OZET

Diinya iizerinde farkli cografyalarda, inorganik veya organik malzeme katkili seramik
biinye ile yapilmis orneklere rastlanmaktadir. Seramik biinyeye katk:, degisik teknik ¢6-
ziimlere ulasmak adina gerek endiistri, gerekse sanat seramiklerinin sekillendirilmelerin-
de tercih edilmektedir. Bu ¢alisma, kagit katkili porselen sanat seramikleri ile sinirlandi-
rilmistir. “Kagit Camuru” olarak seramik terminolojisine giren bu sekillendirme yontemi,
formun yapim ve pisirim asamalarinda sagladig1 avantajlar nedeni ile sanat¢ilar tarafin-
dan ozellikle tercih edilmektedir. Tiirkiyede de seramik sanat¢ilar: arasinda ilgi goren ka-
git camurunun hazirlik ve sekillendirme siirecindeki farkliliklar ve pisirim asamalarinda
dikkat edilmesi gereken detaylar bu ¢alisma kapsaminda sanatgi ornekleri iizerinden ele
alimacaktir.

Anahtar Kelimeler: Sanat Seramigi, Kagit Porselen, Organik Katk:

*
Mimar Sinan Giizel Sanatlar Universitesi Giizel Sanatlar Fakiiltesi Seramik ve Cam Tasarumi Boliimii, Istanbul / TURKIYE
**Mimar Sinan Giizel Sanatlar Universitesi Giizel Sanatlar Fakiiltesi Seramik ve Cam Tasarumi Boliimii, Istanbul / TURKIYE
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GIRIS
Pisirim dereceleri ve biinyeleri geregi farkli adlandirmalari olsa da 6ziinde seramik; sekillen-
dirme sonras! pisirimi tamamlanmis tiim toprak / kil gruplarinin kabul gérmiis genel adlandir-

masidir. Buradaki ortak siire¢ biinye olusumlarini tamamlatan ve seramik olarak adlandirilma-

larina neden olan atestir.

Tarihsel siirecte seramik biinyeye katki dedigimizde ilk kargimiza ¢ikan (M.O. 7000) kerpig-
tir. Ancak kerpig; kilin saman ile karigtirilarak dogal sartlarda, giineste kurutulmasidir. Her ne
kadar fiziksel olarak atesle temasi olmasa da giines 1s1s1n1 baz alarak kerpici ilk katkil1 (seramik
olamamug) biinye olarak adlandirabiliriz. Kerpi¢ daha sonra atesle pisirim siirecini (M.O. 4000
Mezopotamya) tamamlamistir. Anadolu’nun da dahil oldugu bir ¢ok farkli cografyada mimari-
den giindelik kullanim kaplarina kadar pek ¢ok iiretilmis seramik iiriinde saman, bitki saplari,

meyve kabuklari, hayvan kil ve benzeri organik liflerin katk: olarak kullanildig: saptanmigtur.

SERAMIK BUNYEDE KULLANILAN KATKILAR

Geleneksel iiretim yontemlerinde kil biinyesine organik kokenli liflerin katilmasi iiriiniin bi-
rim agirliklarini azaltmakta, sekillendirme kolaylig1 ve kurumada mukavemet saglamakta, sera-
mik biinyeye ayn1 zamanda esneklik de kazandirmaktadir. Pisirim esnasinda yanan bu katkilar
tiretilen birimin daha hafif olmasini da saglamaktadir. 20.yy da kimya ve tiretim teknolojileri-
nin kaydettigi gelismeler ile seramik biinyelere eklenen katki maddeleri de cesitlenmistir. Ozel-
likle 1970’1er, gelistirilmis kimyasallarin seramik biinyeye katk: olarak eklenmesi ile endiistriyel
seramik sektoriinde genis yiizeyli seramik panellerin iiretiminin bagladig yillardir. Seramik
biinyenin kuru mukavemetini arttirmaktan, deformasyonu veya kiitlesel agirlig1 azaltmaya, yii-
zeyi biiylitmeye kadar ¢esitlenen farkl: taleplere cevap olarak kullanilan bu katkilar temel olarak

organik ve inorganik katkilar olarak iki ana baslik altinda toplanir.

Organik Katkilar

Seramik biinyelerde genellikle kiitle agirligini azaltmak ve kuru mukavemeti saglamak ama-
c1 ile kullanilan organik katkilar; kokleri, dallari, yapraklari, kabuklar: dahil olmak tizere tim
bitkiler ile hayvan kili, talas, recine ve tiirevleridir. Kagidin hammaddesi seliilozda agag ve bitki

liflerinden elde edildigi i¢in dogal olarak organik katkilarin i¢inde yer almaktadir.

