








Innovalive and provocative, Man Ray moved freely between Dadaism and Surrealism, embracing
the irony and wit of one and the enigmatic, dream-like compositions of the other. An important and
influential contributor to the artistic ambitions of both movements, he was not exclusively associated
with either, a position which allowed a great deal of freedom in his creative process. As exemplified by
his consistent experimentation and facility with different stylistic approaches and media (painting, film,
photography), Man Ray remained a distinctly autonomous and original artist throughout his career. The
influence of his artwork was felt not only in his own time, but continues to reverberate today, especially
in photography. Cheim & Read and Edwynn Houk Gallery are pleased to present a group of Man Ray’s
photographs at 2013 Frieze Masters. The selection, which focuses on portraits and nudes, dates from the

artist’s time in Paris, in the 1920s and 30s, to his war-time stay in Los Angeles, in the 194os.

Man Ray (born Emmanuel Radnitsky) was born in Philadelphia in 18qo. His family later moved to New
Yorkandsettledin Williamsburg, Brooklyn. Prol’oundl)r influenced by thergr Armory Show, arenowned
avant-garde exhibition which introduced modern art to America, Man Ray became a frequent visitor to
Alfred Stieglitz’s “291” gallery, where he discovered not only burgeoning movements in contemporary
European art, but also the photographic work of Stieglitz and his circle. After exhibiting his abstract
paintings and collages in 1915, Man Ray began experimenting with photography, the medium for which

he would become best known.

In 1920, Man Ray, with his lifelong friend Marcel Duchamp and patron Katherine Dreier, founded the
Société Anonyme. In 1921, he and Duchamp produced “New York Dada,” a unique publication which
chronicled the movement. The same year, he moved to Paris, where he was quickly accepted into the
Montparnasse artistic and bohemian avant-garde; a few years later, in 1925, he was represented in the
first Surrealist exhibition in Paris, along with Jean Arp, Giorgio de Chirico, Max Ernst, André Masson,
Joan Miré and Pablo Picasso. Two photographs exemplify this early time in Paris. The first, Portrait of
André Breton (In Front of Giorgio de Chirico’s Painting, The Enigma of Day), 1921, shows André Breton
reclined at the bottom of a de Chirico painting. Breton, author of the Surrealist manifesto and a leading
member of the movement, is positioned as if part of the painter’s deeply shadowed composition; the
illusion is reinforced by an eerie reflection of studio light on the canvas. The second, Typewriter, c. 1925,
is emblematic of Man Ray’s more fractured, fragmented and fetishistic compositions; the typewriter,
pictured close-up and at an angle, is abstracted and transformed from a practical tool to a shiny,

mechanical, surreal object.

Like his contemporaries, Man Ray was initially unable to make a living solely on his art and found
commercial photography a viable way to make a living as well as a venue for experimintation. He
became a highly successful portraitist and fashion photographer, his work sought-after for spreads in
Vanity Fair, Vogue and Harper’s Bazaar, and in many avant-garde journals and publications of the time,
including La Révolution surréaliste and Vu, a precursor to Life magazine. Around 1922, while developing
some images for the fashion designer Paul Poiret, an unexposed sheet of paper made its way to the
developing tray; Man Ray placed several objects on its surface, exposed it to light, and watched as the
first “Rayograph” took form. With light as his medium, and the element of chance as his muse, Man Ray’s
camera-less experiment resulted in a technique celebrated for its expressiveness and ability to imbue
ordinary objects with enigmatic associations. Retaining his dada-inflected wit and use of puns, Man Ray
combined elements in often suggestive or poetic compositions, undermining predictable narratives.
The Rayograph'’s spatial ambiguity, immateriality, and rich contrasts were used to both subversive and

unexpected effect, and would profoundly influence his subsequent work.



