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Foreword

The present book is the first of a series that will be brought out in coming
years by transcript Verlag and which we have entitled “Aesthetic Practice”.
The intention is not only to explore the epistemic potential of aesthetic
practices in art, design and related fields, but also to dovetail aesthetic
practices and the associated discourses that are otherwise carefully distin-
guished from one another as systemic units in society and often co-exist
more or less in isolation. If in this regard we construe objects and processes
as the embodiment of knowledge, and knowledge itself as an object and
process, then in the volumes in this series we will address the question
of how a concept of knowledge can be better consolidated and advanced
beyond purely language-based concepts. We believe that it would be prom-
ising to return to and make productive use of the concept of critique as an
act of differentiating, assessing and suspending final judgments, among
others taking our cue from Michel Foucault and Judith Butler. We wish
hereby to develop the concept of critique dialogically as a critique of art,
culture and taste. We proceed from the assumption that the discourse
itself, be it in the form of lectures, dialogues, seminars, or performances
constitutes aesthetic practice. Aesthetic practice can be fostered performa-
tively along the interfaces and nodes of social systems, be it in the form of
hybrid authorship or as an admixture of individuals, media and discourses.
If only because it is suitable for bridging the hiatus of theory and practice.

For the current volume on the “Culinary Turn. Aesthetic Practice of
Cookery” we have selected different genres of texts and images that cast
a bright light on the social fields of cookery, food and nutrition — as dis-
courses, treatises, recipes, confessions, assertions, conversations, and defi-
nitions of positions. If we have assembled the texts and images under the
heading of a “culinary turn”, then it is not to claim that we seek to prove this
or that theory or hypothesis. However, our intention is to bring together in
a volume those text and image genres that would not normally be encoun-
tered in one and the same book because they originate in different dis-
courses and practices. If one considers the topic of cookery as broadly as
possible, then the discourses and practices relating to it seem so complex as
to prevent them being boiled down to a single common denominator. The
resulting heterogeneity is thus intentional or at least conceded.
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The term “culinary turn” is chosen to express a broad social turn
towards questions of food, of cooking and nutrition, one driven by a new
proximity of cooking and eating to cultural techniques in art and design.
A key indicator of the “culinary turn” is not only how cookery and food
are spilling over into other walks of life, but also the related emergence
of paradoxes. Thus, the “culinary turn” is formulated as genuineness and
authenticity that functions as a counter program to a digitalized, connected
and globalized world, although both qualities have first to be constructed
and staged.! And where it lays claim to independence and a “more genuine
genuineness”, its content still derives from the relationship to a community
from which it distinguishes itself but which it needs to be able to develop
authentically in the first place. The slightly overweight TV chef-lecturers
have given way to athletic tattooed doers in their best years. However, the
seedbed for the “culinary turn” are less the artists or cooks, and above all
those who move across the system boundaries: the amateurs, hipsters,
cultural scholars that publish their own cookbooks, creative hobby cooks,
curators, and authors of culinary and rural magazines, not to mention
their subscribers. Their flag is the curly kale.

The idea for the present volume arose in the context of the preparations
for the research project, now supported by the Swiss National Fund, on
“Cooking and Eating as Aesthetic Practice”. One of the triggers for the
research project was the encounter with Swiss chef Stefan Wiesner. He had
converted a barn in the rear courtyard of his inn, the Réssli in Escholzmatt/
Entlebuch, into an experimental lab. Alongside a kitchen, the lab is choc-
a-bloc with books, old and new tools, apocryphal spices, plant essences,
aromas and countless woods, some of them several thousand years old.
From here, Stefan Wiesner heads off into the countryside close at hand to
discover ingredients for his thematic gourmet menus. The latest of these,
called “Nature speaks”, is made up of 14 units: water, earth, fire, air, sun,
brook, wood, flame, wind, Big Bang, metal, soil, stone, ash. The tenth
course, the “Big Bang”, is composed as follows: “Salt crucible sounded at
108 Hz, covered with a Chioggia beet in pink pepper water, carrot mousse
with rose-water, carrot greens jelly, black Palatinate beet chips, violet Palat-
inate beet straw, black salsify in caramel nutmeg milk, yellow beet with
sweet-sour pimento, parsley root from the smoker with juniper, parsnip
candied with walnut, celeriac with a crust of salted thyme, kohlrabi with
coriander in wine vinegar, sunflower root with clementine leaves, oat root
in laurel-cheese water, yam root parboiled, root of chervil in alcohol and
Szechuan pepper 50 Hz”. Wiesner explains the history behind each course
with great precision and explains the thinking behind them.

Well before the triumphant march of Nordic cuisine, in fact for over
25 years, Stefan Wiesner has been exploring the various substances in
the world, in part as a counter to so-called molecular cuisine, in order to
transform them in culinary terms. When we first spoke with him, at the
end of 2013, Wiesner commented: “If a chef learned under me then he

1 | See Menke: 1996, pp. 198-201 on authenticity.
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must be able to analyze an Art Deco clock such that he can derive a recipe
from it.” The typography of the clock face, the materiality of the casing and
clockwork, the stylistic and social conditions of the epoch when the clock
was made all lead to certain recipe ideas as regards the choice of compo-
nents and cooking technique that Wiesner then develops through sketches.
Put differently: The clock gets cooked, in part directly using components
such as gold or leather. Stefan Wiesner is therefore not bragging when he
says: “I can actually serve a dish on any topic. You simply have to state the
topic.” What we can see here is a specific interpretation of cooking as a
symbiosis of art, craftsmanship and experience in which the focus is not
only on cooking tasty dishes, but on using cooking as a way to analyze the
world and transform it into a gustatory experience. In this way, and in part
for the very first time, things get grasped in culinary terms. Understood
in this light, cooking constitutes an aesthetic practice that seeks a dialogue
with other artistic practices, with nature and with our stocks of knowledge
of the world. While the path taken by artistic Modernism can obviously
be read as a path from figuration to abstraction, the path of a history of
cooking probably runs the other way: It starts with pure material, as it
were with the abstraction of essences, and from there increasingly moves
towards the figurative and to representational concepts. This explains why
an entire carrot or meat on a bone has become more important than mash,
tartar, pie dough and free aromas: On a plate prepared by Stefan Wiesner
landscapes, objects and abstract entities are raised to the level of culinary
representation. Those who sit down to a Stefan Wiesner gourmet menu
may well be profoundly touched by tastes that they have never experienced
before or that reach back into the depths of childhood and in a strange way
interlink the past and future in the present. At this level cooking can clearly
be understood as a speculative practice which, unlike its most recent equiv-
alent, the “speculative turn”, is able to reach practical conclusions from the
precedence of the world over human thought.

