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THE SWEATSHOP EXPERIENCE

Man Ray, as we saw; chose (0 ignore his socioeconomic and edhnic back.
ground in his autobiography. Yet the sweatshop experience must have been i
delibly imprinted on his memory The arist father worked as  ailor,both in
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factory and at home, frs in Philadelphia and then in New York. According to
Naumana, who intervicwed Man Ray'ssiste, Dora,thei home was always cli-
ered with scraps of fbric  and Baldwin tlls s tht the children were asigned
chores in the father's workshop. Emmanuel, the eldest brothes, “was privileged
0 make long disance delveris by tolle car” 1>

Since the sweatshop experience was 5o common among immigrants 0 Amer-
ica, it s notsurprising that a number of arss ofJewish origin ether came from
this background, or lived theough i i the Lorwer East Skl s adlts, 50 that the.
sweatshops became part of thee existental and visual “raw materal” The fam-
Hiesofthe painters Hugo Gelle, Willam Groppes, Max Weber, lya Bolotowsky,
Peter Blume, and Bamest Newran and the Philadelphia architct Louis Kahn
were 10 some extent nvolved in the garment industy. Unlike Man Ry, they did
ot repress thei chidhood memorics, though thei verbal expressions ofen re-
veal an ambivalent atitude 10 the parents’ occupation. Max Weber, for example,
responds vehemently to an interviewers query: ° hat o speak of tailoring
‘They were mastes. They were master tallors, he the arists faher] and his
brother” And furher: ‘He was only a taior, anartisan. And et Ingres father was
a tilor. Wasn? Toscanini' father  talor?” (In fac, Ingres's fther was nota ti-
Tor,but his grandfather was) While Weber deploresthe economic shoricomings
ofthe profession, o the anisticlevel he acknowledges the impact it had on his
sensitvity © color. n general, there is an apologetc note in his reminiscences,
coupled with 2 compensatory aggrandizement o his faher’s dextety.

Hugo Gellert ansovers the question “What was his (father] wade?” with  pun
“He was a talor. He was one of the beststory tellers  knew of”In this case, i
s the unexpected, humorous conclusion that acts a5  kind of compensation for
the il mterof fact information. Gellert, 100, points 10 3 connection be-
tveen his childhood environment and early artistc sirings: "A a very young
age—1 was 5 or 6—in my father's shop there was paper and crayons and chalk
with which he made pattems. 1 would lay & big sheet down on the floor and |
would express myself 15

“The sculptor Jacob Epstein, who grew up on the famous Hester Strcet on New
York's Lower East Side, depicted the dynamism of that world in his charcoal -
Iustratios for Hutchins Hapgood's The Spiri of the Gheio (1902)% These man-
ifest Epsten's rol 25 2 socially conscious Jewish artist” The sewing machine is
a recurrent emblem in his at. A heavy fecling eigns in llustations such as The
Garmen Carrie, where the worker, oxing . pile o clthes—an image recall.
ing Allas staggering under the weight of the globe—cuts an * antheroic” igure,

‘Willam Gropper related 1 the sweatshop experience of his childhood nu-
merous palntings and drawings of a more satrical nature. The Gropper house-
hold was 2 verible workhouse, employing all members of the family™* An
autoblographical cartoon of 192571926 documents the hectic atmosphere of this
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tenement sweatshop. All the workers are absorbed by their chores, and, in the
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Fig 38 Wiliam Grgper, “Bigrapbical Cartoon,” 1925

midle of the room, & young boy (the arist himself) almost collapses under 2
load offabrics. An akogerher diffrent note is sounded in Groppers verbal de-
pictons of his hard-working mother: “Almost every as has at one time or an-
other painted a picture of his mother. The most famous of them is the one by
James Whister, who portrays his mother n a rih velvet dress, sting peacefully
and comfortably holding an embroidered handkerchief i her folded hands. If |
ever pained my mother, she will be ekther a the sewing machine or atthe wash
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tub. The sweatshop gave us our livelihood but robbed us of our mother. Late at
night I came home completly exhausted. My mother was till bent over he
sewing machine.”™ His tender fclings e conveyed in an dealized pictre of
the mothes porrayed i this vy positon (fig 38). Gropper' representaton can
e compared with the more reaiiclly rendered toling woman in Raphacl
Soyers painting The Seamiress. Though the Soer brothers did notthemselves
‘come from a working-class background, and employed puid studio models, e
work reflcts a deeply feltidentifcation with the socilit cause

Antstic preoccupation with the harsh condions of textile workers Was not
universal, however. The photographer Alfred Stiegliz, son of a German Jewish
wool merchan, is a case in point. Stz was @ versadle arist who also wrote
litle vignetes; one o thes i called “The Six Talor.” Athough he docs not say
50 specifcall, i is evident that Siegliz is refering to Jewsh tailos. They are
bserved with condescension, thei language is described 1 *a queer English
hei demands for igher pay and shorter hours are rdiculed, ndl thle work s
said o be waniing in qualiy: In fablelike fashion, Stegliz teaches an elist moral
lesson: ather than demanding shorter hours and better pay while producing
meciocre work, one should aspire o the highest merk

