
 

Haystack Report. 
 
This season Haystack Mountain school of craft is celebrating it's 50th Anniversary and will be 
participating in the parade for the 4th July celebrations. It is very beautiful here with the triangular 
wooden shacks and studios rising up with the pine trees, lifted of the floor on stilts and creating 
minimum impact on the environment. Whilst the mist rolls off the turquoise sea across the rocky 
shorelines and up the pine filled hills it is met by sharp angles, stair cases and walkways all made  
entirely from wood. The Haystack Campus built in 1961 and designed by Edward Larrabee Barnes 
is recognised for its architectural excellence and has been given the 25 year award by the American 
Institute of Architects and is regarded parallel to the Guggenheim, Rockefeller and the Vietnam 
Veterans Memorial in Architectural importance and excellence1. It is almost as if the building is 
part of the forest and not just imposed on it. The site works with the local natural environment 
inventiveness means waste water is filtered, cleaned and put back into the forest to support the 
delicate mossy ground of the island. I took a truly atmospheric clamber to start my fellowship to get 
to know the surroundings. 

                The Haystack dinner in the mist and pines 
 
I was chosen to receive the great opportunity of being here through the Marlin miller international 
fellowship. In the letter I received it quotes: 
 
 'Marlin Miller was a past president of haystack who established the fellowship to promote greater 
contact between Haystack and students from other countries' 
 
That's my role apart from learning a new craft, I am representing Print for Bower Ashton and I am 
an indirect international promotions person. Well anyway, after my experience here I'm fine with 

                                                
1 www.haystack-mtn.org/campus.php haystack website, accessed, 01/08/11. 



 

that.  
Proposal to Paper Making with Susan Warner Keene at Haystack 
 
Much of my recent work deals with human interaction with our environment, traces of existence, 
modern day archeology and present day relationships to place. Content is of great importance to my 
work along with an interest in emotional connections to surface and form. As a printmaker I have  
spent many years experimenting with a number of different print making methods and currently 
developing in relief, intaglio and book art. I am also an educator of art and teach in secondary 
school and run workshops to children and adults.  The opportunity to come to Haystack and study 
an intensive course in paper making would be of great importance to me for a number of reasons.  
 
Firstly the skills both practical and theoretical I would gain from such an opportunity would have a 
great impact on the development of my artistic practise, the history of paper and it's physical 
materialisation is loaded with content and possibility. A chance to investigate the possibilities of 
paper making with such a respected and talented artist, Susan Walker Keene, would open up many 
new directions for my practise as I work towards becoming a professional printmaking artist. 
Experimentation and chance are a large part of my artistic development and I would take this 
opportunity to be open to new ideas and processes which I am unfamiliar with and use these 
findings to reinforce my ideas and artwork both visually and contextually. I would like to merge 
content and form by using found objects within the structure of paper which I can then use 
independently, as part of a print series, or within artist books. My work is becoming more and more 
about place and our emotional connections to place. The skills learnt from the paper making session 
would be used to make these themes gain a material structure to work with, using found objects or 
forming to build stronger connections between the viewer and the piece. I would also share the 
skills I have learnt at Haystack with my printmaking colleagues and school pupils spreading the 
knowledge to others and helping support the artistic practises local to my life. I believe that sharing 
knowledge, skills and ideas can enhance the function and role of arts and craft greatly.  
 
As much of my work deals with how we live and what we leave behind the opportunity to 
experience the landscape and history of Maine and Deer Island would be extremely inspiring to my 
practice and it's professional development. In particular the architecture and how it sits in the 
natural surroundings, the ebb and flow of the tides bringing items to surface with their own history 
that can be used to create. The wooden constructions and piers that have stood against the elements 
for years and in themselves speak their own stories. There are so many great starting points just 
there in the local area to Haystack, an area of the world I have only experienced in photographs. 
The inspired architecture of the school itself could be used in my own work where I develop  
interiors which are confused, angular spaces they could be outside or inside and often hold elements 
of surprise.  I would like to use the local surroundings to Haystack as starting point to the work I 
would create there.  
 
Thirdly the opportunity to meet and work with other craft based artists from around the world, 
sharing ideas and skills and building contacts for international art projects and convergences. It is 
clear that through these important practical and social times artists can evolve, reflect and expand 
their own practises. Arts and craft networks can be created which will in turn create opportunities 
for artists to develop their practise and careers globally. Not only the working with or meeting of 
others but also being taught new skills by highly skilled artists will be both exiting and invigorating. 
 
Although there are more reasons I wish to apply for this placement on your paper making course 
those mentioned fill me with enthusiasm and drive to bring as much as I can and take away a 
lifetime memory, skills to get my work where I want it and to help others achieve more from theirs. 