The present volume is subdivided into five chapters or episodes: kitchen,
production, concept, discourse and perception. The kitchen chapter (Krausse/
Leinfelder/von Mende, Regan, Riitzler/Reiter, Surmann, Wiesner) brings
together historical, political and social perspectives on the culinary theme.
The conversation with Stefan Wiesner has been placed at the beginning,
as it is key to the concept and thrust of this book. The production chapter
(Bartha, de La Falaise, Flammer, Home/Oehen, Stromberg) contains fun-
damental angles on the agricultural, botanical and socio-economic precon-
ditions of the current aspects of cuisine that focus on diversity and region-
ality. They also show how the latter two aspects have become cultural and
social paradigms. The chapter concept gets its teeth into the conceptual
richness of cooking and into the biographical-narrative dimensions of
ingredients and aromas. Anneli Kismayr picked constituents that make
sense in terms of cooking practice (meats, vegetables, fats, acids, herbs
and salt), to which Samuel Herzog responded with narrative frames. Then
chefs and artists (Alhiuser, Clopath, de La Falaise, dilettantin produk-
tionsbiiro, Froelich, Frithsammer, Wiesner) were invited to respond to

1
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the chosen constituents with drafts of recipes. In this episode, we sought
above all to vividly emphasize the variance of culinary design practices as
aesthetic practices while also visualizing the roots of the gustatory experi-
ence in biographically informed memories. The discourse chapter (Bonino,
Brocker, Knecht, Martinez, Vilgis, Wiesel) highlights the extension of
cookery to other cultural domains. A key thrust of the perception chapter
(Dollase, International Gastronautical Society, Studer, van der Meulen,
Vilgis/Kdsmayr, Waldenfels) is to foreground aspects of enjoyment and
aesthetic perception as opposed to the customary social discourse framing
of “health, sustainability and ethics”. Among other things, the stress will
be placed on exploring phenomenological aspects of the gustatory and its
close links to other levels of sensory experience. This volume is concluded
by a full bibliography on the subject. We included all references of the con-
tributions, which are of a general interest in view of the culinary turn topic.
If a reference is short cited within the contributions, the reader will find the
detailed title in the full biography at the end of the book.

The present volume sets out to try and highlight the differences in the
approaches derived from theory and practice and thus also to treat the two
as equally valid. Over and above the afore-mentioned chapters, a number
of images are scattered through the book (Kobe Desramault, Lucky Peach).
We want in this way not only to emphasize the key role that the iconic
and the visual play in the current discourse on the “culinary turn” (e.g.,
the different publications on theme brought out by Phaidon Press or in
magazines such as “Alla Carta” or in food blogs such as My New Roots,
Julie’s Kitchen), but also take the perspective of aesthetic practice to offset
the predominance of linguistic approaches to the subject.

Should this volume manage to reach readers in a broad variety of dis-
ciplines and areas of society and succeed in fostering dialogues across all
dining tables, cuisines, museums, restaurants, desktops, libraries and
digital networks, and if it moreover triggers debate, discourses and contra-
diction, then it will have achieved its objective.

Nicolaj van der Meulen/[6rg Wiesel, February 2017



Introduction

Nicolaj van der Meulen and Jorg Wiesel

The kitchen and cooking have emerged as important differentiated cultural
fields in the 21st century. Alongside their important role in the natural and
nutritional sciences, they are also in the focus of culinary studies, design,
art, gastronomy and agriculture. The heyday of issues of nutrition to which
this attests contrasts with the “crisis of food™ some have discerned and
an increasing divergence between nutritional wishes and nutritional real-
ities.?

Recent artistic approaches respond to this paradox with cooking and food
projects. Unlike the “Eat Art” movement or the use of foods in the context of
artistic works, since about 2004 a number of artistic positions have arisen
on the line dividing art and design, agriculture, gardening and gastronomy.
The discussion now hinges not on a more limited understanding of “food in
art” but on broader issues of food, cooking, agriculture and nutrition.

There is an interesting equivalent in more recent gastronomy to this
new turn from art and design toward cooking and eating: By way of
advancing “Nouvelle Cuisine” and “Molecular Cookery”, a culinary practice
has evolved that focuses on “regionality”, “seasonality” and “culinary tra-
ditions”, and it has already been labelled “Nova Regio Cuisine”.? It derives
from an analytical study of rural areas and the interest in turning nature
into something you can cook at a broader level by means of special cooking
techniques. Chefs such as René Redzepi and Stefan Wiesner run their own
archives and laboratories to this end. Selection processes, transformations
of materials, and the scope for contingency when developing recipes all
point to culinary “experimental systems”.*

On 20 February 2014 Swiss Confederate Councilor Johann Schnei-
der-Amman opened the touring exhibition “Wir essen die Welt” (“We eat
the world”) in the Confederate Polit-Forum; the successful show can still be
viewed. Organized by HELVETAS it addresses the themes of “enjoyment,
business and globalization” and discusses the changing socio-political

1 | Kimmich/Schahadat: 2012.
2 | Rudolph/Bassett: 2014.

3 | Dollase: 2014.

4 | Rheinberger: 2001.



14

Culinary Turn

relevance of nutrition. At almost the same tie, several exhibitions explored
the question of healthy nutrition (Vevey in 2015; Marseille in 2014-5; Linz
in 2014-5; Cape Town in 2016) and the importance of eating and food in art
and design (Eindhoven in 2013; Wolfsburg in 2013-4; Bergisch Gladbach
in 2014-5). The success of TV cooking shows, food trucks, elaborately
designed cookery, gastronomic and culinary books and blogs,’ the growing
significance of the kitchen as a design task (through to the “Moley Kitchen”
in the age of IoT) and the ever greater attention paid to celebrity chefs given
the status of artists, all point the great social interest in nutritional habits
and the alimentary practices of preparing food.

Hypothetically, one could speak of a culinary turn, although the strong
public interest thus expressed in questions of cookery and eating, as well
as the discussion of central social questions such as sustainability, health
and nutrition contrast with the “crisis in food” some have diagnosed.® In
numerous countries there is evidence of growing dissatisfaction among
consumers with their own food and the quality of life, which can be
attributed to external constraints (flexibility, mobility) and the wish in
society for healthy nutrition, as covered by the media.” Complete nutrition
such as “Soylent” (and the related discourses) are one expression of this
crisis. They strip citizens of any personal responsibility, but come with
the price of purely physiological intake bereft of any culinary enjoyment.
Assuming a culinary turn politics and society face the paradoxical challenge
of balancing the strong wish for a creative and joyful culture of food with
the crisis in nutritional realities and the hunger for pragmatic solutions.
The wealth of magazines,® columns, blogs, books and TV shows
devoted to things culinary is a strong indication for the virulent debate in
contemporary culture on issues of nutrition. This also reflects the swiftly
changing culture of cooking and nutrition — in a medium- or genre-spe-
cific way. Swiss writers Dominik Flammer and Sylvan Miiller have studied
the “culinary heritage of the Alps”, not only analyzing how individual
farmers, breeders, fishermen, cooks and restaurant owners contribute to
maintaining culinary diversity, but also considering cross-border “taste”
as a response to a hard-to-define need for “genuineness, credibility and
authenticity”.’ In Pippa Lord’s Foodblog “Sous Style”, people present the
dishes they create in their own homes. In Despina Stokou’s blog “Bpigs”
(2009) recipes are posted for the illicit participation in a dinner for
Matthew Barney and Elizabeth Peyton. Chef Mina Stone has together with
artist Urs Fischer developed a cookery book called “Cooking for Artists”

5 | Selby: 2012; Redzepi: 2013; http://www.arthurstochterkochtblog.com; www.
derultimativekochblog.com; http://www.whatkatieate.com

6 | Kimmich/Schahadat: 2012, p. 7; Wilke: 2005, p. 7; Dell’Agli: 2009.

7 | Rudolph/Bassett: 2014, pp. 1f.

8 | King/Williams: 2014.

9 | Flammer/Miiller: 2013b, pp. 10, 16.
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that was then distributed through Gagosian Gallery." In “Artist’s Recipes”
a year later artists brought out recipes they authored attesting to their
primary or secondary passion for cooking." Through these and other pub-
lications, cooking and eating can be read as aesthetic practices that offer
models of subjective identity we can adopt if we want. Magazines such as
“The Gourmand” seek to bond with art and design when, for example, pre-
senting Berlin restaurant “Themroc” (Manuel Schubbe) under the heading
of “Sculptures Don’t Eat”? and relying photographically on an aesthetic
that corresponds with the profiles of the social media. The above series
of publications could be continued at will and leads to one of our initial
questions: In what way do art and design now communicate the transfor-
mation of culinary and convivial structures and what specific contribution
do they make to current debates on food and cooking in society?