Inorganik Katkilar

Inorganik katkilar ise seramik biinyelerde deformasyonu azaltmak, yiizey kontrolii ve kuru
mukavemeti saglamak amaci ile kullanilirlar ve bunlardan bazilari; samot (grog), kuvars ve per-
littir.

KAGIT KATKI

Kagidin katki malzemesi olarak seramik biinyede kullanimindan 6nce Gault (1998)
Hindistanda binlerce yil 6nceye dayanan bir ge¢misi olan, pismemis papier mache kilinin kul-
lanim gelenegini anlatir. Pismemis papier mache karisimi; kokulu baharatlar, ptire halindeki

pacavralar, kagit, cimen, biiyiik bas hayvan digkisi, mango yapraklari, demir ¢apaklari, kum,
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piring kabugu ve bambunun kile katilmasi ile elde edilmekte ve dini ikonalar ile toren objeleri

yapmak i¢in kullanilmaktadir.

Kagit camuru ise 1950°lerden 6nce, ince kagit yapraklar formatinda hazirlamaya yoénelik
farkli formiil secenekleri ile Hindistandan Japonya, Fransa, Avustralya, Amerika ve diger tl-
kelere nakledilmistir. Gault bunlarin endiistri ve sanat alaninda iki boyutlu uygulamalarin ger-
geklestirilmesinde kullanildigini kaydeder. 1980’lerin basinda Japon kagit fabrikalari tarafindan
tretilen bu tarz A4 yaprak ‘kagit’ camurlarin, origami ve kagit striiktiirlerin yapiminda kullani-
mi i¢in satigt baglamistir, ayni yillarda Avustralya’li Jaromir Kusnik de farkli bir cografyada kagit
katkili seramik biinyeleri gelistirmeye baglamistir. 1987 yilinda Fransada Jean-Pierre Béranger,
geleneksel kagit yapim tekniklerini uygulayarak kendisine biikebilecegi veya bask: yapabilecegi
yari seffaf porselen kagit camuru hazirlamis, ancak kagidin pisirim esnasinda doniistigi kiil,

porselenin govde rengini bozmustur.

Gelismelere ve kayith belgelere gore 1990’1 yillara kadar kagith ¢gamur / ¢amurlu kagit uy-
gulamalarinin agirlikli olarak iki boyutlu ¢aligmalarin {iretimine cevap verebilecek kapasitede
(origami ve kagit striiktiirlerin 3. boyutunun disinda) bir malzeme oldugunu soyleyebiliriz. An-
cak glinimiizde kimisi kagit olmak tizere farkli katki malzeme ilavesi ile biinyeleri olusturulan
bu tip folyo / yaprak porselenler, tasarim sinirlarini da zorlamaktadir. Ornegin; Avustralyal
Rachel Kingston, Alman Ursula Dendorfer ve Tiirk Esra Carus “Keraflex Porcelain” olarak da
adlandirilan bu tip bir malzeme ile formlarin: sekillendiren sanat¢ilardir (Resim1). Tirkiyede
de biinyeye kagit ilaveli “katlanabilir seramik kagit” olarak adlandirilan kagit katkil bir ¢esidi

denenmis, tiretilmis ancak pazar olusturma ¢aligmalar: stirmektedir.

Amerika'li seramik sanatgisi Rosette Gaultda 1970’lerde ilk kagit katkili biinye denemelerine
baslamis ancak istedigi sonuca 1990 yilina kadar ulagamamustir. 1990'da Kanadada Banff Centre
for the Artsda katildig1 bir sanat¢1 degisimi programinda, bir grup seramik sanatcisi ile kagit
camur iligkisi iizerine yogunlastiklar: ortak denemeler yapmuslardir. Program sonrasi ayni mer-

kezde galismalarina devam eden sa-

f%:u nat¢inin geldigi nokta karistirma ve

= '_’;"""m}‘ "&-\;-""!« _ hazirlik asamalarini formiile ettigi,
ol g | ..r‘ p : ":"n;"_' ! ismini koydugu ve sekillendirmede

i A k1 ! ’: ;', # ozgirliik olarak niteledigi uygulama

teknigidir.

