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In 1972, the German Institute in 50 Princes Gate, Exhibition Road, in South Kensington (now the 
Goethe-Institut), took over the adjacent mansion, formerly the property of the Mormon Church, in view  
of connecting the two sites. The Institute’s director, Klaus Schulz, turned to the London-based German 
framer and gallerist Sigi Krauss to organise an exhibition and event programme until construction plans 
were confirmed. Although Schulz was familiar with the radical programme of the Sigi Krauss Gallery in 
Covent Garden (1966 – 71), the German Institute was unprepared for the experimental and radical exhibi-
tions, events and publications that Krauss and assistant director Rosetta Brooks initiated at Gallery 
House. In the summer 1973, the Institute closed Gallery House, ending one of the most flamboyant and 
experimental art venues in the UK in the 1970s.
Krauss’ and Brooks’ programme was marked by an embrace of heterogeneous styles and mediums, from 
film and video to performance, installations, poetry and music. Despite a minimal operating budget (the 
German Institute paid for little beyond drinks at openings), Gallery House quickly became the uncontest-
ed enfant terrible of the London art world. In stark contrast to established venues such as the Hayward 
Gallery, the Serpentine, the ICA and the Whitechapel, Gallery House hosted artists at the very start  
of their careers, or artists who worked out of the mainstream of the art market.

This weekend of This Way Out of England reflects on the 
scope and potential of the term ‘avant-garde’, cited by 
Rosetta Brooks in the title of her three-part 1972 exhibi-
tion at Gallery House A Survey of the Avant-Garde  
in Britain. In her introduction to the catalogue of Part 2 
of A Survey, Brooks writes: 
What has become both a slogan and a generalisation  
of the position of the avant-garde – ‘All is permitted in art’ 
– condemns art to being inconsequential. Some of the 
artists represented in this exhibition are addressing their 
work to the issues which might be called the assumptions 
(prejudices?) of the avant-garde in order to recover  
(or perhaps discover) some meaning in an activity whose 
ultimate aim since the avant-garde first developed,  
has been meaninglessness.
This weekend’s events include a round table on Saturday 
convened by Susan Hiller and Alexandra Kokoli on pre-
cisely the prejudices Brooks brackets in the quote above: 
the biases inherent in the category that have persistently 
occluded certain practitioners, particularly artists of 
colour and women artists. On Sunday, the narrative films 
of Stephen Dwoskin provide an introduction to a panel 
discussion about the historical streamlining authorised  
by the expression of ‘avant-garde’. 
Gallery House remains a thorn in the side of neat histori-
cal records that reduce the early 1970s into compartments 
of ‘expanded cinema’, ‘performance’ and ‘conceptual art’. 
The weekend thus appropriately concludes with a Skype 
conversation with Lisa Renée Newman and Sigi Krauss, 
founding director of Gallery House and one of the princi-
pal co-architects of the avant-gardist cacophony that 
reigned at 50 Exhibition Road.

Werbung Deutsch-Land [Advert for Germany],  
comic by Magda Jordan and Sigi Krauss, 1973 
Cartoons of Sigi Krauss and Rosetta Brooks

‘Each one thought that things would turn out well.’
Sigi: “I used to run a progressive gallery and will also 
continue in this way.”
Rosetta: “I do everything for the avant-garde!”
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VICTOR BURGIN

Victor Burgin is one of the most influential conceptual 
artists, whose work and writing on/in photography and 
film have had a profound effect on our understanding 
of the image’s relations to language, place, ideology  
and subjectivity. At the time of Gallery House, he was  
a lecturer at Trent Polytechnic, moving to the School  
of Communica tion, Polytechnic of Central London,  
in 1973. He took part in some of the key conceptual art 
exhibitions of the late 1960s and early 1970s, including 
When Attitudes Become Form at the ICA, London 
(1969), Information at the Museum of Modern Art,  
New York (1970), and documenta 5 in Kassel (1972). 
His contributions to A Survey of the Avant-Garde in 
Britain Part 2 (1972) at Gallery House included Room 
(1970) and some other related textual works which 
were also shown simultaneously in the exhibition The 
New Art at the Hayward Gallery. Burgin has re-in-
stalled the works at Raven Row in much the same way 
they were first presented.

