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opposite: Head 9, laminated cibachrome mounted on plexiglass, 28.25 x 19 inches, 1990



rock. PAPER. SCISSORS

BY LAURIE PALMER

et’s begin with this, and make it personal: art is a solicitation, a proposition, an
advance. When an artist pushes her work into a public arena, it is because she wants

my attention; she makes herself vulnerable when she asks me to look.

Reciprocally, I am not looking; I go to a gallery or a museum (or open a book). I want
something too, but as a viewer I have the privilege to be wary, discriminating, not easy
to please. In order to be seduced I have to be approached in a particular manner, with
just the right balance—for instance—of lightness and force. In short, I am a spoiled

brat, used to being catered to, and expecting to get it for free.

Jeanne Dunning positions her work within this sexualized system of power relations,

but she enters the arena determined not to give herself away. She gains our attention

with clean, well-lit, seemingly straightforward photographs, geared for disclosure; then
in precisely the place where she is expected to expose or express, she turns her back to
the viewer (Heads) and refuses to speak (Untitled with Bulge, Untitled with Tongue). But
we are held in rapt attention nonetheless What ‘we get instead of revelation are quiz-
ny contextless representations of parts of the body—hair, limbs, heads, noses—

t work, pieces of food whose stranded, unexplained objecthood

etish cathexis.

photographs enact a kind of revenge. Dunning sexuahzes the roles of artist and viewer

because the dynamics of sex and power correspond with the history of lookmg.
Because the image (art) is an object of desire, it takes a female role—stereotypically
powerless and geared to please— while the viewer’s role becomes male —the desiring
subject to whom the image “sucks up.”! Dunning reflects back her own image (through .

images of women) the only way that “we” (as culturally constructed male viewers) can
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an unfathomable whole.

The line between Inner and outer landscape is breaking down ; .. The
whole random universe of the industrial age Is breaking down into
cryptic fragments. .

Eroticism is the fourth dimension. ;
— Marcel Duchamp, ca. 1960

CAT scans, genetic engineering, Virtual Reality helmets and datagloves: tﬁﬁ'
and outer landscape exchange through a technologically permeahf
brane—between nerve tissue and machine, between sensors and skin. Thi
membrane—call it a ghost in the machine—evokes Marcel Dhchafnp:s
enigmatic term inframince, or infrathi{n;wherein‘ “the smoke of 4ch: -
tobacco smells also of the mouth from which it comes;” Indeed, the ;
blurring of sexual and semiotic boundaries in Duchamp’s L.H.0.0.Q.
(the Mona Lisa wearing a must,ache—pﬁé{leticélly’ ansformed via

French to elle a chaud au cul, or “she has a ho ass") Rrose S

Jeanne Dunning’s photogenetically encoded material.

Duchamp was out for more than shattering the Museum’s cobwebbed win-
dowpanes; he wanted us to peer into the hairline crack in the glass separating
male and female, matter and spirit, the third and fourth dimensions: “The possible

implying the becoming—the passage from one to the other takes place in the infra-

Marcel Duchamp
Belle Haleine  thin.” Likewise, Dunning is not content to have us jump through theoretical hoops; she

(detall of the artist as
Rrose Sélavy), 1921,
photo-collage SO we can see how insidiously entangled we are in our cultural dream machine. -

dares us to unravel the delicate thread of meaning between image, language and desire
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combines diagnosis in both the

- natural detall Is in constant danger of a morbid mutation . .. the
natural Is finally indistinguishable from the pathological.
— Mirlam Schor, Reading in Detall, 1987

Scrutiny reveals imperfections. The closer we zoom in, the more we focus on flaws.
Pubescent boys fervently monitor the same growth of fuzz above the lip that many
women will tweeze or bleach away. Cancer warning sign #4: any change in a wart or
mole. In his Lectures on Aesthetics, Hegel warns the portrait painter against depicting

“the purely natural side of imperfect existence: little hairs, pores, little scars, warts.”
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Untitled

C-print, frame
15 x 12 inches

1988
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above and top:

Untitled Hole
C-print, frame
13.5 x 14.5 inches

1988
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The viewer asks the image to speak, and by speaking to
draw him in, to convince him, to cater to him, to coddle
him, to suck up to him, to desire him.

The viewer asks the image to give him the power to
accept or reject, to reinforce or ignore, to forgive or

condemn, to pass judgement.

If no one is looking at me and | don’t speak, then no one
will look at me. | must have a voice to have power.
Speaking without first being spoken to is a way to take

power.

But if someone is looking at me and they know it, they’re
asking me to speak, they’ve given me power.

I have something they want.

If | speak, I'll give away that hold over them, that thing
that | have that they want, that thing that | know that they
don’t, which is power. If | don’t speak, I’ll retain the

power to accept or reject and pass judgement.

If someone is looking at me and they know | know it and |

don’t speak, they’ll keep looking.

From Heads, 1989

an artist’s book by Jeanne Dunning
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Checklist