Ulkemizde kagit camuru, kagit
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L . % porselen veya kagit katkili seramik
e e
i
N J

adlandirmalarinmi kullandigimiz bu
teknigin tanimini uluslararas: se-
ramik terminolojisine kelimeyi ka-

zandirdigy icin dogrudan Rosette

Resim 1: Esra Carus, “Uyur Daim”, porselen folyo, 25x15x30cm, 2008, sanat¢i arsivi
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Gault'un tanimu ile vermek gerekiyor. “Paper clay isminden de anlasilacag: gibi; kil, kagit ha-
muru ve sudan olusan yari sivi yar1 kat1 ya da plastik bigimde sekillendirilebilen bir karisimdir
(Gault, 1998, 5.7)”

Seramik Biinyede Kagit Katki Kullanimi

Kanadadaki “Banft Center for the Arts” merkezinde formiile ettigi her tiirlii seramik kili ile
uyusan ‘paper clay’ teknigi icin Gault (1992) normalden daha sert, daha hafif ve daha esnek
form iiretimi yapilabildigini belirtir. Ince ya da kalin galigmalara elverisli olan ‘paper clay’ ile ku-
ruma esnasinda olabilecek ¢atlaklar minimuma inmekte, biskiivi pisirimi sonrasinda da tamirat
yapilabilmekte ve alisilmis 6lgiilerin disinda ¢alisilabilmektedir. Seramik biinyeye karistirilacak
kagidi minimum % 20 - maksimum % 50 araliginda tavsiye eden Gault, ideal kagit katki 6l¢iisii
olarak da % 30 - % 35 araligini vermektedir. Ona gore, kagit katki oraninin artmast ile ¢alisilan
form pisirim sonras: daha hafif olmakta ancak daha gézenekli bir yapist oldugundan bu durum

sirlama agamasinda kontrol dis1 yiizeylerle karsilagilmasina neden olabilmektedir.

Bu yontemle yapilacak ¢aligmalarda pisirim esnasinda (kagidin biinyeden yanarak yok ol-
mast) formu etkileyecek ¢6kme ve deformasyonlar1 6nlemek i¢in Gault, karigimin igindeki kil
oraninin, kagidin oranindan daha biiyiik olmasini tavsiye eder. Formun sekillendirilmesi s1-
rasinda, paper clay ile kuruyana kadar st tiste eklenerek ve ¢ogaltilarak ¢aligilabilir.Bu sayede
form {izerinde degisiklik yapilabilmesine olanak tanir. Pisirim ve sirlama sonrasinda da diger
camurlardan ayirt edilmesi olanaksizdir. Yapisinda su emme 6zelligi olan her tiirlii kagit tiirevi
bu tip caligmalarda kullanilabilir. Ancak biinyelerindeki selilloz orani énemlidir. Bu nedenle
Gault karigima girecek olan kagidin cinsine gore hazirlik asamasini temel iki segenek tizerine
kurmaktadir. Birinci se¢enek; dinlendirme ve mikser ile karistirma siireleri kullanilan kagit cin-
sine gore farklilagsan (2,5 - 5cm genigliginde seritler halinde kesilmis) gazete, dosya kagidi ve
benzerleri i¢in mutlaka sicak ya da 1lik su (dagilmay1 / giiriimeyi hizlandirmak igin + bir veya
iki 6l¢ti sodyum hipoklorit ilaveli) kullanimidir. Diger, kolay secenek ise dogrudan soguk su
kullanarak hijyenik amagl satilan rulo kagitlarla, bu kagit piiresini hazirlamaktir. Bu karigimin
i¢ine kili yukarida belirtilen oranlar dogrultusunda yapmak istedigi ¢aligmanin niteliklerine
gore sulu olarak eklemekte, tekrar mikser ile karigtirmaktadir. Gault, al¢1 plakalar iizerine aldi-
&1 karigimu istedigi calisma kivamina gelene kadar bekletmekte ve formlarini sekillendirmede

kullanmaktadur.
Kagit Katkili Sanat Seramikleri

1990’lardan itibaren Kanada, Amerika, Avustralya, Yeni Zelanda, ingiltere, iskogya, Hol-
landa, Danimarka, Belgika, Japonya gibi diinyanin farkli cografyalarindaki tilkelerde bu tek-
nik ile ¢aligan ve formlarini bu teknigi uygulayarak gerceklestiren sanatcilar vardir. Ornegin;
Amerikada Rosette Gault ve Val Lyle, Avustralyada Graham Hay, Angela Mellor, Ingilterede

Carol Farrow, bunlardan bazilaridir (Resim 2,3).

Diinyada olusan bu gelismelere paralel olarak tilkemizde de seramik sanatgilar1 arasinda bu

tarz alternatif adlandirabilecegimiz tiretim yontemleri uygulanmaktadir. Tiirkiyede kil biinyeye
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Resim 2: Rosette Gault, kendi teknigi ile sekillendirdigi formlar
Resim 3: Graham Hay, “Vortex”, kagit akgini & kirmizi kil biinye, 60x60x30 cm, Form

linyit, kiil ve benzeri katkilar ekleyerek formlarini sekillendiren Bingiil Bagarir gibi seramik sa-
natgilari olsa da 6rneklemeler kagit porselen ¢aligan sanatgilar ile yapilacaktir. Porselen camuru

sekillendirmeden, kurutma ve pigirim asamalarina kadar gegen stireglerin kontrol altinda tutul-

