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In a career spanning more than four decades, Lutz Bacher has built a highly heterogeneous oeuvre that 

defies classification. The American artist, who adopted her male pseudonym when she first started out, 

has produced conceptual work in a variety of media. Bacher’s photographs, sculptural arrangements, 

videos, sound pieces, and expansive installations incorporate images and objects that are fixed in collec-

tive memory and easily retrieved: press photographs of public figures that, copied several times over, 

begin to lead a strangely aesthetic new life, found objects from thrift shops she integrates into her instal-

lations as objets trouvés and readymades, or time-worn baseballs, marbles, and sand. Her appropria-

tions draw on vernacular and pop culture sources such as dime novels, porn magazines, self-help 

literature, and paparazzi snapshots. The human body, sexuality, power, and violence are key issues in 

her art, as is the deliberate blurring of the line separating the private from the public sphere. 

 

For the large-format works in the Jokes series (1987–88), Bacher enlarged black-and-white photographs 

of 1970s politicians and celebrities with often crude one-liners. The text/image pairings are found mate-

rial, and the question of who originally spoke or authored the wicked lines is indeterminate. The scruffy 

look of the pictures—the artist smeared them with dirt and drove her car over them—emphasizes the 

critical overtones of the series. In Closed Circuit (1997–2000), a forty-minute animation composed of 

video stills, she created a portrait of Pat Hearn, the gallerist who had represented her for many years: a 

surveillance camera positioned above Hearn’s desk recorded everything she did—make phone calls,  



 

work, think, write, etc.—for almost a year. Hearn had recently received a diagnosis of cancer, and so 

Closed Circuit is not only a document of the day-to-day gallery business, but also bears witness to one 

of the last years in Hearn’s life. 

 

Through abstraction, fragmentation, and the arrangement of things in unwonted orders, Bacher raises 

questions concerning the standardizing pressures that shape social models of identity and our individual 

life choices, confronting our preference for conformity with piles of sand, coal slag, or thousands of loose 

marbles in the exhibition space to create situations of literal as well as metaphorical instability: every-

thing, we sense, may change in an instant. For her installation The Book of Sand (2010–12), she had 

twenty-five tons of sand transported to the Alex Zachary Peter Currie gallery in New York, where it 

covered the floor throughout the gallery’s downstairs space and spread out into the courtyard. Unlike 

Walter De Maria’s permanent installation New York Earth Room (1977) in SoHo, Bacher’s work was 

meant to be walked over; visitors’ footprints as well as the light coming in through the gallery’s windows 

lent the installation a constantly changing appearance. 

 

Lutz Bacher is working on a new piece for her exhibition in the Secession’s main hall. Her artists’ book 

The Gift will be published in conjunction with the show. 

 

Lutz Bacher lives and works in New York. 
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