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ALEX
2008, 33 × 32 × 73 inch, 
performance, soft sculpture

MATERIALS
cotton, fake fur, toy stuffing, 
aluminium, plastic

EXHIBITIONS
The Harry Meadley and Rachel 
Carter Private Collection, 2010,  
Leeds, UK. Ex, 2009, Leeds 
College of Art, UK. Leeds Town 
Hall clock-tower, 2008, UK.

COMMENTARY
A doll fabricated to replace me in 
situations and circumstances in 
which I couldn’t perform.
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ALEX

1     lower arm
2     upper arm
3     shoulder
4     upper leg
5     lower leg
6     bottom (L&R)
7     stomach
8     abdomen
9     back and chest
10   left skull
11   head lid
12   right skull
13   right hand (front and back)
14   left hand (front and back)
15   nipples
16   heel
17   sole
18   foot (L&R)
19   chin
20   upper lip
21   lower lip
22   nose
23   ankle (two parts)
24   mouth
25   navel
26   anus
27   tongue
28   penis tip
29   gullet
30   neck
31   left ear (front and back)
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ALEX

32   right ear (front and back)
33   eye socket (left)
34   eye socket (right)
35   penis 
36   testicles
37  bottom (L&R)
38  stomach
39  abdomen
40  back and chest 
41 jaw
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BOULDER
2008, dimensions variable, 
performance

MATERIALS
papier mâché, chicken wire, 
acrylic paint

EXHIBITIONS
The Battle of Art – Dialogue of 
Culture, 2008, EEA Beelitz, DE.

COMMENTARY
A papier mache boulder substi-
tuted one removed from a town 
close to the exhibition. The real 
boulder was rolled, dragged and 
lifted through the group show 
by the visitors to the exhibition, 
completing its journey in a pre-
pared exhibition space.



BOULDER

ON MY DECISION TO GIVE THE PRIVATE PUBLIC 
EEA ART AWARD 2008 TO ALEX FARRAR 

Gerd Ohligschläger, Business dir. EEA, Beelitz

After a four week process the European Exchange Academy1 in 
Beelitz finished like each year with the exhibition and performanc-
es of all the works and projects. This final show is totally prepared 
by the exchange participants themselves and it is naturally the stu-
dents’ decision as to what and how things will be presented at the 
exhibition. The advisors and the organisation staff is more or less 
informed in advance, but not necessarily involved in details. 

One day before the 08-exhibition took place Alex asked me to print 
an advice for his showroom and to check his german translation. 
So I worked on the translation: This room has been prepared to re-
ceive a boulder taken from outside Beelitz Aktiv Markt on the 13th 
september, at approximately 15.30. In exchange, a replica made by 
the artist, will replace it for the remainder of the exhibition. I did not 
know anything about his work and I was puzzled about what he was 
going to do. Not primarily as I am the person responsible for the 
City of Beelitz having ‘public eye’ on what is possible or not. Mainly 
I was wondering if I translated ‘boulder’ as ‘Felsen’ the right way: 
was he talking about a ‘rock’ or just about a ‘stone’? And I did not 
really get what place he was talking about, because the ‘Beelitz Ak-
tiv Markt’ was actually known as the Edeka Supermarket. Anyhow 
what he wanted to exchange, just let him do.

The exhibition opening started on 13th September at 15:00 h. At 
the end of the first tour, guided by Harry Heyink Alex’s showroom 
on the first floor of the academy building was just prepared for the 
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boulder, which was not yet in. Walking down the central stairway 
with the guided group including the Mayor of Beelitz the stiff and 
bulky chunk was arriving. What a piece! The Mayor, always related 
to practice, intervened that the rock would not be rolled or towed 
without a shelter above the historical paving tiles of the building. 
How on earth the boulder would find his way upstairs? For God’s 
sake, keep it under control, just let them do.

I did not keep track of the upward movement as well as downwards. 
I decided to enjoy the boulder at its final destination and it was 
great. A boulder usually located in front of a downpipe at a super-
market parking lot exhibited as a sculpture. A rock which had or-
dinary no other tasks than to prevent damages or to be used as a 
marking spot of dogs showed in his natural beauty in an exhibition 
space. A bunter placed on a black podium so that the unique shape 
and the colour of the red sandstone became apparent to the public. 
The probably most beautiful and elegant unit on the whole super-
market site was dissolved of its dreary existence.

Beside the boulder on one wall of the showroom two flesh-col-
oured plates referenced to the replica outside Beelitz Aktiv Markt. 
It was important for decoding the work to have a close look at the 
point of origin and to examine the impact of the exchange boul-
der at the market site. The flesh-coloured replica in front of the 
side wall of the market became part of that ugly arrangement of 
two downpipes, two stones and two billboards crowned by the 
signboard “Edeka aktiv markt”. Up to now there is no justification 
established why two stones are sheltering one downpipe and one 
billboard and why the others are not protected this way. Anyhow 
the replica was able to raise the awareness that private designing 
defaced and blemished public space. My wife commentated the 
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BOULDER

replica within the scene with the words: “It looks like dog turd, it’s 
great.”

It is not common that single works of the EEA participants are 
awarded at the end of the academy period. To set up and to give 
the “Private Public EEA Art Award 2008” to Alex Farrar based on 
my decision that the project fully achieved the up to now undefined 
requirements of the award. It was a splendid exchange. 

1. The European Exchange Academy
The EEA is a unique art academy that has been running since 
2003, based in an isolated former Soviet Union hospital in Beelitz 
Heilstätten, Germany. The academy takes place every summer re-
cruiting students from art academies around the world. Spanning 
a five-week period, the academy runs an intensive program of art 
making that promotes exchange between the participants.
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CATALOGUE AVAILABLE
2011, 27 × 21.6 × 1.2 cm, 
unique site-specific publication, 
microfiche recording.

MATERIALS
typeset and hand printed Van Dijk 
text, images printed digitally

EXHIBITIONS
Catalogue Available, 2011, Blip 
Blip Blip, Leeds College of Art: 
Vernon Street, UK. 

COMMENTARY
Exhibition catalogue expanded 
to include all the artworks found 
in Leeds College of Art, reveal-
ing 30 works made in the past 50 
years by over 25 artists, present 
at the time of the solo exhibition.



CATALOGUE AVAILABLE

Foreword 

Catalogue Available is a document of works exhibited in Leeds 
College of Art over the last five decades. Appointing himself as a 
sort of retroactive curator, Alex Farrar has assembled these into a 
single ‘meta-work’. Many share a fascination with the institution’s 
surface, embedding something into it, or capitalising on over-
looked architectural characteristics. Although conventional wall-
based works are also featured, these function as counterpoints to 
the more clandestine projects. Most of those interventions have 
long since vanished, but some persist as traces. Where nothing 
remains, Farrar has sought personal testimony from students and 
lecturers to verify the work’s existence. Rather than relying on his-
torical documentation of the work, he prefers to show the build-
ing as it is now. We must take it on faith, then, that in 1965 Keith 
Arnatt ‘raised all the nails in the floor of Studio 262 by 1 inch’ dur-
ing his tenure as a visiting lecturer; that in 1991 a student named 
only as Howard was caught interring his deceased brother’s ashes 
under the parquet floor; that in 2010 Joe Hancock surreptitiously 
repaired the lecture room’s projection wall and invoiced the col-
lege £0.00 for his labour; that in 2006 Harry Meadley uncovered ‘a 
den plastered with pages torn from adult magazines’ in a previously 
hidden stairwell – even though all we see are photographs of the lo-
cations in which these things are alleged to have happened. 

Did Arnatt ever bang his nails back in? What happened when Joe’s 
invoice reached Finance? What did Harry do with his bonanza of 
oddments? Catalogue Available doesn’t address these questions, 
its captions preserving the myth rather than diligently placing the 
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works in the context of the artists’ wider concerns. A conventional 
catalogue might be expected to do that, but here we must draw 
metonymic inferences from isolated works. After all, art colleges 
are arenas in which rookies are judged by a handful of isolated 
acts, many of them deeply baffling. As the years unfold, and one in-
take of students succeeds another, rumours abound over who did 
what and when. Art colleges inculcate a sense of the ante having to 
be upped all the time, and this – the ongoing legacy of derring-do, 
the sense of having to match the achievements of one’s predeces-
sors – is the territory that Catalogue Available inhabits. Interpolat-
ed into this portfolio of (often) precocious juvenilia are a number 
of works by well-known practitioners: Richard Long, Hamish Ful-
ton, Jayne Allen, Bob Cobbing. There is even a work by the princi-
pal himself, a slightly patrician wood relief by Eric Taylor. But it’s 
the aforementioned Arnatt, active so long ago in Studio 262, who 
is the true paterfamilias of these young interventionists.

As the exhibitions that engender them recede into the past, cata-
logues can come to seem like epitaphs: this is what happened, 
here lies the work. In assigning the catalogue an archaeological 
role, Farrar inverts this complacency: ‘This is what happened’ be-
comes ‘What, exactly, happened?’ Or perhaps his project is ar-
chae-anthropological. For Catalogue Available is not just a docu-
ment of the past, of the physical residue of artworks, but the human 
behaviour they evince and how the institution has shaped it.

Sean Ashton

CATALOGUE AVAILABLE
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CATALOGUE AVAILABLE

On 13 July 2011 09:44, Alex Farrar wrote:

Hi Rebecca, 
 
Thanks for your message, it was very 
helpful as usual. I’m sorry it wasn’t clear, I 
am including all work that is on display in 
the college during my show, that’s why I 
asked you if the show in the library would 
still be up in August. 
 
Would it be possible to confirm where 
exactly the catalogue would go in the 
library? 

On 14 July 2011 16:26, Rebecca Lowe 
wrote:

HI Alex,

Your catalogue: The classification would 
really depend on how you define your 
book. It’s hard for me to classify any book 
without having a thorough view of the 
content but if you would define it as an 
artist’s book, i.e. as a work of art in the 
form of a book, it would be classified at 
700.16 FAR
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CATALOGUE AVAILABLE

My feeling is that it should go at that 
number. It could then form either part of 
the special collection (stored in locked 
cabinets for protection, not stamped 
or covered) or the main collection (out 
on the main shelves and stamped and 
covered) whichever you think appropriate.
 
On 15 July 2011 07:45, Alex Farrar wrote:
 
It’s really important for me that the book 
is defined as a regular catalogue for 
an exhibition and treated as such. I will 
provide about four spare copies (which 
no one should know about) that can be 
kept in the locked cabinet and used only 
as a replacement for the catalogue on the 
shelves, should it go missing.
 
On 15 July 2011 15:02, Rebecca Lowe 
wrote:

There you have a choice – would you 
define it as a catalogue for a permanent 
collection in an institution (as in, for 
example, the V & A collection or Leeds Art 
Gallery collection) or a catalogue for a 
temporary (British) exhibition. You see the 
problems of classification….
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CATALOGUE AVAILABLE

On 15 July 2011 15:05, Alex Farrar wrote:
 
It’s a catalogue for a temporary British 
exhibition, but crucially, it’s for my (solo) 
exhibition, which happens to feature the 
work of other artists, already present in the 
building. It definitely doesn’t represent a 
permanent collection.

On 15 July 2011 16:53, Rebecca Lowe 
wrote:

If the exhibition is conceived as a solo 
exhibition it would be 735.29 FAR
 
Would the copies for the Library be the 
only copies in existence (apart from your 
own personal copies)?
 
Just out of curiosity, how do you get 
around copyright issues if the work of 
other artists is presented as part of your 
solo exhibition? It would be useful to know 
for future students.

On 21 July 2011 11:47, Alex Farrar wrote:

Thanks for the code Becky, I think I’m 
going to include it on the spine book.
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CATALOGUE AVAILABLE

Yes, the copies for the library will be 
the only copies in existence, it’s really 
a one-off site specific artwork for the 
college and doesn’t have any reason to 
be anywhere else. I’m printing it with hot-
metal typesetting, in a printing museum in 
Holland, so on the surface it will have the 
appearance of a regular mass produced 
catalogue and not a hand-made artist 
book. 