F

Resim 4: Lerzan Ozer, “Kirik Gériintiiler”, diizenleme detay, kagit porselen, 1992, sanatci arsivi

mast gereken bir malzemedir. Bu nedenle 6zellikle kagit katkisi, porselenin ¢alisilmasini kolay-
lastiric1 bir unsur olarak 6ne ¢ikmaktadir. Kagidin dogrudan biinyeye katki olarak ilavesinden
once, 1992 yilinda sulandirilmis porselen kili i¢inde bekletilmis saman kagidi ile ¢aligilmistir
(Resim 4).
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Takip eden yillarda kagit birebir katki maddesi olarak porselen biinyeye farkli oranlarda da-
hil edilmeye baglanmistir. Lerzan Ozer, Irfan Aydin, Yildiz Sermet, Reyhan Giirses, Asli Ay-
demir kisisel anlatim dili olarak ¢alismalarinda genellikle “Kagit ¢camuru” teknigini kullanan
sanatgilardir. Kendi farkli uygulama tarzlarini da gelistirmislerdir (Resim 5, 6, 7, 8, 9). Omiir

Resim 5: Lerzan Ozer, “Buzdan Kaleler”, diizenleme, kagit porselen ve ipek, h: 2.30 m, 2001, sanatgi arsivi
Resim 6: Irfan Aydin, “Hidden Objects”, kagit porselen, 25x20 cm, 2010, sanatg arsivi

Resim 7: Yildiz Sermet, “Ev”, kagit porselen, h: 45 cm, 2005, sanat¢t arsivi

Resim 8: Reyhan Giirses, kagit porselen, Cap 30 cm, h: 52 cm, 2008, sanat¢i arsivi

Resim 9: Omiir Tokgoz, kagit ile porselen sekillendirme, 14.5x10(h) cm, 10x8(h) cm, 2011, sanatg: arsivi
Resim 10: Asli Aydemir, “Essoufflé”, kagit porselen, 132x35,5cm, 2004, sanat¢t arsivi
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Tokgo6z'iin ¢aligmalarinda biinye hazirlama asamasinda kagit katkist yoktur. Porselen biinyeyi
kagit yardimu ile sekillendirdigi ve formunu kagida tasittig: i¢in farkli uygulama 6rnegi olarak

¢aligmalarina, teknik kapsaminda yer verilmistir (Resim 10).

Kisisel ve grup olarak yapilan sekillendirme sonuglarinin paylasimi ile uygulama teknigi

hakkinda, asagidaki bilgilere ulasilmis, denenmis ¢oziimler olusturulmustur.
Bunlar;

- Kagit piiresi hazirlama asamasinda kaba taneli bir seramik biinye hazirlanmak isteniyorsa
gazete kagid1 ve tiirevleri, homojen dagilimli - ince taneli bir seramik biinye isteniyorsa da kagit

rulolar veya ham seliilloz kullanilmalidir.

- Kagit piiresi hazirlandiktan sonra tizerine su ilave edilerek, 6nceden kurutulmus ve ufalan-
mis vakum porselen camuru eklenebilir. En az 8 saat beklenmesi gereken bu yontem ile vakum

kagit porselen elde edilir.

- Kagit porselen biinye genis plakalar yapmak {izere hazirlaniyorsa, biinyeye esneklik kazan-
dirmak, kuru mukavemeti arttirmak ve kirilmalar: engellemek i¢in, su agamasinda % 1-2 duvar

kagidi1 yapistiricisi katki maddesi olarak eklenmektedir.

- Renkli kagit porselen biinyede renklendirici ilavesi, homojen bir dagilim i¢in kagit piiresi

hazirlama agamasinin baglangicindaki sicak suya yapilmalidir.

- Porselen yiizeyde farkli doku etkileri elde etmek i¢in angop uygulamas: yapilacaksa, angop

icine kagt piiresi ilavesi yiizeye tutunmayi saglamaktadir.

- Kagit porselen biinyelerde ilk pisirimin minimum 1000 C - maksimum 1040 C derece-
de yapilmas tiriine hakimiyet acisindan 6nemlidir ve tekrar miidahalelere imkan verir. Bu tip
biinyelerde 900 C derecelik pisirim kirilgan bir yapi ile karsilagilmasina, 1100 C derece iistii
pisirim ise forma miidahalenin yapilamamas: anlamina gelmektedir. Tavsiye edilen pisme de-
recesi aralig1 (1000-1040 C) biinyenin sinterlesmesi tamamlanmadigi i¢in / su emme kapasitesi
ile yiizeye yeni ekleme yapilmasina, eklerin tutunmasina, ayrica yiizeyden istenmeyen alanlarin

mekanik yontemler ile tesviyesine imkan tanir.