“Ths short survy of the theme of the garment industy i the work of atists
from immigrant Jewish families sheds light on Man Ray's cholce of images in The
Enigma of Kidore Ducasse and Cadeau. 1t s obvious thar Man Ray did not be-
ong 1o the socially commitied group of atiss descrbed here. He may,indeed,
have fet  greater afiniy with Seglitz, with whom he had professional con-
tacts Yo, in contrast (0 the haughily detached approach of the photographer,
Man Ray’s velled refeence (0 the sweatshop experience is pervaded by a sell
dicected irony that constitues his way of dealing with complex and contadic-
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NAME AND SHAME

I immigrant societies, name changes are inseparsble from the immigaant ex-
perience. A wellknown nie de passage of Americanization was the pracice of
arbirary name changes made by immigration officers, ofen based on thels lim-
ted phonetic grasp. Normally, names are given (o ther bearers, When a name.
change is deliberate rather than asbitary, and made by the person who wil be
known by the name, it i & sstement of one’s personal choice, one's sense of
dentiy, and the slfimage one wishes 10 projec 0 the world. I can aso con-
vey reltionship t0 a communiy, nation, ace, o religion. In muliculturl soci-
etes name changes can serve as a means of placing oneself within the dominant
culture or of affeming aflaion with a minority cultre.In these circumstances,
f 2 name change does not stem from bureaucrtic intervention, it can also ex.
press one's positon in the relationship between the uriversal and the particuar
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Cross-cultural studies of names have revealed the correlation between names,
ideniiy, and concepions of the self. it names and sumames predominarly
accentuate “family unity and continuity” and “surmames are conspicuous man-
ifestatons of 4 kin-aroup-embedded conception of identiy” = Furhermore,
name changes “acually help o effect identy changes.” Many who have changed
their name beleve that the alieration involves 4 process of self-ransformation
that signals both intermally and externally (0 society at large) that an identy
change has occured. A change of name can indicae the rejction of the former
denit>

i the Unitd Sates, Jewish names given by parents 10 theis children show
that the transiton from first-generation immigrants to their second- and third-
‘generaiion ofspring followed a pattem of 2 coninuous change of st names
Refections of orginal names consanly occur in the enteraioment world, where
names are ofien changed by those wishing to play down Jewishness, for ex-
ample, in Bety Perske becoming Lauren Bacal:or 1o play on Jewishress but
simplify it a in Melvin Kaminsky becoming Mel Brooks >

“The significance of viual aist' name changes in general, 30d among Jewish
American artiss n paricular, has not et been sudied. Elsewhere 1 have dis-
cussd the atitude of Philip Guston (bom Goldstin) oward his Jewish name —
his having the nece to hide it even from his daughter, and her amazement at the
discovery of her faher’ orginal name after his death: “Was my fther—heroic
figure that he w2s 10 me then—in some way ashamed of being Jewish?™ Wil
Bamet, whose linear, fla images celebrate ideal, nonaging, Amercan-dream
woen with “perfect” noses, also prefered to forget his original Jewish sur-
name, Goldberg, which he had changed in his twentes. And Yitzoch Loiza
Grossberg became Irving Grossberg, who later became Larry Rivers” While
speculting on name changes, Kivers in his usual ongue-in-cheek tone wites
“Leon Trotsky was a nice Jewish Bronstein. Juan Gris, the clasical unchang-
ing Cubist, couldn' stand being branded a Spaniard in Pars with the name Gon-
zalts. Bernard Schwartz,  name you may o recognize, was born n the Bronx.
Somehow when he moved to Calforna’s sea of culture, he became Tony Cur-
tis. Larry Rivers = Irving Grosberg ™

Man Ray's name change from Emmanuel Radaitsky should be scen within this
wider context. According 10 his biographer, he was teased at school because of
his immigeant name.® Bakdwin declares dramatically: “Armed with his exotic
new persona, Man Ray broke from the cocoon of his eary life." From then on
he pursued his career as n arist. Man Ray withdrew from the sefimage that he
associated with hisJewish family's sweatshop experience. He reected his ethnic,
religous, and pariculaistic dentiy, re-creating himself s 2 "Man o the world,"
proclaiming for himself & univrsal identiy. Unlike the approach taken by Larry
Rivers, who had changed his name but had not hidden cither his Jewish back-
around or his original fewish name (as is openly discussed by him in his auto-
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‘biography), Man Ray's attitude is similar to Philip Guston's.
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Metphorically, we can say that Guston was hiding the story of the family im-
migration under the images of the clan's outt, depicted by him both in the be-
sinning of his anistic career and in his las phase, and that Man Kay hid bisstory
undes the army blanketof The Enigma of idore Ducasse. Roland Pentose, who
had close contacs with the artist, wrtes: "No one has ever managed 10 elicit
from him [Man Rayl the history of his fumil, which he affems is ong forgosten
and beter s0, since it could only be a cause of embarrasment (talics are
mine) 3 The ammy blanket denotes 2 cover-up, 2 metonym for Man Ray’s sense
of shame.