Victor Burgin, textual works,  
as presented in A Survey  

of the Avant-Garde in Britain Part 2,  
Gallery House, 1972

All Criteria, 1970
Any Moment, 1970
Bracketed Performative, 1971
Room, 1970
This Position, 1969
Courtesy of the artist

Victor Burgin, Any Moment, 1970, first  
published in Studio International, No. 180 

(July/August 1970)
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IAN BREAKWELL

Ian Breakwell, (1943 – 2005) made a series of Phototext Sequences 
for A Survey of the Avant-Garde in Britain, Part 2, in September 
1972. He also contributed a film made with Mike Leggett, Sheet, 
to Part 3 of A Survey. Both the Phototext Sequences and Sheet 
reveal Breakwell’s eye for the incongruous detail, and the artist’s 
ability to conjure narratives from disconnected elements. In the 
Phototext Sequences  
the elements are photographic images that relate uneasily to 
handwritten inscriptions. While clearly aware of conceptual  
art’s fascination with language’s indexicality, the inscriptions in 
the Phototexts betray a much more physical, even bawdy relation  
to language. In these and many other of Breakwell’s works  
in film, performance and writing, the emphasis is less on neutral 
signification than on embodied attempts at communication, 
through overlooked gestures or unexplained movements.

Phototext Sequences: a man in a telephone kiosk; he worked an 8 hour day; of a man rubbing his throat 
against the corner of an outside wall; a man exposing himself in a car; a noise like thunder from the roof  
of the cinema; of children walking in a single file their mouths shut; the buildings covered in a grey 
blanket; a girl running her fingernails down the back behind her; a woman on the lower deck of a bus; 
around the corner a girl kicking a cat in the head; through the afternoon the slow watchful game in  
the hotel room; they were already awake already putting on their costumes; and a man in a bus queue  
squeezing his testicles; and the dog on the roof walked round in circles; with the sound of a man  
laughing his head off.

All 1972, ink on tinted photograph mounted on board.
Courtesy of the Estate of Ian Breakwell and Anthony Reynolds Gallery

MICHAEL DRUKS

Flexible Geography (Holland), 1971
Flexible Geography (Switzerland), 1971
Making a Wish/Clone, 1971
Off/On, 1971
All works courtesy of England & Co.

Michael Druks left his native Israel for Europe in 1971, settling in the UK where he has since lived.  
In 1972, Sigi Krauss obtained funding to make an exhibition at Gallery House with his friend, artist 
Maty Grünberg, alongside five other Israeli artists including Druks. Affidavit, as the exhibition was 
called, opened at Gallery House in November of that year. At the time, Druks was making photographic 
works using images of television sets, as well as Flexible Geographies suggestive of borders and bounda-
ries. Pursuing his interest in the physical connections to the abstract idea of measurement, at Gallery 
House Druks mapped his own body onto the floorplan of the galleries.

Ian Breakwell and Mike Leggett, still 
from Sheet, 1970, b&w 16mm
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ROBERT FILLIOU

Robert Filliou’s entire oeuvre could be described as an attempt to broaden the conception of art to the 
point where it would embrace everyone (artist and non-artist) and everything. Filliou’s concept of 
‘Territoire de la république géniale’ [Territory of the Genial Republic], which he coined in 1971 and first 
tried out at the Stedelijk Museum in Amsterdam, circumscribes an imaginary ‘territory’ where everyone 
may accede freely to creativity and genius, regardless of level or talent. Filliou’s second Genial Republic, 
dubbed Up and Down Territory of the Genial Republic, appeared at Gallery House in 1972, where he 
encouraged visitors to place a small self-adhesive dot on their forehead before ascending the staircase  
(or elevator). By following the arrows ‘This way out of England’ and ‘To the Genial Republic’, the visitor 
arrived at the top floor where she or he was freed of conventional laws regulating who is, and isn’t, an 
artist. On the same floor visitors would have found George Brecht’s Delivery (1972), where anyone could 
bring objects to be delivered. During the preparation of the piece, Brecht and Filliou would communicate 
via telegram, as a way to emphasise the incommensurable distance between the delivery room and the 
infinitely expandable space of the Genial Republic.