Copyright issues! I’m not presenting 
anyones work as my own, everyone’s 
credited individually for the work they 
made. My point was that the exhibition 
the catalogue has been made for is my 
solo exhibition, and although it has been 
expanded to include other peoples work, 
it is still done under my authorship and 
should be understood as an artistic 
gesture- especially as it forms the crux of 
the exhibition and almost the only creative 
work I’m presenting. 
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EN PLEIN AIR
2009, 50 × 34 × 26 cm, 
performance, edition of 3 (+2 AP) 

MATERIALS
tissue paper, straws, balsa wood, 
bin liners, helium

EXHIBITIONS
Kunstvlaai, 2010, Westergasfabriek, Amsterdam, NL. 
JCA DE KOK, 2010, Den Haag, NL. Degree Show, 2009, Leeds 
Metropolitan University, UK. Self-Titled, 2011, Annet Gelink 
Gallery, Amsterdam NL.

COMMENTARY
A box made to float out of the 
appointed exhibition space and 
drift freely through the entire 
exhibition.



EN PLEIN AIR

ALEX FARRAR

DEGREE SHOW PROPOSAL

Personal tutor – RORY MACBETH

Exhibition space choices:

1. Main Studio 19 

2. Main Studio  14 

3. Main Studio   15

STATEMENT

Within my proposed space I am showing 5 contracts framed (4 @ 30x40, 1 @ 40x60), a 
swatch of colours which refer to their application in H block corridor And a paper box 
(designed to mimic a cardboard box) filled with helium, which will hover directly above my 
space, gradually falling as the helium escapes and contracts (this will occur over a period of 
12 hours). A mirrored plinth will hide a helium tank which will re-fuel the box every 12 
hours, as well as reflecting the box directly overhead.

The cardboard box work (titled En Plein Air), is specific to the main studio as the height 
and cavernous nature of the space means the box will be float freely, potentially traversing 
the entire space. For this reason I have suggested the three rooms which are most central, 
my first two choices are rooms which have only a narrow opening which will help the 
mirrored plinth appear almost invisible.
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Books + associated materials

References- Sol LeWitt + Mario Merz 
exhibition at the Foundazione Merz

Degree show installation no.3

EN PLEIN AIR
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PROPOSED INSTALL. 
FOR STUDIO 15

EN PLEIN AIR
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EN PLEIN AIR

 Box assembly
4.  
Fold the paper carefully along the ruled lines. 
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EN PLEIN AIR

 Cutting list 
1.  
On the paper provided, draw out the    
following measurements with a pencil and ruler. 

2.  
Cut and remove where the dotted lines indicate.

2 x A

1 x B
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EN PLEIN AIR

BOX #3 

WEIGHT -
TISSUE PAPER CONSTRUCTION	 L50 X W34 X H26		  WEIGHT= 19g
BIN BAG 					     L51 X W43 X H37		  WEIGHT= 14g
+ PLASTIC TUBE			   L8 			   WEIGHT= 9g
				    TOT WEIGHT-		  24g W/TAPE
------------------------------------------------------------------------------------------
TOTAL WEIGHT OF BOX AND BAG = 	 43g
------------------------------------------------------------------------------------------
VOLUME -
VOLUME OF BOX= 44 LITRES
			   TOTAL LIFT= (1 LITRE = 1GRAM) 44 
			   (BAG WAS INFLATED AN ESTMATE OF MORE LIKE 44-45)
------------------------------------------------------------------------------------------
MAXIMUM VOLUME OF BAG= 81 LITRES REQUIRES A BOX = 51 X 43 X 37 

BOX NEEDS TO WEIGH NO MORE THAN 80G
------------------------------------------------------------------------------------------
BOX #4

TISSUE PAPER CONSTRUCTION 	 51 X 43 X 37		 WEIGHT= 28g
BIN BAG 					     L51 X W43 X H37	 WEIGHT= 14g
+ PLASTIC TUBE				    L2  			   WEIGHT= 1g 
------------------------------------------------------------------------------------------
TOT WEIGHT-		  43g (W/TAPE= 47g)
------------------------------------------------------------------------------------------
BOX #5

(FUDGE) TISSUE PAPER CONSTRUCTION	 40.8 X 34 X 29.6	 WEIGHT= 15g
BIN BAG + PLASTIC TUBE			   40 X 34 X 29.6	 WEIGHT= 18
		
TOT WEIGHT= 	 33

VOLUME OF BOX= 41.5		

TOTAL LIFT= 41.5 GRAM
ADDITIONAL WEIGHT LIFTED = 8.5GRAM
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EN PLEIN AIR

5.  
Take the cut drinking straws (or make some 
more if necessary), and secure with small pieces 
of tape to the inside of the folds.

Allow space for the box to fold in to itself at the 
edges of the paper.

A1+2

B
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UK DEGREE SHOWS EXTRA NEW WORK 

101AUG/SEP 2009 ARTWORLD

NEW WORK UK DEGREE SHOWS EXTRA

100 ARTWORLD AUG/SEP 2009

9 Angus Cameron
Grey’s School of Art, Aberdeen, BA Fine Art (Painting)
Angus Cameron’s oil paintings and drawings took as their
subject a deliberately random selection of discarded
takeaway boxes, aerial landscapes, portraits and nights out.
ac_in_monkeytree@hotmail.com

10 Andreas Blank
Royal College of Art, London, BA Fine Art (Sculpture)
Andreas Blank’s beautifully crafted mundane objects – from
briefcases to tables – were made out of various stones,
from marble to alabaster to soapstone.
ciaoamigos@web.de 

11 Alex Farrar
Leeds Metropolitan University, BA Fine Art
In En Plein Air, a helium filled cube “flew” out of Farrar’s
space and out above other students’ areas, acting as an
intervention into the degree show as a whole.
alex.farrar@hotmail.co.uk

12 Nicole Greaves
University of Cumbria, Carlisle, BA Painting
In Defunct, Deflated & Motionless, printed fabric sculptures
become abstracted and nostalgic versions of an armchair,
settee, television cabinet and a coffee table.
roar_roar_nic@hotmail.com

13 Jonathan Long
Glasgow School of Art, BA Fine Art
Jonathan Long’s collage-based video projection was a
foreboding and tense film work exploring Edmund Burke’s
aesthetic theory of the sublime.
jonnyalong@hotmail.com

9

13

14 15

16

10

11 12

18

17

2019

14 Omar Zingaro Bhatia
University of Dundee, BA Art, Philosophy, 
Contemporary Practices
The Spuriosity Shop was a collection of curiosities including
mannered portraits, weatherbeaten hats and a stuffed
magpie – all evoking an uneasy colonial past.
zingaromar@googlemail.com 

15 Frances Arnold 
Newcastle University, BA Fine Art
“For Early in the Day,” Arnold explains, “paper is gridded,
cut, folded and placed on a sheet of polished copper with
the dimensions of the unfolded paper. The movement of
light across the surface creates continuously evolving, site-
specific drawings of light and shadow”
frances.elizabeth.arnold@googlemail.com

16 Robert Hunt
Manchester University, BA Fine Art
Robert Hunt’s carefully layered abstractions, “have no
referent in the outside world,” he says. “I use an
improvisatory approach to creating forms and a process of
obscuring with glazes of colour.”
rn_hunt@hotmail.com

17 Sam Coles
Manchester University, BA Fine Art
Long swathes of fabric were arranged sculpturally and
hung from the ceiling in the middle of a disused room,
hinting at both human presence and absence.
sam_a_coles@live.com

18 Shona Macnaughton 
Edinburgh College of Art, MA Fine Art (Sculpture)
The colourful sculpture was produced by downloading 3D
digital drawings of objects used by the Glasgow Airport
bombers. These were digitally collaged, re-assembling a
distinctly homemade but deadly explosive device.
www.shonamacnaughton.com

19 Hannah Brown
Manchester Univerity, BA Fine Art
Brown’s installation, It Is What It Is, is an arrangement of
rotating plaster and cement pieces. “My work revolves
around a cyclical system of controlled steps,” she says.
Hannahmaybrown86@gmail.com

20 Thomas Adank
Royal College of Art, London, BA Fine Art
Thomas Adank’s lemon yellow fountains slowly morphed,
oozing and cascading downwards while permeating the
show with the fragrance of Fairy Liquid.
www.thomasadank.com

STUDENT MICRO-TRENDS
c The influence of Karla Black’s delicate and domestic

sculptures showed up across the UK, with wallpaper
works at the Slade and amorphous swathes of
hanging fabric in Manchester (image 17)

c Experimentation with digital media saw elegant
video works and projections (images 3 and 13)

c The intervention was a popular occurrence for
students whose guerrilla works ranged from a
floating parcel (image 11) to a deconstructed sign
(image 2)

c Students rallied against their disorganised
stereotype by working with information 
processing systems (image below)

c Refined forms of formalism and minimalism revealed
a general sense of introversion

c Live installations featured artists speaking to a
passing audience or staging a naked protest

Above: Francesca Tyler, of Leeds University, presents
Shakespeare as graphs in Retranslating Shakespeare
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FOR INSTANCES UNKNOWN
2011, 174 × 145 cm, photograph

MATERIALS
framed colour photograph 
mounted on aluminum. 

EXHIBITIONS
Self-Titled, 2011, Annet 
Gelink Gallery (The Bakery), 
Amsterdam, NL.

COMMENTARY
Photograph of a British athletics 
starter official, taken with a high 
speed camera adapted to use the 
sound of the starting pistol being 
fired as a trigger for the image. 
Printed life-size.



FOR INSTANCES UNKNOWN

I’m glad that you’re so enthu-
siastic. To explain a bit more, 
what I want to achieve is a 
freeze frame of the exact mo-
ment that a starting gun is fired, 
when a ’start’ is instigated. 
Fixed as a photograph, the 
starting moment perpetually an-
ticipates future events without 
defining who or what is to begin.

I don’t really have a clear pic-
ture of what the image will look 
like, I know I like the smoke that 
the gun makes, and we have to 
be careful for it to be clear that 
it’s a starting gun and you’re a 
referee. 

It’s crucial that it really pushes 
the basic idea of a photograph 
as a moment in time  that is 
’captured’ to its extreme con-
clusion,  so that the actual in-
stant which is preserved is as 
microscopically precise as pos-
sible- thus representing in real 
time the act of a gun shot. 

The idea is to use the exact ap-
paratus that a track and field 
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FOR INSTANCES UNKNOWN

event would. (http://www.
flashtiming.com/FT_FATHowIt-
Works.html).



6767





HITTING THE BULLSEYE 
EVERY TIME

2010, approximately Ø 80 cm

MATERIALS
archery equipment, acrylic paint

EXHIBITIONS
Hold That Thought, 2011, Elders, 
Den Haag, NL. Plaza Principle, 
2010, Leeds Crown Shopping 
Plaza (TK MAXX), Leeds, UK.

COMMENTARY
An arrow was fired by the 
blindfolded artist in the direction 
of his given exhibition space. 
A target face was then painted 
freehand around the arrow’s tip.