According to the Oxford English Dictionary, schalars assume & pre-Tewtonic
oot for the word sharme. Schem means to hide, covering onesel, which is the
natural expression of shame. In Hebrer, the term for shame, busha, is of the
same etymology 25 the word for one’s private parts (mevushim). Thus biding s
inuinsi (0, and inseparabl from, the concep of shame. Note the onomto-
pociain the hushing sound that is common to he terms both in Hebrew and in
Eoropean languages (busba shamo)

“The notion of shame i often contrasid o tha of guit. Shame is connected
o sigh (aswith Adam and Eve's nudiy):; gl 0 sound (as with Adam and Eve's
eply o God's call, Shame i reated (o “visual exposure™ and to the ~visual
picture of our actng.” The ashamed person fels unworthy: Hence, “with shame,
the disposition i to hide, o vanih with shame we want o sink into the ground,
we cannot sand the sight of ourselves" As Jean-Paul Sartre sees i, shame is
related o the way one appees in the eyes of the Other, “shame is by nature rc-
ogniton. 1 recognize that 1 am 2s the Other sees me."

The anthropologist Ruth Benedict contrasts “shamme cultures” with “guil cul-
tures.” Whereas inthe former, the sancion for behavior i the extemal audience,
since shame is dependent on ckher peoples cricism, in the lter it s an iner-
nalized response 10 sin. Shame cannot be relieved by public confession. Hence,
shame becomes nonsedeemable, niike gui, which can be confessed or toned
for From this perspective, shame is more cifficult to overcomme.

According to.a seventeenth-century aphorism, “Shame in a kinsman cannot
be avoided'—a saying that denotes the universlity of the experience. However,
children of immigrants form 2 more speciic group. They may experience 4
confict i their wish 10 look up t thei parents, which is in contrt o the ex.
posure of their difference, making them feel s if they ar “in & strange land.”
“This might make them overenthusastic in adhering 10 the norms of the dom-
nant colture and in efecting thir parenis' traditons, 4 shame of one's parenis
“can pierce decper than shame for oneself””

Man Ray projects these feelings toward his immigrant famil. The “veling of

" 0 borrow descripion of shame, s conveyed by the bianket He trns-
Focie W€ vhmal compranins of b dleas ok Bl acide leagpiagh, da which ik
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‘machine, or the twice-removed photograph of it, represents the metamorphosis.
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of that shame into an. He replaced his family of origin with the company of
‘avane garde anistsin Pais, arists who were th creators not only ofthlr art but
4150 oftheir own biographies.  this respect, h resemblesthe Dacais poet Tris-
an Trara, who chose a poctic:sounding name 1 replace hisfewish name, Sami
Rosenstock” Shorty aftr Man Ray's amivalin Pari, he presented a mock-heroic
fantasy o his biography: it s no longer known where Man Ray was bom. Af-
tera career as 2 coal merchant, milonaise several times over and chaiman of
2 chewing gum rus, he has decided 10 accept the inviaton of the Dadists to
show hislatest canvas n Paris® I this change o characte, hi ife and at cor-
responded 10 “the form of forgeuing parts of one’s e and one’sself”—a char-
‘aceistic associted with the consequences of sharme.t

MAN RAY IN FLIGHT FROM HIS PAST

Man Ray's anious urge (o disassociate himsel from his background and o
ake on a new identiy s ingeniously expressed by his concealing the sewing
machine under a blanket. The Enigma of sdore Ducasse may thus be seen 15
a symbolic representaton of the arists “rebith.” on the eve of his departure
for Paris. Yet Cadeau (R, 36), the et work he made in Paris, has cchoes of the
world he left behind. 1t s 2 glaringly hostile offering from the emigrant son: the
il studded iron wouldtea ather than smooth out  piece of cloth or 4 garmen.
But granted tht this was what Man Ray would have wisheed 10 do, his art reveals
Tow agonizing this aring” of (o tearing himself sway from) the past proved
o be. His eiteaton of specific hemes evidences his compulsive, if ofen devi
s, conlfonttion with the mille that he had fled. The iron—with or without
nails—is one such recurrent modf. In Lingerk, one of the Rayographs in the
ook Hlectrict, done in 1931 (fg. 39, it is manipulated through a process of
dematerialzation. And in Le fr ouge (The Red Iron), 1966, the ed-hot ron con-
veys a sense of danger.

Likewise, Man Ray was to reemploy the combined image of sewing machine
and umbrella. In a sork of 1933 he divested the two objcts of thels cover and
placed them side by side. In accordance with this composional reshuffing, the
work e no longer contain the word enfgma, but consists of the exact quote
of Lautréamonts sstemen: “Beautfl as the chance meeting of 4 sewving ma-
chine and an umbrella on a dissecting able.” A related drawing with photocol-
lage elemens of these images,presented under the same tile (A 40), appered
in the December ssue of Minolaure ofthe same year (3=4:101).Sylsticaly the
illsirtion resembles diagrams found in machinery manuals, Its matier-offuc-
ness only enhances the vulnerabilty of the objecs. Their exposure in isel
amotans 10:an actof demystificaton—that which was hidden becomes revealed.
i i I v ot st oo Ginndlon Bl ricke of CoMCRRIIIETE: Do youss loset;
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in 1935, he created & work comprising another bundie of cbjects insested In a
paper bag, tied with sring, and tiled Enigma II.
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Fig 39 Man Ray, “Lingerse,” 1951. Rayograph. Artur Schwarz Lirary o Da
alist A, e Museur. Man Ray T, €ADAGP, Par, 1999,
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ENQUETE

i o T

Fig 40 Man Ray, “Beautiful as thechance meetng of a sewing machine and an umbrella
o  disecting table,” 1933, Arturo Schwars Librry o Dada and Surrealst A, el M-
seum. Man Ray Trust, CADAGE, Part, 1999,