Within the above-mentioned development, cooking and food can be
construed not just as everyday practices but also as aesthetic practices.
Starting with the “Manifesto of Futurist Cooking” (1930), the Eat Art
concepts developed by Daniel Spoerri et al in the 1960s, and the doctrine
of the “Art of Cooking” developed by Peter Kubelka from 1978 onwards,
countless positions have emerged that investigate food not only as an object
of representation (still life) or representational material, but explicitly as
edible representational content.”® One famous example would be Rikrit
Tiravanija, who uses the museum space as a kitchen and a place for social
encounters, and thus contributes to a debate on the “relationality” of art.™
Expressions of the opening of the traditional concept of the artwork through
eating would not only be the restaurants run by Daniel Spoerri (1968) or
Gordon Matta-Clark (19770), but also the shared eating projects more or
less directly integrated into the artistic work as promulgated by artists
such as Tobias Rehberger or Olafur Eliasson — without clearly being dis-
tinguished from “lifestyles” (monopol, 2014). Berlin-based Icelandic artist
Olafur Eliasson recently brought out a cookery book that shows his team
in conversation with chefs such as Alice Waters and René Redzepi.P A few
years earlier, chef Ferran Adria presented his concept of molecular cuisine
at documenta 12 (2007).!¢ Artist Dieter Froelich tabled two books, “supen”
and “Topografie der Gemengsel und Gehicksel” that are both aesthetically
and conceptually lucid examples of how historico-critical effort and con-
temporary culinary practice can bond beyond all disciplinary boundaries
to form an aesthetic practice — in a conceptually well-designed book.”

10 | Stone: 2015.

11 | Jahic/Réthlisberger: 2015.

12 | Teasdale: 2012.

13 | Autsch: 2015; Lemke: 2007a.

14 | Stahl: 2011; Bourriaud: 2002/2009.
15 | Eliasson: 2013.

16 | Lemke: 2007a, p. 31.

17 | Froelich: 2010/2012.

15



16

Culinary Turn

Countless artistic positions are currently to be found straddling the
unclear terrain between ecological farming, social projects, design and
curating and interfacing art and cookery. Unlike most of their predecessor
movements in art history, these projects end in the bellies of their guests.
Food is no longer representational material or subject matter, but the object
of reflection on nutritional cultures that evolve in the act of tasting. Thus,
Swiss artist Sandra Knecht explores the political and cultural conditions
of possibility for “homeland” in a transferred and converted barn called
“Chnicht” (Swiss German for “Knecht”= servant). “It’s Sunday again” (a
German pop song of the 19770s), she serves her guests gustatory perspec-
tives on a home world and regionality and explores the political, ecological
and cultural conditions for these. As primarily temporary installations
(pop-up restaurants, food trucks) other artists investigate political rela-
tionships (conflict kitchen), less frequented spaces (SCU Yamada Studio),
position themselves on the interface to farming culture and the rural world
(Dimity Jones, Ayumi Matsuzaka, soil culture) or address issues relating
to waste and food waste (WastED, Zur Bleibe, Wildbolz, Valentin Beck/
Adrian Rast). In the process, specifically traditional artistic questions
such as “being touched” by art (dilettantin produktionsbiiro, International
Gastronautical Society) are examined under new conditions. On the one
hand, so we propose, from the artistic perspective the critical enquiry into
cookery and food seems especially appealing as a means of linking tradi-
tional artistic maxims such as the triad of movere, delectare and docere to
contemporary issues of nutrition. On the other, in the interaction of art/
design and cooking, the narrow confines of art are abandoned so that a
description of these activities as an aesthetic practice seems to be an appro-
priate angle to take.

NovA REGIO AND REGIONALITY

The culinary and gastronomic paradigm of the early 21st century in the
field of cookery/food is that of an autochthonous cuisine that derives from
culinary traditions and is seasonal in thrust: It has come to be known
under the term Nova Regio cuisine and René Redzepi has identified it as
the cuisine of tomorrow.” In consultation with Redzepi, former master
chef at the Noma,"” Jiirgen Dollase has defined the semantic characteris-
tics of Nova Regio cuisine. Here, the consistent implementation of region-
ality and seasonality form the main agenda. What is quite literally close at
hand in the region (and was often previously not used as food) becomes the
precious resource that chefs seek to use. The goal of Nova Regio cuisine is,
for example in the cooking of Stefan Wiesner (CH), not to use only the nut,
but the whole tree and thus significantly improve the criteria of sustain-

18 | Redzepi: 2011.
19 | Redzepi: 2010/2013.
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ability and diverse tastes.”” Nova Regio cuisine techniques draw here on
inter-culturally adapted cookery methods for effect” and on the insights of
molecular cooking?? and food pairings®’. The Nova Regio menus rely on
discerning recipes and high-grade ingredients and can not least be under-
stood as visual and culinary representations of usually rural worlds. Chefs
such as Elena and Juan Mari Arzak, Andoni Luis Aduriz, René Redzepi,
Magnus Nilsson and Stefan Wiesner typically adopt a conceptually reflec-
tive approach that translates in exemplary fashion current issues of
nutrition and culinary culture (sources of ingredients, regionality, sustain-
ability, cooking techniques) into recipes.

As mentioned above, Stefan Wiesner’s gustatory method bears special
consideration in this regard: He analyzes and archives the currents in con-
temporary cooking such as regional cuisine, Nouvelle Cuisine, Cuisine
Naturelle, Cuisine du Marché, Euro-Asian cuisine, Mediterranean cuisine
and molecular cookery. In this context, he also emphasizes a reflection
of social aspects such as species-appropriate farming and fishing, human
nutritional policy and nutritional methods based on dietetics.** Wiesner
attributes his “culinary aesthetic” to a creative method derived from
Alexander Skryabin’s compositional techniques and his synesthetic “visu-
alization of music and art”®.

Despite the potential Nova Regio cuisine has as regards new nutritional
issues and their political implications, the criteria used bear studying a little
more closely: First, how consistently are the product criteria of regionality
and an organic methodology practiced, in particular with the view to inter-
nationally adapted cooking techniques? The Noma restaurant for example,
which was voted best in the world in 2010, 2011, 2012 and 2014 (Restaurant
Magazine Top 50), cooperated with the Nordic Food Lab platform which
transposes international cooking techniques onto regional ingredients.
Second, in what way do the afore-mentioned chefs develop a knowledge
of taste and developments in taste given their emphasis on the autoch-
thonous? Founded in 2009, the Basque Culinary Center in San Sebastian
is an international college for chefs attached to the private university in
the Basque capital that takes its cue from this approach and has featured
an International Advisory Commitee (with Adria as its president) which
brings together chefs such as René Redzepi (Denmark), Heston Blumen-
thal (UK), Michel Bras (France), Alex Atala (Brazil), Yukio Hattori (Japan)
and Enrique Olvera (Mexico). Despite their respectively different cultural
and gastro-historical origins, all the chefs who aspire in San Sebastiin to
develop the future of food share a focus on experimentally reflecting on

20 | Dollase: 2014.

21 | Redzepi; 2010/2013; Gilmore: 2012; Wiesner: 2011; Aduriz: 2012.
22 | Vilgis: 2007; Adria et al.: 2014.

23 | Blumenthal: 2002; Caviezel/Vilgis: 2012.

24 | Wiesner: 2011; Mepham: 1996; Lemke: 2007b/2012.

25 | Wiesner: 2011.