- Miidahale gerektirmeyen kagit porselen formlar da tek pisirim (1200 — 1250 C derece) ya-
pilabilir. Bu tip biinyeler i¢indeki kagit sayesinde sirlama islemi sirasinda yiizeye tutunan suyu

tolere ederler, form tizerinde ayrilma veya kopma yapmazlar.

- Katkisiz biinyeden farkli olarak kagit porselen biinye, iizerinde ¢alisilan form igerisinde
farkli et kalinliklarini da miimkiin kilar. Kopma, ¢atlama veya dagilma yapmaz, bu asamada tek

dikkat edilmesi gereken husus, pisirim 6ncesi kurutmanin kontrolli tamamlanmasidir.

- Katkisiz porselen ile olugturulacak fitil veya plaka ¢aligmalarinin {i¢ boyutlu hale getirilme-

sinde, birlestirme iglemi balgik kivamli kagit porselen ile yapilabilir.

- Kagit katkili seramik biinyelerin pisiriminde saglik acisindan ortamun iyi havalandirilmasi

gerekmektedir. Bu gerekge ile bazi sanatgilar ilk pisirimi raku firininda yapmaktadir.
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Bu uygulama teknigi ile caligan sanat¢ilarimiz, teknigin en belirgin ve kolaylik saglayan yan-
larini, kuruma agamasindan sonra dahi forma ekleme yapilabilmesi ve ¢atlama riskinin en aza

inmesi olarak belirtmektedir.

SONUC

Seramik alaninda son 15-20 yillik bir siirecte yayginlasan bu uygulama teknigi sadece sa-
natgilar tarafindan kullanilmamakta, bir¢ok egitim kurumunda seramik programlari i¢inde de
yer almaktadir. Tiirkiyede Mimar Sinan Giizel Sanatlar Universitesinde 1995 yilinda ilk olarak
kerpig tiirevi bir biinyede kagit kullanilmistir. Seramik ve Cam Tasarimi Boliimiinde takip eden
yillarda kagit katkili biinye pisirim denemeleri yapilmis ve uygulama teknigi sanat projesi ¢a-
lismalarinda kullanilmaya baglanmistir. Ogrenciler arasinda ortak ¢aligma ve paylasim, teknik
hakkinda pratik ¢6ztimlere kolayca ulagmalarini saglamaktadir. Egitim programinda standart
bilgilendirme olarak yer almayan bu teknik, dogrudan gerceklestirilecek 6grenci projesine yo-
nelik 6nerilmektedir (Resim 11, 12, 13, 14).

Resim 11: Segil Solak, rolyefli karo, kagit porselen, 20x20cm, 2000, Boliim arsivi

Resim 12: Ceyda Bozkurt, “Grup Heykel”, kagit porselen, 100x35cm, 2001, Béliim arsivi

Resim 13: Pakize Aydin, “Baykuslar” diizenleme, renklendirilmis kagit porselen, 250x320cm, 2004, Boliim arsivi
Resim 14: Ayse Balyemez, “Grup Heykel”, kagit porselen, 90x40cm, 2001, Béliim arsivi
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Bu kapsamda gerceklestirilmis aksesuardan, mekan diizenlemeye kadar pek ¢ok ¢alisma, b6-
liime ait arsivde gorsel olarak mevcuttur. Seramik biinyede kagit kullanimi ve tiirevleri {izerine
Anadolu Universitesi, Marmara Universitesi ve Dokuz Eyliil Universitesi biinyesinde akademis-
yenler tarafindan lisans {istii calismalar1 yapilmistir. Ayrica teknik hakkinda uluslararasi kaynak
kitap ve makalelerin olmasi da gelecegin seramik sanat¢is1 adaylarina, ¢alismalarinda yol gos-

terici olacaktir.
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ABSTRACT

In different areas of the world, we encounter examples of ceramic structures made
with inorganic or organic admixture materials. Admixture to ceramic products is
preferred both for designing industrial and art ceramics, on behalf of attaining
alternative technical solutions. This study is limited by artistic paper porcelain.
This method of shaping, which is known as “Paper Clay” in ceramics terminology
is especially preferred by artists due to the advantages it provides at the production
and firing phases of the form. The differences in the preparing and forming phases
of paper clay, which is in demand among ceramic artists in Turkey, will be dealt

within the scope of this study on the basis of artistic porcelain examples.

Keywords: Artistic Ceramics, Paper Porcelain, Organic Additive
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INTRODUCTION

Although it is denominated differently according to the firing degree and its clay body, ce-
ramics is the generally accepted denomination of all soil/clay groupings whose post-forming
firing process has been completed. The common process in question here is heat/flame/fire

which finalizes their body formation and causes their denomination as ceramics.

