptions: Signed and numbered 
Collection: Arturo Schwarz, Milan 
Publications: Schwarz, Rigour of the Imagination, 1977, no. 385, 245 
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TRANS ATLANTIQUE 1921 
Collage of printed map, silver print, ink, and paper on paper, 36.7 x 24.8 cm 
Collection: Dr. Ewald Rathke, Frankfurt 
Provenance: Luciano Anselmino, Turin 
Exhibitions: Librarie Six, Paris, 1921, cat. no. 35 

National Museum of American Art, Perpetual Motif, 1988, no. 109,137 
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65. 

65. Edition 1964: Collage of photograph, Gitanes brand cigarette wrapper, and 
map of Paris 

Collection: G. Spinola, Genf 
Exhibitions: Frankfurter Kunstverein, Man Ray, 1979, cat. no. 72,118 

Assessorato antichità belle arti e problemi della cultura L'Occhio 
e il suo doppio, 1975, 58 

Trans atlantique is a work that exists in two states, as a photograph, titled 

New York 1920, and as a collage of this photograph and other objects, yet the 

same title is used for both when they have been reproduced and exhibited, as 
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if the two works were interchangeable. "New York 1920" could be considered 

the title or merely a record of the date and location of the creation of the 

photograph. 

It is unclear whether the original object, the contents of a spilled ashtray, 

was created for the purpose of being photographed, as Brigitte Hermann 

suggests, or whether it is a record of a chance happening.220 Schwarz feels that 

the piece represents a chance occurrence, and "since it was not possible to glue 

the match sticks, cigarette ends, ashes and crumpled pieces of paper on the 

floor, Man Ray froze this situation by photographing it."221 Since the object 

cannot be recreated exactly as it was before, chance plays a part in the work 

regardless of the situation of its making. Chance is also an element that was 

employed by Duchamp in Three Standard Stoppages and would become an 

important method of art making for the surrealists. 

As an object the spilled contents of an ashtray is extraordinarily radical. 

Belz notes: 

because of the precise technique each object is immediately 
recognizable, the newspaper is legible, and even the lettering on 
the discarded matchsticks can be deciphered. But the contents 
made no sense, constitute no literal theme or statement, and 
cannot be related to any traditional type of subject matter.222 

It would be, therefore, an unaccountable object par excellence. 

Even if one considers the work to be a photograph and not an object, New 

York 1920, Belz suggests, still addresses the same issues vis-à-vis photography 

^Hermann, Objets de mon affection, 8. 

^Schwarz, Rigour, 157. 

222Belz, The Role of Man Ray, 90. Belz refers to the photograph as "ashtray contents" in 
order to distinguish the two works. 



146 

as readymades do for art Both New York 1920 and Dust Breeding, another 

photograph of the period, 

draw their inspiration from what are generally thought to be 
meaningless or un-artistic sources; they question the validity of 
literal subject matter; and finally, they expand their respective 
mediums to include any object, at the same time placing it on the 
level of the traditional work of art.223 

As a photograph it is a radical rejection of contemporary aesthetics. Just as the 

object is radical in terms of plastic arts, the photograph is completely absurd 

with regard to what was considered acceptable subject matter. 

The collage, Trans atlantique, which combines the photograph New York 

1920 with a part of a map of Paris, is less removed from traditional aesthetics 

than the photograph alone. It is successful as an abstract design which 

employs rather basic methods of formal composition: centrally aligned forms 

balanced left and right by equal portions of crosshatching and checkered 

shapes, which Elizabeth Turner calls "playful referents to canvas and 

perspective."224 The two images are separated by the words trans atlantique, a 

common term for ocean liner. Schwarz notes: 'The snapshot stood for New 

York which he had just left, the Paris map for the dty in which he had just 

arrived." 225 The collage also symbolizes the end of the New York period of 

Man Ray's work and the beginning of a long career in Paris. 

^Ibid., 91. 

^Turner, Perpetual Motif, 137. 

223Schwarz, Rigour, 157. Baldwin in Man Ray, 82, notes that "one can just barely discern the 
American text in the scraps of newsprint, not yet entirely obliterated." 
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Conclusion 

Since the initiation of the readymade, the boundaries of art have been 

pushed so far—from Yves Klein's sale of invisible paintings to Piero 

Manzoni's cans of Merda d'artista—that many of the objects of the early avant 

garde have lost some of their power to shock. Part of this can be explained 

through the acceptance of the objects into the traditional art circles from 

which they were intended to rebel. Hugnet observed "The 'ready-made' 

becomes consecrated, raised to the same footing as ancient and modern 

masterpieces tossed into the same sack; gagged and bound, reduced to 

impotence, art had to accept the fact."226 Another reason, for Man Ray 

specifically, is that his New York objects are often too closely related to 

formalist art to shock. 

Even at the time of their creation, however, the objects of Man Ray never 

existed as mere insults to the establishment. Although Janus sees the artist's 

objects as being in direct confrontation with the art valued by the bourgeoisie, 

and with the bourgeoisie itself, he feels that "Man Ray's objects can be 

obstinate, resolute and serious in the midst of an apparent desacralization of 

form and traditional usage."227 While confronting traditional artistic 

standards Man Ray's objects often show an interest in aesthetic aspects of the 

creative process, craftsmanship rather than a "desacralization of form." The 

result was the creation of objects that had strength as images, both in 

themselves and by the way they were presented. As the images are repeated 

^Georges Hugnet, "The Dada Spirit," The Dada Painters and Poets, ed. by Robert 
Motherwell (New York, 1951), 139. 

^Janus, Man Ray: Photographs, 27. 
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throughout his oeuvre, they form his personal and unfathomable 

iconography. 

Much has been and will be written about the meaning of Man Ray's 

objects but William Seitz reminds us that "these objects are a mystery to 

himself as much as they might be to others, and he hopes they will always 

remain so."228 Unfortunately, demystification is part of the job of the art 

historian. By trying to fathom Man Ray's personal iconography, one sees that 

he is more an artist of his time, and if not a product of his environment then 

a participant in it. It is perhaps to his credit, however, that the more one 

understands his objects, the more they continue to delight, amuse, and 

bewilder. 

^William Seitz, ed, Art of Assemblage (New York, 1961), 49. 
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