17



18

Culinary Turn

the 350-plus smell receptors and their roots in the human brain. Third,
what artistic staging practices and concepts are adapted in order to reposi-
tion the practice of cooking beyond some crafts understanding of the dis-
cipline? Ferran Adria, former master chef at the El Bulli restaurant outside
Barcelona, revolutionized cookery and food world-wide with his gustatory
and gastro-aesthetic innovations in the field of molecular cooking. Fourth,
what significance do the paradigms of “regionality”, craftsmanship and
“cultural heritage” have in an age of globalization, migration and digi-
talization? Where is the interface to a paradoxically nationally-defined
hipster community that proves to be highly sensitive to the conservative
preservation of traditions? To what extent does an insistence on region-
ality and local trade routes lead to an undesired narrowing of culture and
the open abandoning of cultural achievements? Thus, Tobias Moorstedt
recently remarked: “A cosmopolitan consumer will thus buy olives from
Morocco and not from a burn-out therapy farm in Breisgau. A cosmo-
politan consumer knows that tomatoes from Spain may possibly have a
better eco-balance than local vegetables. [...] A cosmopolitan consumer
is open to ideas and things that are alien in order to advance, and also
advocates precisely this being possible for people in other places.”® Moor-
stedt’s position seems to be as self-evident as that of the growth critics. The
question is less whether you vote for or against regionality and more how
you can interpret regionality in a way that can be deployed productively in
economic, ecological, political and aesthetic terms without imposing limits
qua doctrine. It is obvious that paradigms rely on confessions of principle.
And it is equally obvious that such confessions are prone to intrinsic con-
tradictions: “See: with lovers, When they start to confess, How soon they
tell lies.”?

PERSPECTIVES ON REGIONALITY AND SUSTAINABILITY
IN LIGHT OF SocioLoGY AND CULTURAL STUDIES

Starting from Simmel’s study of the constitution of community through
eating (1957) and the structuralist examinations of the relation of nature
and culture in food,?® detailed fields of research have arisen on the social
implications of food and nutrition. Although at an early date there was
discussion of the humans’ so-called “omnivorous character” and their
dual membership of nature and culture, sociology has tended to focus

26 | Moorstedt, T. (2016): Local Hero. ‘Aus der Region’. Der Kauf lokaler Produkte
und Dienstleistungen ist zum Hipsterbekenntnis geworden. Doch der neue Provin-
zialismus macht die Welt nicht besser, sondern unter Umstdnden nur dimmer, in:
Siddeutsche Zeitung, no. 241, October 18, p. 11.

27 | Rilke, R.M. [1910] (2009): Song ““You, whom | do not tell”, in: The Notebooks
of Malte Laurids Brigge, tr. Michael Hulse, Harmondsworth.

28 | Lévi-Strauss: [1964] (2000); Douglas: 1979/1988.

29 | Fischler: 1990; Emmison: 2003; Johnston/Baumann: 2007.
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primarily on questions of the social or family structuring of eating® and
differentiation through it. By contrast, more recent developments as regards
essentialization (“natural”, “genuine”) and the aestheticization of cooking
and eating seem to not have been studied much.

Social attention to food not rarely articulates a wish for physical well-
being, for sustainability and for social distinction. Products have, under the
labels of sustainability, health and genuineness, become a trend focus in
nutrition, and a socio-political task.*! Filmmaker Valentin Thurn summa-
rizes the content of his own new documentary film “10 Billion. What’s on
your plate?” (2015) as follows: “The most important thing is that basic food
supplies must come from local farms” (on German TV show “titel, thesen,
temperamente”, May 29, 2015). The prehistory of the development that dis-
tinction has less to do with delicatessen meals from abroad and more with
sustainable regional produce hinges on the Slow Food movement of the
1990s as one of the driving forces behind growing regional organic food.*
The idea is to overcome the contradictions people experience between the
nutrition they want to have and the reality by boosting the consumption
of regional and natural products.® In this context, the growing success of
the Urban Gardening and DIY movements bears mentioning as regards
producing food in a way that interfaces between social focus and high-tech
production methods.**

The contradictions between a cultural identity based on regionality
and a socially and educationally desired inter-culturality have not yet
been solved in terms of social sustainability.> Given the complexity of the
relationship between nutrition (production) and cultural identity and the
related historical dimension® the pragmatic definitions of regionality (e.g.,
a quantitative limit to 50 or 100 miles, sustainabletable.org) seem neither
sufficient nor productive.

While aspects of the sustainability of nutrition (global vs. local food pro-
duction, ethically appropriate approach to animal husbandry, “green revo-
lution”, protection of arable land) form a key focus of research in interdisci-
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plinary Food Studies,” often “naturalness”, “regionality” and “tradition” are
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seemly presumed to be the stable variables of a good nutritional practice.*®
“Naturalness” is taken as a secure horizon of meaning, without reflecting
at the same time on the paradox given the long since disenchanted state
of nature.* Trailblazing in terms of the educational and communicative
strategy are the Revis Project (2003-5), the European Food Literacy Project
and the Harvard University Food Literacy Project, which seek to nurture
an understanding for a transformative, alimentary practice and its rela-
tionship to agriculture, cooking and nutrition. Here, the need for interdis-
ciplinary collaboration on issues of nutrition and culinary studies are laid
out.*

As ethnologists, Ulf Matthiesen and Bernhard Tschofen site the stronger
attention in regional cuisine and the “constitution of regional cultures of
nutrition” in the discourse on globalization. In light of the “re-regional-
ization of the European food and beverage cultures” Matthiesen defines
the rediscovery of regional cuisine not as a “counter-movement against the
dynamics of Europeanization and globalization”, but as “their strict comple-
ment”.* This goes hand in hand with a focus on rural spaces, as products
made regionally using artisanal methods.” Matthiesen and Tschofen view
the greater attention to regional cuisine critically: They place the reference
to regional culinary arts in the context of the terroir principle and think
it advances the myth of the interaction of the earth, climate and species.
However, this myth, they say, rests in great part on the imagination that
construes the reality of the rural regional countryside not as a product of
an “historical and current agricultural regime™* and likewise not as the
adaption of concepts that stem from elsewhere.

PHILOSOPHICAL PERSPECTIVES
AND ANTHROPOLOGICAL THEORIES

Taste has always played a subordinate role in the classical doctrines of
the senses and the debate on the hierarchy of the same as regards the
issue of aesthetic experience and knowledge. It belonged, for example in
the thought of Thomas Aquinus, to the sensory organs that first need to
be nurtured. Bernhard Waldenfels attributes the lack of philosophical
consideration of the sense of taste to its link to primary needs: Meals and
beverages have the character of being necessary for survival (see article in
this book). In Classical Antiquity and Modernity, the enquiry into nutrition

38 | Kneafsey: 2010; Betsy et al.: 2010.
39 | Riickert-John: 2010.

40 | Wierlacher/Bendix: 2008.

41 | Tschofen: 2007, p. 25.

42 | Matthiesen: 2005.

43 | Waters: 2010.

44 | Tschofen: 2007, p. 41.
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and the culture of food, starting with Hippocrates, Epicurus and Claudius
Galenus, centered on aspects of balance and dietetics. Both the ancient
doctrines of ethics and early Christian theology think of food and drink in
the context of moderation, bodily harmony, renunciation, asceticism and
sacrifice. Under such conditions, a diversity of taste and an intensity of
culinary pleasure seem precarious in terms of both morals and health.®
This ethical take on and tabooing of gustatory enjoyment is seeing a
renaissance in recent discourses.