Untitled Landscape, 1987

C-print and frame

15.5 x 21 inches

collection of Kevin Maginnis and Suzan
Rezac, Chicago

Untitled Landscape II, 1987

C-print and frame

17 x 25 inches

collection of Timothy and Suzette Flood,
Chicago

Study after Untitled Landscape,
1987, 1987

black and white photograph, frame

12 x 13 inches

courtesy of Feature, New York

Study after Untitled Landscape,

1987, 1988

black and white photograph, frame

12 x 13 inches

collection of Refco Group, Limited,
Chicago

Study after Untitled Landscape,
1987, 1988

black and white photograph, frame

12 x 13 inches

courtesy of Feature, New York

Study after Untitled Landscape,

1987, 1988

black and white photograph, frame

12 x 13 inches

collection of Kevin Maginnis and Suzan
Rezac, Chicago

Study after Untitled Landscape,
1987, 1988

black and white photograph, frame

12 x 13 inches

collection of Hirsch Perlman, Chicago

Study after Untitled Landscape,
1987, 1988

black and white photograph, frame

12 x 13 x 1 inches

collection of Michael Leon, New York

Untitled, 1988

C-print, frame

15 x 12 inches

collection of Timothy and Suzette Flood,
Chicago

Untitled, 1988

C-print, frame

15 x 12 inches

courtesy of Feature, New York

Untitled, 1988

C-print, frame

15 x 12 inches

courtesy of Feature, New York

Untitled, 1988

C-print, frame

15 x 12 inches

courtesy of Feature, New York

Untitled, 1988

C-print, frame

15 x 12 inches

courtesy of Feature, New York

Untitled, 1988

C-print, frame

15 x 12 inches

courtesy of Feature, New York

Untitled, 1988

C-print, frame

15 x 12 inches

courtesy of Feature, New York

Untitled Hole, 1988

C-print, frame

(5 works, each an edition of 3)
13.5 x 14.5 inches

courtesy of Feature, New York

Detall 1, 1989

laminated cibachrome, frame

22 x 17.5 inches, edition of 3

collection of Illinois State Museum,
Springfield

Detall 2, 1989

laminated cibachrome, frame

17 x 23 inches, each of 2 photos

collection of Edward R. Downe, New York

Head 1, 1989

laminated cibachrome mounted on plexiglass
25 x 17.5 inches, edition of 2

courtesy of Feature, New York

Head 2, 1989

laminated cibachrome mounted on plexiglass

28.25 x 18.75, edition of 2

collection of University Galleries, Illinois
State University, Normal

Head 3, 1989

laminated cibachrome mounted on plexiglass
25 x 17.5 inches, edition of 2

courtesy of Feature, New York

Head 4, 1989

laminated cibachrome mounted on plexiglass
26 x 18.75 inches, edition of 2

collection of Brooke and Carolyn Alexander

Head 6, 1989

laminated cibachrome mounted on plexiglass
30 x 19 inches, edition of 2

The Sandor Collection

Head 8, 1989

laminated cibachrome mounted on plexiglass
30 x 19 inches, edition of 2

collection of Richard Telles, Santa Monica

Head 9, 1990

laminated cibachrome mounted on plexiglass
28.25 x 19 inches, edition of 2

courtesy of Feature, New York

Head 10, 1990

laminated cibachrome mounted on plexiglass
26.5 x 18 inches, edition of 2

courtesy of Feature, New York



Untitled Head, 1990

laminated cibachrome mounted on plexiglass

30 x 20 inches

courtesy of Roy Boyd Gallery, Santa
Monica, and Feature, New York

Untitled with Bulge, 1990

laminated cibachrome, frame

20 x 16 inches

courtesy of Roy Boyd Gallery, Santa
Monica, and Feature, New York

Neck, 1990

cibachrome mounted to plexiglass, frame
33 x 28 inches, edition of 3

private collection

Red Detall, 1990

cibachrome mounted to plexiglass, frame

40.75 x 20.5 inches, edition of 3

collection of Camille Oliver-Hoffman,
Naperville, Illinois

Untitled Body, 1990

laminated cibachrome mounted to
plexiglass, frame

47.75 x 28.5 inches, edition of 3

courtesy of Feature, New York

Back, 1990

cibachrome mounted to plexiglass, cast
rubber frame

21.5 x 17.5 inches, edition of 5

courtesy of Feature, New York

Torso, 1990

cibachrome mounted to plexiglass, cast
rubber frame

21.5 x 17.5 inches, edition of §

collection of Tony Tasset, Chicago

Untitled with Tongue, 1990

laminated cibachrome, frame

22.5 x 18 inches

collection of Eileen and Michael Cohen,
New York

Untitled with Beard, 1990

laminated cibachrome, frame

21.5 x 17 inches

courtesy of Roy Boyd Gallery, Santa
Monica, and Feature, New York

Detall 4, 1990

laminated cibachrome, frame

21.5 x 17 inches

courtesy of Roy Boyd Gallery, Santa
Monica, and Feature, New York

Detall 5, 1990

laminated cibachrome, frame

21.5 x 17 inches

courtesy of Roy Boyd Gallery, Santa
Monica, and Feature, New York

Detail 7, 1990

laminated cibachrome, frame
21.5 x 17 inches

Jederman Collection, N.A.

Hanging 1, 1990

cibachrome mounted to plexiglass, frame
36.75 x 24.75 inches, edition of 3
Jederman Collection, N.A.

Sample, 1990

cibachrome mounted to plexiglass, frame

23.5 x 16.75 inches, edition of 3

courtesy of Roy Boyd Gallery, Santa
Monica, and Feature, New York

Sample 2, 1990

cibachrome mounted on plexiglass, frame
18 x 15 inches, edition of 3

courtesy of Feature, New York

Sample 3, 1990

cibachrome mounted to plexiglass, frame
18 x 15 inches, edition of 3

courtesy of Feature, New York

Sample 4, 1990

cibachrome mounted to plexiglass, frame
18 x 15 inches, edition of 3

courtesy of Feature, New York

Lenders to the
Exhibition
Brooke and Carolyn Alexander, New York

Roy Boyd Gallery, Santa Monica

Collection of the Illinois State Museum,
Springfield

Eileen and Michael Cohen, New York
Feature, New York

Feigen, Incorporated, Chicago
Timothy and Suzette Flood, Chicago
Jedermann Collection, N.A.

Michael Leon, New York

Camille Oliver-Hoffman, Chicago
Hirsch Perlman

Refco Group, Limited, Chicago

The Sandor Collection

Tony Tasset

Richard Telles, Santa Monica
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