HITTING THE BULLSEYE 
EVERY TIME

10 Ways of Describing 
‘Hold That Thought’ 

To someone who is good friends with the artists

1
This show is a purging of ideas generated in the 
period in which the artists have shared their stu-
dio.
2
With very little time to deliberate Alex and Justin 
are showing objects, performances and images 
based works which come from the relative suc-
cess of a 15 minute brainstorm over a shared club 
sandwich. 
3
The title was decided upon in the same encoun-
ter, as the artists liked the way it referred to their 
shared reflexive sensibility whilst describing the 
defining thematic of the exhibition: act now/ 
apologise later.
4
As well as sharing excerpts from their studio prac-
tices, several pieces have been made specifically for 

To someone who’s unfamiliar with the artists

1
They have shared a studio and private project 
space since Oct 2010
2
They’ve had three weeks to prepare for the exhibi-
tion.  
3
The title refers to this defining factor, which Alex 
and Justin have taken as an opportunity to stop 
what they were otherwise busy working on and 
present private glimpses of works in their current 
state, whether incomplete, destroyed, or elsewhere. 
4
They both work in a way that is sensitive to the 
context in which they show, typically developing 
new works which explore there given conditions 
to bring about a feedback loop, producing works 
that ‘feed’ their content from the context, in turn 
changing the context and affecting a new experi-
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HITTING THE BULLSEYE 
EVERY TIME

(the length of the exhibition will be decided by the 
housing authorities).
5
Within their official capacity as assistants to each 
others studio practice; tested to breaking point 
in their first shared exhibition, they can and have 
made each others work, willed the other to present 
things which they may have not otherwise, and 
authored works under the other artists name.

ence of it.
5
They call upon each other when they need some-
thing doing. This relationship was officiated when, 
in a civil ceremony they officially agreed to be each 
other’s assistants for as long as they share a studio. 
For ‘Hold That Thought’ Alex drove the van that 
Justin borrowed. 
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HITTING THE BULLSEYE 
EVERY TIME

PAST AND PRESENCE

Alex.Farrar 
   (at)hotmail.co.uk

Proposal 3

BULLSEYE

For this new work, an arrow, of a contemporary archery sport quality, will be fired (or fixed) at the chosen ex-
hibition wall. A large target circle will be painted directly on to the wall afterwards, around the arrow so that it 
appears to have been fired in to the bullseye.
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PATRONS
2007–2008, variable dimensions

MATERIALS
polished brass, 500 gilded 
screenprinted business cards

EXHIBITIONS
Sammelbände, 2008, ESA, 
Leeds, UK. Light Night Art Trail, 
2007, Leeds, UK.

COMMENTARY
Following a conscription in which 
business cards were handed out 
to a passing audience of a public 
arts festival, 60 patrons became 
the primary audience of my work 
for 12 months.



PATRONS

On 17 Oct 2007, at 12:26, Alex 
Farrar wrote:

DEAR PATRONS:

Adrian, Andrew, Appleman71, Ben, 
Charlotte Anne, Chris, Clerra-
pon, Ellen, Ellie, Evil Emu, Timan-
dra, Fin5rlm, G. Johnston, Gavin 
Fawler, Gavin Freeborn, Ged, 
Harry, Iona, itb501, Jon, James, 
Jamie, Jenny, Jess, J Morgan, 
Karen, M.O.Leconte, Matthew, 
Meghann, Miranda, Miriam, Moira, 
Nichola, peapod, phy4sjh, prit11, 
Rach, rlb3012, S. Piasecki, Sean, 
Senitrebil, Smart Browell, Stacey, 
Stewart, Susanio, Tho, Tom, Tony, 
Vic, Vic Allen.

THANK YOU. Your prolonged sup-
port and encouragement is highly 
appreciated.

To explain your positions more 
thoroughly and clarify what you are 
involved in, Public Art Announce-
ment is a rendezvous between the 
artist and an audience. What hap-
pened on Light Night was an exer-
cise manipulating the lost tradition 
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PATRONS

of the art patron. In endowing the 
patronage of myself and other art-
ists upon the public the intentions 
were to ultimately create a sense of 
pride in regional artists*.

Patronage was once an essential 
part of an artist’s livelihood, usually 
providing financial aid. This posi-
tion of subsidisation is now largely 
in the public’s hands, for the most 
part given unwittingly through Na-
tional Lottery funding. Public Art 
Announcement is a manoeuvre to 
keep artists work public. Your only 
obligation is to provide critical and 
emotional support. 

You can see examples of my work, 
as well as Harry Meadley and Iona 
Smith’s at:

publicartannouncement.com

Patrons, I will keep you updated 
about my activities.

For questions regarding anything at 
all, please do not hesitate to con-
tact me.
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Again, I thank you for your sup-
port

Alex Farrar

*For anyone interested in pur-
chasing ‘supporters shirts’, 
they will be available shortly, 
but any suggestions regard-
ing colours etc will be consid-
ered when it comes to ordering 
them.
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PATRONS

On 12 Nov 2007, at 2:46, Alex 
Farrar wrote:

DEAR PATRONS,

I have a double announcement 
for you all.

ZOO FORTY TWO
THURSDAY 22ND - TUESDAY 
27TH NOVEMBER

42 New Briggate Gallery 
proudly presents a week long 
residency of the artists Alex 
Farrar, Iona Smith and Harry 
Meadley. The Gallery will be 
converted into a Zoo enclosure 
in which the artists will live in 
captivity under the observation 
of the general public.

They will be relying solely upon 
their patrons to provide them 
with food, these patrons having 
previously declared themselves 
as part of of the artists Public 
Art Announcement conscrip-
tion. Visitors to the zoo may 
also identify themselves as 
patrons by supplying the art-
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ists with nutrition at the feeding 
times.

There will be two feeding times 
a day at 12:30PM and 5:30PM. 
Viewing is recommended at 
these times as the artists will be 
lured into clear view.� The Zoo is 
closed on Sundays.��

PRIVATE VIEW / A LATENTO 
PUBLICATION LAUNCH
7 - 9PM WEDNESDAY 21ST 
NOVEMBER

You are cordially invited to the 
private view of Zoo Forty Two. 
The only occasion to enter the 
enclosure. Coinciding with this 
event, will be the launch of A 
Latento Vol. 1.

A Latento is a published exhibi-
tion of works elaborating on the 
practices of Iona Smith, Harry 
Meadley and Alex Farrar. Lim-
ited editions will be given away 
free. �

Yours faithfully, Alex Farrar

PATRONS
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Zoo  Forty  Two:              Residency Food Diary

Patron’s were asked to establish their position as patrons by taking 
responsibility for the artists daily nourishment. 

Thursday 21st November
1 box (6) mince pies
3 sausage rolls
2 jacket potatoes + beans

Saturday 23rd November  
1 milkybar
1 pizza
2 tins of mackeral (2 varieties)
2 starbucks americano’s
6 bottles of stella artois

Tuesday 26th November

1 packet of bananas
1 packet of doughnuts
3 oranges
1 packet of walkers sensations
1 parmesan

Wednesday 20th November
1 packet of fizzy fish
1 packet of monkey nuts
2 packets of bananas
2 chocolate éclairs

Friday 22nd November
3 boots meal meal deals
1 scone
3 hummus and cheese 
sandwiches 
3 bananas
1 dixie chicken
1 can of 7up
1 dixie chicken  
1  cranberry and blueberry 
juice
1 packet custard creams

Monday 25th November

2 hamburgers
1 back of walkers sensations
1 packet of maryland biscuits
Albert Camus ‘The Outsider’
Oscar Wilde ‘Portrait of Dorian 

PATRONS
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Gray’
Phillip.K Dick ‘The Three 
Sigmata of Palmer Eldritch
Christopher Isherwood 
‘Goodbye to Berlin’
1 tomato and red pepper soup 
bread roll
3 boots meal deals 
3 cappela juice drinks
1 sub-of-the-day
2 cups of leek and potato soup
1 guardian newspaper
2 print-out articles on the zoo 
in contemporary art and theory
1 cox apple
3 satsumas
2 pears

Un-accounted refreshments 
that were made available by the 
gallery include:

8 cups of twinnings apple and 
pear tea
4 imported beers

1 feta
1 half packet of crackers
1 carton of fresh orange juice
1 melon
1 box of cookies
1 guardian newspaper
1 independent newspaper
6 assorted cakes
1 packet of bananas
1 shortbread biscuit selection 
box

89
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ALEX FARRAR WELCOMES 
AND INVITES YOU INTO 
HIS HOME FOR THE 
INAUGARAL PATRON PARTY

TO CELEBRATE SIX MONTHS 
OF PATRONSHIP HE WOULD 
LIKE TO REPAY YOUR SUPPORT 
WITH A DINNER PARTY AND AN 
EXCLUSIVE AUDIENCE OF HIS 

R E T R O S P E C T I V E 
E X H I B I T I O N / / / / /
7PM FRI 2ND MAY 2008

On 07 April 2008, at 12:40 Alex 
Farrar wrote:

Dearest Patron’s

Please find attached promotional 
material for the inaugural Patron 
Party, which will be held at my 
house on Friday the 2nd of May.

For the night, which is to celebrate 
and thank you for 6 months of pa-
tronship, the space will be curated 
for a retrospective exhibition of the 
past 6 months activities, of which 
you will be the sole audience of. 
There will be a site-specific menu 
and refreshments of course, pro-
vided. I hope to see you all there, it 
is sure to be a historic night.

Please RSVP for further details.

You have my thanks,

Alex
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On 30 Sept 2008 , at 12:47, Alex Farrar wrote:

Dear Patrons:

Adrian, Appleman71, Ben, Boo, Charlotte, Chris, Cterrapon, Ellen, 
Ellie, Evilemu96, Fin5rlm, J.morgan, G Johnston, Gavin, Ged, Jon, 
James, Jamie, Jenny, Jessf1204, Karen, Andrew, M.o.leconte, 
Marc, Matthew, Meghann, Miriam, Moira, Nichola, Peapod1985, 
Phy4sjh, Prit11, Rachel, Rich, Rlb3012, Sean, Senitrebil, Stewart, 
Susanio, Thohudson, Tony, Vic, Vic A.
 
Until now, I have successfully avoided writing this announcement. 
After deciding during the summer that the forth coming Patron 
Party at East Street Arts should not only be a celebration of 12 
months of Patronship but also a grande finale to what I described 
in the inaugural announcement as a rendezvous between the artist 
and his/her audience, I have put a lot of pressure on the quality and 
eloquence of this final address, and as I cannot possibly leave it 
any longer, enjoy, the last Patron Announcement... 

Last October, I couldn’t have fully anticipated or prepared for the 
following 12 months. To begin with I imagined that by having a tire-
less audience, art and ideas could be transmitted as immediately 
as I have them and would take on a unique form in each individual. 
I couldn’t have predicted that as patrons you would become part of 
my practice, actively as ‘art’ in my port folio but also as resources 
and most interestingly as representatives of my work independent 
of me, scattered across the country. 
 
The final Patron Party will be the launch of my first complete sur-
vey of activities involving the time, money and space attributed to 

PATRONS
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artists, to which you will be it’s exclusive audience. Taking place 
at East Street Arts on the 14th October 6pm-8pm, there is also an 
extension to the gallery show in the form of a billboard work, which 
you can see at the top of Victoria Road as it meets Hyde Park Cor-
ner. The exhibition is the last in a series of solo exhibitions includ-
ing my cohorts Harry Meadley and Iona Smith, collected under the 
title "Sammelbände"- a typically archaic reference to early book 
binding when incongruous articles or folios were bound together 
for posterity. 

It seems trivial to update you on the work produced this summer 
now, so I hope to see you all at the Patron Party at which I will recall 
wild stories from rural Germany...

THANK YOU for all your support and guidance over the past year, I 
hope you got as much out of it as me.
 
Alex Farrar

ps. If you are unable to make the opening night but would still like 
to see the show, it is open until the 17th October. For more infor-
mation, check the ESA website (http://www.esaweb.org.uk/) and 
keep a look out for press. 

pps. If I email you after this with any information regarding the party 
etc, it will not take away the fact that this announcement is The Ac-
tual Final Patron Announcement, which disregards any follow up 
misc reminders or additional information announcements.

Try Facebook in Windows Live Messenger! Try it Now!

PATRONS
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PRODUCED ON REQUEST
2010, dimensions determined by 
the curator, painting 

MATERIALS
customised emulsion paint

EXHIBITIONS
Hold That Thought, 2011, 
dekokelders.nl. We Trust 
Strangers, 2010, Umbrella One 
Offs, Holbeck, UK. If You Can 
Hold Your Breath, 2010, Ceri 
Hand Gallery, Liverpool, UK.

COMMENTARY
Emulsion paints, manufactured 
with a paint-mixing machine to 
reproduce my hair and eye colour, 
tested on the gallery wall by the 
curator.



If You Can Hold Your Breath

Alex Farrar 
alex.farrar@hotmail.co.uk

For the If You Can Hold Your Breath at Ceri Hand gallery, I would like to propose several 
new works. Proposal viii.