An explicit historical reassessment of nutrition and the related efforts
to establish cookery as an art started with Christoph Wilhelm Hufeland’s
reasoning on macrobiotics*® and thus first came into its own in the early
and mid-1gth century,” whereby in particular Vaerst’s outline of a gastro-
sophy distinguished healthy and ethical nutrition from Brillat Savarin’s
“gourmet doctrine™.

A “gastrosophy” that took its cue from ethical, political and health
issues has in the last 20 years made substantive contributions to a “philos-
ophy of food”. On the basis of philosophical traditions, Harald Lemke and
Kurt Rottgers elaborate a philosophy of cooking and eating that is consis-
tently geared to questions of “practical reason”, of the political and ethical.*
Réttgers proposes a “critique of culinary reason” as a “post-Kantian menu
of the senses” As a supplement to or compensation for the non-existent
fourth Critique, Rottgers reflects on the cultural implications of cooking.
An aesthetic foundation of cooking, so Réttgers, would originate in cul-
tivating the senses. He thus adds an aesthetic dimension to an ethically
structured discourse. Harald Lemke places his concept of gastrosophy
clearly in the context of politics, ethics and morals. His “ethics of food”
discusses the philosophical history of the alimentary and the culinary and
ends, borrowing from the Frankfurt School, in a “critical theory of good
food”. In his “politics of food” Lemke seeks to integrate fields as divergent
as global starvation, nutritional sovereignty, political gardening, and slow
food. In this gastro-ethical approach, sovereign citizens who have success-
fully undertaken the program of gastrosophical education, define their
right to “good food”.

What is striking about the philosophical discourse is that an emphatic
aesthetic definition of the culinary arts and the diversity of taste actually
only occurs marginally or as a social taboo,* in other words essentially ex
negativo. Pleasure and culinary diversity are, like fast food suspected per
se of being unethical and unhealthy and inserted into an action plan of

45 | Endres: 2002; Diaconu: 2013a; Lemke: 2007b.

46 | Pfeifer: 2000.

47 | Rumohr: [1822] 2010; Brillat-Savarin: [1825] 1979; von Vaerst: [1851] 1975.
48 | Lemke: 2007b, p. 375.

49 | Lemke: 2007a/2012; Rottgers: 2009.

50 | Lemke: 2012.
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“should, may, can” without in the process reflecting on the justifications
for moral principles.*

Against the backdrop of philosophical debate and the intentions of
aesthetic practices of art and food, elaborating an aesthetics of taste as
regards aspects such as enjoyment, hospitality, community and touch
would constitute a project in its own right. In the center of studies of the
community at table, on orality® and on gastrosophy, in particular the
element of physiological and metaphorical touch by the gustatory forms a
relevant lacunae. Presumably there are special conditions for this. Chefs,
artists, gastro-critics and physicists point from different angles to the fact
that taste and aroma can have a specific complexity,” texture, tempera-
ture, pictorial status, spatiality and temporality>* that can only be accessed
by “culinary intelligence™. It is becoming ever more apparent here that
concepts of cookery and enjoyment can be addressed with exact scientific
definitions.*® The hypothesis would be that an elaboration of touch by taste
from the viewpoint of cultural studies and philosophy cannot be under-
taken without differentiated observation and analysis of aesthetic practices.

There are above all two relevant methods for elaborating on a “touch by
taste” alongside contemporary artistic/design-based and culinary practices:
1. Starting from Iris Dirmann’s (and here she follows Simmel: 1957) defini-
tion of the company at table as the constitution of community,”” Bernhard
Waldenfels has devised the initial basis for a phenomenology of food and
drink, emphasizing, in light of Marcel Mauss among other things the
importance of the “gift”: Food is characterized as something that from the
outset has to do with others®® and affords an opportunity to “ingest” the
other culturally.”® “Tasting” constitutes the touching of the Other. In this
context, secondly, the element of the transformation of sustenance into
enjoyment, energy and content is key: Following Richard Wrangham’s
lead, Michael Pollan has pointed to the importance in human evolutionary
history of cooking sustenance®® which will be discussed in greater detail in
the following article on the image of the plate (see van der Meulen).

Given the simultaneity of rising attention and the crisis of food and
nutrition one can talk of a culinary turn that shows how central questions of
society today are discussed in the form of questions of nutrition, preparing
nutrition and the food culture. The editors of this volume assume that

51 | Wilk: 2010; Hofstadt: 2009; Hirschfelder et al.: 2015.
52 | Kleinspehn: 1987.

53 | Vilgis: 2007/2009; Vilgis/Vierich: 2013.

54 | Dollase: 2014.
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56 | Vilgis: 2014.

57 | Darmann/Lemke: 2008.

58 | Mauss: [1923/24] 1990; Waldenfels: 2008/2010.
59 | Mohring: 2012.
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where they interface art and cooking offer respectively unique models for
a sustainable and enjoyable culture of nutrition. At the points where they
intersect one can detect a shared interest in social issues, in the specific
practices of the experimental transformation of commodities, in current
questions of sustainability and communication. The goal of this book is
to identify the coordinates where art and cookery meet and assess their
potential for current social questions of cooking and eating.
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Nicolaj van der Meulen and Joérg Wiesel: To start with, let’s talk about your
approach to cooking. How do you create a recipe, and a gourmet menu in partic-
ular? The way you work seems related to certain methods employed in design
and the arts. Can your way of cooking be termed concept cuisine?

Stefan Wiesner: A traditional understanding of cooking often views chefs
as creating their dishes arbitrarily or by following their intuition. One
example of this is color cuisine. It involves cooking by color, ingredients are
chosen according to their visual qualities. Another problem is that while
chefs might learn a lot about their craft at culinary school, they often don’t
question what they have learnt. Chefs often lack the courage to do their
own thing. They want to stand out from the crowd, but they don't dare to.
I would prefer to tell stories, express something and question the status
quo. My thinking and my action may be childish or naive at times. It often
requires explanations. Through my way of cooking I gain knowledge of
nature, art and the sciences, because for each menu I look at a particular
topic. And this always brings a learning effect with it.

To me, the message of a menu is key. While in the past I created menus
and then gave them a name afterwards, I do things the other way around
now. [ need the idea and the concept to be thought-out first. So in this way,
“concept cuisine” does fit. I begin by asking myself what I want to express
with a menu, which subject matter I'm interested in: a clock, a building
site, Dada. Then I create the menu on the subject — with my one condition
always being that everything I use should be as regional and seasonal as
possible. In the past I focused on perfumery and scent — my second book
was also written in this context [Avantgardistische Naturkiiche, 2011] - I
travelled the world, and brought tree bark, resin and essences back from
wherever I went. Recently I have become a little more calm and concen-
trated, I am returning to my own roots. The mind needs to be sated in
order to return home.

On the other hand, logical and aesthetic deliberation also brings you
closer to the arts. You move away from the craft you learned a little. But
having perfect command of your craft is a prerequisite, on which it is then
necessary to build through expressing inner, personal aspects. This holds
as true for architecture as it does for graphic design. And this is what I
try to convey when teaching the arts and design students I work with at
your University. They shouldn’t imitate but develop. It works exactly the
other way around in the catering trade: a chef goes to work with Andreas
Caminada, and a few years later he will cook perfectly — but exactly like
Caminada. It takes years to free yourself and develop something of your
own. Some never achieve this and continue to create Caminada cuisine,
while others manage to incorporate their own personality. In my eyes it is
only when this happens, when the chef’s own personality shines through,
that you encounter a true dining experience and real culinary art.

NvdM/JW: You said that you want to express something through food. That
isn’t a given for many people, seeing as just seventy years ago people in Germany
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and Switzerland had to worry about where their next meal would come from
and how to make rations last. When going to a restaurant in the sixties and
seventies, people actually just wanted to have a good meal, which also meant:
satisfying their hunger. When you say you want to express something through
your cooking then there’s something else at stake, this isn’t about feeling full or
eating tasty food. What do you mean when you talk about “expression”?