Up and Down Territory of the Genial Republic, 1972
Courtesy of John Blandy

Robert Filliou, Up and Down Territory of the Genial Republic, Gallery House, 1972
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GERARD HEMSWORTH

Gerard Hemsworth is well known today as a painter of graphic compositions,  
seemingly borrowed from cartoon-like narratives sparsely populated by animals, 
plants and the occasional human form. However, at the time of his participation in 
A Survey of the Avant-Garde in Britain at Gallery House in 1972, Hemsworth was 
part of adventurous group of European conceptual artists who used text to produce 
highly condensed philosophical-poetic messages. His early text works appeared  
in the famed Wall Show at the Lisson Gallery, London (1970 – 71), a landmark over-
view of conceptual art. He also exhibited at the most progressive galleries of the 
time, including Nigel Greenwood Gallery, London (in, among other exhibitions,  
The Book As Artwork, 1973), Jack Wendler Gallery, London, and MTL, Brussels.
For This Way Out of England, Hemsworth has produced a faithful facsimile of  
a pair of two text works, elegantly enclosed in plain printed board folders, installed  
on plinths – just as he did at Gallery House in 1972. The work stands out for its 
humility and interactive quality: rather than the top-down mode of address adopted 
by many conceptual artists at the time, Hemsworth’s sibling publications are meant 
to be taken by visitors, and consulted at their leisure. This engagement with the 
viewer fitted Gallery House’s permanent ‘open-door’ visitor policy, and prefigures 
– although in a textual rather than iconic language – the affirmative and engaging 
pictures Hemsworth began painting at the turn of the 1980s.

CHARACTERISTICALLY A WORK OF ART
IN PARTICULAR A WORK OF ART
Published by Gallery House, 1972 / Reprinted by Raven Row, 2017

ED HERRING

D.A.R.N., 1972, 57 typed and  
hand-drawn sheets
Courtesy Richard Saltoun Gallery

The conceptual work that Ed Herring produced in 
the late 1960s involved recordings of interactions 
between human interventions and natural process-
es – such as photographing the effects of winter 
weather conditions on tea bags nailed to a tree in 
Lancashire (Tea Bag Piece, 1968 – 69). In the early
1970s, like many artists of his generation, he moved 
away from the documentation of natural phenome-
na, focusing instead on the internal logic of mathe-
matical and linguistic codes. Herring’s conceptual 
records never lost their subtle sense of absurdist 
humour. The complex serial work he made for Part 
2 of A Survey of the Avant-Garde in Britain, dryly 
titled Derivative Analytical Reflexive Notations, 
abbreviates as D.A.R.N., and some of the panels 
bear an unmistakable resemblance to stick-figures. 
A year after D.A.R.N., the artist decided to drop  
out of the commercial art world and devote himself 
exclusively to teaching art and writing poetry.

Ed Herring, Zinc-plated Wood, 1969.
Courtesy of Richard Saltoun Gallery
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Three London-based American artists – Susan Hiller, Carla Liss and Barbara Schwartz (later Barbara 
Ess) – took a strong stand against the ‘male monopoly’ of the artists included in Gallery House, by  
organising – in extremis, as the space was about to close in 1973 – the exhibition Three Friends, which 
featured their work. One could refer to Three Friends as a turning point in the London art world: the 
moment when an art space as radical as Gallery House could be called to task for failing to take into 
account the many examples of artwork by women active in London at the time.
It is important to note that in Hiller’s view Three Friends ‘wasn’t a feminist exhibition’. Rather it  
‘was an exhibition of women artists. None of us made or wished to make polemical art’. The exhibition’s  
title itself suggests an immersive installation as a dialogue, or polylogue, between friends – not an  
agenda-driven presentation of evidence. It is precisely this aspect of factual demonstration that the  
three friends deconstruct, through references to affect, memory and autobiography. 
Hiller showed two new works as part of Three Friends: Transformer and Enquiries. In both, she  
specifically invokes language as an engine of conflicted communication. She exacerbates (mis)translation 
by signing her works in the exhibition with two different names: her given name, and the pseudonym  
‘Ace Possible’, borrowed from the Spanish. As if to further unsettle the fixity of subjects and objects,  
Hiller continued to develop Transformer and Enquiries after their appearance in Three Friends. She cut 
up the paper of Transformer and bound the fragments into the artists’ magazine Wallpaper (No. 2, 
December 1974), under the new title Transformer/Transformation. For Enquiries, she added an identical 
slide screen with American English definitions, alongside those in British English, retitling the work 
Enquiries/Inquiries.

 SUSAN HILLER

Enquiries/Inquiries, 1973 – 75, 2 cycles of 80 slides, neon sign
Courtesy of the artist and Lisson Gallery

Spare Rib, No. 12, June 1973



9 Wallpaper, Issue 2, December 1974



10

DARCY LANGE

Five Working Studies in British Factories and Workplaces, 1972, 114 min
Studies of Family Groups (Basil Cox), 1972, 32 min
Studies of Family Groups (Mr and Mrs Mates’ family), 1972, 32 min
Courtesy of the Darcy Lange Estate
From material preserved and made available by Ngā Taonga  
Sound & Vision.