ES5020-T20R_CX & 5010-Y_CX

Referencing the practice of institutions, businesses and cities, that adopt specific colour schemes as 
liveries, a form of (fascistic) branding, S5020-Y20R_CX & 5010-Y_CX, is the code for a paint mixer 
found in decorators centres. The colours manufactured have been digitally matched to the exact tones 
of my hair and eye colours. Together the colours resemble shades used in military camouflage, further 
emphasising the violentq and fanatic nature of liveries.

The colours have only being exhibited as ‘swatches’ and ‘testers’ on a wall, for If You Can Hold Your 
Breath, I propose applying them directly to a large area of wall.

PRODUCED ON REQUEST
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Produced on Request

Alex Farrar 
alex.farrar@hotmail.co.uk

+31 [0] 629104656

For the If You Can Hold Your Breath at Ceri Hand gallery, I would like to propose several 
new works.

IN THE EVENT OF THE SALE OF ‘PRODUCED ON REQUEST’
 
 The sold work will include:

Two ‘tester’ pots, one for each colour. For additional installations of the work (following the destruc-
tion of the original) I will also provide instruction and the necessary serial codes for paint mixing 
machines (in Leylands decorators centres).

A contractual agreement for when and if the work be shown, it will be applied to the wall by the 
owner (or whoever the owner deems suitably responsible), following a dialogue with the artist, who 
may supervise the installation. 

The work will be contained in a presentation case. The conditions of sale could be added to an exist-
ing certificate format you use. There aren’t be any installation instructions, other than a proposal to 
consult with the artist (my contact details could be included).

 Notes:

The title ‘Produced on Request’, defines the structure by which the work finds material form, initi-
ated by an invitation. Stressing the significance of the relationship between the collector (the only 
owner of the work) and the artist, the work is actively defined through a dialogue with the collector 
whom defines the precise application of the work- the area of the ‘tester’ shouldn’t be dictated in the 
ownership agreement/certificate of authenticity. 

As the means by which the owner can obtain more paint is provided, it is possible to imagine that the 
tester patch be as large as the owner wishes- although unlikely, it’s worth considering that the pride 
of the owner or future owners could vary depending on the status/value of their purchase.

PRODUCED ON REQUEST
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‘Produced on Request’ (web version), 2010, 
For the duration of the exhibition, the gallery’s 
website was restricted to using only two unique 
colours configured by a paint mixing machine 
using samples taken from the artists hair and 
eye colours.





REFERENCES (A MAN 
AMONGST ARTISTS, AKA 

THE BOY WHO MAKES 
OTHERS LIVES HELL)

2012, 31.7 × 44 cm, b/w 
photography, edition of 1 (+1 AP)

MATERIALS
c-print from photocopy, 1:1 scale

EXHIBITIONS
Young British Art II, 2012, 
DIENSTGEBÄUDE, Zurich, CH. 

COMMENTARY
Photocopied spread from my 
high-school leaving book, with 
messages left by my art teacher 
and class mate, re-presented as 
professional references.



CHARACTER REFERENCES, 
2002

To Alex

A man amongst Artists... What 
a star, What a future

All the best, 

Mrs. Slack .

! FARRAR YOU NOB - JOCK!
	 Well I'd love to say 
good luck (but I'm clearly 
not going to because you're 
a cock!) Hell, everyone has 
flaws, you can't help it if you 
could then you'd be an even 
bigger Tosser!
	 You can't be all the bad 
(oh but yes you can) - the 
number of times you've an-
noyed me are too great to 
even contemplate. 
	 But on a nice note (yes 
I'm nice, you're not), I ac-
tually do hope you do well... to 
a certain degree.
	 Well I'm going to stop 
now because I can't quite 
believe I'm spending so 
much time on you- Jesus 
there's something wrong 
with this. 
	 Laters
		  Farrar
	 aka - the boy who makes 
others lives Hell.
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CHARACTER REFERENCES, 

‘Young British Art II’ – an exhibition curated by Ryan Gander and 
Christina von Rotenhan at DIENSTGEBÄUDE, Zurich, CH 
 
Opening Thursday 9 February 2012, 6.00pm 
Open Thu – Sat, 12pm – 6pm and by appointment 
Open until 17 March, 2012 
 

/ This exhibition is a group show of 46 artists selected by the artist Ryan 
Gander.  
// The young artists chosen for this exhibition are all exceptionally talented 
individuals, who are British or live in Britain. 
/// All the works in this exhibition are black and white.  
//// No other curatorial themes are intentionally related to this exhibition, any 
other meaning derived from it is purely circumstance or coincidence. 
///// Forwards. 

 
Thomas Adank, Aaron Angell, Cornelia Baltes, Thomas Bardwell, 
Jacqueline Bebb, Richard Bevan, Rachal Bradley, Alice Browne, Michael 
Burkitt, KIMI CONRAD, Edward Cotterill, Simon Davenport, Tim Davies, 
Tomas Downes, Steven Emmanuel, Alex Farrar, James Ferris, Robert 
Filby, Tom Gidley, Matt Golden, Tommy Grace, Anthony Green, Richard 
Healy, Dean Hughes, Max Hymes, Ann-Marie James, Rob Lye, Jessica 
Mallock, Harry Meadley, John Henry Newton, Jonathan O’Dwyer, Murray 
O’Grady, Barnie Page, Myles Painter, Sam Porritt, Lucia Quevedo, Dan 
Rees, Matthew Richardson, Jessica Sarah Rinland, Helen Robertson, 
Sven Sachsalber, Giorgio Sadotti, Iona Smith, The Hut Project, Santo 
Tolone, Jeanine Woollard. 
 
‘Young British Art II’ is organised by Dienstgebäude Zurich and 
Limoncello in London and follows the first instalment that was held at 
the gallery in May 2011. 
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SUIT
2007–present, tailored to the 
artists dimensions, unannounced 
performances

MATERIALS
wool sourced from a mill in 
Bradford, super 220 merino wool 
sourced from Biella, Italy.

EXHIBITIONS
Self-Titled, 2011, Annet Gelink Gallery (The Bakery), Amsterdam, 
NL. Leeds Metropolitan University, 2009, UK. Superscript, 2009 ESA 
Patrick Studios, Leeds, UK. 

COMMENTARY
Homemade woolen suit, worn 
to every public event, meeting 
and appearance as an artist. The 
first was donated to my former 
university upon graduation. 



SUIT

THIS IS
THIS

76 cm

96 cm

76 cm

96 cm

31 cm

13 cm13 cm

mirror plates 
(fixtures
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SUIT

 I pledge to adhere to the following terms-

TO WEAR THE Suit WHENEVER I AM PUBLICLY PRESENTING MYSELF AS AN ARTIST.

TO PERSONALLY MAINTAIN THE Suit’s PRESENTATION AND DECENT CONDITION, 
UNTIL IT BECOMES NECESSARY TO MAKE A REPLACEMENT.

    Signed:
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Alex Farrar
October 7, 2010
By Jasper Coppes

‘In your working conditions avoid everyday mediocrity. Semi-re-
laxation, to a background of insipid sounds, is degrading. On the 
other hand, accompaniment by an etude or a cacophony of voices 
can become as significant for work as the perceptible silence of 
the night. If the latter sharpens the inner ear, the former acts as a 
touchstone for a diction, ample enough to bury even the most way-
ward sounds. 
	 Consider no work perfect over which you have not once sat 
from evening to broad daylight.’

Walter Benjamin, The Writer’s Technique in Thirteen Theses.

I
Somehow lately, I have come to suspect a seemingly direct rela-
tionship between the space of a given text and the spatial condi-
tions in which the text was constructed. Following Walter Ben-
jamins’ advice in this matter I attempted at writing under his most 
preferable advocated circumstances. That is, during ‘the silence 
of night’ extended into a ‘cacophony of voices’ found in the café 
around the corner of my apartment at 9.00 in the morning. But this 
also implied agreeing on an unavoidable fatigue, that was result of 
the uninterrupted writing period that begun at 21.00 o’clock yes-
terday evening. Whether or not this attempt to perfection has been 
fruitful is not for me to judge, but nonetheless it has been a suc-
cess, to my opinion, in so much as it made me think about these 
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conditions. Because, when you think about it, isn’t every thought 
also the product of the spatial circumstances in which it emerged? 
And isn’t every thought, when eventually pronounced or stated, 
also shaped by the physical resistance of the environment in which 
I worked to get it out in?   
	 Much has been said these days about the text being the very 
site of production itself. The text does not only convey idea’s, it is 
very often also the event itself, the embodied speculation and its’ 
remaining vessel that is shipped into the exhibition-space. 
	 Of course texts, as statements, usually emerge out of prelimi-
nary communication (discourse). But that doesn’t have to mean 
that the origins of text are always discursive. I could, in fact, very 
well imagine the possibility of texts emerging out of the murky 
depths of a writers’ basement. Which is to say that statements as 
events not only provide a location from which to propose a physical 
potential in or beyond the art context, but moreover, that they are 
manifested on the basis of those very same physical potentialities. 
With retrospect on my nightly textual excursion, therefore, regard-
ing all the effort put into creating the right circumstances for the 
event of the text ever to take place, I want to propose an expanded 
attention for both the text as event and the event in which the text 
could be developed. It would make total sense to involve oneself, 
to take part in, the organization of the spatial and physical aspects 
of my writing environment. To shape them as much as I’m trying to 
shape this text, in order to level both standards, to maximize the 
continuous flow from physical conditions to textual conditions. A 
mere choice of the right surrounding is of course not enough. Also 
the amount of light, the texture of my clothing and design of furni-
ture, will be of utterly importance in shaping the course of textual 
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events. The difficulty however, is of course that when attempting at 
alteration, one must first be able to read (understand) the present 
situation. It means that, in a way, I will be rearranging spatial ‘textu-
alities’ for the benefit of advanced textual events. But maybe, just 
to leave it open, there might be other factors in play when dealing 
with physical space. 
	 A couple of hours after working on the text in a surrounding 
that I had managed to approximate perfection to an almost fright-
ening degree, I tried to sleep but couldn’t. The sheets under which I 
was laying were to warm, the light that filtered through the curtains 
still to bright. I tried thinking of something boring but my thoughts 
kept returning to the writing room. It reminded me of someone. 
Once in Japan, I had watched some Japanese dancers mime the 
antics of household appliance and mobile phones. But that was not 
the memory I was looking for. 
	 Then I had it. 
‘Alex!’ 