14 sense, Man Ray's career in Pass s a photographer of high fashion may
be regarded a5 an upgrading of the staus represented by the sewing machine.
that haunted his childhond.© Funthermore, his enire anistic output i replete
with allusions 1 the ralm of textles and clothing, The carlest example s Tup-
estry (1911), a patchwork of fabric scrap, the center of which may be read as
an abstract shape of 3 human figure with raised arms. 1 is s f the anst were.
draing an analogy becween the fgure and the material it s made of. In fact,
Baldwin's biogrsphy begins with a descrption of a tapesty that Manya Radi
sy prepared for her irstborn son-* Intrestingly, n 1913, Max Weber also e
e of his works Tapetry 1. This painting, however, eltes 0 the past by means.
of superimposed layers of memory seen in the fragmentation of figues ex-
premscd i a clbist-inspired language.
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In Man Ray's art, the garment industry is referred 10 in a number of ways with
an astute humor that becomes a means of defense against the arists pas. But
occasionally his allusions betray 3 sense of loss and separaton. Recaling the
painful time afer his frs wife, Adon Lacroix, had let him, he wits: “There
were also a couple of old dress forms on stands which 1 kept hey seemed to
fumish the place with a substtte for human company” This brooding mood
is visually conveyed by the dressmaker mannequin appearing in his painting La
Voliére (1919). The tle, meaning “the aviary,” alludes to imprisonment and its
atendant yearming for freedom

Man Ray's works of the year 1920, developing the bird imagery, also express
the anists wish to “fly away” from an all-too-familiar miliey. Thus the photo-
raph Movtng Sculpture (ceproduced on the cover of La Rewluton Surréalisie
of March 1926), showing laundry hung out 10 dry in the stret next 10 a tene-
ment house, metamorphoses an everyday experience o 2 sculptural com-
poskion—a pocic expression of Man Ray’s necd to sublimate his mundanc.
background by transforming it into a work of ax. The image also evinces his
masterful exploiation of the dramatic effects of the apping shins, which scem
1o have acquired wings i ther struggle against the wind—and against their
dreary surroundings. Their dynamic movement gives them the appearance of
huge birds—yet another hint of the ais’s migrant uge.

A funher cxample of Man Ray's grappling with his past is the mobile Ob-
Structon, 1920/1947 (B, 41). Arturo Schwarz describes Man Ray's working.
progeess o the oriinal version o this “grscefulaertal sculprure”: he added cost
hangers t €ach end of the mobiles unti reaching  toal of 117, they obsructed
the whole space of his studio. This blockage had a definiive symbolic ignif-
cance for May Ray, who commented: “It would have been amusing to keep the.
game going and obstuct the whole universe.”® Hi playful sssemblage thusre-
veals  deep-seated personal fantasy. The ightness of the mobile s ofst by the
associaion with  family tree—but one in which the branches (or hangers) are
getting in one another's way (that s, obstructing one another). In effct, he per
formed an execution of his ancestors by “hanging’ them with their own work.
g ools Thus, by means of black humor, Man Ray strove 10 cast of the burden
of the past, ironically continuing to cull his images from the very word he
wished (0 oblierte.

“Thi highly ambivalent relaion (© the past is further explored in Man Ray's
il Emak Bakia ("Leave me alone in Basque), produced in 1926. I the fim,
the astis presents the *metamorphosis” of 2 dozen siff whie collars by ripping.
them apart and shootng their dancelike passage through revolving and de-
forming mirrors. Following this exhlarating pirouette 1o freedom, howener, the
sequence s rewound, so that at the end the tom collars become whle again. It
5.5 f Man Ray were telling himsel, and us, thatthe past i like 3 never-ending
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‘nightmare from which one cannot possibly sever oneself.
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Fig 41 Man Ray, “Olstruction, 1947, Asembiage: Coat bangers, wood, and metal. Git of
Mrs. Robers Mape, Chicago, o e American Friends of el Museu. Man Ray T,
CADAGE, Pars, 1999,

Inthe drawing Necdle and Thread, of 1937 (g 42), the arists preoccupation
wth his past becomes more acuely personal, The combinaton of needle and
thresd suggestively deincates  feminine human shape. This image is paticu
lary arresting, since the woman' figure and hairdo ccho the silhouete of the
anists mosher in the early family photograph discussed carler (sce g 37). But
ere the anist s actually piercing the image of his mother with the needle There
is mo direct statement by Man Ray comnecting his mother with the garmen in-
dusty, asin the case of Gropper. Yet, with keen humor, he intertwines the two
by cquating the thread with the needied igure of the mother. She has become
a cosmic figure: the landscape (or the world at lage) is seen through her s
houette, The image develops Man Ray' caly Tapesty,in which & human shape
s suggested by patchwork. In Noele and Throad, however, the arts, by pene-
trating the matemal image, is also atemping (o exorcise the magicl power it
hokda over hitm, as-it wers-—a most logent expressicn of Al ativalence.
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Fig 42 Man Ray, “oedle and Toread,” 1937. Hlstraion from L Mains Libres t0
Pl Eard Posms, Pars. 1957, Arturo Schicars Library of Dada and Surralit Ar,
el Musesm. Man Ray T, CADAGE, Paris, 1999.

