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Two Pillows
by Jacki Parry
2011 

Cast handmade paper
Approx 117.5cm x 50cm x 85cm

This work has developed over a long 
period of time.  In the mid ’80s I made 
several pillows using different fibres 
in mainly neutral colours. I thought of 
them variously as pages made form, and 
also as pillows to float on the sea, for 
someone at sea to rest on.
While having the rectangular form of 
a pillow they were not welcoming, and 
resisted any notion of comfort. At the 
time I made one, and then in 2011, I 
retrieved the cloth bag and made 
another. Two Pillows is the result.
The paper has been made by hand from 
abaca fibre which was dyed to an 
intense blue before being heavily beaten 
in the Hollander Beater.  A rectangular 
cloth bag, was filled with sand and sewn 
together when full.  A sheet of the blue 
paper was formed with a mould and 
deckle and transferred to a piece of 
flexible mesh. Some of the water was 
removed from the sheet to enable it 
to be laid on top of the sandbag, which 
was then turned over to receive 
another sheet.  Because the paper pulp 
sticks to itself when wet, the edges 
were pressed together on four sides.
A small gap in the paper seam was left 
at one end to allow the sandbag to be 
slit and the sand removed, once the 
paper was completely dry.  When the 
cloth bag was empty it was carefully 
removed leaving the paper cast.  The 
procedure was then repeated to make 
the second pillow.
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Where are you based?
My studio workshop is at Gallowgate 
Studios,Glasgow, diagonally opposite the 
Barrowland ballroom, in the east end of 
the city.  Dovehill Studios is administered 
by WASPS who have artist studios on 
three floors of the building. Gallowgate 
Studios is on the top floor housing a 
dozen artists mainly painters, printmakers, 
sculptors.  My space includes a papermak-
ing workshop with a raised concrete area 
with floor drain, a Weverk Hollander 
beater, a large hydraulic press, vats and 
moulds and deckles of various sizes for 
both western & Japanese papermaking; 
sundry tools, equipment and a range of 
fibres in boxes and hanging from the 
ceiling; a dry area with plan chests and 
storage racks; a studio area with tables 
and a wall for drawing and viewing work 
as it develops.
And very important are the windows 
facing east along one wall giving wonderful 
light.

What is your definition / the 
definition you prefer of craft?
Craft for me means doing something to 
the best of my ability. Maintaining curiosity, 
working through the material going with 
it and against it, often for no other reason 
than the sake of it.  In common with many 
artists, ideas sometimes arise through the 
physical manipulation of the material.