Man Ray continued to take portraits and work in fashion photography throughout his career. The line
between his commercial and private practice was often blurred, and the two often informed each
other. The fantasy world of the fashion industry and its fetishisation of the female form were endlessly
fascinating for Man Ray; likewise, his fashion spreads were composed, as his art, with dramatic shadows
and angles, and staged with artworks and objects. For all of his work, he preferred the relative calm of the
studio setting to the bustling outdoors, and his portraits seem to retain this sense of introspection; see
the photograph titled Eléqante, of 1930, in which a boyish-looking woman gazes off-camera, the beads
laced through her fingers radiating palpable tangibility.

In the early 1930s, Man Ray “discovered” another photographic process: solarization. Exposure of light
on aprint or negative during the development process results in its inversion to the negative: dark areas
turn to light and vice versa. Controlling the exposure lead to different saturations of this effect; the
technique’s characteristic silveryline appearingat the hard edges of an objector figure. Solarization, 1930,
captures awoman with her head resting in her arms, haloed by an aura of white; the background space
dissolved and ambiguous. It is one of Man Ray’s more well-known uses of the process; the richly-lined
profile in Portrait of Meret Oppenheim, 1932, is also a quintessential example. Oppenheim, of the famed
fur cup, was photographed several times by Man Ray, three of which-—two portraits and one nude—have
been brought together for this exhibition. However, the woman most associated with Man Ray during
this time was the model and photographer Lee Miller. When Man Ray met Miller in 1929. She quickly
became his muse and mistress, and the subject of several photographs, among them Lee Miller, 1930, and
Untitled, Paris, circa 1930. Both images, with their focus on the neck and hair, exemplify the increasing
disembodiment, fetishism and eroticism of Man Ray’s imagery. His fragmentation of the female form
was characteristic of surrealist compositions, but would also echo the coming social and cultural rifts
caused by mounting political tension as World War 11 drew near. Man Ray’s solarization technique,
with its ethereal quality and darkening, indistinct shadows, further augmented his images’ dissociative
nature. In anude study of Paul Eluard’s wife, Nusch Eluard, Nue, 1935, the female form is pressed against
the right-hand side of the composition, her arms and head cropped, her legs tightly angled at the bottom
of the frame. Thickly lined by an ominous, dark gray shadow and weighted by the vast whiteness of the
rest of the picture, the image is indicative of Man Ray’s work at this time. More playful, but similarly
fixated, his Dora Maar, 1936, frames the well-known mistress of Picasso with two sets of hands, one real
and one of miniature porcelain. The hands reference Picasso’s first impression of his future muse: at the
café where they were introduced, she had played the “knife game,” a “game” in which a sharply pointed
knife is used to quickly stab the table between outstretched fingers. Mesmerized, Picasso requested

Maar’s appliquéd gloves, apparently bloodied, and kept them as a souvenir of their meeting.

In 1940, Man Ray left Paris for Los Angeles in order to avoid the German occupation. He continued to
photograph and work in the United States, and returned to Paris in 1951 where he died in 1976. Man Ray
never felt that photography was a separate practice from his other artistic endeavors. His dissolution of
hierarchies and rejection of easy or rigid definitions of his art, and his life, are evident in the freedom
with which he worked and his embrace of the accidental and experimental. His artistic practice,
specifically his attention to material, process, and different mediums, anticipated conceptual art’s and
post-modernism’s rebellion against Greenbergian formalism, and predicted the “everything is art”

montage of film, photography, painting, and collage, which permeates the art world to this day:

“Everything is art.. All this anti-art business is nonsense...lf we must have a word for it, let’s call it Art.”

Maggie Wright, 2013



2. Lee Miller, 1930






3. Meret Oppenheim, c. 1930






4. Portrait of a Woman, c. 1940






5. Nude Dos, c. 194

=\






6. Portrait of Meret Oppenheim, 1932






7. Charlotte, California, 1943
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8. Solarization, 1930






9. Meret Oppenheim, 1935






10. Female Nude Study, c. 1930






1. Ele’_(]ante, c. 1930






12. Dora Maar, 1936
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14. Untitled, Paris, c. 1930






15. Portrait of André Breton (In Front of Giorgio Chirico’s Painting, The Enigma of Day), 1921
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