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1. UK ↔ DJ

Yeah, I’d say all their work was informed by a crushingly naïve political

viewpoint that could only have been nurtured in the bubble of an art school. I

think the misfortune of that kind of art is that it’s politically imbecilic, and on an

intellectual level they’re still living off the arguments of the Frankfurt school –



order information is central to Bourriaud’s vision of the artist as a facilitator rather than a ‘maker’, a DJ



connotations that can carry.’



Tuffnel’s Ill Communication: Advances in Travel and Communication (Dundee Contemporary Arts 2003)

and Simon Pope’s touring exhibition Art for Networks (2003). Such exhibitions fit neatly with the themes of

major international Biennales such as the 2002 Gwangju Biennale in South Korea, the 2002 Documenta,

Ulrich Obrist, Molly Nesbitt and Rirkrit Tiravanija’s Utopia Station Poster Project at the 2003 Venice

Biennale, and Ute Meta Bauer’s 2004 Berlin Biennale.

With increasing regularity the global community are now spoon-fed a staple fare of biennales structured

around a restricted range of culturally invested portfolios inherited from 1980s critical postmodernism and

1990s theories of globalisation: the economy, the environment, utopia, gender, technology and urbanism.

The desire to build bigger exhibitions (both in terms of their global conceptual ‘relevance’ and in their

physical stature) aids globalist strategies of cultural recuperation and the growth of brandscaping art

companies, rendering the ‘product’ largely meaningless and culturally monotonous. Of course, brandscaping

played a central role in the construction and export of ‘British art’ in the 1990s, so much so that it such

embarrassingly oversimplistic imaginaries arjGD‘mB1)2GjG4Gz‘ BP2PPPPD‘1990sB))29j1N‘,BRP2PPPPD‘ BP2PP1j1‘sB))29j1N‘o BP2PPPPD‘mB1l



A number of precedents exist for Early One Morning as a way of reading ‘British’ sculpture, most

notably in Lewis Biggs, Iwona Blaszczyk and Sandy Nairne’s Objects and Sculpture at the ICA and

Arnolfini in 1981, which took the Lisson sculptors as a new generation of pop artists for the 1980s.  This in

turn was replicated by Material Culture held at the Hayward in 1997, which created a lineage between the

1980s Lisson Sculptors and the works of yBa and the Scotia Nostra. The key ingredient here is the

implication that ‘sculptural values’ (conjuring up spectres of grown men arguing over whether or not a lump

of steel should be set on a plinth or not) survives despite the postmodernist triumph of anthropological

accounts of cultural practice and the vast changes that have taken place in the infrastructure of British art.

None of the artists involved could be said to believe in the modernist sculptural ideology of ‘truth to

materials’, although their works bare surface similarities.  Tom Morton argues that whether or not

these five artists represent a coherent tendency is a moot point.



furniture found in much gallery-based relational art, in Liam Gillick’s ‘scaled-down models of

communicational situations’  and in the ubiquitous discursive ‘platforms’ rolled out at Biennales around the

world. Of course, such structures are primarily functional and not intended to be viewed for their formal

qualities. However, there is a clear sculptural hangover in the tendency for many Eurocuros to employ

artists, designers and architects to design exhibitions and platforms as Gesamtkunstwerk. Given that form is

supposedly subordinate to function in such exhibtitions, it’s little surprise to find that, more often than not, a

stripped-down Shaker-style neo-modernism is the style of choice.

Neo-modernism is but one stylistic genre of the new formalism. Far richer in formal allusion than the

work of Gillick, the lyrical qualities of the works in Early One Morning at least allowed other critical

relationships to emerge if the viewer allowed them to. The process of compelling conviction is presented

rather than blocked or deconstructed, and caf





Farquhar, again living in Edinburgh, correspondingly has culled for his working process the phrase

‘blindcraft’, ‘setting up an idiosyncratic faith system after noticing that the bed I was sleeping in in my

rented flat was made by the local blind who’s centralised factory outlet sells to the public under that

name.’  A form of self-legitimating consciousness, such art can only really be appreciated by those

involved intimately with its production and reception. It encourages cultural commitment, mitigates larger

audiences and, for a while, provided few points of access for curators needing to fulfil educational

programmes.

The cultural potential of this work has been mired by its historicist packaging as a ‘new formalism’,

allowing the work to be overpowered by sycophantic artfans inspired by quasi-mystical proclamations of

autonomy. Thanks to Early One Morning



has necessitated working to very strict deadlines, tightly packaged ‘site-specific’ briefs, and increasingly

demanding and escalating orders from a global marketplace of galleries and biennales. In this sense, it is

difficult to see any punitive ‘escape’ from the post-industrial globalised world of work. Lambie’s

predicament is far from unique. On the contrary; whether or not they adhere to the false dichotomies of

‘new formalism’ or ‘new functionalism’, today’s global artists keep up with the world’s future cultural needs

by embracing the just in time delivery system. In so doing, the values of speed, disposability and instant

gratification become their awkward relations.
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relations of production and distribution in Glasgow favoured lo-fi, music orientated practices in the later half

of the 1990s. While this stemmed from the dominance of artist-led activities in the city, it was greatly

bolstered by the music-centred aesthetics of The Modern Institute in the later 1990s.
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