 

         Ghosts of Ambition 2 
          2 plate etching 
         Sugar lift, open bite 
         dry point.  
         2010 

         Berlin 
         Semi Blind Emboss 
         Photo etching 
         2010 
 
Why paper making?  
 
I knew very little about the art of paper making only that paper is formed by pulp and this lack of 
knowledge is partly why I choose to apply for this course. The other reasons are clearly stated in my 
proposal for the fellowship. Paper has so much significance in global culture, print, sculpture, 
structure, history, news, money and the list is endless. All this significance has shaped the way our 
cultures have grown and developed both good and bad. Paper has also so much significance to me 
on a personal level as firstly, most of my work is created on paper. Also a lot of my work has an 
archeology or anthropolological aspect and this progression to study paper makes a lot of sense to 
my continuing and professional practise as an artist. The cultural significance of print  the formation 
of information in multiples and now my research takes me to the very matter that carried the news, 
the holder of the information. Also the processes involved, the life and science of paper formation 
and ways this can be interrupted and manipulated to enhance my art. 
 



 

Paper making could be seen as a misunderstood art form in this country as, in many cases one 
pictures pretty little cards made of chunky cotton pulp or recycled paper with pretty little bits 
dropped into the mould or the vat to decorate the sheet which is then taken to the village hall. This 
is not the case! there is so much more to art using paper pulp and making. Seen in some of  the 
work on display at the RWA exhibition celebrating paper and the work of Suzan Warner Keen, 
even the other day after having returned to England I went to the Jamaica Street studios and there 
were dolls faces cast into bamboo paper, they looked like porcalien. Paper is as worthy a medium to 
create fine art and fine craft as any and In the country it may also be an art form that has been 
greatly under explored.  
 
I am very exited about this placement and indeed extremely grateful for the opportunity to 
experience this course and placement. For which I would like to thank Elizebeth Turrel and Stuart 
Kestenbaum without whom this would not have been possible 
 
Suzan Warner Keene.  
 
Our Paper Teacher was the well known Susan Warner Keene http://susanwarnerkeene.com/   
 
 
 

     Suzan Warner Keene Gives a demonstration on beating Kozo 
 
Keene is a fantastic knowledge on the physical possibilities of paper. Her early work was textile and 
felt based but she made a natural b-line to paper . She was elected to the Royal Canadian Academy 
of arts in 2005 and has won the Prix Saidye Bronfman Award in recognition for her excellence in 
fine craft. 2 Her work deals with the nature of material and it's similarities to physical human 
concerns3. She explores a connection to the papers ability for  memory, experience, reaction and 
change. The way a sheet of paper can form itself through the alteration of its own history and the 
similarity to the body and knowledge in this influence her work. She embeds a physical narrative 

                                                
2 http://susanwarnerkeene.com/ Website, Accessed, 23/07/11 
3 http://susanwarnerkeene.com/about_the_work.html , website, Accessed 23/07 



 

using the concept of paper and its history of documentation. In many recent works she uses pulp 
painting techniques painting rings of words and narratives taken from lines poetry. She comments 
on how this fuses the page and the narrative. With the natural shrinkage and distortion of the paper 
during drying the words become stretched and distorted creating a new translation of the text. 4 
 

        Painted book, 2007 
        handmade paper (abaca fibre), thread, 
        pigment. 
        73.7 x 81.3 x 2.5 cm 
 
In Painted Book, Keene has used the text  ' Like a painted book we will fade away' taken from a 16th 
Century Aztec poem5 and repeated this line across the whole piece. Using Over beaten pigmented 
Abaca for it's high shrinkage qualities and thread. She has taken the traditional open book format 
and in this case the words themselves have become the form and substance of the pages. The book 
is made in several layers which will have been selectively pressed to join as one piece.  It is a 
beautiful homage to the line from the verse  as the book here exists only within its scarce skeletal 
structure, it remains as the last remnants of a disappearing book. It is like the moment before a page 
is turned to ashes in a fire when the ink is all that remains on a sheet of dust and is turned white on a 
black background. when the page is turned inside out.    
 
As well as numerous pulp painted work in her recent body there are also many sheet works. In these 
the sheet is a visual state to memory and in some ways appears frozen in time. Again she uses the 
material qualities and reactions to give the page it's own narrative, embodied information in the 
page or the ability to change and decide on a new form. The work here often seems to have the 
memory of once having held an object or been forced by a strong external force. The surface of the 
page often looks like a material vale. Suzan is often changing ans working with the way paper 
reflects other materials. 
 