When we consider additive to ceramic body in light of its historical process, we are initially
confronted with adobe (7000 B.C.) However, adobe is composed of the mixture of clay and
straw and is sun dried under natural conditions. Although there is no flame/fire interaction
in the real sense, by using the natural heat resource as a departure point we can denominate
adobe as the first additive body which has not yet become ceramics. Adobe later completed its
firing process in Mesopotamia around 4000 B.C. In many different areas of the world including
Anatolia, it has been determined that in a great deal of manufactured ceramic products, from
architecture to daily used vessels, organic fibres such as straw, stems, peels, animal hair and so

forth have been used as additive material.

ADDITIVES USED IN CERAMIC BODIES

By adding organic based fibers into the clay body, conventional production methods make
the product’s unit weight decrease, facilitate shaping, provide endurance during the drying pro-
cess and at the same time flexibility to the ceramic body. These additives which burn during
firing also ensure that the production unit becomes lighter. Along with technological advan-
cements in the fields of chemistry and manufacturing in the 20th century, additive materials
added to ceramic bodies became diversified. Especially the 1970’ were the years in which the
industrial ceramics sector started to produce large surfaced ceramic panels upon the addition of
advanced chemicals into the ceramic body. These additives which were used in reply to different
demands ranging from increasing the dry strength of the ceramic body, decreasing deformation
or mass weight, to enlarging the surface, are basically grouped under two main headings: orga-

nic and inorganic additives.
Organic Additives
Organic additives which are generally used to decrease mass weight and enable dry strength

are all plants including their roots, branches, leaves, peels, and animal hair, wood chips, resin
and their derivatives. Since cellulose, the raw material of paper is acquired from tree and plant

fibers, it is also inherently part of organic additives.
Inorganic Additives

Inorganic additives are used in order to decrease deformation, and to enable surface control

and dry strength in ceramic bodies. Some of these are: chamotte (grog), quartz and perlite.

PAPER ADDITIVE

Prior to the usage of paper as an additive material in ceramic bodies, Gault (1998) mentions

the traditional usage of unfired papier-maché clay, which in India, has a history going back tho-

130 {ANADOLU UNIVERSITESI



usands of years. Unfired papier-maché mixture is obtained by adding odorous spices, mashed
rags, paper, grass, cattle droppings, mango leaves, iron burrs, sand, rice scabs and bamboo to

clay and is used to make religious icons and ceremonial objects.

As for paper clay, before the 1950’s, it was carried over from India to Japan, France, Australia,
America and other countries with different formular options intended for its formation into
thin paper sheets. Gault writes that these were used in the fields of industry and art for mate-
rializing two dimensional applications. In the early 1980’ this kind of A4 ‘paper’ clay sheets
produced by Japanese paper factories were started to be sold for their utilization in the making
of origami and paper structures. In the same years, the Australian Jaromir Kusnik had also star-
ted to develop ceramic bodies containing paper additive. In the year 1987, Jean-Pierre Béranger
from France had made pliable and printable translucent porcelain paper clay through applying
conventional papermaking techniques. However, the cinder resulting from burnt paper during

the firing process had ruined the porcelain’s body colour.

When we consider the developments and written documents, it can be said that until the
1990, clay containing paper / paper containing clay materials mainly had the capacity to pro-
vide for the production of two-dimensional studies (origami and paper structures excluding a
third dimension). However nowadays, this type of folio / foliar porcelains which are structured
with different additive materials, some including paper, are pushing the boundaries of design
to the limit. To give an example; Rachel Kingston from Australia, Ursula Dendorfer from Ger-
many and Esra Carus from Turkey are artists who shape their forms with this type of material
also called “Keraflex Porcelain” (Figure 1). A paper additive type which is called “pliable ceramic
paper” has also been experimented and produced in Turkey, but the process of creating a market
is ongoing.

The American ceramic artist Rosette Gault also started her first experiments with paper ad-
ded bodies in the 1970, yet could not achieve her goal until the year 1990. In 1990, as part of
an artist exchange program organized by Canada’s Banff Centre for the Arts, she engaged in

collective experiments with a group of ceramic artists concentrating on paper and clay interac-

tion. After the program she continued her
a studies at the same centre and the point she
el o S arrived at was the application technique
freedom of shaping, which she named her-
b rF »' . self and in which she formulated the mix-

- v, i ture and preparation phases.

