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1his eshibition of photography, film, and
*  archival documents convincingly places
MNancy Holt at the center of several

prominent, nterconnected movements of the
1970s. A photographer, filmmaker, writer, and
earthworks artist, Holt brought together
diverse mecia to discuss space as something
wholly subjective.

Located in the Bonneville Salt Flats in Utah,
Sun Turmels (1976) is perhaps her best-known
work. [t corsists of four massive concrete
tubes, arrarged on the desert floor, facing oul
like the poizts of a compass, The tunnels frame
the horizon in a circle, a motif found in much
of Holt's photography. Holes of varying sizes
are drilled into the tunnels, arranged in the
patterns of constellations, Sun Tunnels serves as
a lens, frame, calendar, and clock, permanent
and monurrental, yet yielding a subjective
experience. Shown through films and photo-
graphs, the work serves as the physical and
metaphorical core of the exhibition.

+ artgallery.tufts.edu « Through April 1, 2012

As with many of the earthworks artists, it is
easy for Holt's subtler and less object-oriented
works to fall unnoticed. Curator Alena |,
Williams has worked to correct this tendency,
with display cases that hold archival notes,
maps, transcripts, sketches, and hand-typed
concrete poetry. The written and spoken word
are on display here as the basis of much of
Haolt's practice, revealing an inlerest in the con-
nection between the visual perception of space,
and language as its rough articulation. This
theme is carried throughout the exhibition.

The relationship between language and
place is one of the fundamental issues that
brought so many conceptual artists to the
earthworks movement in the 1970s, a tendency
brilliantly documented in Sightlines. Present are
Halt's coliaborators, subjects, friends, and con-
temporaries, among them Joan Jonas, Lucy
Lippard, Dennis Wheeler, Carl Andre, Richard
Serra, and most frequently, Robert Smithson,
whom she married in 1963. Many of Holt's
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[ tis no coincidence that modernism exploded

{| at the same time that photography became a
_L_fine art. In America, post-pictorial photogra-
phy’s unparalleled capacity to interpret the world
anew challenged painting’s historical mission of
representing the visual. With the model of an
exiled European community of artists, it pro-
pelled painting into its bold, modernist future.

A New Visiom explores the transformation of
photography from a documentary medium
through its emergence as a fine art. The outstand-
ing photographic eye of Lotte Jacobi {1896-1990)
oversaw the formation of the Currier collection in
the 1970s. Criginally a student of Alfred Stieglitz
ir. Berlin in the 1920s, she moved north following
her émigré years in New York, where she had
become a major practicing photographer. Her
Mew Harnpshire connection is permanent:
Jacobi's papers reside in the Milne Special
Collections of the University of New Hampshire,

Thematically grouped under headings such as
“Machine Aesthetic” and “The Nude,” this exhi-
bition illuminatingly pairs photographs with

paintings from the
museum's collection.
Columbis Averug,
Boston (1885), by
American impres-
siomist painter Childe
Hassam, provides
comtext for the show's
earliest photograph,
Alfred Stieglitz's The
Terminal (1893), While
they contain similar
iconography seen
from a street-level
perspective, the pho-
tograph in some ways foretells the modernist
future, foreshadowing a purposeful, alternative
mademnist vision. Photography would shatter the
tracitions of late nineteenth-century painting,
creating the experimental visual language that
ultimately defined its trajectory.

Europeans named the approach of new pho-
tography “new seeing” or “new vision.” Its opti-
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Paul Caponigra, Two Pears, Cushing, ME, 1553, gelatin silver
print, The x 47,
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Mancy Hol, Preparatory drawing of Sun Tusdels, 1975,
aencd and twelve black-and-whito phetographs on paper,
14 x 207, Naney HoltLicensed by VAGA, New York

films and photographs serve as a sort of exper-
imental travelogue of this circle,

Heolt's first video, East Coast, West Coast
(1969}, was a collaboration with Smithson, shot
in Joan Jonas's studio. In this satirical dialogue
between two artists, Holt plays the severe,
cerebral New York artist, Smithson the laid-
back, intuitive L.A. artist. The piece is a funny
nod to the art world, but it also shows how
this group was striving to reach a rare middle
point in their work, a certain balance between
rigid conceptualism and raw experience.

—Evan Smith

cal inclusiveness intro-
duced exciting ways of
imaging both the diminu-
tive and the vast, dramati-
cally expanding visual
arts’ vocabulary. In Boris
Ignatovich's Trammay
Handles, a 19305 gelatin sil-
ver print, an abstract com-
position is based on a
close-up, angular perspec-
tive designed to subvert
the “ordinary” character
of industrial subject mat-
ter. Ignatovich’s rhythmic
repetition of cropped ovals and rounded parallel
lines byrically suggests the visual appeal of the
vehicle's shape and form.

A New Vision showcases photography by near-
ly all of the canonical modernists, [t also includes
waorks by recent photographers who built upon
early modernism and found ever-distinctive
ways to reinvent the real. —Christopher Volpe
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