                                                
4 http://susanwarnerkeene.com/current_work/ Website accessed 24/07/11 
5 http://susanwarnerkeene.com/current_work/painted_book.html website accessed 24/07/11 



 

 
         Circle, Traingle, Square 
          2009  handmade flax paper 
 
It was a great privilege to have Susan as our teacher at Haystack as not only was she a worldly and 
wisely knowledge on paper, both it's history and material methods but she was a very inspiring, 
inventive and intellectual artist to have the opportunity to work with and learn from.  

 
 
      
      
   
 
 
 
 
 
 
 
 
 
 
   
 
 
   
  Suzan Warner Keene  
             Water Line 3  
  Hand made flax paper,2009 
  35.5 x 24 x 1.27 cm 

 



 

Our Technical assistant for the workshop was the Toronto based Emily Cook she has recently 
graduated from a master in printmaking at the Louisiana state University and has a very active C.V. 
She is creating a co-op run paper studio in Toronto called the paper house. Keene selected Emily to 
support the workshop from seeing her work and the potential this would bring to the workshop. 
Emily's work also looks at narrative and using paper as a sculptural material in which she can create 
installations and events6.  
 

 
         Emily Cook 
         Forest Book, 
         Hemp Paper, 2009 
 
 
At the  first glance this workshop looks set up to being a great experience with both teaching  and 
support staff continuing practises with a large concern to surface, narrative and the material 
possibilities and alterations of the physical qualities of substance. This is almost perfect as I want to 
learn how to use the sheet and manipulate the material of paper to embed and take on content within 
it's own physical form.  
 
 
 
 
 
 

 
 
 
 
 
 
 

                                                
6 http://emilycook.ca/ Website accessed 24/07/11 



 

 
A Brief History of Paper 

 
 True Paper can be traced as far as 105A.D when in China it was invented for the recording of 
money and depts. However, earlier use of sheets like paper where made directly from fibrous leaves 
and barks which already had sheet like qualities. The ancient Egyptians developed the first use of 
papyrus in 3000 BC using strips cut for the stalk of the papyrus plant, forming a grid like lattice to 
build strength and continuous large sheets and pounding them together until a flat sheet was formed. 
Often this papyrus was used for highly important or  sacred scripts for the production of scrolls and 
rivalled the use of layers of skin to make velum parchment also produced at this time 7. Prehistoric 
documentation used clay tablets, stone monuments, bones and leaves amongst other objects fit to 
scratch into. Other types of early paper like substances were bark papers. Here fibrous bark was 
soaked so it would expand and then layered and pounded flat, the end result was a continues fibre 
sheet, which was often dark in colour and held a number of tones and forms. Amate bark was used 
by the Otomi Indians of Mexico, Aztec civilizations used Mulberry and fig tree bark but all this was 
not a true paper as no pulp was formed. It was not until A.D 105 until true  paper can be traced to 
have originated in China and this was to create a cheeper alternative to the silk they where already 
using to document on. The forming of sheets and the need to inscribe was being used worldwide up 
to three thousand years predating the first recorded true paper.    
 
True bast paper was invented in China using the inner bark of the Mulberry bush. It was the first 
beaten paper and a true paper. and was invented as a quick and cheeper way to keep records, an 
alternative to using silk sheets or heavy bamboo mats. The paper trail soon passed out through 
Korea and across to Japan. Japan being an independent country developed their skills in a truly 
original manner uninfluenced by the Chinese developments. In Japan the art of paper making was 
refined eventually making them the true masters of the craft.  
 
The paper story spreads to the middle east where China was defeated by the Arab countries and the 
secret of paper was given up. However it did not reach Europe until around the 11th Century. The 
famous paper mill Fabriano in Italy began production in 12648. Here the development of new fibres 
for use in paper defined European paper making. The use of linen, hemp and warn out clothes 
which of course lead to the use of cotton in many Western papers.  
 
 
The development of different paper fibres can be directly attached to the type of instruments used 
on the paper, Eastern paper has often been used in conjunction with a brush or print so strong, soft 
and absorbent paper has been ideal. Opposing this the use of the hard pen nib in the west has called 
for tougher, smoother and harder paper. 
 