How does craft relate to your 
practice as an artist?
It is inseparable from the work I do as 
an artist. It is about preparation, under-
standing of the role of the hand, the sense 
of touch, the presentation of the way in 
which the work meets the viewer.
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How did you acquire the skills 
required for your practice?
In the ‘70s I tried to make paper myself 
through trial and error: reading and 
pestering papermills and laboratory equip-
ment suppliers. While I had some success 
using fresh plant fibres with little equip-
ment I eventually acquired a tiny 
Hollander lab beater from a papermill 
near Aberdeen.
My first experiments in beating pulp in 
this machine used locally–grown raw flax 
waste from a canvas makers factory in 
Arbroath. This was an interesting time, 
even though I was working with no 
teacher, no guide and scant information. 
From my research, while I knew that a 
stamper beater or a Hollander was 
necessary to make quality paper from rag, 
linen, flax and cotton, I did not know what 
consistency the pulp should be, how slow 
or fast it should move, how the beater 
should sound, how the pulp should feel.
From the outset my first attempts were 
overbeaten, high-shrinkage papers but 
more from a lack of knowledge than 
choice, being in limbo, playing ,
experimenting with the machine and high-
quality fibres.The flax fibre at first was 
beaten without prior retting. The natural 
colour of the flax deepened during the 
long beating process producing a tonal 
range from beige to dark brown. Cotton 
and linen pulps from used rags extended 
the neutral colours available and were 
supplemented by fibres dyed with direct 
and fibre-reactive dyes.
In the early ‘80s I went to Barcelona to 
study with Laurence Barker. He was 
interested in following the traditions of 
western papermaking using fibres 
traditionally used in Europe and extending 
them, especially the use of the thick sheet 
like a mat. He worked on collaborative 
paperworks with Miro, Kenneth Noland 
and others from his workshop there.
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From him I learned about cotton fibres, 
mainly rag, and their preparation for 
papermaking, Hollander beater 
management and basic workshop 
practice including record-keeping, 
health and safety and care and 
maintenance of the equipment.  The 
period spent in his company and with 
other artists using the workshop was 
particularly exciting and rewarding 
in every way. It was this brief, direct 
hands-on instruction which freed me to 
move ahead confidently and 
imaginatively.
In 1981 I visited Japan for the first time 
to view at close hand paper 
being made by traditional paper-
makers in small villages and to see 
contemporary prints. Since then I have 
visited many times to continue to 
research, attend conferences, lead 
workshops and exhibit.
In 1989 I was privileged to be 
introduced by my friend the sculptor 
Hironori Katagiri, to Tadao Endo in 
Shiroishi, northern  Japan.  At 86 he 
was the oldest and most respected 
of papermakers, starting work at 6 in 
the morning by feeding the carp in the 
pond outside the workshop.This was 
followed by inspecting the paper made 
the previous day, adjusting the press if 
necessary and checking the programme 
of work for the day on the blackboard. 
He had his own plantation of kozo 
which is the main fibre used in his 
workshop.
During this time he was collaborating 
with Issey Miyake on a collection of 
paper garments based on indigenous 
farm workers clothing. Whilst there I 
learned the preparation and use of 
fibres and other essential materials, 
tools and equipment for the prodution   
of Japanese-style papers, as well as the 
procedures involved in the making of 
momogami and shifu paper textiles. 
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Supple,soft and strong papers of great 
beauty.

How did this prepare you for your 
practice?
This training in the craft of papermaking 
was an excellent preparation for my work 
as an artist. The combined knowledge of 
two traditions and a little experience of 
each which could continue to be built on 
to make papers of the highest quality in
terms of base material, consistency, finish, 
eventual use, longevity and conservation.
The learning of craft skills is valuable in 
that it can be passed on. I have been 
privileged to teach others some of the 
things I have learned, and through teaching 
and very occasional commissions to earn 
a living.
Another aspect of this way of learning is 
that I find I can move between the 
various methods and traditions to create 
new conjunctions. Thinking through 
making. Continually challenging there is 
always something to try, using the 
maximum technology or the least 
intervention.
A possible weakness of this obsession 
with material is that I spend a lot of time 
playing around...
Another is that I should extend the range 
of materials I use and move off the wall 
more into three-dimensional space.

Thoughts on the future of your area 
of practice?
The future ........... 
- We already have smart paper, intelligent 
papers,
- Recycling  of papers for building being 
made from agricultural waste,
- Paper technology for architectural, 
design and scientific purposes will 
continue.
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- Books will not go away, but maybe 
will become more specialised, a luxury 
product, as resources become 
threatened.  Artists will continue to 
choose paper as a substrate, or as a
medium in itself in the foreseeable 
future.

Resonance
Installation of exhibition at Glasgow 
Print Studio, 2012
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3 key opportunities you have 
experienced in your career?
1 - Working with Laurence Barker in 
Barcelona
2 - and Tadao Endo in Shiroishi and the 
Suzuki family in Iwate Prefecture in Japan
3 - Setting up The Papermaking Resource 
at Glasgow School of Art in the 1990s.

Why did you select Claire Barclay?
For some time now I have enjoyed Claire 
Barclay’s work. While I admire the breadth 
of her practice in installation, tapestry, 
print  and performance, it is probably her 
installations that I find most affecting.
While creating an overall impression
of lightness as in a rhythmic linear drawing, 
there is always a spatial tension between 
the various components.  In using 
materials and processes from both craft 
and industrial fabrication, the individual 
objects also reward close viewing.
Perhaps it is because I tend to work 
mostly with the autonomous object 
(frequently wall-based and from one 
material) that I find her work by contrast 
to be liberating, often challenging, always 
beautiful.

Download this booklet free from 
http://www.fcac.co.uk/event/craft-generation/
Text © the artists;  images © as credited