- , In our country this technique is deno-
ST B minated as paper clay, paper porcelain or
“ia paper additive ceramic, but it is necessary

to directly give Rosette Gault’s definition of

this technique, since she is the one who es-

tablished it among international ceramics

Figure 1: Esra Carus, “Uyur Daim / Cycle of Sleep”, porcelain folio, 25x15x30cm, 2008, artist’s archive)
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terminology. To quote: “ Paper clay is, as the name suggests, a half solid half fluid plastic model-
ling mix of clay, paper pulp and water”
(Gault, 1998, 5.7).

The Usage of Paper Additive in Ceramic Bodies
Gault (1992) states that with the ‘paper clay’ technique which coincides with all kinds of cera-

mic clay one is able to produce stronger, lighter and more flexible forms than usual. ‘Paper clay’
is suitable for thin as well as thick exercises, and any cracks that may appear during drying are
minimized. Moreover, repairs can be made after bisque firing and one can operate outside the
usual measures. Gault recommends that the ratio of paper to be mixed into the ceramic body
should be at a range of minimum 20% and maximum 50%. In addition, she gives an ideal paper
additive measure between the range of 30% and 35%. According to her, increase in the paper
additive ratio leads to the form being lighter after firing, but this can cause one to be confronted

with uncontrollable surfaces during glazing due to form having a more porous structure.

When working with this method Gault recommends that, in order to prevent deflection and
deformation of the form during firing (paper burning up and disappearing), the ratio of clay in
the mixture should be greater than the ratio of paper. During the shaping of the form one can
work with ‘paper clay’ by adding layer upon layer and multiplying until it is dry. This allows for
changes to be made on the form. After firing and glazing it will be impossible to distinguish it
from other clays. All kind of paper derivative that has a structural property to absorb water can
be used in these trials. However the rate of cellulose in the body is important. Therefore, Gault
bases her preparation phase on two basic options with regard to the type of paper that will enter
the mixture. The first option involves the absolute use of hot or lukewarm water for newspapers,
broadsheets, etc. (cut into strips of 2.5 - 5 cm.) in order to accelerate disintegration / decom-
position, plus the adding of one or two measures of sodium hypochloride. Settling and mixing
periods differ according to the type of paper used. The other easy option is to use directly cold
water and prepare this paper puree with paper rolls sold for hygienic purposes. The clay is added
to the mixture in line with the above mentioned proportions and in a watery fashion, taking
account of the characteristics of the work you want to perform. Afterwards it is mixed again
with a blender. Gault then puts the mixture onto plasterboards and lets it settle until it reaches

the desired consistency to shape her forms.
Artistic Ceramics Containing Paper Additive

Since the 1990’ artists from different countries around the world such as Canada, America,
Australia, New Zealand, England, Scotland, Holland, Denmark, Belgium and Japan are working
with this technique and are applying it to the forms they create. For example the American
Rosette Gault and Val Lyle, the Australian Graham Hay and Angela Mellor, Carol Farrow from
England are some of them (Figure 2, 3).

Parallel to these developments in the world, ceramic artists in Turkey apply this kind of al-
ternative production methods as well. Although there are ceramic artits such as Bingiil Basarir

who shape their forms by adding lignite, cinder and similar additives, here we will illustrate
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Figure 2: Rosette Gault, group forms shaped wtih her own technique http://www.grahamhay.com.au/paperclayartists.html, 15/08/2011
Figure 3: Graham Hay, “Vortex”, paper & red clay body, 60x60x30 cm, Form http://www.grahamhay.com.au/galleryindex.html,

artists who work with paper porcelain. Porcelain clay is a material which should be kept under
control during its shaping, drying and firing stages. For this reason, especially paper additive
stands out as a factor in facilitating working with porcelain. Prior to the direct contribution
of paper into the clay body, Lerzan Ozer worked in 1992 with newsprint paper left to soak in
watered-down porcelain clay (Figure 4).

Figure 4: Lerzan Ozer, Fragmented Images”, installation detail, paper & porcelain shaping, 1992, artist’s archive

In the following years paper has been directly added to the porcelain body as an additive in
different proportions. Lerzan Ozer, Irfan Aydin, Yildiz Sermet, Reyhan Giirses, and Asli Ayde-

mir are artists who generally use the “paper clay” technique in their work as a language of perso-
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nal expression. They have also developed their own different mode of practice (Figure 5, 6, 7, 8,
9). In Omiir Tokgdz’s works there is no paper additive at the stage of structural preparation. Sin-
ce she shapes the porcelain body with the help of paper and conveys its shape to paper her works
have been included within the scope of technique as distinct examples of practice (Figure 10).

