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The Contemporary Ceramic Centre of La Borne  
is a ceramics centre. In that sense, it is a place where 
contemporary ceramic art in its broadest sense is produced 
and disseminated. It maintains a special relationship 
with living ceramic creation and keeps up to date with 
the latest artistic and ceramic developments. It is 
intended as a place for research and dialogue between 
all ceramic practices and creativity. When she was invited 
here, Tiphaine Calmettes began a minor revolution  
by questioning the principle of inviting an artist to come 
and exhibit. Grasping the past, present and future 
challenges of the place and its customs, the artist came 
to La Borne and lived here for three months in order  
to produce works in situ, in contact with the team and 
above all, in contact with the inhabitants, the craftspeople 
and this community of “makers” with whom she has 
woven professional and personal ties. 
 
Part of the work of the artist is about infiltrating  
the places where she is invited, in order to question their 
customs more effectively. At the Ceramics Centre, her 
research has developed based on the potter’s arsenal of 
techniques. By this I mean that she donned the costume 
of the potter, the artist-ceramist, the artisan-potter,  
both out of conviction and because she had to pay tribute 
to clay by going against the mainstream and received 
wisdom; and also because she felt the first sensations 
of working with the clay, discovering basic movements, 
manipulating the clay, mastering the fire, etc. I can’t say 
whether Tiphaine Calmettes has a real desire to be a 
ceramist, and I don’t think that that is all that important, 
because she has different ambitions - to experiment  
with an art that demands a certain know-how, an art that 
enables her to bear witness to the development of this 
know-how which is both scholarly and popular; one which 
is expressed in a wide variety of functions and forms, 
through which the cultural specificities of the regions 
she inhabits are expressed. In this sense and through her 
research, Tiphaine Calmettes has become an unmistakable 
link between tradition and modernity, an essential element 
of a music score that contributes to fuelling an age-old 
quarrel about Arts & Crafts. Prejudices and sociological 
burdens, the weight of academicism and dogmas related 
to the culture of craftsmanship, its designs, its protagonists 
and its rituals are all part of this experience of the senses.

The works on display in the exhibition at the same time 
bear witness to this experience at La Borne and also 
constitute elements of a much broader vocabulary that 
the artist will showcase and/or use in her future 
performances. This vocabulary is directly related to the 
places where she has worked, to the people she has met, 
to the human, spiritual and culinary experiences she  
has had. What these elements all have in common is that 
they are all formally poor, with the trace of a passing 
hand.  They are technically structured like a score and 
according to a system of variations linked to experi-
mentation. There is no desire on the part of the artist to 
make something beautiful, useful, to seek excellence  
in craftsmanship or any technical expertise, much less 
the acknowledgement of his or her peers. In this case, 
can we include this “savage” approach in a ceramic 
counter-culture? At the end of the 1960s, people spoke 
of “krautrock”. This term attributed by the British press 
to the German experimental rock movement was initially 
a pejorative one. It was then taken up and adopted by 
German artists. Its derivation is both the dish of sauerkraut 
and the slang word Kraut, used to refer to German  
First World War soldiers. “Krautkeramik”, which is the 
term that has been diverted from its original use and  
applied to ceramic culture and the artist’s work, finds a  
very special resonance in Tiphaine Calmettes’ visit to the 
Ceramics Centre. But this unnamed movement may have 
been active for a long time, or at least may have been 
associated alongside the good practices of ceramics and 
on the fringes of the recognised key players. Because 
“krautkeramik” could reveal a contemporary, underground 
history of a set of ceramic techniques that turn the 
ceramic spirit upside down, break the rules and reinvent 
the codes and rituals of this ancestral art of fire and clay. 

Whether they are containers or spaces, the pieces  
on display at the Ceramic Centre are simply and radically 
placed on a wall, on the floor, on tables without any 
particular sense of “celebration”. They are essentially 
intended to be appropriated by their potential users  
(by the artist, by other artists, by the public or by the 
staff who run the exhibition sites). By fliberating herself 
from the ceramists’ unique vocabulary, Tiphaine 
Calmettes is taking an new look at the usual categorisations 
of potter/ceramist, painter/sculptor, author/collaborator, 
etc. This is an important aesthetic and historical break 
with the past. The fact that the work entitled “cuisine de 
feux #2” (fire kitchen #2) (vernacular architecture 
in raw clay) was entirely co-constructed by a group of 
about ten people during a participatory workshop attests 
to the artist’s desire to transform the space of represen-
tation and its practices into a living body, a process-based 
system where time plays a crucial role. In this work, 
Tiphaine Calmettes re-invents the notion of the 
“possibilities” of a work of art. It is intended to remain 
available in perpetuity, that is to say, in a form that is 
constantly being activated whenever someone grasps it. 
The future will enable us to comprehend, to bear 
witness and be privileged actors of the evolution of this 
form and its use by a community of potters that only 
depends in its rituals on itself.

Tiphanie Dragaut-Lupescu, 
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