The video programme of A Survey of the Avant-Garde in Britain Part 3 included Five Working Studies  
in British Factories and Workplaces, both of 1972, by New Zealand artist Darcy Lange (1946 – 2005).  
The videos marked the beginning of Lange’s factory observations, conducted in various factories in 
London, Leicester and Birmingham, included. They were shot with a 2100 Portapak, Sony’s first ½ inch 
video recorder, which allowed for a 20 minutes maximum of recording time. The raw and poor visual 
and audio quality of these videotapes looks tentative and  preliminary, when compared to his later, more 
structured, factory series such as A Documentation of Bradford Working Life (1974). Yet Five Working 
Studies established Lange’s style of real-time, unedited observations of people at work that came to 
characterise his Work Studies series (1972 – 77). 

Mercedes Vicente 

Five Working Studies in British Factories and Workplaces, 1972
Photographic stills. Courtesy of the Darcy Lange Estate.

Burns and Lux

Marbett Manufacturing Co. Ltd
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Mass Media: Today and Yesterday, 1972/2017
Extinction. In all its forms and manifestations
The way we live now

Raven Row is saddened by the passing of Gustav Metzger (1926 – 2017),  
a truly extraordinary artist and individual.

Among the elements of Metzger’s installation during 3 Life Situations  
at Gallery House were a bath, a pot of boiling lentils, a maquette for  
a monumental work for 120 cars releasing exhaust fumes into a large 
enclosed structure (Stockholm June: a project for Stockholm, 1–15  
June 1972), and a space where visitors could cut out articles of interest 
from newspapers and pin them on a wall. This last space was titled 
Controlling Information from Below and featured a wall painted in  
large bold letters with the words ‘SMASH IT’, under which was pinned  
a magazine cover with the portrait of Lenin. 
For This Way Out of England at Raven Row, Metzger has reinstalled his 
newspaper piece, retitled Mass Media: Today and yesterday 1972/2017,  
in a configuration reminiscent of his original Gallery House version.

GUSTAV METZGER

Gustav Metzger, Gallery House, March 1972
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ANTHONY MCCALL

In the early to mid-1970s, Anthony McCall was involved in a number of artists’ groups in London:  
the London Film-Makers Co-op, the group around Anthony Howell’s Theatre of Mistakes, the London 
artists’ magazine Wallpaper, the artist collective Exit (which later became the punk group Crass),  
and the artists whom he met through his then partner Carolee Schneemann, including David Lamelas 
and George Brecht. 
At the time, McCall’s work was mostly performative. He made for example a series of outdoor performances 
with fire, captured on and in some cases made for film, such as Landscape for Fire from 1972, which was 
included in Part 3 of A Survey of the Avant-Garde in Britain at Gallery House. McCall also took part  
in Part 2 of A Survey, with a display of photo works as well as the continuous slide installation Miniature 
in Black and White. In 1973, McCall moved to New York, where he is still based, and began a series  
of sculptural works with 16mm film projectors, for which he became very well known. This Way Out  
of England at Raven Row includes three related slide works by McCall, all from 1972: Miniature  
in Black and White, Slit-Scan and Streaks, a brief live performance work that has never been performed 
for an audience.

Miniature in Black and White, 1972
Slit-Scan, 1972
Courtesy of the artist

Anthony McCall, preparatory drawings for This Way Out of England at Raven Row
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Before graduating from the University of Sheffield in 1966 and taking part in that year’s Destruction in 
Art Symposium (DIAS, co-organised by Gustav Metzger), Graham Stevens worked as an assistant of 
Buckminster Fuller in Paris in 1965, during the International Congress of Architecture. In 1968, on the 
invitation of the Utopie group, he took part in the exhibition Structures Gonflables at the Musée d’art 
moderne in Paris, launching his career as one of the leading international practitioners of pneumatic art, 
at the intersection of art, architecture and engineering.
From the mid-1960s, Stevens has worked closely with scientists and plastic manufacturers to produce 
various forms of inflatable structures, often for public spaces to facilitate public interaction (see for 
example his cube-like Walking on Water forms from 1966, which allowed participants to perform the 
titular action), and to collaborate with Jeffrey Shaw, Theo Botschuijver and others in the formation  
of EventStructure Research Group (ERG) for creating more Pneumatic Environments . His interest  
in the participatory potential of inflatable environments led him to contribute an air structure to John 
Dugger’s Peoples’ Participation Pavilion at documenta 5 in Kassel in 1972. 
Over the course of the 1970s, Stevens developed his inflatable structures into monumental surfaces that 
could lift off and hover over the ground by taking advantage of specific atmospheric conditions, such as 
those found in deserts. The resulting projects – visible in Stevens’ films Atmosfields (1968 – 72), Desert 
Cloud (1974) and Hajj Walkway Shade Structure (1983) – are of considerable interest to architects  
and engineers tackling the extreme environments of certain parts of the Middle East, such as Kuwait  
and Saudi Arabia, and now form the basis of solutions to reverse global warming, Blue Green UK.