 
 
 
 
 
 
 
 
 
                                                
7 http://en.wikipedia.org/wiki/Papyrus Website, accessed, 25/07/2011 
8 http://www.greatart.co.uk/The-World-of-Fabriano--2184.html website, accessed, 25/07/2011  



 

 
 

 
 
 
 
 
 
 
 

A Report of the Workshop 
Methods, Materials and Nature 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 

Fibres 
 
Paper is formed by the reforming of cellulose fibres found in plant materials. Plants are often 
stripped, soaked, cleaned, cooked and beaten until a pulp has been formed, during sheet formation 
the strains of cellulose fibres reattach to each other and form the strong bond which makes the paper 
as a strong continuous sheet. The length and surface area of these fibres will effect the quality and 
type of  paper along with it's application to different artistic practises. Fibres that have been beaten 
for longer will inevitably end up shorter yet have a larger surface area than those of the same origin 
that are beaten for less time his will make the paper smoother, more transparent and very strong. 
There are several main fibres used worldwide in paper making today, other than these paper can be 
made from almost any plant material and recycled paper or clothes. The main and most reliable 
fibres for paper pulp are: Cotton, Linen, Abaca, Flax, Kozo, hemp and Bamboo. 
 
Fibres Used At Haystack 
 
Abaca:  Semi prepared in dehydrated half pulp sheets Abaca is a bast fibre, meaning from th inner 
stem and comes in a natural colour which is a creamy white, Bleached Abaca which is white and 
Premium abaca which is White but contains no bleach.  
 
The Abaca plant is in the same family as the Banana plant the Musa Textilis family the Fibres are 
taken from the pseudostem, this is the leaf stem. These fibres are long and tough which makes a 
very strong paper. Abaca paper has very good wet strength. 
 
Flax: Flax comes from the inner stalk of the Linum usitatissimum the plant used for the production 
of linen the fibres can be brought in bundles of fibre which then need to be soaked for 1-2 days and 
rinsed and to remove any impurities. The water should be drained and replaced during the beating 
stage. It is light brown in colour and produces a very strong transparent paper.9   
 
Cotton Linters: The seed hairs from the cotton plant are also used to make paper. Cotton Linters 
are produced after the long cotton fibres have been removed by ginning. The left over  shorter fibres 
are removed by the use of a linter machine. These fibres are cooked, bleached, beaten and 
compressed into thick sheets. The short length of the cotton fibres mean it is a good paper for 
watermarks and picking up textures, however it is not as strong as paper with long fibres such as 
Abaca and Flax. The paper resuling from the use of cotton linters is very white, opaque and stable 
with low shrinkage.  
 
Kozo: Used in most eastern papers Kozo is another Bast fibre. The plant source is the mulberry 
bush which has unique qualities allowing it to form strong paper with minimum beating. It comes as 
ready prepared or pre retted inner bark strips so is the rawest of materials we had for the workshop. 
The paper is strong as the fibres are continuous and remain uncut whilst being processed. 
 
Preparing the pulps from the Fibres 
 
All the fibres used in the workshop had been processed to a point where they can be safely stored in 
a dry place and not go rotten. From this point the fibres need to be soaked over night to soften and 
begin rehydration. 

                                                
9 http://www.carriagehousepaper.com/ website, accessed, 25/07/11 



 

 
 Abaca, Flax, and Cotton can then be beaten using a Hollander or Riener beater, or a paint mixer on 
a drill. A food processor can be used but this will cut the cellulose fibres resulting in a weaker bond 
and thus reducing the strength and quality of the paper. A Hollander beater is preferred as this can 
be left to beat for a number of hours the beater pound and smash the fibres instead of cutting them 
and so will evenly increase the surface area of the cellulose fibres leaving them fibrillated which 
creates more areas for the bonding to take place10 adding strength, translucency and shrinkage to the 
paper. The paint mixer will also have this effect but is not easy to use for long periods of time. With 
strong fibres like Abaca and flax the pulp can be beaten for anything from 1hr to 8 hours depending 
on the intention. One hour beaten pulp will create good stable sheets With low shrinkage whereas 
eight hour beaten pulp will create high shrinkage paper when air dried, and pulp suitable for pulp 
painting work as the fires will absorb a lot of water. The over beating of the pulp will increase the 
hydrogenation of the fibres making them highly absorbent of water which helps creates a smooth 
flow of pulp for painterly applications and also accounts for the high shrinkage as more water is 
taken into the sheets which will cause the paper to reduce greatly during an air drying process.  This 
excessive hydrogenation of over beaten pulp will also create smoother, more translucent paper and 
is excellent for work with pigments. 
 

           The Hollander Beater 
 
 
                                                
10 http://www.paperonweb.com/dict11.htm website, accessed, 25/07/11 



 

 
The Carriage House Catalogue describes the beating times as follows 
 
1 hours beating: Suitable for sheet forming, casting and spraying 
4 hours beating: Suitable for pulp painting,spraying laminations, transparency, strength and 
intense colour.  
8 hours beating: Even more transluceny, intesness of colour, high shrinkage. 
 
The longer the fibre has been beaten for will  increase the drainage time. This can be frustrating for 
sheet forming but can be beneficial for special effect such as colour manipulation or resist 
techniques.  
 