The following data has been reached and tested solutions have been established concerning

Figure 5: Lerzan Ozer, “Castles of Ice”, installation, paper porcelain & silk, h: 2.30 m, 2001, artist’s archive
Figure 6: Irfan Aydin, “Hidden Objects”, paper porcelain, 25x20 cm, 2010, artist’s archive

Figure 7: Yildiz Sermet, “House”, paper porcelain, h: 45 cm, 2005, artist’s archive

Figure 8: Reyhan Giirses, paper porcelain, Diameter 30 cm, h: 52 cm, 2008, artist’s archive

Figure 9: Omiir Tokgiz, paper & porcelain shaping, 14.5x10(h) cm, 10x8(h) cm, 2011, artist’s archive
Figure 10: Aslt Aydemir “Essoufflé / Out of Breath”, paper porcelain, 132x35,5cm, 2004, artist’s archive
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application techniques and the sharing of outcomes of styling performed individually and in
groups;

—In the process of preparing paper puree if one wants to prepare a coarse-grained ceramic
body newspapers and its derivatives should be used. On the other hand, if one wants a evenly

distributed - fine-grained ceramic body one should use paper rolls or unrefined cellulose.

—After the paper puree is prepared one can ad water and the already dried and comminuted
vacuum porcelain clay. Following at least eight hours of resting, vacuum paper porcelain is

obtained.

—If a paper porcelain body is being prepared in order to make broad plates, one adds 1-2%
wallpaper paste during the addition of water. This makes sure that the body gains flexibility, dry

strength is increased, and fracturing is prevented.

—In order to obtain an even distribution, adding colourant to a coloured paper porcelain
structure should be done in lukewarm / warm water, at the beginning of the paper puree pre-

paration phase.

—While performing an engobe execution to acquire different texture effects, adding paper

puree into the engobe enables it to cling onto the porcelain surface.

—With regard to paper porcelain bodies it is important to do the first firing at minimum
1000 and maximum 1040 degrees celcius, due to control of the outcome. It also allows for re-
interference. In this type of bodies, firing at 900 degrees means attaining a fragile structure, and
firing above 1100 degrees means not being able to interfere to the form. The recommended ran-
ge of the degree of firing (1000-1040 C) allows one to make new additions to the surface since
the body’s sintering will not have been completed and the capacity to absorb water is preserved.
Thus, the additions made will cling onto the surface, moreover it will be possible to level unwan-

ted areas on the surface with mechanical methods.

—It is sufficient to do a single firing (1200 - 1250 C) for paper porcelain forms that do not
need interference. Thanks to the paper inside, these type of bodies tolerate the water that clings
onto the surface during the glazing procedure and do not allow for the form’s disintegration or
fracture.

—As distinct from bodies without additives, paper porcelain structures enable different thick-
ness inside the form being worked on. It does not break, crack or disintegrate. The only point to
take into consideration at this stage is to complete drying in a controlled manner prior to firing.

—When turning fused or plated works made up of porcelain without additives into three
dimensional structures, the bonding process (paste / loam) can be carried out with thickened
paper porcelain.

—With regard to health issues it is necessary to ventilate the environment well when firing
ceramic bodies containing paper additive. Therefore, some artists perform the first firing pro-
cedure in a raku kiln. Artists working with this technique state that its most distinct and facili-
tating aspects are the fact that one can make additions to the form even after the drying stage is

completed and that the risk of cracking is reduced to a minimum.
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CONCLUSION

This application technique which became widespread in the field of ceramics in the last 15-20
years, is not only being used by artists but is also part of ceramic programs in many educational
institutions. At the Mimar Sinan University of Fine Arts in Turkey, paper was initially used in
1995 in an adobe derivative structure. In the following years, at the Department of Ceramics
and Glass Design, firing experiments of clay bodies containing paper additive were carried out
and the application technique started to be used in art project studies. Cooperation and sharing
among students enabled them to easily attain practical solutions concerning the technique. It
is recommended that this technique, which is not part of the standard curriculum, is directly

oriented towards the student projects to be realized (Figure 11, 12, 13, 14).

From accessoires to spatial arrangements, there are lots of works created within this scope
visually available in the department’s archive. Academicians from Anadolu University, Marma-
ra University and Dokuz Eyliil University have studied at a graduate level on the topic of paper
additive in ceramic bodies. Furthermore, the presence of international reference books and ar-

ticles about this technique will be a guiding light to ceramic artists of the future.

Figure 11: Segil Solak, relief tile; paper porcelain, 20x20cm, 2000, Departmental archive

Figure 12: Ceyda Bozkurt, “Group Sculpture”, paper porcelain, 100x35c¢m, 2001, Departmental archive

Figure 13: Pakize Aydin, “Baykuslar / Owls” installation, encoloured paper porcelain, 250x320cm, 2004, Departmental archive
Figure 14: Ayse Balyemez, “Group Sculpture”, paper porcelain, 90x40cm, 2001, Departmental archive
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