GRAHAM STEVENS

Atmosfields, 1968 –1972 (20 min) 
16mm transferred to digital
Courtesy of the British Film Institute National Archive

NEWPORT GROUP (PETER BERRY, PAUL WOOD, KEVIN WRIGHT)

Practical Considerations, 1972 
Video (transferred to digital, 40 mins), book, text
Practical and Historical Relativity, 1972/73
Video (transferred to digital, 50 mins), book, text

Also on display: installation photographs,  
A Survey of the Avant-Garde in Britain, Part 2, 
Gallery House, September 1972

By the early 1970s, Modernist art had come in for widespread criticism, and various forms of more con-
ceptual-, performance-, or installation-based practices were flourishing in art schools in Britain.
At Lanchester Polytechnic in Coventry, the Art & Language ‘Art Theory’ course had attracted a group  
of students, including Philip Pilkington, Dave Rushton, Kevin Lole and Peter Smith. At Newport College 
of Art in South Wales, Keith Arnatt put another group of students, including Peter Berry, Paul Wood and 
Kevin Wright in touch with Art & Language, and encouraged them in a similar form of Conceptual art. 
The two groups maintained close ties, producing video and text works motivated by a critical approach to 
the object, and informed by analytical philosophy, philosophy of science, and later, Marxist social theory.
The Newport Group exhibited two video pieces in A Survey of the Avant-Garde in Britain Part 2: Practical 
Considerations and Practical and Historical Relativity (both 1972). Each work was displayed at Gallery 
House as an installation comprising a video monitor, a publication and a text affixed to the wall. These 
works are re-presented at Raven Row for the first time since the early 1970s, in a configuration reminis-
cent of their original installation.

All courtesy of the artists
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STEPHEN WILLATS

The Centre for Behavioural Art, founded by Stephen Willats, was an ambitious research centre located  
on the second floor of Gallery House, bringing together artists, computer sciences, mathematicians, 
cyberneticians and others interested in the applications of behavioural sciences to the realm of art.  
The Centre remained active throughout Gallery House’s existence, organising regular talks, exhibitions 
and publications. Like Control, the magazine Willats founded in 1965 and has been editing since, the 
Centre for Behavioural Art operated at one remove from the artist himself: anyone was welcome to 
become a member, and talks were open to the public. A precursor to the many art research and art-science 
centres common today, the Centre for Behavioural Art introduced a radically new type of interdisciplinary 
platform for the discussion and dissemination of socially engaged projects. Since the Centre focused 
mainly on discursive and research-based projects, it is represented at Raven Row by audio documentation 
as well as panels from a collaborative project by Willats and Kevin Lole, entitled Survey of Distant Models 
of Art (1973).
Besides his activities for the Centre for Behavioural Art, Willats exhibited on several occasions at Gallery 
House, including as part of the 1972 A Survey of the Avant-Garde in Britain with a Public Monitor  
of the West London Social Resource Project, reconstructed at Raven Row in full. With Rosetta Brooks,  
in January 1973, Willats organised an exhibition at Gallery House, accompanied by a publication, entitled 
The Artist as an Instigator of Changes in Social Cognition and Behaviour, which included the interactive 
Visual Meta Language Simulation (1971 – 72) as well as a series of text panels outlining a socially  
interactive art practice, demonstrated by documentations of the West London Social Resource Project 
(1972) and the Oxford Insight Development Project (1972). Through Krauss’ connections, Willats received 
an invitation to make a project for the Munich Olympics in 1972. Entitled Social Resource Project for 
Munich Olympics, the project was turned down by the Olympics committee as their expectation was for  
a public sculpture, not a process-based work.