Kozo preparation 
 

            
Kozo fibres can not be beaten in a Hollander as the length of the fibres will get tangled in the beater 
and burn out the motor. The process after soaking is very different and easily done in a low 
equipment situation.  
 
First the Kozo Is soaked overnight, this will soften the fibre and help remove impurities. The Kozo 
is then cooked for two hours submersed in  seven litres of boiling water per pound of fibre. The 
water is first mixed with soda ash 3oz to 1lb of fibre. The soda ash (Sodium Carbonate) acts as an 
alkaline neutraliser to the natural acidity in the atmosphere and the water. This will create a better 
more stable archival paper. When the Kozo has been cooked for long enough it should pull apart 
easily in your fingers. The cooking will also boil off impurities and purify the cellulose.  
 
After the Kozo is cooked it can be rinsed and left to soak in clean water over night. This will soften 
it further and remove more impurities.  
 



 

During the workshop we didn't leave to soak for a further night and just went straight into cleaning 
the Kozo shortly after it was cooked. It is important to clean the fibres very well to remove any soda 
ash and extra impurities. 
 
Traditionally, in Japan at this point  the kozo fibres where left spread out in a shallow river this 
would rinse and bleach the fibres naturally. 
 
Once the Kozo has been rinsed it is then put through the painstaking process known as Chiritori. 
This is very important for clear pure sheets of paper. The dark brown or black parts of bark and 
other unwanted particles are cautiously picked out of the fibre whilst immersed in water. This can 
take a long time and, of course needs to be done by hand. Without this the paper will have spots of 
unwanted material. In Japan winter is often the season to make paper as summer was used for 
farming and paper was also made in the mountains so Chiritori would be a gruliating process 
usually for an apprentice or often the women of the village. 
 
Having taken out these unwanted particles the Kozo fibre is then beaten with a wooden hammer and 
continuously folded in on itself and beten some more usually for no less than 20 minutes. To test 
weather the kozo is ready for sheet forming a pinch can be added to a small amount of water and 
shaken into it. Hold this up to the light and if there are any uneven, long or clumped together fibre 
the kozo is not ready, It should be even and well distributed.   
 

  The Deck used for Sheet forming during the workshop 
Sheet Forming 
 
Once the pulp has been beaten for the desired amount of time it is ready to be added to the vat for 
sheet forming. There are two ways hand made sheets are formed the western way using a deckle 
and mould, or the easten way using a su keta. A su keta consists of two frames hinged together with 
a removable woven bamboo screen used for sheet forming. 



 

    Su Keta     Mould and Deckle   
  
 During the workshop we used a deckle and mould this is a basic construction of two identical, 
separate frames one of these with either a nylon or wire mesh. The mesh was originally laid 
meaning it was a simple crossing of wires. The laid mesh however was often visible on the surface 
of the finished sheet. The woven mesh was developed by James Whatman to give the paper a 
smooth even surface. The moulds we are using have a woven heat shrinking polypropylene 
screening which will tighten with the use of a hairdryer. It is very important for couching to have a 
good tight mesh as this will allow a clean transferal of the formed sheet onto the felts.  
With a small mould and deckle no internal support is needed. For larger moulds a plastic grid, 
dowel rods and stronger wire mesh can be used to keep the fine mesh supported across the whole 
surface area of the mould.  
 
   The Beaten Pulp is added to a vat of water large enough for the mould and deckle to move freely 
through. The consistency of th pulp in the vat is dependant on how you want the paper. The more 
pulp then the thicker your sheet will be. There should be a good amount of pulp in a charged vat to 
make several sheets and the vat will continuously need to be refilled as pulp and water are removed 
during sheet formation. Mix the beaten pulp in the vat with both hands and fingers out stretched 
until the pulp is evenly distributed in the water. 
 
The Deckle, which is the pain frame is then placed on top of the mould with the mesh facing up ad 
gripped together. Both sections are then skimmed through the top half of the vat collecting a 
suitable amount of pulp. It is then lifted out of the vat and gently shaken left to right and forwards 
and backwards until this fibres seem evenly spread out. The water is then allowed to drain. For over 
beaten pulp the draining time is increased as the pulp is opened out to absorb more water.  
 
Once the water has drained the deckle is removed revealing the sheet form and then couched onto a 
wet surface. Ideally this surface is made up of two wet felts. It is important to have a good amount 
of cushioning for the mould to release the sheet. Non woven interfacing can also be addd to the felt 
to allow for movement and manipulation of the sheet prior to pressing. This interfacing is usually 
polyester.  
 