StW: Of course food is primarily “life” in the sense of “survival”. This is
still a part of our culinary daily life. Well-cooked, fresh, organic everyday
meals are of course very much desirable. In restaurants more so than at
home things like hospitality, the presence of other diners or a special atmo-
sphere conjure up a sense of pleasure and contentment — this holds true
even for fast food restaurants. I want to raise the bar in my restaurant in
this respect. It should be as though my guests were going to the theatre or
to see an opera. [ want to take them on a journey to another world. The food
might be thought-provoking, causing them to think about what they’ve just
eaten, or conjuring up a memory, maybe even one from their childhood.
Discoveries in the field of neuro-gastronomy are interesting to me in this
context. It investigates how food can trigger certain memories or feelings.
Scents can even have this kind of effect by themselves. I am looking into
this at the moment. I create four menus per year, which means that I can’t
delve into the topics involved as deeply as I would like to. What is the case
instead is that I investigate a topic, then I process it and convey it in the
way | understand it. I assimilate existing knowledge and turn it into my
own, which is why I like to call myself a charlatan. You could also say I
turn it into art, because what exists can be modified. The ancient Greeks
for example considered there to be four elements and the Chinese had five.
Why not combine all of them and turn them into six elements? I have
included ash once more, because it stands for the mineral element and we
all return to ashes. That is how I interpret myself, with truth or untruth or
simply with naivety. I also look at spagyrics, at holistic thinking about the
body, mind and soul for the purpose of healing. And I practice spagyrics —
however, my motive doesn't lie in healing but in bringing these principles
to the realms of cooking and eating.

JW: Where does the urge to incorporate knowledge from the most diverse of disci-
plines come from? That’s rather unusual for someone like you, who has learnt
their trade as professionally as you have.

StW: I probably have a predisposition of some kind towards it. Not every
chef is interested in, or inclined to, put knowledge into practice and listen
to their inner voice. My species will probably die out sooner or later or
become involved in other disciplines, for example in art, which I also feel
very close to of course. If I was a carpenter rather than a chef I might be
creating the same kind of art, just using wood.
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NvdM: Was there a turning point for you, at which you noticed that there was a
transformation in the way in which you cook, away from how you approached
cooking before and towards the discovery that you can do something else with
cooking than fill people’s stomachs and create good menus — namely, express
something with these menus and tap into a range of topic areas and investigate
them?

StW: This realization really crystallized over time. It began to happen
unconsciously and became more and more deliberate as time went by. I
now work towards things I would have done intuitively in the past in a
much more purposeful way. Previously I would let myself be led by my gut
feeling when creating menus. With time this became more professional
and ambitious. When I cooked Scriabin in mystical harmony in the color
key I realized I was going too far. No-one except for classical musicians was
able to comprehend what I was doing. So I aimed to make my food acces-
sible to all once more, amongst other things through employing smaller
harmonies. The harmonies in a menu are created using taste and texture.
In the past they were much bigger, but nowadays they are smaller, which
makes them easier to understand. If you create a harmony with fifteen or
twenty components it always works out, because you can blur everything
a little. This is where things are currently headed: dishes contain so many
components that you've actually enunciated an entire menu on a single
plate. Reducing things to a few harmonies makes it simpler and easier to
understand, but more difficult at the same time. That’s the “monotypic”
culinary art I strive for, creating harmonies out of five or six elements.
They might be easier to comprehend but they also require more skill
because they force you to be precise.

NvdM: Which role does what is generally called “holism” play for you? You say
that actually it isn’t just the apple that’s interesting in terms of fruit but the
entire tree. Why do we need to take a more holistic look at the apple?

StW: This is always about the interplay between body, mind and soul.
As a child I arranged tins of food in the cellar in pretty ways and burnt
cardboard boxes and packages in the heater. I thought that people who had
fresh vegetables in their basket were poor and those who had cans were
rich or well-off. And so I stopped off at a whole range of different stations
as a chef too, from truck stops on the Route Suisse to pajama parties to
country nights, I cooked Spaghetti a discretion for the entire family for
eight francs. It was only when I wrote my first book [Gold Holz Stein, 2003]
that I actually realized what I was doing. The chemist Markus Zehnder first
made me aware of the fact that I am engaging in spagyrics, for example
through employing incineration. The press called me a Paracelsus, and
I didn’t know who that was. In the end, the dose makes the poison, and
I began to look into these topics and employ particular techniques more
deliberately. I only realized as I was doing it that this was my own inter-
pretation of spagyrics —just not in the homeopathic sense, of course. Even-
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tually I touched upon a wide range of subject fields. For example I cooked
Paracelsus in the planet. And the planets themselves are in the metals and
in the plants. The moon for example is silver and has whitish growths. The
sun is yellowish and has red plants and is associated with gold.

So I broached many topics, the most recent of which was monotypic
culinary art, which, in the sense of a narrow mode of thinking, asks where
and with which neighbors something grows, which animal occupies itself
with what. This includes, amongst other things, the singing trees, which
communicate with one another, as well as what is happening inside of
them and what they yield for us: their leaves, fruits, woods, juices, tars,
bitumen. Birch tar or coal for example that is distilled into vinegar. Those
are building blocks, which I have collected and finally unified to form a
key.

JW: So you proceed from the technical knowledge you gained in your training
as a chef and take this as the basis, and this is joined by a great interest in
approaching other fields, communicating with these and using the structures
you have learnt in connection with them, such as for example with music and a
composer like Alexander Scriabin.

StW: Exactly. But it can be Leonardo Fibonacci’s arithmetic, too. This in
turn could provide the formula for a spice mix. Or if we were to look at the
golden section: It exists both in the human body and in our architecture.
Everything is connected in this way; it ensures proportions are balanced
and harmonic. The same principle can be employed in the kitchen, too.
Architecture can be found on our plates, in our chairs and tables. An
architect works in a similar way I do, we are very much alike. And this
finally holds true for all those working in the creative industries; the way
we think is the same.

JW: In the context of our research at the Institute for Aesthetic Practice and
Theory we are also interested in the fact that you don’t merely let the other art
forms you're interested in stand for themselves, but instead allow a third entity
to arise out of the encounter between your culinary art with music, architecture
or even the agricultural sciences — a third quantity, which you communicate to
your public, your guests or students. Would you agree?

StW: That third element you refer to is the heart, it’s love. When you’re
eating, you can listen to yourself, to your own awareness, I think that’s
what it is. Food and art give rise to a sense of contentment that we all strive
for. Art shouldn't stir up aggressions either, despite there being those who
might provoke them. In my opinion what the combination of culinary art
and other disciplines ultimately create are a sense of pleasure and love.

NvdM: Earlier, we spoke of the notion of a concept. Concept implies that a lot
of ideas are generated, developed and categorized beforehand, before the actual
implementation takes place. There were various different trends in painting,
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such as for example Impressionism and Expressionism, which generally tried
to circumvent the conceptual and communicate directly with the empty canvas.
For other movements the things happening in the artist’s head beforehand were
decisive, and their implementation was nothing but an organic continuation
of the preceding thoughts. I would ascribe your practice to the latter. The end
product, which can be experienced and received, is important — but so are the
thoughts going into it before, as they ensure the harmonic balance in the end
product.

StW: I agree. The thoughts always come first; putting them into practice is
actually the easiest part. When I clear my mind for what I want to express,
a perspective opens up that allows me to see it. [ can draw from every
magazine, every TV program in this way. I write it down, order it and then
[ turn it into the story, the menu. When I have all of the elements I need I
can write it in one day.