In Songe de la clef (Key dream, of 1941, Man Ray—refering (0 Freuds fa-
mous book on dream interpretation—mplies that rather than being the key o
a dream, the key el i dreaming (B, 43). The "key's dream’ seems 10 be 3
random page of 3 newspaper, tumed upside down. In fac,as Freud has Gught
5, 00 dream i incidental and indeed, the newspaper e i notarbitary at all.
“The clipping is from an American paper advertising an *Election Day Sale.” The
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Fig 43 Man Ray, Songe de1a clf* (ey Dream 1941, Candboard, neuspaper clppings,
trings wooden frame, and drauing, Priva colcton. Man Ray s, CADAGE, Parts,

ey and its shadow serve s 2 magnifying glass highlighting the drawing of 3
srand stairway to 3 department stoe i which “Men'sclothes” are sod. The ad-
verisement specifies that there are 941 Suis, 525 0 $35 [and) 350 Silklined over-
coats” in the salle and urges the readers 10 “vote early then come and save.” In
a cunning twist, the key image isclf i presented as a picce of merchandise:en-
closed i a simple wooden frame and ted up with asring, i can be caried away
by the “consumer” The moti of the tid string, already evident in The Enigma
of idore Ducass, ecurs throughou Man Ray's euvre. Sexual allusions aside,
i€ clearly sgnals the existental predicament of being consantly on the move,
ready t0 pack up and leave, and poinis tothe condion of the efugee. Boih the
date of Somge do a clef—1941—and the content ofthe cliping indicate tha this
work was exscused in the Uniied States, afier Mas fay Io& Praccs i the vake
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Fig 44 Man Ray, “Décolage, 191447, 194, Collage. Prvatecollocton. Man
Ray s, CADAGE, P, 1999,

i occupation of Pris he was 0 fetum t© Europe only in 1951). The
210 the "key' dream,”then, i tha t akes the aristback 1o the past he sought
1o leave behind

In s later sork from the s period, Décollage, 1917-47 (g, 40, rested in
194, Man Ray invites the viewer to play an active role in 2 game of decoding.
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The suggestive titl, in conjunction with the extended period of time it refers.
1o, intimates that the elements fuxiaposed in the collge lay bare hidden com.
ponents of Man Ray's life in the pas, presen, and futur. Dicollage contins
photographic and textal refeences to the world of advertisement, with large
printd words and leters pased onto a sheetof paper filed with what appears
10 be a (simulated?) leer in the arists hand. But jost 25 we might expect in
the case of Man Ray, the photographic materal covers (or conceals) pat o this
‘personal communiction, resulting in a dualy of the commercil and private
messages conveyesd or,rather, intimated. Morcover, he cleverly uses word com-
binations and inversions that cnlightcn and constematc by tum. In consequence,
the decoding o this document” poses 1 challenge (0 the viewer’ detetive l
s, One first notesthe striking visual analogy between the advertisement o the
stiped shirs and the photograph of the fondling zebra couple and suckling
baby zcbra. The common denominator, striped patiers, is ot simply visual,
however, The zebra family, “dressed" n their srpes, might allude (0 3 amily of
shirumakers, yet another covert allusion (0 the arsts own background. The
physical closeness of the animals even hint at Man Ray's sense of nostl
vis-avisthat st or al his cagermess to wipe out it traces I this context, the
2ebra image recalls the saying ~You can't change a zebr's stripes- The word
combination sxow WoRY—feversing the name of a well-known American de-
ergent, Ivory Snow—also Suggests the artiss awareness that one cannot,in-
decd, wash one’s past away. I is temping 10 look for additional clues in the
word sectons: HoME and “This Week- (ules of American magazines); Simplic-
ity a firm producing dress pattems; and the fuxtapositon of the phrises “my
eard my BREAD" and "t BROWN CouOR” Together these clues ead lie a wisi
fl acknowledgement of the atraction of simple home lfe, the ast's ourward
Spuing of is childhood miieu notwithsanding.

“The confessional satement “my beard my BaeD" is divided into o parts: &
handwriten line reading “my beaed my” and the printed word “seAD” collaged
below i, both appearing crosswise to the horizonta letter’—a device that un-
derscores the codelike character of the arists message. The satement s o par-
ticular significance in view of Man Ray's pecular preoccupation with his beard,
which he exploited artstically as yet another means of concealment/cxposure.
Ina seres of photographed sel-porras, Man Ray (recallig Duchamp's notort
ous disguises) presents himself 45 diferent personae, performing a masquerade
i which the presence or absence of his beard plays & major role. The most out
lanclish version shows him with only the right partof the beard. The revealing
phiase may,therefore, be read as Man Ray's comment on his individual and ar-
tistic dentity—or rather, on the tension between these two aspects of his per-
sonality, 2 pronouncement along the lincs of 1 cam my bread by means of
camoulaging (or playing ticks with my beard)”