To couch the sheet turn the mould over so the sheet is now facing down towards the felt and using 
the short length direction lay the mould down rocking from one side to the other. This motion 
should be smooth and consistent to release the pulp without bubbles or other problems. It takes 
practice to get this right and different pulps and beating times will effect the ease of the transferral 



 

as over beaten pulps will tend to stick to mould more frequently. It can be very frustrating but it's 
worth practising. On the first night of the workshop I stayed up till the early hours just practising 
this action. I still had problems with it throughout the course.  
 
 
 
 

 
 
Once a layer of sheets has been couched, another sheet of interfacing or another felt can be used to 
continue the post of paper. In Japanese paper making the paper is couched directly on top of the 
previous sheet with a thin strip of thread at one end to separate the sheets after pressing. However, if 
Abaca or flax where pressed together they would fuse together.  
 
Once the post is ready to be pressed we used a hydraulic press which effectively removes the water 
from the sheet very quickly and gives a high compression to the paper adding wet strength and 
smooth consistency. Other forms of presses can be made on a more low tech basis such as two 
boards and four G-clamps  but these wont come close to the pressure exerted from the hydraulic 
press.  
 



 

 

To stack the press boards are placed below and above the post a damp felt is also placed on top of 
the post to protect the delicate paper from the boards during pressing. The Hydraulic press can press 
large amounts of paper at one time. This first press should take about 5 minutes and give enough 
strength to lift the paper onto a drying rack or board. However to stack dry the paper sheets should 
be transferred to dry felts and Pelon (the non-woven interfacing) and second pressed to get rid of as 
much water as possible, the second press can last for about 20 minutes. It was great to see the sheets 
in this form and it is at this moment that the paper was in a critical state for my later experiments. 
The paper should feel delicate but is now at a point where it can hold its own structure. Abaca paper 
has a very good strength already at this point and from the photo below it is clear that the papers 
transparency is already visible.  
 



 

A sheet of 4 hour Abaca after the first pressing.  
 
Sheet Forming with Kozo, Using Formation aid. 
 
As Kozo is a long complete fibre that has been gently beaten it is important to use a formation aid to 
firstly slow the drainage time during sheetformaing and to enable thin sheet formation along. More 
imprtantly it makes it possible to build the sheet in layers from the vat, essential in traditional 
Eastern Sheet formation. Neri is traditionally used, this is a slimey substance extracted from the 
roots of the tororo-aoi11. These roots are crushed excreting the neri which is then drained into a 
seperate container, cleaned and added to the vat. We used the chemical version of this known as 
formation aid, this is a polyethylene oxide which is mixed with water and creates a glutenous 
substance suitale to replace the natural neri. This is very difficult to find in the UK, so alternatives 
such as Ocra can be used. Pressed ocra can produce a substance similar to neri12. Formation ais can 
also be used with abaca and other long fibre paper to create thin sheets.  
 
Traditional Eastern sheetforming techniques are very different to the western method which we 
continued to use for all of our sheet forming. 
 
Lamination: 
 
Having couched one sheet it is now possible to laminate another sheet directly on top of the paper. 
This allows for the introduction of objects such as fibres, wires and string which will then be 
encased within the final sheet. It also allows for different layers of paper types to be achieved. For 
example a 1hour bleached abaca sheet can be laminated with a more transparent longer beaten 

                                                
11 http://www.druckstelle.info/en/japan_papier.aspx, Website accessed, 26/07/11 
12 http://www.arts-in-company.com/paper/japanese/neri.html website, accessed, 26/07/11 



 

natural abaca to give one side of the paper a transparent layer. I completed a number of experiments 
using laminations and these will be discussed later in the report.  
 
Edge lamination is a really good way to increase the size of the sheet but there will be an area of 
paper that is double couched so this can be visible in transparent papers. Edge lamination can also 
be used to for books which are essentially one piece of paper. This is achieved by couching the 
cover first and then using sheets of interfacing to separate the pages up to the spine of the book 
which when pressed will join as one piece of paper leving the sheets between the interfacing 
separate thus creating pages. I made a long book of Kozo with Abaca covers using this method. 
There are difficulties to overcome whilst drying the book if it Is desired to be flat. I got around these 
by using cotton sheets to absorb the water between from the pages and a board with a weight on top 
to keep it flat. It is possible for the pages to stick together after the first press so this is why cotton 
sheets needed to be placed between the pages. 

The open book using edge lamination this book is one continuous piece of paper.  
 
Lamination of sheets with fibres is another really lovely way to create a book form. In the photos 
below I used Abaca pulp and, In the first picture two sheets are held together with Abaca fibres and 
string, this string travels the whole length of the two pages and continues out from each edge. I 
makes a beautiful cover. The other book form Below used pulp painting techniques to connect the 
double laminated sheets into a book codex. In the cover of this I have embedded a ladder shape this 
was formed separately and pressed into the cover in the first press. On the other side a small symbol 
made from Abaca fibre is embedded in the lamination. 

