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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 exhibitions, 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 
uncontested 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. 
As its name suggests, exhibitions and events at Gallery House took on an unstructured, almost  
domestic quality, with little in the way of formal opening hours. The three London-based artists invited 
to take part in the inaugural exhibition 3 Life Situations – Stuart Brisley, Marc Camille Chaimowicz, 
and Gustav Metzger – each occupied one floor. Each installation was very different from the others, but 
all three had in common an open-ended durational quality: visitors were invited to peer through a slot 
in a wall to observe the artist sitting in a wheelchair, or moving slowly about (Brisley’s ZL 65 63 95 C); 
engage in conversation with the artist in what looked like the remnants of a party (Chaimowicz’s 
Celebration? Realife); or eat lentils, cut up newspapers or take a bath (Metzger’s installation). 
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SIGI KRAUSS

Sigi Krauss was born in Bensheim, Germany in 1935. Influenced 
by the work of Otto Dix he had ambitions to become an artist but 
his grandfather objected, urging him not to choose “a profession of 
starvation” and insisting that he “learn a trade”. He apprenticed 
as Bau und Möbelschreiner [building and furniture maker],  
and also completed an apprenticeship as a tile setter. He arrived 
in London in 1960, and in 1963 framed his first artworks for Guy 
Brett. From 1964–65 he worked at F.A. Pollock’s frame shop  
and secretly studied the shop’s gilding techniques before leaving 
to open his own Sigi Krauss Gallery and Frame Shop in 1966 at  
29 Neal Street in Covent Garden. Krauss’ frame shop quickly 
attracted major galleries and institutions among its clients, while 
the gallery hosted highly experimental exhibitions by young 
artists including Stuart Brisley, Marc Camille Chaimowicz, John 
Dugger, Philippe Mora and John Stezaker. Forced to close his 
shop and gallery in 1971, he began to plan and raise funds for  
a mobile exhibition space in a double-decker bus. At that moment 
Krauss was invited by the director of the German Institute,  
Klaus Schulz, to programme an empty building located next to 
the one occupied by the Institute in Exhibition Road, South 
Kensington. Krauss accepted, and with Rosetta Brooks organised 
numerous exhibitions, performances, events from March 1972  
to July 1973, when Gallery House was pressured by the German 
government to close. He continues with his lifelong love of art.

Sigi Krauss
Gallery House, 1972

Rosetta Brooks
Gallery House, 1972
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MARC CAMILLE CHAIMOWICZ: BELATED OPENING, 2017

At Raven Row, Marc Camille Chaimowicz reflects on his original installation at Gallery House, entitled 
Celebration? Realife, by staging an environment with sound, lighting, reading material and drinks.  
Visitors are invited to drink tea and/or gin, peruse publications selected by the artist, and sample a selection 
of records.
Staged in the grand ballroom of Gallery House, Celebration? Realife suggested an after-after-party, with 
the remnants of good times scattered across the floor. Several weeks later, in 1972, Chaimowicz installed 
the work at the Serpentine Gallery under the title Enough Tiranny, making changes to the installation  
to suit the more polished, middle-class environment. (These changes included incorporating live fish in 
tanks, borrowed from nearby Selfridges.)
The scattered origins of both Celebration? Realife and Enough Tiranny lie, in fact, with Sigi Krauss. In 
March 1971, Chaimowicz had a solo show at the Sigi Krauss Gallery in Covent Garden, where, under the 
title Sweetness, he covered much of the floor with silver-painted shoes. These shoes make an appearance 
in Belated Opening.

Invitation to Sweetness, 
Sigi Krauss Gallery, 1971 
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Marc Camille Chaimowicz, Celebration? Realife, Gallery House, 1972 
Photographer unknown. Courtesy the artist and Cabinet, London



8 Marc Camille Chaimowicz in Newsheet 1, Gallery House, 1972 



9 Marc Camille Chaimowicz, Progress Notes, April 1972
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STUART BRISLEY: WRITING ON THE WALL IS, 2017