II
The afternoon I met Alex Farrar, he had invited me in his atelier in 
Amsterdam.  I had come to interview him about his work. The art-
ist was a slender young man with short light brown hair and arctic 
green eyes, wearing a smooth dark blue suit, which turned out to be 
made by himself and worn in every occasion considered to be part 
of his professional life. We ate delicious cake wrapped in silver alu-
foil, notably made with care by Alex’s girlfriend, and talked about 
fancy second hand design chairs, which were eventually supposed 
to supplement his studio situation. For now we had to do with less, 
meaning a black foldout chair and a simple couch.
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	 I remember every element in the room with vivid detail and 
suspect that this is not due to the fact that the interior was ar-
ranged in a minimalistic manner, but rather because all the physi-
cal elements fitted a role in the totality of the situation (whatever 
that might mean). Departing from this situation, my memory traces, 
along the marks that I jotted down in my notebook, a conversation 
meandering through many interesting subjects. We talked about 
the significance of taking lead in and being subject to the binding 
force of legal contracts, a practice that at first sight appeared to 
be a portrait of the politics within the art institution, but at closer 
notice seemed rather to mimic the captivating powers of the art 
object (or at least to make those powers concrete and binding). 
To participate within the art institution, is for Farrar a matter of re-
territorialisation; a matter of conquering terrain and of subverting 
the rules of territory. Reminiscent of Buren, as such, the contribu-
tion of the artist can be one of putting the territorial aspects of the 
artwork at display. Which in one of Alex’s works, as an unusual turn 
of association, can even turn out into showing a direct relationship 
between camouflage and corporate (or rather corporeal) branding. 
The intentions that are inherent within the choice of such participa-
tion are inevitably directed at and propelled into the space of the 
given (art)context. The work, then, is a result of a crafty bending 
and remodeling of the borders of that space. 
	 But as much as in Farrar’s practice labor is put into working 
with these borders, there is a simultaneous effort to become eman-
cipated from the boundaries that he sees himself indebted to. A 
most evident example is the cardboard box which, filled with he-
lium, floats independently through the gallery space, along its own 
course and out of reach of the viewer.  
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	 The patterns that constitute the (art) space in which Farrar 
chooses to operate are subject to his desire to turn them into a 
new script. Needless to say, a script needs a reader. Or rather, it 
needs a performer and an audience. While (even after Buren and 
many others) usually the work moves within the safe and secure 
limits of a linear line from (artist) studio to (audience) exhibi-
tion, in Farrar’s case both reader, performer and audience might 
just as well be embodied by the artist himself. They are part of a 
role-play in which all positions might shift and jump to opposites, 
just as much as they might be confirmed and be allowed to be-
come established. The most interesting situation, then, is when 
there is space for misinterpretation. When, in moving from one 
script into another, or in the act of interpreting a translation, the 
text that has been supplied by Farrar is misunderstood, either by 
himself or by the other. Or even better; when, for example in his 
circle project, there appears to be a resistance that is inherent 
to the realm of the physical, which works against the perfect flow 
from script to understanding, and eventually to implementation.  
In our daily routine of anticipating self-projected (and socially 
determined) circumstances, there remains a possibility for 
things to take their own course, and that free space for uncon-
trollable events rests not in our desire to anticipate future events 
and neither in our will to understand the past.  
	 The suit that Alex wears can be supported by an explanation 
about the origin of its design and connections to local or cultural 
relevance. But only in the course of our discussion about these 
elements, my eye gets a chance to travel along the seams and 
crinkles, to find itself becoming more and more alienated to this 
blue velvety object. The miniature flaws in the reproduction of 
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the business suit reveal that its’ reason to exist is not based in the 
discursive, but in the purely ungraspable nature of the thing in it-
self. The re-enactment has come to propose new conditions for its 
existence, perhaps even some that resists explanation. 
	 And that’s where the text, in its mute incarnated counterpart, 
becomes a proposal, a model for new experience. 
The discrepancy between language and being, or between dis-
course and physicality for that matter, doesn’t seem to be a prob-
lem at all when they are allowed to co-exist. Or rather, when dis-
course floats (like the box) solitarily but empathetically through the 
realm of the physical. Perhaps discourse can be seen as time gen-
erating and the physical as a space generating.  
	 The illusion of the discursive lies in the idea that its infinite ad-
dressable possibilities for change are disclosed like a legal con-
tract in which these possibilities are finally made compulsory, when 
signed (or de-signated). However, Farrar shows us the risk of this 
convention, and manages to create an area in which reality can be 
exposed in its ambiguity, its illuminating uncertainty and interde-
pendence; That discourse needs a physical receptacle, not as a 
concretization of its propositions, but as a space in which to trace 
its movements. 
	 Perhaps something similar even to the way the blank A4 paper 
(or the virtual word-document) functions in its spatial relationship 
to the text. However, since this relationship has been disputed and 
experimented upon quite extensively already (since the paper is 
not only a space for production but also for display), we (I tell my-
self) should look a bit further and start with curving and bending the 
frame of the writing table or those of the chair that I sit on. There is 
a future for the unknown craftsman.  
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SUPPORT
2011, variable dimensions, 
permanent installation

MATERIALS
plaster

EXHIBITIONS
Catalogue Available, 2011,
Blip Blip Blip, Leeds College 
of Art, UK.

COMMENTARY
Finding 26 hanging mechanisms 
remained in the walls of Leeds 
College of Art, long after the 
works they once supported 
had gone, I made casts of them 
all in plaster and positioned 
the replicas in the place of the 
originals. 



SUPPORT

lxxviMaking Catalogue Available lxxvii

On 28 June 2011 15:58, Alex Farrar wrote:

All is well here thank you!

Actually I have a new work which I want to talk to you about- ‘Support’. I’ve 
found lots of screws and various hanging mechanisms (about 16 in total) which 
have basically been left in the walls of the building when works have been 
removed after the final show. Some of them are very nicely lit (see images 
attached) and seem to wait expectantly for new work. 

I want to replace each of them with a sort of ‘self-monument’. It might be 
bronze, and it probably should, but I’m also considering just replacing them 
with casts made with plaster. 

What dya think?

aaaeflrrrx.eu

On 28 June 2011 16:27, Justin Gosker wrote:

and what if you made a mold of that one and cast it in brass? bronze is so 
outdoor (even the screws in their entirety) and then put it back. Then it 
is more specific to that one, witch iI think is important because the idea 
is about celebrating and displaying the activity of solving the beautiful 
little practical problem of hanging something on a wall. Great idea very 
martin creed, gerlach en koop and gosker BUT NOT it’s got you written all over 
it. 

On 28 June 2011 17:23, Alex Farrar wrote:

if I was going to bronze it (bronze is the material of monuments- thats the 
only reason) it would be painted to look like a plank of wood- I kind of think 
it should just look exactly the same, but remain there with renewed intention. 

I think a plaster cast is the right direction, right for the context of the 
art school, and the work will be destroyed if someone tried to hang something 
on them (as most of them are painted white already, I don’t think you’d notice 
that they’re made of plaster). 

Like that you still thought it was a work I would do. 

On 28 June 2011 20:46, Justin Gosker wrote:

that is a fun line you’re walking. How to make a functional object and art 
piece and not have it completely leave it’s ability to invite use. I think 

it’s a Farrar because of its ability to capsulate potentiality ‘what is to 
come’. 

The world of moulds, only touched on it when I was going to make a copy of one 
of the pillars in Nijmegen and when I worked for an artist who worked with 
moulds for plaster. I think you can do it with a supported latex mould. are 
you going to do it this week? If so get advice there. Moulds are super hands 
on. If you do it here I can help of course and you want to get the material 
from the place on KNSM eiland. you know the place right? Think the bosses name 
is Jan he was the most helpful at the time.

I think your order of action would be:

1. Paint latex on the support beam (latex is applies in layers and since it 
is a natural product is shrinks a little bit, there are chemical alternatives 
that I can’t remember the name of) 

2. make a box that will cover the beam + the latex + about 2cm extra

3. with the dried latex on the beam attache the box around it. fill it with 
plaster.

now you have the latex mould and a support to keep the form

4. take the whole shibang off the wall.

5. fill the latex mould with plaster, wait for it to dry then glue it to the 
wall.

Justin Gosker
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TBC
2010, 891 × 534 × 26 cm, 
installation 

MATERIALS
white saxony carpet

EXHIBITIONS
Self-Titled, 2011, Annet Gelink 
Gallery, Amsterdam, NL. Young 
British Art, 2011, Limoncello, 
London UK.Gerrit Rietveld 
Academie Eindexamen, 2010, 
Amsterdam NL. 

COMMENTARY
White saxony carpet installed 
in my eindexamen space and 
left uncleaned throughout its 
exhibition.



19 x Untitled on shelves

White Carpet

1000 sheets of discarded 
signatures, ancilliary to 
Untitled.

Proposal ii. B) Dual show on ground floor-
Diagram is based on the room next to the library with two entrances, but the one 
next to it (which Roos Blogg was in last year) would be equally suitable.

TBC
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Eindexamen

Alex Farrar 

For the If You Can Hold Your Breath at Ceri Hand gallery, I would like to propose several 
new works. Proposal ii. B)

WORKS:
Untitled (Carpet work)  

A pristine white carpet is installed, covering the grey concrete floor of the Rietveld with an absorbent 
and cushioned surface. Over the course of the exhibition the work records it’s own reception through 
the gradual build up of residue trodden in from outside, as well as from other trivial and unrelated 
events it plays host to (ie the opening).

Untitled editions no.7-25

For the eindexamen, I would propose exhibiting all available editions of the work, hung in rows with 
the sold editions obviously removed.

Void Stack

 1000 discarded signed pieces of paper, an ancilliary work belieing the effort which went in to the con-
sistency of the 19 Untitleds on show. - whilst also clarifying that the signatures are individually hand 
printed, selected from 1000 others.

TBC
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Remote Viewing,
notes on the work TBC
by Harry Meadley

"TBC will cover the entire exhibition room. Unlike Untitled, it doesn’t 
give the viewer the choice to participate, it unsympathetically records 
all their movements, capturing the precise point at which the visitor 
will simultanaeously experience and affect the work. Presented with 
the consequence of their actions (entering the room) it will leave 
them hyper sensitive to the responsibility they have - something 
which is often lost in the crowds of visitors to the eindexamen.”
- taken from a document named ‘AF eindexamen.pdf’

“For the Eindexamen I installed a pristine white carpet in the 
exhibition space I was sharing with another student. Completely 
covering the grey concrete floor of the room with an absorbent and 
cushioned surface, the carpet recorded its own reception and that 
of visitors movements of the exhibition itself, through the gradual 
build up of residue trodden in by visitors over seven days. 
As the exhibition progressed, the experience of visitors to the space 
changed, the most demanding and stressful impact being on the 
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initial visitors to the preview who were faced with a confrontation that 
caused most to react by slowing down immediately and moving only 
one step at a time so as to watch in real time the consequences of 
their actions become preserved in the carpet. Though later visitors to 
the work were more relaxed, the heightened sense of responsibility 
prevailed until the last day.”
- taken from a document named ‘AF recent exhibits.pdf’

It’s worth clarifying at this stage that I did not directly experience 
or see the work myself. This is important. A work that is about the 
audience who directly participate in it, or is read as being ‘experiential’ 
often leaves very little for those who encounter it remotely. Though, 
I would half-heartedly argue, the remote viewing of a work is often 
its true test.

If you want: walk around on a thick carpet with your eyes closed 
imagining the room and the carpet are white. That should get your 
amygdala going if you’re into experiencing artworks.

Carpets: More than likely you have walked on a carpet before, you 
may have also walked on a carpet in a carpeted gallery or art fair 
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booth, maybe one not as nice as Alex’s though (you can tell from 
the close up photograph of the edge of the carpet in the doorway 
<insert image somewhere or note which page it’s on etc> that it 
is a real nice carpet - you know that because you’ve experienced 
all sort of carpets and know by looking when one is nice). Carpets 
have their own language. You know which carpets are used in which 
environments - but where have you seen a white carpet? They don’t 
provide a direct connotation. However, from a domestic sense, we 
understand they would get very dirty very fast, which in a form of 
collective logic imbues it with an air of luxury. That is one luxurious 
carpet.

There are two possible versions of this work: The first is that the 
work is re-made every time it is shown - a brand new white carpet is 
fitted into the space it is set to be shown in and left for the duration. 
The second is that the dirty carpet is a unique work and after being 
shown the once, is ripped up, rolled up and re-shown in an even 
larger space for people to walk around. My advice to Alex would be 
to do both.

Regarding the title: TBC as it is confirmed, generates the potential 
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for the work to be re-titled at a later date. This fits in very nicely with 
the proposition of re-showing the dirty carpet as a finished work (I 
want to avoid blank canvas, process painting, performance painting 
comparisons etc as it is boring). When each dirty carpet is re-shown 
it is given it’s own individual title. This could include the room / 
exhibition / gallery / date information, or a clever reference to some 
event or discourse which surrounded the work whilst on display. 
This is a good selling strategy.

Collecting the work: Degree shows, Eindexamen and the sort always 
have a desperation for the work to sell. Money is good - especially 
when you’ve spent a lot on your work (carpet is well expensive). 
It is hoped someone, or even better, some collector will buy your 
work. So the collector now has two options: buy this massive pre-
existing dirty carpet or have Alex arrange to have a brand new white 
one installed in the collectors house / private gallery. But on the 
condition it is never cleaned... I’m not surprised it didn’t sell. A better 
option may be to cut the carpet up into smaller pieces and sell them 
off as editions in the way that famous Football pitches are sold and 
collected.
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TBC

513

237

394

254

277

567

237

400cm

535cm

125

154

400cm

284cm

A

BC*D

E•

300

*

123

136

126
94

113cm

400cm

•

NOTES
Total length of (4m wide) carpet: 9.5 m

Start at the back of the space.