 



 

 
 
Drying The Sheets. 
 
Of course it is often considered that paper should be flat sheets but this is not true and in fact when 
air dried paper can take on some very interesting forms. To Air dry paper transfer the sheets to a 
wire rack after the first pressing. Air drying without restriction will give the paper maximum 
shrinkage.  
 
Restricting air drying paper with objects and weights will also create some excellent effects similar 
to Keenes Work, Circle, Triangle Square. Air drying forms can also be encouraged  around shapes 
and forms. For sculptural work it is a very interesting method. 
 
Stack Drying is done using a drying cabinet, this is basically a box with a   fan in the back of it. It is 
stacked in this order, Sheets of corrugated card, followed by blotters, followed by sheets of 
handmade paper, followed by blotters and finally one more sheet of corrugated card. The cabinet is 
stacked in this manner with a heavy board on top. It is important the paper isn't to wet so a second 
press should be done before loading the stack dryer. The corrugated card helps the dry air to 
circulate around the unit and  is necessary to stop the paper going mouldy. The fan draws frsh air in 
and takes damp air out. Stack drying will cause minimum shrinkage as the sheets are restrained 
whilst drying.  



 

This picture shows the difference of shrinkage in air or a stack dryer 
the paper is 1 hour abaca. 
 
Whilst using the stack dryer we encounted a pretty big problem. The air in the atmosphere at 
haystack was naturally humid due to being close to the sea. This meant the stack dryer took a long 
time to dry and we had t change the blotters and card a few times until the paper was dry The damp 
card and blotters where then stacked up with a board on top in the studio or a sunny spot with a 
large fan In front of them. During the  workshop a lot of the work was air dried. Susan warners 
work mostly uses the manipulation of the natural cause of air drying paper so during the course 
there was an emphasis on this method.  
 
Board drying is another method especially good with kozo and finer sheets 
using formation aid. To board dry the pressed piece of paper is brushed flat onto a board with a 
large soft brush. It is important to make sure there are no air bubbles underneath the sheet as this 
will allow the paper to come away from the board. The paper should be completely stuck to the 
board to  
dry flat and evenly.  
 

 
 The Picture above shows the stack dryer for sale at Carriage House paper a very good american 
paper makers Supplier.  
 
 

Experiments With Shrinkage 
 



 

 Our first lesson in paper making was to complete a set of tests with different pulps. We used 1 hour 
abaca, 9 hour abaca, 4 hour flax and 1 hour cotton. Forming three sheets of each we Air dried, stack 
dried and combine dried a shhet of each to visibly see the amount of shrinkage that happens. This 
test is a good one when beginning a project. It will give some idea of the type of shrinkage the 
project will be dealing with.  

 
Above is one of the first pieces of paper I have made. The sheet is made of  
different pulps edge laminated together from left to right there are, one hour Abaca, I hour cotton, 
and 3 hour flax. Across all three sheets is a folded strip of 9 hour abaca. This has been folded whilst 
wet using the non woven interfacing to carry and fold the wet sheet.   

  
in the previous photograph  it is clear to see the nine hour Abaca is pulled the paper in from the 
middle, the one hour cotton has not really shrunk and the abaca strip has bitten deeply into it. The 
one hour abaca has  shrunk more than the cotton and warped in respect to the forces of the abaca 
strip. The 3 hour flax has shrunk the most and the abaca strip has pulled it into a bowl shape.  
 
 
Using Threads and strings can be a very exiting was to experiment with shrinkage as the string will 
buckle and pull the paper into some very intersting sculptural forms, these can be left to naturally 



 

develop as the sheets air dry or encouraged around shapes or restricted in certain areas.  
For this to really work to it's maximum it is imortant to use an over beaten pulp as this will gve the 
most dramatic outcome, this is a personal choice and really depends on the desired outcome. I used 
the highest shrinakage pulp we had for the following tests. This was a natural Abaca beaten for nine  
hours. In order to laminate objects within a sheet of paper. Firstly Couch the base sheet then build 
the network of threads or fibres and then laminate a second sheet on top trapping all additions inside 
the paper. He following sets of photos show these tests firstly after pressing and then having air 
dried and changed shape. The paper in it's dried state is still continually changing. It continued to 
dry and curl in the directions visible in the photos. This is a very interesting method as the paper 
takes on a life and becomes a living entity which reacts to change and experience. As spoken about 
in Keenes website. The method allows the material to make decisions for itself.  
 