As part of 3 Life Situations, Brisley occupied a room on the ground floor, which visitors could only see 
through a slot in one of the walls. Not only was the work titled after the artist’s national insurance 
number, ZL 65 63 95 C, but he changed his name to this number by deed poll for the seventeen days that 
the performance lasted. Thus anonymised, reduced to self-imposed solitary confinement, the artist 
seemed to approach a state of total non-activity, even non-entity. ZL 65 63 95 C was one of Brisley’s first 
solo performances and one of three he realised at Gallery House, along with And for today... nothing and 
The Artist as Whore. 
In response to his performances at Gallery House, Brisley performs Writing on the wall is, a piece  
conceived for Raven Row. For 72 hours, the artist will remain behind a partition, with a chair and a bed, 
in solitude. Visitors will be able to look on through holes in the partition. The entire performance will  
be documented on video and made into a durational film, which will be screened on the last weekend of  
This Way Out of England (24–26 March 2017). 
In addition to Writing on the wall is, Brisley and Maya Balcïoglu have created on the first floor of Raven 
Row an environment entitled from the freezer... thaw, which invokes the need to move beyond a congealed 
past and into a shared social, political and economic present.

 

Stuart Brisley, And for today… nothing, Gallery House, 1972 
Photo by Tricia Hutton. Courtesy the artist



11 Stuart Brisley, deed poll declaration, 1972
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Stuart Brisley, Artist as Whore, Gallery House, 1972 
Courtesy the artist and Hales, London New York
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STUART BRISLEY WITH MAYA BALCÏOGLU, FROM THE FREEZER... THAW, 2017

what’s past is prologue; what to come
Shakespeare, The Tempest, Act 2, Scene 1

Making present the voices of what is past, not to entomb either the past or the present, but to give them life 
together in a place common to both in memory.

Mary Carruthers, Book of Memory: A Study of Memory in Medieval Culture, 1990

Genesis of this work from the freezer… thaw goes back to 1988 when 
Stuart and I collaborated on the Cenotaph Project (1987–91). That 
project marked the beginning of our continuing discussions on time, 
memory and archive.
Specifically, with performance and questions of approaches to archiving 
performance, Stuart has argued that the afterlife (my term) of a 
performance cannot be found in an authentic documentation of the live 
event. There is no such possibility. The moment has passed; the event 
has ceased to be. What comes after are new works either by him or in 
collaboration with others. This proposition shifts the focus from the 
archival record (as authentic primary scientific document) to a more 
contextual social paradigm in our broad present. It is an 
acknowledgement of the limits of performance and what we in our 
discussions have termed as mise en abyme.
As Sanja Perovic argues in a recent text on Stuart Brisley, ‘the result is 
an embedded or nested effect in which a new work is used to frame both 
a previous performance and to reflect on the situation in which it took 
place… Rather than imprison the original performance in what Brisley 
calls ‘the tyranny of the moment of its revelation’, retrospective analysis 
forms part of an extended process ‘influential in defining the form, feel 
and outcome of the original concept’.’ (Dr Sanja Perovic, ‘Dead history, 
live art: encountering the past with Stuart Brisley’, Rethinking History, 
21:2, Spring 2017)
While acknowledging the origins with an echo of one of the titles of the 
1972 Gallery House performances, from the freezer… thaw is a new work 
realising that once the matter is removed and the thaw begins, we must 
either cook it or junk it.

from the freezer... thaw
A collaboration by Maya Balcïoglu and Stuart Brisley  
with the Museum of Ordure.
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GUSTAV METZGER: MASS MEDIA: TODAY AND YESTERDAY 1972/2017

Extinction. In all its forms and manifestations

The way we live now

Among the elements of Metzger’s floor 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. 
On the top floor of Raven Row, Metzger has reinstalled his newspaper 
piece, titled Mass Media: Today and Yesterday 1972/2017, in a 
configuration reminiscent of the original Gallery House version. On  
the way up the stairs, visitors are invited to stop in Raven Row’s kitchen  
to sample lentils and rice. Once they have arrived in Mass Media, they  
can cut up the newspapers provided and constitute what the artist called 
in 1972 ‘truth archives’. 

Gustav Metzger, Kitchen, Gallery House, 1972  
Photo by Alaric Aldred. Courtesy the artist

Gustav Metzger, Controlling Information from Below, 
Gallery House, 1972  
Photo by Alaric Aldred. Courtesy the artist



15 Gallery House Newsheet 1, 1972
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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 and Mark Webber.

As well as all the participating artists we would like to thank those who have 
generously supported and represented them including 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, 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.