Sound Recordings:
Centre for Behavioural Art Seminar 1973: Vic Bachik, Kevin Lole, Peter Smith,  
Nick Waterlow, Stephen Willats, 45 min
Centre for Behavioural Art Seminar 1973: Victor Burgin, Kevin Lole, Peter Smith,  
Nick Waterlow, Stephen Willats, 43 min
West London Social Resource Project 1973, Project Operations: Derek Aulton,  
Stephen Willats, 30 min
West London Social Resource Project 1973, Project Operations: Nancy Brieske,  
Gerry Brieske, 27 min

Drawing for the Dissemobile Project – an Arctic Truck touring the suburbs of Nottingham 
– instigated by David Bugden, Centre for Behavioural Art, 1972

Displays of material from the Centre for Behavioural Art, including two image panels 
from A Survey of Attitudes Towards the Role of Art and the Artist, and two photographs 
taken of displays at the Centre c. 1972.

West London Social Resource Project – Public Monitor, archival material, 1972 – 7 3
Courtesy of Chelsea College of Arts Library, University of the Arts London

CENTRE FOR BEHAVIOURAL ART
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HARRY HOUSMAN
MAX HENRION
D ALUN EVANS
HEDLEY ANDREW IRONSIDE
G.G. PULLEN
BRIAN HOEY
NICK WATERLOW
DAVID BRIARS
HOWARD S. O’CONNER
KEVIN LOLE
JOHN WELLS
DEREK AULTON
DR. GERRY BRIESKE 
NANCY BRIESKE
DAVID CORRIE
JOE WILSON
FRED J. MILFORD
N.K. HUMPHREY
GARY GUNBY
JOHN HUGHES
PETER SMITH
COLSTON SANGER
STEPHEN WILLATS
JACK SHOTBOLT
DR CHRIS EVANS
GEORGE MALLEN
DAVID BUGDEN 
MR IRONSIDE
FELICITY OLIVER
SHELEUGH CLUETT
ROSS LONGHURST
DON MASON
EARLING PETERSON
TERRY SENTER
ROBERT BELL
VERA BODLAKOUA
JONATHEN BENTHALL
DAVID BERRY
ROGER BENNETT
JOHN ROE
DAVID SAUNDERS
JUDE CHURCH
NICK STEELE
JOHN HUGHES
FRANCIS J LILLIE
MISS B.S. WILLIAMS
JOHN MASSON
MAYER GHODSIAN
T.W. MALONE

Centre for Behavioural Art, Participant List
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All rights reserved. No part of this publication may be reproduced, stored in a retrieval system  
or transmitted in any form or by any means, electronic, mechanical, photocopying, recording or  
otherwise, without prior written permission from Raven Row.

Raven Row
Alex Sainsbury, Director; Amy Budd, Exhibitions Organiser and Deputy Director; Antony Hudek,  
Curator at Large; Toby Boundy, Head Technician; Rhian Smith, Gallery Manager; Elizabeth Stanton, 
Communications and Publications Manager; Tiia Jaakola, Communications Assistant; Sarah Shattock, 
Projects Assistant.

Special thanks are owed to John and Van Blandy who have safeguarded so much material  
from Gallery House and made it available to this exhibition. Sigi Krauss, Gallery House’s 
Director, alongside Lisa Renée Newman have also been very generous with their time.
Many thanks are owed for generously sharing their knowledge to Gareth Bell-Jones, Ami 
Clarke at Banner Repeater, Pierre Coinde, Andrée Cooke, Karen Di Franco, ‘Gallery House 
Archive Group’, Rachel Garfield, Petra Lange-Berndt, Maria Palacios Cruz, Colston Sanger, 
John Stezaker, Mercedes Vicente, Jonathan P. Watts and Mark Webber.
As well as all the participating artists we would like to thank those who have generously 
supported and represented them including Matt Carter, Anna Clifford, Ben Cook and  
LUX, Ula Dajerling, Leanne Dmyterko, Sonke Faltien, John-Paul Latham, Jennifer Latham, 
Adam Nankervis, Lauren Nickou, Anne-Laure Riboulet and Stephanie Willats.
The lenders to the exhibition have each been very generous: Cabinet Gallery, Ross Downes, 
Electronic Arts Intermix, Jane England, Flat Time House, Govett-Brewster Art Gallery, 
Gustavo Grandal Montero at Chelsea College of Arts Library, Lisson Gallery, Jan Mot, 
Anthony Reynolds and Richard Saltoun.

Factories in England 1972–73, 1973 © Darcy Lange Estate. From material preserved and 
made available by Ngā Taonga Sound and Vision.