Tha Ylcp-aovinciing onimaiion “sumcions rucatai, seih s alksio to wvid
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pinks, reds, and purples, adds “touches” of bright color to the more subdued
vory-snow white and rich brown—the laer, however, also suggestin the rich
posibiltes avabie 1o the visul atis. At the same time, the leters “S-H-14"
insinuate some sensuous sensaton that should be hushed. Eoticism, explict a5
well 55 oblique, igures profusely in Man Ray's work, so that this wordplay, oo,
becomes part of the “classified" information about him. This stratagem links up
with the overtumed ltter *R,” the symbol for regisered mail—in other words,
a communication whose safe delivery is of rucil importance—but als the des
ignaton of 4 resticed movie. I i, of course, also the inital leier of Radit
sky/Ray,the arist' given name and pseudonym—here withheld together with
other revealing facs, just 25 the "MSSING WITNESs” keeps us in suspense with
regard to both his identity and his pending evidence about some obscure past

“The handsiiten secton begias with the phrase ‘making the best” and the.
sixth line from the top ends with the words “been sewing in.” The bottom line
reads, mos elingly, “he rue aspect cannot be hidden forlong . . The wit
ness, it is mplied, will appear i the end 1o reveal is secret.

“The relevance of the past 4 2 stmulus for Man Ray's ar s lso seen in his
lates works. I Le Songe d'une cé de it (T dream of & night key),from 1959
(B, 45)the sexual connotatons of the horizontal key atached 10 2 horseshoe.
magne of the type used (0 collect pins become bizarrely linked 1 the ariscs
recollctions of the garment industry. This dream echoes an early ready-made,
Compass (1920), in which the magnet carries a pistol, communicating the young
anists bellcose feelings toward his home environment. Another, later, ready-
madl, Close-Up (Fold-L) I of 1963 (g 46), consists of  sewing kit complete
with a pack of needles carying its name, “Assorted Needles” pasted onto a
blank paper thread spool. The kit esembles 3 human bead, s if the artist were:
quipping, “My head i ull of necdls,” or“If you gt  close-up view of my head
icwill eveal he needles

IDENTIFYING WITH THE PAST

1 view ofthe persistenly ambiguous and ronie sance that Man Ray affected
vis-vs his background, one is sruck and puzled by the solemn tone of his
ol paining e Férou, created in 1952 (hg. 47). For the ausere scene i depicts,
{aking place on the seeet where Man Ray established his Pais studio afer -
tuming from the United Sttes, is devold of the artiss usual selronic tang,
Wha, then, could have brought on this seemingly abrupt conversion? When
atemping 1o answer that question, one cannot but consider the date of the
painving’s exccution—less than 2 decade afer the end of World War Il and the
heikotse. Hower Sias flov Blsiesll woull satias Sooliahi fuss bk siich
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a direct link. His studied emotional aloofness sometimes reached astonishing.
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Fig 45 Man Ray, “e Songe dune cé de muit”(The Dream of a
ight Ky, 1959, Assemblage: magnit and hey o cardboard. The
Vers, St and Arars Scoars Colcton of D and Surreatct
A, lrael Museum. Man Ray Trus, CADAGE, Par, 1999.

k. For instance, even though he refers at some lengeh n his autobiography
10 the events that followed on France's nvolvement n the war and his own fight
from Paris and subsecquent reur to Pars afir the war, he never mentions the
circumsances tha ed to his urgent need 10 leave France and that soon made i
ncumbent on him to leave Europe and take refuge in his native counry Like.
wise, he remains silen on his resctions to the Holocaust

Nevertheless, the poignant pich of Rue Férou shows that this protecting wall
of detachment did not hold. The painting, executed i the vein of Piura Met

s pervaded by & sense of folom aymery. It depicis 2 shadowlike, dwi
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Fig 46 Man Ray, “Close-up (fold-up)” 1963, Ready made eedle kit and
paper.Prvate colloction. Man Ray Trus, CADAGE, Parss, 1999,

sh man with 2 cap, scen from behind as he wearly pulls # oaded cart down 2
narrow, empty sreet that suggess 3 Chircoesque cul-de-sac. Stylisticlly, Man
Ray did indecd drav his inspiation from Giorgio de Chirco, as wel as from
René Magrite. De Chirco employed the wagon image in 4 ycle ofthree paint-
ings, The Mystery and Melanchol of he Sieet, The Enigmia of @ Day, and The
Anguish of Departure, allfrom 1914, as par of working (hrough an eary chid-
Tiood trauma. Man Ray' poignant wagon-pulling figure seems more aralogous
2 Syl waewial syssbiol of it B iidcvor: 4t ook cléarly
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‘senses that the painting contains an added, personal element, a clear transfor-
mation of “The Enigma of idore Ducasse” Whereas for the Pitura Metafisica
anis, the strk shadows, symbolizing the pat,refr solely 1o his private exis-
ence, they here appear o sgnify Man Ray’ ulmate awareness of caying the.
burden of a larger fate, bound up with his origin. The image of the excessive
Toad echoes Gropper's and Epstein's aforementioned depictions of exhausting
sweashop chores. The painting indeed brings to mind some 3spects of Man
Ray’s early biography. We recall tha, being the eldest child, he was dispaiched
on long disance delveries by wolley car. Futhermore, as noted,the ariscs pa-
terml grandiither had been & peddlier in Russia. It s intriguing that when Man
Ray talks about his entry nto the Parisian world of haute couture, he describes
himself mockingly: "With my bundle in 2 black cloth under my arm, 1 el like 2
delivery boy—an inadsvertent fashback o his socioethnic background. Secn in
his context, e lonely figure i the picture comes 0 impersonate a Jewish pect-
dler destined 1o roam forever from place to place—a modem varition of the
age-old theme of the Wandering jew:

In Rue Férou, Man Ray comes surprisingly close 10 the emotional tenor of his
American Jewish colleagues, however detached from their concems he may
scem. Thus, although in his essay “The Age of Lisht” the anist professed that
“race, o class ike styles become irelevant, he found himself creating an icon
of the sootlessJew In Fue Féou, Man Ray, the sophisicated man o the worl,
nevesheless pushes his own enigana in the cart 2nd owns o 2 persisient preo<.
‘cupation with boit his family history and his ethnic descent.

s cerainly chalenging (0 ead this vas subtext 1o the ocuvre of Man Fay—
the brilant vanguard artist-provocateut—as @ record of his struggle o come to
terms with his disguised socioethic identiy:. By means of his unique blend of
irony, purs, subterfuge, and uncanny images, the arst indeed goads us © un-
cover the true aspect of the missing witnes:
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7: MAN RAY/
EMMANUEL
RADNITSKY:
WHO IS BEHIND
THE ENIGMA OF

ISIDORE DUCASSE?
Milly Heyd

HE Bnigma of tstdoe Ducase, 3 phosographic image of n as-
semblag created by Man Ray n 1920 (i, 35) pays bute o the -
moussatement of e legendary Conte e Lautnésmont aas sdore Ducasse
“Beauul 15 the chance mecting of 3 scwing machine and an umbrells on 5
disecing abie In this work—one ofthe mostradiclly avantgarde Dadaist
piece, Man Ray achievd an ecrie ntegration of viual an verbal ffects. What
the viewer beholds is 3 mysifying, sinisr mage consising of 4 coare abrc
i the oignal work an ammy blanked enveloping a vagely anhropomorphic
form and ted with rope. The “nigma” ofthe closked shapes can be conten:
plated by those fmilar with Lautéamont tex. Ulimaely, however, s Jules
Langaner wrs, “No one bu the arist knows what i under that disurbingly
bulging cloth 1 must foreverremain undecipherable." This kind of coverup
consintes an essetal aspectof the e and ar of Mn Ray
Should we be saised with Man Ray’ ofen equivocal inimatons of is
message? The anst himsel s ll 00 willng 0 propagatethe mythof s o
penetabity. Yeas Lte, he would bosst 10 Asuro Schwrs: “Chrso i truns.
pares,  am por, 1 am mysterious.™ Ye n his a, Man Ray engapesthe viewer
in 3 sophisicated game of hide-and-eck. Thus, by adoping Lauréamonts
e magery, Man Ray does offr us 3 cue 10 bis opaque word. The 3
‘Sumption undeying the presentanicle st The Entgmis o idor Ducase
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Fig 35 an Ray, “The Enigma of sidore Ducase” 1920/1971. Asemblage: Seuing machine,
blanket, trings, and wooden base, The Vera, S, and Aruro Schuars Collction o Dada
and Sureal A, The el Muscun Jeusalem. Man Ray Trus, CADAGE, Pars 1999,

actually the enigma of Man Ray, or if we wish, the enigma of Emmanuel Rad-
nisky—the atss birth name. For Man Ray,sharing with Lautréamont the need
o conceal his e identy, adopted an acronymic pseudonym. In his case,

there was a specific reason for this sratagern. I has been pointed out that Man
Ray "made a concerted effor 0 keep the original name secret 1 avoid classific
tion as n antistwith an ethnic identity—the type of igeonholing he sbhorred.”
Lautréamont’s provocaive ner definion of beauty as the siarling fuxiapost
tion of random objects appesls o the viewers associtive powers, The poct d-
serbes 2 dual encounter: one taking place between the sewing machine and the
umbrell, and thei joint appearance on the dissecting table. Lie Lutréamont,
Man Ray explots the dramatc, even violen, potental of such confrontations
The enfolding blanket has the spect of a womblike sac with the outlines of an
e W Tk Mk D e 1A s o S Tl e acine b
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ing enacted while the pointed rod of the umbrella falls prey t the “teeth” of the
sewing machine on the dissecting table, and vice versa, It was precsely such
uncanny combinations and llusions that inspired the wrings and ar of the
Surealss.

“Thus Man Ray's arcane imagery, employing and elaborating on the clements
of Lautréamonts surreal * il lfe,” conveys the noton that “bich s cruel pro-
cess involving dissction. The complete cycle of existence s telescoped in this
visual confrontation: the birth (or unveiing) of Man entals his death Laut
‘mont's image condensation implies that deconstruction s part ofthe process of
ataining understanding, and Man Ray seems (o have grasped this inuively.