Wear your OVER SCHOENEN at all times 

No dirt or mess must be left on the carpet 
before the opening of the exhibition.

Almost all of the waste parts are also used 
so be careful not to cut through them.

The last job is to vacuum the entire carpet- 
brushing it in one direction.

CUT LIST
All measurements are based on those provided by the gallery, 
please double check them before cutting- there is very little room 
for error. (sorry)

A: 400 x 535 cm
B: 400 x 284 cm
C: cut 113 x 154  from the waste of B please
D: with the remaining 400 x 131 cut 300 x 123
E: ...and this part from the waste too!

(TBC) AT LIMONCELLO

INSTALLATION INSTRUCTIONS
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TBC

(TBA)

2010, Gerrit Rietveld Academie Eindexamen

A pristine white carpet is installed in the exhibition space and left uncleaned throughout its presentation. 
The intervention brings on a heightened self-consciousness and responsibility in the viewer, encouraging 
them to slow down, usually to immediate effect.
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TEST-STRIP
2011–onwards, dimensions 
variable, series of unique 
photographs

MATERIALS
image, fotolab technician

EXHIBITIONS
Hold That Thought, 2011, Elders, 
Den Haag NL.

COMMENTARY
Test-Strips are produced 
in anticipation of a final 
photographic print, when a lab 
technician isolates an arbitrary 
band across the most important 
areas of an image.



TEST-STRIPS

Test-Strip: For 
Instances Anew 
and Unknown 

2011, 139 × 33 
cm, mounted on 
aluminium
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THE UNIVERSITY OF 
SHEFFIELD TABLE TENNIS 

CLUB
2007–2008, dimensions 
variable, performance

MATERIALS
contractual agreement, 100 
pounds

EXHIBITIONS
Make-Shift, 2008, S1 Artspace, 
Sheffield, UK.

COMMENTARY
A table tennis club whom I had 
sponsored for the year of the 
British olympic bid.



THE UNIVERSITY OF 
SHEFFIELD TABLE TENNIS 

CLUB
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THE UNIVERSITY OF 
SHEFFIELD TABLE TENNIS 

CLUB
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THE UNIVERSITY OF 
SHEFFIELD TABLE TENNIS 

CLUB

AA

FF

ALEX FARRAR AA
FF

A
LE

X
FA

R
R

A
R

AAFF

,

- Benches

-Walls! 

2 x 12 ft banners, suspended 
accross the room, one is 
attached to the other

Tennis Tables

Table tennis area with benches, 
food and drinks and magazines

Vinyl lettered logos



183183



THE UNIVERSITY OF 
SHEFFIELD TABLE TENNIS 

CLUB

ALEX
FARRAR

AA
FF
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UNTITLED
2010, 34 × 27.3 cm, drawing, 
edition of 25

MATERIALS
fastprint office star 100g 
premium white paper, Pilot G-1 
0.5 

EXHIBITIONS
Young British Art, 2011, 
Limoncello, London UK. Gerrit 
Rietveld Academie Eindexamen, 
2010, NL. 

COMMENTARY
25 signed blank A4 documents, 
framed and made available as an 
edition. 
 



UNTITLED
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 Alex Farrar
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 Alex Farrar



UNTITLED

On 29 Dec 2009, at 22:06, Alex Farrar wrote:

Good morning/ day/ evening Derek, 

I’m getting in touch because I have an art edition that I thought you 
might be interested in.

… this isn’t a pyramid scheme, although it sounds like one... and 
operates in a similiar way...

As you may know, in January I’m showing some pieces from my 
collection of ‘works on paper’ at the Henry Moore Library with Har-
ry and Iona. The collection is made up of documents, mostly con-
tractual agreements, which have become a hallmark of my prac-
tice. The works selected for the Henry Moore Institute illustrate a 
gradual development, from ownership contracts used to record 
a transaction, which later become the only evidence of the works 
existence. To more recently, for the Eclections exhibition at the Art 
Market, where contracts form the entire structure of a work, their 
inherent qualities as having real world consequences performing 
to explore a parallel existence outside of the framework of the ex-
hibition.

The edition I am proposing represents a further progression. Un-
like before, where I was implicating others in a legally binding 
agreement, my position would be reversed. I’m approaching you 
first as this develops a certain amount of trust and commitment on 
the owners part.

‘Untitled’, is a blank contract. Except for my signature and printed 
name, written in the area you would expect to sign for a contractual 
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agreement, it is entirely blank. 

Produced as an edition of 25, the work implicates me in an open 
agreement which, if desired can be written by an owner of the work 
(after which that particular edition gains a title). 

Visually, the work appears to be part of the history of ‘signature’ 
works, as in Manzoni, as well as suggestively representing an auto-
graph. In the context of the other ‘Works on Paper’, it continues an 
engagement with the symbolic weight of contracts, as formal legiti-
mators of not just art, but the basis of almost every social process.

Pardon me approaching you in this manner, but if you are interest-
ed in entering into the work, because of the number of the edition 
(which is so for effect) it would be a fairly small cost. Obviously the 
work, more than most, uses the transaction of the sale of art as a 
point of tension, which is why I am pursuing it more than I would 
normally. 

If it’s not for you, don’t hesitate to let me know.

best, 
Alex
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On 4 Jan 2010, at 23:24, Derek Horton wrote:

Hello Alex,

Happy new year!

I like the sound of your blank contract editions and in principle, yes, 
I’d be interested in making a purchase. 

A few questions: assuming that, as you suggest, individual own-
ers of the work "complete" or expand the nature of the contract 
by writing in an action to which you would be bound by the "blank 
cheque" nature of your initial signing of the contract, would you 
actually carry it out, i.e. are you really taking the risk the pre-signed 
blank contract implies? If so would that be documented in some 
way? If not presumably the "unfulfilled" nature of the contract 
would itself become a part of the work - which by then would have 
by definition become in one sense a collaborative work (in collabo-
ration with each individual owner). That collaboration is also, pre-
sumably, implicit in your suggestion that a work in which the owner 
had written something in would "gain a title"?

Anyway, looking forward to more discussion about this, and let me 
know the price!

All best,
Derek
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On 6 Jan 2010, at 14:15, Alex Farrar wrote:

Hello Derek, 
 
Happy New Year to you!
 
Thank you for your positive response, I’m glad you asked the ques-
tions you did as they cover what most interests me about the work. 

To clarify:
 
Yes I am really taking the risk, yes I will legally be bound to follow 
anything the contract could potentially stipulate and yes I will fol-
low the conditions outlined. 
 
There will be a supporting contract, as would normally accompa-
ny the sale of an artwork, defining the conditions of ownership. I am 
consulting a lawyer at the moment with help for establishing some 
extreme boundaries- it is likely the main and only condition will be 
that I can’t be forced into doing something I cannot physically or 
financially be committed to carry out.
 
The large number of the edition reflects the commitment I have to 
the project and its scope, and I think the pricing fairly represents 
the power the owner inherits, and the vulnerability I carry. As initial-
ly I have invited people I know personally and have some degree of 
trust with, for interest in the first few contracts, the price isn’t try-
ing to be exclusive. As I anticipate the work will become more wide-
ly available to the public, after the first five are sold, the price will 
double, after the first 10 it will double again and so on. Thus making 
the project gradually more exclusive, representing the seriousness 
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of the potential in the work.
 
The ‘unfulfilled’ nature of the contract raises some questions about 
authorship that interest me. I see the project as a whole be-
coming more curatorial- although it is a multiple, each is also 
a unique work that is created through a collaboration- based 
initially on trust. The life of each work, and the issue of the au-
thor that could arise are all possible problems. If this happens the 
work might be exhibited independently of my own work, as well as 
the possibility that it could in the future perform as a certificate 
of authenticity for a fraudalent Alex Farrar work. (The idea for 
the work came whilst working for Annet Gelink gallery in Amster-
dam,  I found a stack of blank letterheaded paper signed by an art-
ist they represent. As standard gallery practice once a work is sold, 
the gallery print the ‘Certificate of Ownership’ over the top.)
 
Once each Untitled has been sold and a reasonable amount of time 
has passed I would like collect and exhibit all 25 together. It would 
be interesting to review how the infinitely potential variables con-
tained within each edition manifest themselves. Until that happens 
I would of course like to keep a record of each edition, the title of 
the contract if it is filled in will become the title of that work and I 
will document the adaptation.
 
All said and done, the work could always remain blank, the threat 
and the trust it holds always in tension, or you could just take a re-
ally long time to think of the one thing you would like to do with the 
contract- until which it represents every possibility.
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UNTITLED

here is the bottom line:
 
Editions 1–5 costs 150 pounds.
 
Let me know if you have any more questions or comments, I 
hoped I helped to clarify some things here.
 
All the best, 
Alex 
 

On 11 Jan 2010, at 11:06, Derek Horton wrote:

Hello Alex

Thanks for this detailed reply.

It’s a really interesting and sophisticated project with a lot of 
subtleties.

Count me in and let me know the next step.

All best,
D
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UNTITLED

Avoid (A)
2010, 29.7 × 7.5 x 15 cm
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UNTITLED

1500 discarded sheets of A4 pa-
per, torn through the artists sig-
nature. Produced as a by product 
of the edition ‘Untitled’, 2010
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VIGANELLA
2008, 53 × 63, photograph, 
unique

MATERIALS
2 rolls of colour medium format 
film, shot with a pinhole camera

EXHIBITIONS
Sammelbände, 2008, ESA 
Patrick Studios, Leeds, UK.

COMMENTARY
A contact print retains the 
chronology of a photographic 
diary made whilst on a residency 
in Viganella, an italian village 
which had installed a huge mirror 
on its hillside to reflect light back 
down on the otherwise shaded 
residents. 



VIGANELLA

Alex Farrar

Viganella

 Sp ecch io circo lare  

Zon a illuminata 
ell ittica  

Dislivello  

DP+D  

 

DP D  

D2  

D1  

S pe c c hio cir c ola r e  –  Pi an o ill u m ina to orizz ont ale   

D   diametro S pecchio  
DP =  L / 107.5  
D1 = (D P D) / sin(h)  
D2 = (D P + D) / sin(h)  
D3 = D / sin(h)  
       

D3  

h  
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ESEM PIO. Con  
L = 800m  ;  h = 33° e  
D = 3m  si  ha  
DP =      7.5m 
DP + D = 10.5m 
DP  D =   4.5m  

D1 =      8.1m 
D2 =  19.2m 
D3 =     5.5 m 

 

Fig . 8 
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VIGANELLA

Alex Farrar

Itinerary

Nov. 6th   Milan
Nov. 7th - 16th  Viganella
Nov. 17th - 18th  Biella
Nov. 18th   Milan

Viganella

As I had nearly a year to prepare and plan my excursion to the Italian village of Viganella, there was 
a lot of time to do further research, as well as think, talk and write about the village with anyone who 
would listen. Through this practice of repetition, the novelty factor quickly wore off and the question 
of it’s reality and the motives behind it naturally became more critical and intrusive. Upon leaving for 
Viganella I was preoccupied with the question of it’s integrity as symbol of human ingenuity, eccentric 
innovation, or the more suggested feasability of it as a landmark to draw tourism into the former 
mining valley. And did it even work? 

The mirror for me represented the simplicity and absurdist logic of inventions and spectacles and 
reminded my of paper architecture- which often featured gravity defying modernist shows of man’s 
might over nature. The unlikeliness of it’s existence seem even more extreme when you are reminded 
of it’s location in a poor remote mountain village at the foot of the swiss alps.

Like the eccentric visions of the future constructed at world expositions, some of which came to be 
represented in reality- think the Eiffel tower, the mirror became a man made landmark for Viganella 
even before it was made. Because of the nature which attracted me to it, it served as a beacon for 
publicity, drawing all of the world media in. The attention created by the publicity financed the project 
and the mirror was constructed upon a 900m high verge. 

Viganella is actually more of a collection of several small villages in the base of a valley. It is very 
poor and hardly un changed since it’s economic and population peak in the 15th Century. The locals 
are very proud of the region and every establishment I went in was covered in framed photo’s of 
Viganella. For a stranger visiting the region, the mirror provides a brilliant marker, in the landscape and 
in conversations with the locals. 