NvdM: You are essentially a gustatory architect. In relation to his work, Le
Corbusier spoke of the “promenade architecturale”, which refers to the architec-
tural design choreographing the experience which occurs when walking through
the building. You pass through Le Corbusier’s structures and in doing so you
experience architecture as a unity.

StW: Something similar applies to the succession of dishes in the menus
I create. It’s possible to puff up a single course and enhance it to the
extreme, but this tends to just confuse the guests. In my opinion a menu
needs peaks and depths, has to be made up of new things, tried and tested
aspects and even primitive ones. It has to address all senses in order to tell
a holistic story. You could say a menu leads you through different rooms,
and you take them in one by one. My strength seems to lie in being able
to envisage such a succession of rooms and, if needed, tear down some
walls, fill the space with new furniture and change the lighting — I can
even change from an interior perspective to an exterior one. I have a good
imagination: I dream up a lot of things when I'm cooking or writing. And
if there’s something I don’t quite like about what I'm doing, I'll take the
thought and my writing material to bed with me and work it out overnight.
I tend to have the solution the next day. This meditative procedure does
have a bit to do with white magic. Magic necessitates a great imagination,
if you meditate enough it lets you pass into a second body, the astral body,
which allows you to fly, walk on water or through the fire. If I have been
to New York once I can travel there in my mind whenever I want, look at
houses and shops and sit on a bench and look at the people walking the
streets there.

NvdM: Do you also see this as a gustatory journey?

StW: Of course I do know how shrimp tastes and I can imagine saffron.
But obviously it doesn’t work in the way that I can actually smell all of these
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scents with my nose or really taste them. You can certainly also use books
as an aid. But with a good imagination you can let your mind wander into
a petrol motor and all the way to the cylinder. You can watch the cylinder
go up and down. And the drive shaft. You can see that in your imagination.
If you have a large enough imagination the possibilities are endless. If
I go into the forest with students, I ask them to look at nature very closely,
for example at how a tree is composed, with its bark and lichens, or at
the interplay of colors. These observations and realizations can be useful
in many contexts; you just have to translate them. What’s important is
being more open, more conscious, and turning what you've perceived into
something that is your own. This doesn’t mean you're not allowed to copy,
but you should create interpretations rather than straight copies. But why
not take ten architectural structures you like and blend them into one?

JW: It seems very interesting to me that you have always attributed a life force to
the materials and textures you work with as a chef. You meet a piece of wood, a
seed, a flower or a piece of meat almost as though on an equal footing, you read
them as subjects.

StW: With the plants and animals I use in my cooking, I try to incorpo-
rate the place in which they grow or live. This might mean combining the
snail’s eggs with the plant and the fish with the algae that surround it in
nature. But there’s nothing wrong with thinking about this in a contrary
way, for example bringing the Alpine goat together with the wolf of the
sea. The thing that is the most important to me in all of this is doing it
purposely. If the chain of thought that forms the basis is not coherent and
elements are combined willy-nilly, I can’t stand for it. I did, for example,
look into the Chinese and Greek theories on temperaments at the sugges-
tion of a student of mine. This led me to create a menu with six courses,
each of which is attributed to an element: air, fire, water, earth, wood and
metal. I noticed that you can find the elements wood, metal, glass and
water in many wellness restaurants, which are of course places were guests
can lean back and relax. This led me to the realization that it makes sense
to cook with these elements too and thereby create a connection between
eating and the way we live. The most important thing for a human being is
his cave, whether this is a hole in the mountain or a modern home, as well
as the presence of fire and water. Those are very important elements, which
most people like to have around them.

NvdM: Let’s speak about some of your drawings, in which you design your
menus, in this context of elements.

StW: Interestingly those have totally slipped my mind. In the course of my
examination of monotypic cooking I very strongly projected my thoughts
into the menu and mulled it over many times. This was followed by a phase
of sickness during which I was somewhat removed from the work I had
done previously. This meant that when I later did put my ideas into practice

33



34

Culinary Turn: Kitchen

I made many mistakes. If I had mentally revisited the menu before imple-
menting it that wouldn’t have happened. It is essential for me to take some
quiet time to myself at some points during this process, where no one will
ask anything of me — and sometimes this can take two or three days. Of
course this isn’t always easy for the people around me.

JW: How do you communicate with your coworkers? Do you show them your
sketches?

StW: Yes, I make sketches and give them to my crew, sometimes these
also feature menus or recipes. My team is strong enough for its members
to grasp my ideas through spoken dialogue only, without me needing to
actually formulate a recipe. I only write down recipes for the more complex
foods, such as bread or sausages.

JW: Your sketches suggest that you conceive dishes visually from the very start,
in terms of using different colors and already considering the way you want to
present these to your guests.

StW: Yes, in part, but I remain flexible in this respect because ultimately it
boils down to the materials I end up using in the dishes. Sometimes you
have to compromise, for example if the original idea would create too much
work for the chefs. In the end it has to be possible to serve the menu — it has
to be doable. You can't stretch to the point where things need to be fried,
cooked or served with such extreme precision that even the last second
matters. It’s about finding a consensus that works for 25 serving guests,
too. The experience the chefs bring with them plays an important role in
this sense. And you essentially don’t need to reinvent the wheel: a créme
brulée is a brulée, a parfait is a parfait, a glacé is a glacé, and bread is
bread. Of course you can change the ingredients, add something or leave
something else out, freshen up an old recipe or include new elements, but
essentially everything already exists in nature, and nature provides you
with rich pickings. In the German-speaking part of Switzerland you are
disadvantaged to a certain extent because people are less “animalistic” in
terms of food. In the Ticino and the southern European countries people
don’t mind being able to taste the animal in the dish. Here it’s more
difficult to serve certain foods; you always need an alternative to dishes
with innards or blood.

NvdM: Does including meat and the animalistic aspect play a role for you in
terms of a holistic view?

StW: Monotypic cuisine assumes a ratio of 1:10 when it comes to animal
and plant-based ingredients. It would actually have been one of my objec-
tives to serve less meat and more food based on organisms belonging to
the vegetable kingdom here at the restaurant Réssli, too. However, the
monotypic menu I created reflects that this did not correspond with what
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the guests want. At least we offer more vegetarian courses than we used
to, which is certainly justified and should be a maxim to follow in everyday
life too. I find the flexitarian approach — of eating little meat, but good meat
when you do — very sensible. But I do see meat as being part of the human
diet. To me, it is definitely a part of it.

JW: This also relates to a very important point in our publication on the
‘Culinary Turn’. Do you get the impression that the culinary knowledge guests
bring to the table when they eat in your restaurant, but also in other places, is
strongly influenced by ethical, political, cultural or religious issues? Until a few
decades ago it was of primary importance to know how one should behave at the
table, as this was a marker for a person’s social standing in society. Nowadays, it
seems much more important to know what it is youre eating. Have you observed
this shift, too?

StW: Much has fundamentally changed in terms of the food we eat, and
in Germany, Austria and Switzerland this has tended to be for the worse.
The southern Mediterranean countries are still very interested in taste, but
here, a lot of people will simply eat roasted chicken and nothing much else.
Yet despite this it is of course still the case that guests come to my restau-
rant very much anticipating a new taste experience. In the end of course
the experience and the sensations they take away from menus I create are
subjective. I prefer not to ask my guests about it too much, because then I
would receive answers that confuse me. The same holds true for the devel-
opment phase of a menu. Even the question concerning the meaning of
a single detail will have a manipulative effect on me. But after I finish
writing the menu I'm open for questions and ready to listen to input. When
you serve something you have developed you have to begin by watching
and listening. Do the guests eat it? Do they eat everything? What is the
undertone?