Let us bear in mind that he created this iniguing piece in New York, shorly
before leaving for Paris in 1921. Soon after his arival n Pars he produced a
more overty aggressive “assised” ready-made, Cadea (Gifd (fig. 36, an iron
rsing with nails A new reading of these two works willdemonstrate thatthey
are elated and that their mysterous aura has to do with Man Ray'scrafty use of
ins and puns. My premis i that the atiemp 10 decipher these brings new in-
sights into the workd of Man Ray—existentilly as well as atstically—and con-
sequently callsfor & new awareness of the “Jewish problem’ underling Man Ray.
s an individual and anis.

Man Ray's autobiography, Self Poriraitis instrumental for our undersanding
of the arists tantalizing method of simultaneous concealment and revelation,
epiomized by the coverng materialin The Enigma of Isdore Ducass. The book
‘opens with the words *My mother old me I made my fist man on paper when
¥ was three."¢ 1t s noteworthy tha, rather than beginning by stting his date of
i, Man Ray introduces himself from the perspective which interested him
most—that ofthe arist, Thus he continues; “The carliest ecollcton I have of
my introduction (o paint is at the age of about fve.” Again, he does not offer
the reader  generl recollection of hischildhood, bt presents and defincs him-
self through his aristic actviy. This omision of basic biographical data recurs
throughout. Strangely enough,the aist does not even mention his fr., ket slone
his family, name. As & matte of fact, no single member of his family of binh is
named by him. Nor does he careto describe his home mile,leaving the reader
1o wonder about his socioethnic and eligious background. And whatever scant
information he does disclose i consistendy linked (0 his early infavation with
an. We leam, for example, that following hi lving in Philadelphia, during his
carly childhood, “We moved t© Brooklyn, New York, when 1 was seven and &
cousin gave me a bor of colored crayons for my binhday.™
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MAN RAY'S JEWISH BACKGROUND

In his biography on Man Ry, Neil Bldwin s in some of the mising pieces
of the puzzle. A close reading of his book leads t the conclusion tha by not -
vealing hi real name,the ais contrved to conceal his Jewish orgin, the story
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Fig. 36 Man Ray, “Cadoau” (GY), 1921/1963. Fla rom and s The Vora
Sl and Aruro Schuarz Colcton of Dada and Surealst Ar, sael Museun,
Jerusalem. Man Ray Trass, CADAGE, Pars, 1999,

of his Family's immigration, and specifcally, his cmergence from the sweatshop.
experience that affected an entire generation of American Jewish arists,
Emmanuel Radisky was born in 1890 (0 Manya Loura (or Lourie) Manya
grese up. near Minsk in Russia. Her marriage, Baldwin tels us, came about
through a peddlier who, impressed by her beawsy, suggested (o his son in Kiev
that e propase o her. The son, dodging the draf, had emigrated o the United
Wiaten s TI00. Tl Chabiias tht Rl sits itk Mivkchis BN Ul bab
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10 be a misspelling of Melech—king" in Hebrew—a common Jewish name.*
He recounts how Melach, having sent for his fuure wife on the basis o 2 pho-
tograph, “was shocked 10 see a heavyset, slouched figore encumbered by a
ulky wicker basket in one hand and] a carpetbag in the other” ather than the.
sl beauty seen i the picture. Howvever, he soon realized that her stout frame
resulted from the ayers of clothing she was wearing —a fnilla pracice among.
imumigrants during that period ! The imporance of this episode from a so-
cioethnic perspective is that it lnks Man Ray (o 2 common immigrant experi-
ence. But more than that, the family legend of the mother wrapped up in
Clothing visuall corrlates with the imae of concealment and revelaton in The
Enigma of Iidore Ducasse and the question it rases: What is hidden under the
blanket Beside the obvious sexual connotations, it s 2 if Man Ray concerned.
himself with the question of identit, s i he queried: “Who is concealed under
the load of gaments Whose identiy s " The story also amplifics the impor-
tance of photography in Man Ray’s life. A photograph was the saring poin for
his parents’elationship, and the medium was o preoccupy him throughout his
carcer, in which he highlighted the disparity berween fuctual and photographic
ot

Man Ray did ot hesicate © manipulate phosographic documenttion accord
g 10 the specifc biographica information he wished 1 provide. This is re-
vealed through a comparison of the photograph the anist chose for the inial
chapter of his autobiography with a differen version of the same photograph
llusiating Baldwin's account of the arists chidhood and youth (ig. 37). The
atered image conains a puzzing detil It shows linle Emmanuel Radnitsky
sanding beside his slender mother. But we alo discer part of an objcct on
which ress an unidentifed hand (extending from a barely visile am). The
e s solved in the photograph as reproduced by Baldwin: here, next (o Em-
manuel and his mother, we see the arists father seated in 2 wicker chair, and
his lile sser, Dora. The photograph now includes the signature of the pho-
ographer, °A. Smith and his addess, 500 South Sireet, Philadelphia, Pa” I i
bvious that Man Ray's cropping of the oriinal photograph conveys an oedipal
fantasy: by symbolically kiling the fiher and eliminating the identiying geo-
Braphic refrence,the son has his mother entirely to himself and the two appear
ogether beyond the confines of  specific ocation. et by leaving the faher’s
disembodied arm and hand in the manipulated versin, the arist cunningly
drass our atention to what has been Ietout. I other words, omission becomes
a means of emphaszing that which is sbseat.