During my stay, which was four days before the mirrors activation and for five days afterwards, I was 
unfortunate to only experience two days in which the sun cut through the clouds. On the first, which 
was the day of the mirrors ‘switching on’, I took on the hike to the mirrors site 500 metres above 
Viganella, which I was promised would only take 60 minutes. You can imagine my surprise when I 
arrived exhausted, sweaty, filthy, and riddled with thorns, three and a half hours later. 

Up close, the mirror is beautiful. It is 8m x 5m, polished metal and as alien you can get in a landscape 
without right angles or shiny surfaces. Strangely reminiscent of the statues of Easter Island, the 
mirror robotically follows the suns rise and fall in the sky. As the only safe place to stand is behind 
the mirror; which is unfenced but need I remind you, highly awkward to reach, you stand aping 
the mirror in following the suns ascension. Such a position and experience is refreshing, and damn 
near transcendental after 4 days without sunlight, it’s the kind of experience that jolts you out of the 
modern fantasy that we are independant from the sun which through ever neutralising climates without 
temperature or light varients, typical of work enviroments, supermarkets and casinos etc.

For the second day of good weather, which happened to be my final day, I spent it within the village 
itself. As for the light reflected onto the village square it is less ‘sun light’ and more, flash light, there is

no heat produced and barely a shadow. 

In the mirrors defence I would say that at this stage it’s success can’t be measured in sunlight alone, 
especially considering it is the first of it’s kind and essentially a test model. I wasn’t disappointed, the 
fact that it didn’t work I was prepared for as my own identical experiments had limited success. And 
it’s failure as a functional object reaffirmed it’s status for me, as an art work. 

Upon visiting the village it is obvious that the mirror has no real physical bearing on the inhabitants, 
it serves as an icon for a poor village with a dwindling population. The mirror is a final attempt to 
save the community, which like much of Italy and indeed the West, has been de-industrialised and is 
now forced to compete with the global economy. In what must be neat coincidence, the mirror forms a 
visual pun as it literally and metaphorically casts light on a village in the shadow of giants. 

Creating your own landmark is no new thing, I’ve already mentioned the Eiffel tower, but a more 
recent and contemporary example is Anthony Gormley’s Angel of the North. Viganella’s mirror is an 
artwork, in as much as it has absolutely no function, it came out of the head of an individual and now 
exists in the reality because of the strength of the idea and it’s ability to communicate to a lot of people 
a universal idea of survival. 

That the mirror can save Viganella by creating publicity and tourism on novelty value alone I am 
extremely apprehensive of, especially considering if it is successful, the consequences may revive 
Viganellas economy but in the long term it could typically destroy it. To follow the rest of Italy into 
tourism is a very desperate thing to do considering the long term consequences are clear now (Florence 
for example has moved all of its academic, commercial  and insutrial functions out of the city to turn 
the entire city over to tourism effectively making the historic city into a theme park) the mirror serves 
as an elequent symbol of the rapid deindustrialisation of the West and of the last hope provided by an 
industry of commodification of culture and place.

The troubles Viganella face are more severe and fatalistic than a dark and cold winter, the town is 
heading for imminent extinction and even if the mirror doesn’t revive it’s fortunes it will be a swan 
song that they will be remembered for.  

Documentation (see attached images)

Regarding the method with which I chose to document my trip, the Viganella images are taken with 
a pin-hole camera, made from a converted Box Brownie, using medium format film. I exposed the 
camera twice a day forming a kind of automatic visual diary. I chose to use a pin hole because of it’s 
unpredictable nature, I had absolutely no control over the composition and could only point it in the 
right direction. 

My reasons for taking such actions so as to lose all creative control is to firstly avoid fallling in to the 
trap of amateur photography which would have been easy to do in such scenic surroundings. Secondly, 
taking hundreds of digital images would affirm the village as a tourist attraction, the reproduced images 
could be distributed and inevitably become out of my control. And thirdly, to attempt to document the 
village with photography would have been to create a crude reproduction of a vast and complicated 
landscape which would have inevitably done it a disservice and devalued the whole trip as a uniquely 
personal experience. 

viganella report.indd   10-11 8/4/09   10:34:40
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Alex Farrar

Itinerary

Nov. 6th   Milan
Nov. 7th - 16th  Viganella
Nov. 17th - 18th  Biella
Nov. 18th   Milan

Viganella

As I had nearly a year to prepare and plan my excursion to the Italian village of Viganella, there was 
a lot of time to do further research, as well as think, talk and write about the village with anyone who 
would listen. Through this practice of repetition, the novelty factor quickly wore off and the question 
of it’s reality and the motives behind it naturally became more critical and intrusive. Upon leaving for 
Viganella I was preoccupied with the question of it’s integrity as symbol of human ingenuity, eccentric 
innovation, or the more suggested feasability of it as a landmark to draw tourism into the former 
mining valley. And did it even work? 

The mirror for me represented the simplicity and absurdist logic of inventions and spectacles and 
reminded my of paper architecture- which often featured gravity defying modernist shows of man’s 
might over nature. The unlikeliness of it’s existence seem even more extreme when you are reminded 
of it’s location in a poor remote mountain village at the foot of the swiss alps.

Like the eccentric visions of the future constructed at world expositions, some of which came to be 
represented in reality- think the Eiffel tower, the mirror became a man made landmark for Viganella 
even before it was made. Because of the nature which attracted me to it, it served as a beacon for 
publicity, drawing all of the world media in. The attention created by the publicity financed the project 
and the mirror was constructed upon a 900m high verge. 

Viganella is actually more of a collection of several small villages in the base of a valley. It is very 
poor and hardly un changed since it’s economic and population peak in the 15th Century. The locals 
are very proud of the region and every establishment I went in was covered in framed photo’s of 
Viganella. For a stranger visiting the region, the mirror provides a brilliant marker, in the landscape and 
in conversations with the locals. 

During my stay, which was four days before the mirrors activation and for five days afterwards, I was 
unfortunate to only experience two days in which the sun cut through the clouds. On the first, which 
was the day of the mirrors ‘switching on’, I took on the hike to the mirrors site 500 metres above 
Viganella, which I was promised would only take 60 minutes. You can imagine my surprise when I 
arrived exhausted, sweaty, filthy, and riddled with thorns, three and a half hours later. 

Up close, the mirror is beautiful. It is 8m x 5m, polished metal and as alien you can get in a landscape 
without right angles or shiny surfaces. Strangely reminiscent of the statues of Easter Island, the 
mirror robotically follows the suns rise and fall in the sky. As the only safe place to stand is behind 
the mirror; which is unfenced but need I remind you, highly awkward to reach, you stand aping 
the mirror in following the suns ascension. Such a position and experience is refreshing, and damn 
near transcendental after 4 days without sunlight, it’s the kind of experience that jolts you out of the 
modern fantasy that we are independant from the sun which through ever neutralising climates without 
temperature or light varients, typical of work enviroments, supermarkets and casinos etc.

For the second day of good weather, which happened to be my final day, I spent it within the village 
itself. As for the light reflected onto the village square it is less ‘sun light’ and more, flash light, there is

no heat produced and barely a shadow. 

In the mirrors defence I would say that at this stage it’s success can’t be measured in sunlight alone, 
especially considering it is the first of it’s kind and essentially a test model. I wasn’t disappointed, the 
fact that it didn’t work I was prepared for as my own identical experiments had limited success. And 
it’s failure as a functional object reaffirmed it’s status for me, as an art work. 

Upon visiting the village it is obvious that the mirror has no real physical bearing on the inhabitants, 
it serves as an icon for a poor village with a dwindling population. The mirror is a final attempt to 
save the community, which like much of Italy and indeed the West, has been de-industrialised and is 
now forced to compete with the global economy. In what must be neat coincidence, the mirror forms a 
visual pun as it literally and metaphorically casts light on a village in the shadow of giants. 

Creating your own landmark is no new thing, I’ve already mentioned the Eiffel tower, but a more 
recent and contemporary example is Anthony Gormley’s Angel of the North. Viganella’s mirror is an 
artwork, in as much as it has absolutely no function, it came out of the head of an individual and now 
exists in the reality because of the strength of the idea and it’s ability to communicate to a lot of people 
a universal idea of survival. 

That the mirror can save Viganella by creating publicity and tourism on novelty value alone I am 
extremely apprehensive of, especially considering if it is successful, the consequences may revive 
Viganellas economy but in the long term it could typically destroy it. To follow the rest of Italy into 
tourism is a very desperate thing to do considering the long term consequences are clear now (Florence 
for example has moved all of its academic, commercial  and insutrial functions out of the city to turn 
the entire city over to tourism effectively making the historic city into a theme park) the mirror serves 
as an elequent symbol of the rapid deindustrialisation of the West and of the last hope provided by an 
industry of commodification of culture and place.

The troubles Viganella face are more severe and fatalistic than a dark and cold winter, the town is 
heading for imminent extinction and even if the mirror doesn’t revive it’s fortunes it will be a swan 
song that they will be remembered for.  

Documentation (see attached images)

Regarding the method with which I chose to document my trip, the Viganella images are taken with 
a pin-hole camera, made from a converted Box Brownie, using medium format film. I exposed the 
camera twice a day forming a kind of automatic visual diary. I chose to use a pin hole because of it’s 
unpredictable nature, I had absolutely no control over the composition and could only point it in the 
right direction. 

My reasons for taking such actions so as to lose all creative control is to firstly avoid fallling in to the 
trap of amateur photography which would have been easy to do in such scenic surroundings. Secondly, 
taking hundreds of digital images would affirm the village as a tourist attraction, the reproduced images 
could be distributed and inevitably become out of my control. And thirdly, to attempt to document the 
village with photography would have been to create a crude reproduction of a vast and complicated 
landscape which would have inevitably done it a disservice and devalued the whole trip as a uniquely 
personal experience. 

viganella report.indd   10-11 8/4/09   10:34:40



VIGANELLA



229229

Alex Farrar

Itinerary

Nov. 6th   Milan
Nov. 7th - 16th  Viganella
Nov. 17th - 18th  Biella
Nov. 18th   Milan

Viganella

As I had nearly a year to prepare and plan my excursion to the Italian village of Viganella, there was 
a lot of time to do further research, as well as think, talk and write about the village with anyone who 
would listen. Through this practice of repetition, the novelty factor quickly wore off and the question 
of it’s reality and the motives behind it naturally became more critical and intrusive. Upon leaving for 
Viganella I was preoccupied with the question of it’s integrity as symbol of human ingenuity, eccentric 
innovation, or the more suggested feasability of it as a landmark to draw tourism into the former 
mining valley. And did it even work? 

The mirror for me represented the simplicity and absurdist logic of inventions and spectacles and 
reminded my of paper architecture- which often featured gravity defying modernist shows of man’s 
might over nature. The unlikeliness of it’s existence seem even more extreme when you are reminded 
of it’s location in a poor remote mountain village at the foot of the swiss alps.

Like the eccentric visions of the future constructed at world expositions, some of which came to be 
represented in reality- think the Eiffel tower, the mirror became a man made landmark for Viganella 
even before it was made. Because of the nature which attracted me to it, it served as a beacon for 
publicity, drawing all of the world media in. The attention created by the publicity financed the project 
and the mirror was constructed upon a 900m high verge. 

Viganella is actually more of a collection of several small villages in the base of a valley. It is very 
poor and hardly un changed since it’s economic and population peak in the 15th Century. The locals 
are very proud of the region and every establishment I went in was covered in framed photo’s of 
Viganella. For a stranger visiting the region, the mirror provides a brilliant marker, in the landscape and 
in conversations with the locals. 

During my stay, which was four days before the mirrors activation and for five days afterwards, I was 
unfortunate to only experience two days in which the sun cut through the clouds. On the first, which 
was the day of the mirrors ‘switching on’, I took on the hike to the mirrors site 500 metres above 
Viganella, which I was promised would only take 60 minutes. You can imagine my surprise when I 
arrived exhausted, sweaty, filthy, and riddled with thorns, three and a half hours later. 