 
 



 
 



 

 
 
Air drying is a fascinating area fro experimentation and I completed a signifacant amount of work 
which I left to dry in the air. Some of which can be seen below on display. I especially like the 
caccoon or insect like qualities it offers visually and it's connections to the spine and internal 
structures. The work can also be seen as skin that has been shed and has a real sense of 
transformation and metamorphism to it. The paper looks like skin when allowed to dry like this and 
in many ways has a ancient primitivist feel about it reminding me of ceremonial tools used in 
shamanic rituals.  
 

 
When displayed together the pieces have a certain archeological feel to them as if they are fossils or 
shards of some incomplete vessel. The sheet of paper has taken on a much more interesting life for 
itself and now it has become a viable tool which I can use for sculptural and textural expression.  
 
 
 
 
Water marks and resist methods.  
 
A water mark Is created when a raised symbol often made of wire is sewn or attached to the mould. 
In this area the paper becomes thinner and thus more transparent when held up to the light. It can be 
a wonderful way to create drawings within the paper and something I intend to explore further in 
my continuing paper experiments. Another method of creating marks within paper is to use some 
kind of resist on the mould this can be, tape, paper or anything that will block areas of the mesh 
during sheet formation. 
The general principle is hat where the areas of unblocked mesh are the drainage flow of the water is 



 

forced to gather around. This will pull the pulp into thicker areas where the water is able to flow and 
thinner areas where it is blocked. I really liked this principle and would like to continue  using it. 
Later I describe how I used this method to start building layers as if printing.   The first test I did 
with this was to make a simple paper shape and ith water attach this to the mould. I Couched a sheet 
of four hour flax and then using the paper resist I pulled a sheet of the lighter coloured four hour 
Abaca through the moul with the resist on. The result was the small piece below in which the darker 
colour of the flax emphasises the symbol within the second layer of abaca laminated on top.  

 
 Pulp Painting.  
 
Using an overbeaten pulp usually abaca or flax beten for about 8 hours and mixing this with a small 
amount of water and formation aid. It is possible to paint with the pulp using tools like a squeezie 
bottle or even spooning the pulp. One can create sheets and forms which are free of the traditional 
use of the frame. Leah Flumefelt one of my class members used this method we, to create lacey 
paper by painting circles which where linked together. 



 

   Lacey Sheets of pulp painted paper made by Leah    
 flumerfelt at haystack.  
 
The pulp is painted directly onto the non woven interfacing it is important to use this interfacing as 
some of the sections can be very difficult to remove after pressing and the interface will make this 
easier. Also it is possible to draw onto the interfacing as a guide for the pulp painting. As with pulp 
painting a high shrinkage pulp is used it is especially good when using pigmented pulp. The end 
result being very rich and jewel like colours. This is because the colour is literally compressed 
during the drying process and so becomes highly saturated. Another artist on the paper making 
course, Charlotte and myself used pulp painting to create painterly gestural forms of colour.  
 



 

Pulp Painted forms by Charlotte 
 
These forms pained by charlotte where an intense deep green colour not really visible in this 
photograph. When pulp painted colour sheets like this are held up to the light the colour is 
comparable to that within stained glass. 
 
Pigmented pulp 
 
Pigment does not dye the pulp instead it is attached to the pulp with the use of  retention aid the 
same amount of retention aid is used as the amount of pigment needed13. If the process of 
pigmentation is not done properly the pigment can still be separated from the pulp. First the 
retention aid should be diluted with water and stirred for ten minutes this will make sure it is evenly 
distributed in the water. Then the pigment which should be in liquid form is also diluted with a 
small amount of water to help distribution. The retention aid and the pigment are then mixed 
together and  the pulp is added to the solution and stirred for 20 minutes. It is then left overnight 
and stirred intermittently whilst being left to stand. It is important to get a good even distribution of 
the pigment through the pulp. When the coloured pulp is ready you should be able to squeeze the 
pulp and only clear water will run of it. The clear water signifies that the pigment is firmly attached 
to the pulp fibres.  
 
I created the piece of work Sky Book by using a vat filled with blue 9 hour  abaca and gradually 
adding more and more 1hour bleached abaca. It was a very good test to se how the qulities of the 
paper change when different beating times where added together and the effect of washing out 
colour with undyed pulp. As you can see the paper goes from being extremely thin and transparent 
and gradually becomes more heavy and chunky. The colour shift is really lovely here and in many 

                                                
13 Carriage house paper, catalogue of hand paper making supplies and equipment. 2011 



 

ways chance played a big part in creating this piece of work I really love it's simplistic minimal feel. 
It holds a certain piece like the blue sky or a gentle ocean. 
 

    Sky book, 9 hour pigmented pulp with I hour bleached abaca.   
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 


