
 

(fig.8) Agnes Martin, Tremolo, 1962, ink on paper 

re: W E A V E               Michael Boyd 
 
re: W E A V E means it’s all about the weaving. It also involves reweaving the 

strands and threads of an artist’s education and development. It ultimately leads to an 
exploration of the production of exquisite modernist and contemporary designed 
carpets. All of the work at Christopher Farr is informed by an openness in form and 
thought. Literally open grids take the lead from Agnes Martin’s obsessive minimalist 
works--but also an openness to see the meaningful at 
all levels of the visual world and built environment. 
Transparency is the ultimate goal. Decorative 
elements have a functional component--as the context 
for the work is a seamless and total interior—one that 
is a whisper, not a scream. Mostly the study reveals 
that Christopher Farr is a type of visionary. In the way 
that Donald Judd has championed artists in his 
installations in Marfa, Texas, like John Chamberlain,  



 

(fig.9) (detail), Fijian tapa, bark (fig.10) (detail), Fijian leaf rubbing 

Dan Flavin, Claes Oldenburg and 
Yayoi Kusama, Christopher Farr 
has an inclusive perspective, 
showcasing the work of fellow 
designers, architects, and artists, 
like John Pawson, Andree 
Putman, Gary Hume, Michael 
Young, Kate Blee, and others. The 
foundation is open form and open 
thought. The approach is to be open to what‘s next while remaining open to what came 
before. The Christopher Farr initiative is to explore, invent, and evolve. The desired 
effect is transformation through transparency.  
 
In conversations with Christopher Farr it becomes clear that for him, ideas can come 
from anywhere. Influences are wide ranging: from film to architecture, gardens to music, 
dance to furniture design, and, of course, antique ethnographic carpets and textiles, 



 

(fig.11) Mies Van Der Rohe, Lakeshore Drive apartments, Chicago 

which served as the original connection between Christopher Farr and his partner 
Matthew Bourne. Matthew’s approach has been as uncompromising and advanced 
about the production of the designs, as Chris’ has been about his own creation of (or 
choosing other) designs; this is the potent combination. In terms of final designs, it’s not 
that images or forms get appropriated intact--it’s just an underlying way of seeing. The 
grid is everywhere—seen and unseen. There is an underlying grid, a structural 
underpinning to all things—by design, by accident, or by nature. The loom is the model; 
invention is the driving force. Other arts and disciplines are alluded to, quoted, 
processed, and related. Mies Van Der Rohe said “you can’t create a new architecture 
every Monday morning.” In other words, when you start chasing the trends, and force 
things for the sake of the new, it’s easy to lose the plot. Mies’ declaration implies that 
instead it would be better to perfect and hone a philosophy that is sound and grounded, 
even time-honored. That doesn’t mean to say that Farr has not executed up-to-the-
moment or forward leaning designs. It’s just that the thing or idea which survives and 
endures is much more interesting to Farr than anything else. The downward spiral of 
pursuing the new exclusively for its own sake is self-evident. It is this notion that 







 

(fig.12) (detail), Samoan tapa, imprint and over painting (fig.13) traditional Portugese brick pattern, often 
attributed to Robert Burle-Marx, Copacabana beach (fig.14) Jean Prouvé, Tropical House, 1949  

sustains Farr and it is the backbone of the 
oeuvre he and his associates have created over 
the last twenty years. 
 
In reviewing the Christopher Farr philosophy, it 
becomes clear that it is important to disclose 
sources and inspirations for re: W E A V E, to retrace an evolution with strict editing.  
We came upon the idea for the 20th anniversary exhibition that it could be divided 
between twenty touchstones (the epiphanies) and twenty milestones (the carpets)--the 

origins of which can be found in Chris’ seventies 
earthworks in Southwest England when he 
attended Slade school. They also permeate the 
environmental photographs and drawings in 
Peru and South America that informed his early 
design development. The chrysalis of the Farr 
aesthetic is his early paintings—the planar 



 

(fig.15) Isamu Noguchi, stage costume for Martha Graham (fig.16)  Allphonse Allais, Funeral March – 
for the last rites of a deaf man, sheet music, 1884 (fig.17)  Gabriel Guevrekian, garden for villa 
Noailles, France 

wall/floor pieces. You can literally watch the move from the 
wall (painting, vertical, warp) to the floor (carpet, horizontal, 
weft) in a single series of works. 
 