Up close, the mirror is beautiful. It is 8m x 5m, polished metal and as alien you can get in a landscape 
without right angles or shiny surfaces. Strangely reminiscent of the statues of Easter Island, the 
mirror robotically follows the suns rise and fall in the sky. As the only safe place to stand is behind 
the mirror; which is unfenced but need I remind you, highly awkward to reach, you stand aping 
the mirror in following the suns ascension. Such a position and experience is refreshing, and damn 
near transcendental after 4 days without sunlight, it’s the kind of experience that jolts you out of the 
modern fantasy that we are independant from the sun which through ever neutralising climates without 
temperature or light varients, typical of work enviroments, supermarkets and casinos etc.

For the second day of good weather, which happened to be my final day, I spent it within the village 
itself. As for the light reflected onto the village square it is less ‘sun light’ and more, flash light, there is

no heat produced and barely a shadow. 

In the mirrors defence I would say that at this stage it’s success can’t be measured in sunlight alone, 
especially considering it is the first of it’s kind and essentially a test model. I wasn’t disappointed, the 
fact that it didn’t work I was prepared for as my own identical experiments had limited success. And 
it’s failure as a functional object reaffirmed it’s status for me, as an art work. 

Upon visiting the village it is obvious that the mirror has no real physical bearing on the inhabitants, 
it serves as an icon for a poor village with a dwindling population. The mirror is a final attempt to 
save the community, which like much of Italy and indeed the West, has been de-industrialised and is 
now forced to compete with the global economy. In what must be neat coincidence, the mirror forms a 
visual pun as it literally and metaphorically casts light on a village in the shadow of giants. 

Creating your own landmark is no new thing, I’ve already mentioned the Eiffel tower, but a more 
recent and contemporary example is Anthony Gormley’s Angel of the North. Viganella’s mirror is an 
artwork, in as much as it has absolutely no function, it came out of the head of an individual and now 
exists in the reality because of the strength of the idea and it’s ability to communicate to a lot of people 
a universal idea of survival. 

That the mirror can save Viganella by creating publicity and tourism on novelty value alone I am 
extremely apprehensive of, especially considering if it is successful, the consequences may revive 
Viganellas economy but in the long term it could typically destroy it. To follow the rest of Italy into 
tourism is a very desperate thing to do considering the long term consequences are clear now (Florence 
for example has moved all of its academic, commercial  and insutrial functions out of the city to turn 
the entire city over to tourism effectively making the historic city into a theme park) the mirror serves 
as an elequent symbol of the rapid deindustrialisation of the West and of the last hope provided by an 
industry of commodification of culture and place.

The troubles Viganella face are more severe and fatalistic than a dark and cold winter, the town is 
heading for imminent extinction and even if the mirror doesn’t revive it’s fortunes it will be a swan 
song that they will be remembered for.  

Documentation (see attached images)

Regarding the method with which I chose to document my trip, the Viganella images are taken with 
a pin-hole camera, made from a converted Box Brownie, using medium format film. I exposed the 
camera twice a day forming a kind of automatic visual diary. I chose to use a pin hole because of it’s 
unpredictable nature, I had absolutely no control over the composition and could only point it in the 
right direction. 

My reasons for taking such actions so as to lose all creative control is to firstly avoid fallling in to the 
trap of amateur photography which would have been easy to do in such scenic surroundings. Secondly, 
taking hundreds of digital images would affirm the village as a tourist attraction, the reproduced images 
could be distributed and inevitably become out of my control. And thirdly, to attempt to document the 
village with photography would have been to create a crude reproduction of a vast and complicated 
landscape which would have inevitably done it a disservice and devalued the whole trip as a uniquely 
personal experience. 
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Viganella’s Architecural plans for the Mirror’s installation, procured after an interview with the mayor responsible, Franco Midalli.

Biella

After Viganella I visited the former textile town of Biella. Like Leeds, it’s fortune was built on the 
manufactuing of textiles and Biella had the finest mills in the world. However, as Leeds reinvented 
itself as the biggest financial centre in the UK outside of London, Biella is extremely poor and in stug-
gling without it’s former industry. I visited briefly becuase of it’s links with Leeds and more specifically 
to visit the mills which are still in operation and now produce the finest wool in the world, used by 
the Italian Fashion houses. As I made a suit two years from local wool, I took the oppourtunity to buy 
enough to replace my suit with a new Italian style which I will be working on steadily throughout my 
third year.

viganella report.indd   12-13 8/4/09   10:34:40





THE WESTERGAS CIRCLE
2010, 100 × 1-meter-paces, 
unannounced performance

MATERIALS
7 scenes GPS software, phone 

EXHIBITIONS
commissioned by the 
Westergasfabriek culture park, 
2010, Amsterdam, NL.

COMMENTARY                                                    
Beginning at the same spot in the 
centre of the Westergasfabriek 
park, visitors can take a tour 
leading them to walk in a circle. 



Westergasfabriek Proposal

Alex Farrar 
alex.farrar@hotmail.co.uk

please find attached, my proposal for the Westergasfabriek ‘Round-Tour’ 

WESTERGAS CIRCLE
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Westergasfabriek Proposal

Alex Farrar 
alex.farrar@hotmail.co.uk

For the Westergasfabriek site I am proposing a new work, ‘Longing’.

LONGING

Longing
My round-tour will invite participants to follow a simple instruction, which, in leading them to 
follow a singular path, will contribute to the gradual production of a drawing in the landscape of the 
Westergasfabriek. 

Utilising the expected footfall of participants over a twelve month period, united by an invitation 
to follow a guided walk, the initiated will tread a drawing of a circle on to the surface of the  
Westergasfabriek. (Please see the attached fig. for proposed surface area.) 

Crop circles, which this project inevitably references, are founded on their ‘other worldliness’ 
and alien scale. A successful crop circle appears, like a platonic form, to be the image of perfect 
geometry, occuring on an inhuman scale. The notion of perfection from an imagined omnipotent 
force is a recurring theme throughout the history of civilisation, the most obvious example being the 
construction of the majority of Gods.  

Unlike the calculated engineering of industrial forms, urban planning, or divine perfection, the 
Westergasfabriek circle, will be a celebration of the individual, exposed paradoxically through the 
demonstration of collective will.

Over the course of 12 months, the instructions could be modified to build up a relatively complex 
image. Because of the nature of the process, the ambitions of the design can only really be perceived 
once the process has begun. I suggest that the intial instruction be:

From X, walk in a perfect circle that is approximately 50 meter-long-strides in it’s circumference. 

The result of the public’s participation will only be recorded by the same satellite technology that 
intitiated the project. Until this happens, it can be expected that the view of the work from the 
ground will be imperceptible, the full picture existing only in the imagination of the participants. 

WESTERGAS CIRCLE
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"Leave your mark at the 
Westergasfabriek" 

"Beginning on the same spot in the centre of the park, those who 
wish can follow instructions to walk in a circle. Over time this cir-
cle will be etched in the grounds of the park creating a new public 
monument." 
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"As the satellite navigation can be temperamental, take time to 
check that your starting position lines up with the following points:

Line yourself so that you are stood between the Church Spire in 
the distance, over the railway tracks beyond the water feature, and 
the second tree that lines the side of the bushy flower area (beyond 
which is the entrance to the Expresso bar) on the edge of the field. 
You should be 20 average steps in front of the tree, facing in the 
direction of the church spire. 

Once you have confirmed your vertical axis, take time to make sure 
that now, to your left side you are lined up with the second picnic 
table or the 13th tree (counting from the south side near the build-
ings) that lines the West perimeter of the field, near the korf ball 
courts to your left.

Now you should be in the correct starting position.

To begin, turn 90 degrees clockwise and take exactly 100 meter-
long-steps walking all the time anti-clockwise in a circle so you end 
in the same place you began. (Use the marker on the satellite map 
as a guide, or cheat and drop a hat/coat/bag in its place). 
-On a clock face, your starting point would be 6 o`clock, the first 
point to head for would be 3 o'clock.
-For people with smaller legs, try jumping the meter-long-strides 
or take 200 smaller steps.

* Tip: the paving slabs that line the promenade through the old fac-
tory buildings behind you, measure 1 and a half meters wide, use 
these as a guide if necessary. Remember, your steps should be 
exactly one meter in length."
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Fig E.  Richard Long’s ‘A line made by walking’
Fig F and G.  ‘Desire Lines’, made when the public circumvent given paths

fig E

WESTERGAS CIRCLE
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WESTERGAS CIRCLE

	 The Hot Seat Alex Farrar

The Westergasfabriek Culture Park will be sharing its history with 
the general public when it launches ten free downloadable ‘Round 
Tours’ in April. Contributing artist Alex Farrar tells Sally Dixon 
about his unique interpretation of the concept.

	 What history does the Westergasfabriek have to tell?
The Westergasfabriek is a former gas factory which has been 
given heritage status. They’ve preserved architecture, like the 
old gas storage tanks, whilst the grounds have been completely 
decontaminated of toxic waste. They’ve built, what they call, a ‘park 
of the future’.
	 And a ‘park of the future’ needs downloadable tours?
Well, like a normal park it’s a large green space which serves all the 
normal social functions. But it also hosts many kinds of live art and 
cultural events. They’ve decided to introduce the tours as another 
aspect of this. Seven of these will be more informative. Some are 
from former gas factory workers and others are from architectural 
experts. It’s just like with an art gallery tour; they lead you through 
specific interest points.
	 How did you get involved?
Three of the tours will be by artists from the Gerrit Reitveld 
Academie. I was invited by a tutor to submit a proposal, and I saw 
it as an opportunity to use a tour as a vehicle for doing something 
interesting. What struck me is that over the course of a year, 
potentially thousands of people will walk the same path.
	 Where will your tour take them?
It invites the public to follow very specific directions which lead 
them to walk in a circle in the centre of the park where there is a 
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large open space.
	 And that’s it?
Yup. It takes them on a walk, around.
	 What’s it called?
The Westergasfabriek Circle.
	 Was that an intentional pun on the name ‘Round Tours’?
Erm, er, I don’t really know what to say, haha, it’s not the whole 
point. I really don’t like puns; otherwise I would have called it ‘Crap 
Circle’. 
	 And why did you decide to take them in a circle, rather than the 	
	 usual ‘sight led’ tour?
The starting point for me was to avoid boring people, which would 
have been very easy to do with all the audio and visual information 
and everything else possible with the technology. It’s important you 
realise I wasn’t allowed to introduce anything, physically, into the 
park. I could only use the smart phone application. The difficulty 
for me was finding a way to use this very specific technology in a 
way which seems almost natural. So the idea was created with the 
technology, not for it. 
	 But why a circle?
The one thing that came to mind when I was thinking about the 
potential of guiding thousands of people along the same path, was 
desire lines, which is an urban planning term that describes what 
happens when people start to cut corners and make more direct 
routes across constructed pathways. You get these new paths dug 
out by people repeatedly taking the same short cut. I wanted to 
look beyond the connotation of rebellion so I looked at other ways 
of drawing into the ground, which made me think of crop circles, 
and how they work.
	 How do they work?
When they’re successful, they’re on an alien scale. They’re 
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impossible to comprehend as something man-made, partly 
because of the very complicated geometric patterns which look a 
lot like Islamic art, which is also about trumpeting something above 
man. The Westergas circle doesn’t look to transcend basic human 
existence, a constant argue is at the root of every celebrated 
achievement of mankind.
	 So you’re poking fun at human imperfection?
No, I’m celebrating it. There is a myth that a true artist can draw a 
perfect circle every time. I wanted this to be my circle.
	 Some people might argue that calling it a tour is a little far 		
	 fetched for a short walk in a circle, how would you respond to 	
	 this?
It is a tour, it’s called a tour and its found amongst a collection of 
ten tours. 
	 Why should the general public take the time to participate?
The public are directly responsible for creating the work. It’s not 
forced. Actually, it’s important that the work could potentially 
never be made. Those that take part then form a community of 
people who’ve all made their unique contribution. Over time this 
could create an monumental impression on the grounds of the 
Westergasfabriek. And using the same technology that the smart 
phone use, the GPS system, you can follow the progress on 
Google maps. 

Sally Dixon
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