re: W E A V E  also is about setting a course for the 

future. It is interesting to ponder what Christopher Farr will 
come up with next, knowing well that it will involve the magic 

blend of looking at the rich legacy of the past, transcending 
the hype of the present, and embracing the technology of 
the future. Many modern artists have felt the need to 
denounce or destroy the existing world so that they might 
create a new world order in their image. But some can 
coexist with what has come before and still make original, 
pioneering, contributions—keeping invention as the 
overarching objective. Farr and Bourne, as partners, have 
dedicated themselves to the art of bringing into the world 







(fig.18) Jacques Tati, still from Play Time, 1967 (fig.19) traditional Japanese interior (fig.20) Piet Mondrian, 
New York City, 1942-44, oil  and paper on canvas 
 

the quality that so moved 
them about the antique 
Turkish and Asian rugs 
they collected and restored 
twenty years ago. This is 
no small feat. But bring a 
magnifying glass when you 
want to look deeper. 
Finally, it’s about the 
weave--it’s in  the weave. 
You might miss it if you’re 
just letting the pleasing 
forms wash over you. The 
carpets dazzle and delight 
in a surface reading, but 



 

(fig.21) John McLaughlin, Y-1957, 1957, oil on canvas 

there is a deep undercurrent of quality and 
refinement. These attributes were there in the Persian 
and Incan masterpieces four hundred years ago from 
which they take their inspiration, and they are present 
in the latest Christopher Farr silk carpet: Zele (2008).  
 
Piet Mondrian, in his oblique but stirring writings, 
implores the artist to “look deeper into the nature of 
things.” Farr echoes the self-directed Dutch artist in 
temperament—the impetus for each new effort is 
humility. Mondrian seemed to say with his work at 
every phase of his development that although perfection is a worthy pursuit, it is not 
sustainable—however in art, as in life, moments of truth and purity are possible. John 
McLaughlin, the contemplative, zen-inspired, geometric abstract painter, proclaimed that 
he wanted his paintings to give back more space than they physically occupied. This is 
the concept at Christopher Farr: that a beautiful carpet is not distracting, it melts into its  



 

surroundings. The organization of modern art forms and the tactile excellence of the 
carpet itself are what Christopher Farr has successfully merged. He has looked deeper 
into the very nature of the medium--into the core essence of a carpet and its relation to 
the interior it unifies.  
 
The work of Christopher Farr may well serve a much-needed reminder in this day and 
age of absurdist contemporary art and design. When egos and sales receive all of the 
boosting, and creative refinement and advancement gets drowned out, we, as an art 
culture and general society, lose. It’s a question of quality over novelty--lasting values 
over planned obsolescence. Farr takes best advantage of available technologies in 
weaving, but never loses sight of its traditions. Farr reexamines, reevaluates, and 
reweaves the history of rug making, but does not rethink it. A stark splendor and 
luxurious restraint are created, not from an arbitrary subjectivism, but by following the 
logic of weaving itself. Farr has found a way to simultaneously simplify and enrich. By 
restricting the palette and adhering to order and balance, Christopher Farr, as a 
company, finds itself in the margin between rug makers and tastemakers. 



(fig.22) warp for a large flatweave, Konya, Turkey 

Franz Kafka said: “all human error is impatience, a premature renunciation of method.” 
No cult of celebrity or media hype can undo this truth. We must absorb the world’s 
earliest weavings to create the very latest weavings. 
 
It has taken twenty years for Farr to develop a philosophy that was present at the 
company’s inception: Don’t overdo it. Don’t over think it. Fight the overwhelming forces 
of mediocrity pushed by salesmanship. When searching for form, look at the spaces 
and the voids, not the wild gyrations that surround it. Listen to the silence, not the noise.  
John Cage did not invent silence, but he brought it to our attention. Donald Judd did not 
discover “non-content” but he framed it for us. Christopher Farr has highlighted lightness 
and revealed structure in weaving for two extremely productive decades. He has 
commanded attention without seeking it. Christopher Farr is a modern voice in an 
ancient language. Look left. Look right. Look up. Look down. But mostly, look deeper. 
There’s vertical. There’s horizontal. It’s about the warp and the weft, and it’s about the 
weave.  
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