NvdM: We are under the impression that two aspects are currently of impor-
tance: on the one hand, many people seem to want to taste something new and
explore the world through their sense of taste. But our capacity to perceive flavor
seems untrained, and somehow also dulled. The sense of taste plays a special
role because what you taste you usually then ingest, making it a part of yourself.
It tests: is this good for me? That also explains why food is such an important
topic for so many people. But then there is another facet to this: Through your
way of cooking, you take us on a path — and we are really very much only at
the beginning of that path. I imagine that we face your dishes in a similar way
people approached paintings by Kandinsky or musical pieces by Schénberg in
the early 20th century. Until recently, our tastes were very much shaped by
standardized flavors — for example through the use of Aromat'. Your way of

1 | Swiss produced seasoning mix consisting mostly of monosodium glutamate, a
flavour enhancer.
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cooking opens up new taste experiences, which simultaneously carry in them the
memory of something we previously knew.

StW: This corresponds with the idea for the new menu I am developing
based on concepts found in neuro-gastronomy. The ability to smell is
regarded as the oldest of our senses; humans can perceive thousands of
tastes and smells and in contrast to animals we can also understand these.
This concerns a vast field which can be studied in depth. I did try out
many things subconsciously in the past, but at the time I couldn’t find an
explanation for them. This is what I am aiming to do now. It is possible, for
example, to conjure up memories from early childhood — and smell is very
important in that phase: after all, mother and child are able to recognize
each other by smell. Society, economy and school cause us to un-learn this
earlier ability; as small children we are much more responsive to tastes
and smells. I plead in favor of a return to child-like thinking, towards a
thinking that is led much more strongly by the instincts.

On the topic of “standardized tastes”: Aromat, monosodium glutamate
and umami are dead. They take away all of the rough edges a dish may
have, so it may be consumed without thinking. However, the realization
that it is boring to eat like this, and that feeling full alone is not truly satis-
fying, is gradually taking hold. To speak in harmonies: Schnitzel, French
fries and lemon are a boring triple harmony. The pleasure lasts for about
three bites then you merely gulp the food down until you feel full. Skill
in cooking lies in creating harmonies that make eating the entire dish a
pleasure. In order for it to be perceived as light by the tongue, the chef
has to work magic with acidity, piquancy, sweetness and bitter flavors.
The latter is especially important, because the bitter flavors make the food
better and the harmonies more coherent — yet for a long time, they were
frowned upon. Bitter flavors help you make out the individual components
more clearly. Umami on the other hand flattens everything out. The Swiss
love Aromat and Maggi, it’s difficult to wean them off these. I see eating
as having a lot to do with education and style. The higher classes used to
have more style when it came to food, and this made them healthier and
live longer, while the lower classes had to content themselves with simple,
unhealthy food; and they died earlier.

JW: You really do provide aesthetic experiences. And I don’t mean this only in
the sense of experiencing something “beautiful”, but in the sense of a holistic
atmospheric encounter. We are looking into this new interest in food. After all,
it’s possible to perceive a painting by Kandinsky with your entire body. This
means not just looking at it, but entering the painting with your body — not in
a metaphorical but a literal sense. It’s also possible to physically absorb a text
by Max Frisch. Your menus are ingested in an entirely new way. — What would
you say, why does the young generation post selfies of their visits to restaurants
on Facebook, why do they take pictures of their food, of their Schnitzel and fries
or their salads? People show images of what they eat to the entire world. What
are they communicating in doing so?
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StW: I believe this to be a backwards step. The mobile phone is turned
into a second brain, one that people almost rely on more strongly than
on their instinct. This results in the instinct atrophying. Funnily enough,
there’s often talk of over-aging with respect to gourmet cuisine. You tend to
find older, often affluent guests in restaurants with 18 Gault-Millau-points,
but very few 30- or 40-year-olds. In our restaurant on the other hand the
audience is very mixed, we have many young guests. The oldest generation
however doesn’t come at all, because it still feels more at home with tradi-
tional, opulent gourmet cooking. Opulent means expensive and expensive
signifies good or special. But this is slowly changing. A contemporary chef
is likely to assume that it is possible to create a wonderful dish by using
nothing but garden lettuce. You can fry, distill or ferment the core and the
inner and outer leaves; you can dry them or turn them into granules.

NvdM: You already mentioned that regional ingredients play an important
role in your kitchen, alongside seasonality. Do the processing methods you just
listed also stem from the region, or do you draw from the diversity of all human
culture?

StW: Molecular cuisine has opened up many avenues for us and also given
us freedoms. Old techniques such as sterilizing foods were suddenly up to
date again, as were materials such as nitrogen and dry ice. I already used
distillation beforehand. Working with xanthan gum was a great revelation
for me, as this makes thickening cold liquids possible. But at the same time
we have also produced new directions ourselves, for example working with
a wrought iron oven that can heat up to 1200 degrees Celsius, or working
with fire, charcoal and wood. That’s our turf; it’s an area where we’re ahead
of everyone else. Much of it has a regional basis: distilling, using fire and
wood coal. And deep-frying has also emerged as being a reliable method —
but we now deep-fry entirely different foods to the ones treated in the past—
herbs for example.

NvdM: The same holds true for fermenting. While in our latitudes people used
to ferment silage and white cabbage in the past, we have now tapped into many
different possibilities.

StW: Of course on an international level the different cooking cultures are
blending into each other. For my first book I already fermented carrots
after the oriental method, and at the time I was the only one doing so. It’s
a shame we didn't follow this up more closely. Today, the Nordic Cuisine
is a forerunner when it comes to fermenting, the Dutch celebrity chef Ron
Blaauw also works with it. At the moment we work with the bubbler [vapor-
acid cooker] a lot, for example in order to poach fish using formic acid. We
worked with ants even before René Redzepi started cooking; by placing
gauze on anthills and working with it or placing eggs in there and so on.
The Gault-Millau guide then reported I was divorced from reality and it was
impossible to understand my methods, so I forgot about most of it. But now
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I'd like to pick up on these techniques once more. When I read negative
reviews — amongst other things I was criticized for cooking stones — I put
the method in question aside for some time. I feel hurt by criticism.

NvdM: In the same way artists are hurt if they venture on new paths and are
met with ridicule. But at the same time it is also a compliment.

StW: In order for me to pick something up again I first need self-affirma-
tion, I have to know I am strong enough. We invented the bubbler and
I'm certain others have already picked up this technique too, they might
even overtake us in using it. This happens to us time and again. We might
be the first to do something, but won’t necessarily remain the best at it.
I would need a few employees like Rebecca Clopath, who want to work
in the laboratory every day. In our current involvement with neuro-gas-
tronomy I also need three or four chefs who are ready to carry out intensive
studies. At the moment I work by myself and that’s also why [ sometimes
find myself on thin ice. Which is why I call myself a charlatan: I enter a
particular area and talk about it in my menu, even if everything isn’t always
entirely well-founded.



Anthropocene Kitchen

Joachim Krausse, Reinhold Leinfelder and Julia von Mende

Atthe beginning of the third millennium, three unconnected news opened
up an entirely new perspective on the human condition and at the same
time on the image humankind has of itself as a species. The first decisive
news was derived from the data of global demographics: The 21st century
marks the first time that a majority of people lives in cities. Urbanization
seizes the former agrarian societies and is becoming universal, its global
momentum follows that which industrial countries experienced in the
19th and 20th centuries.!

The second groundbreaking news was the result of the anthropological
research conducted by a group headed by Richard W. Wrangham, according
to which the use of fire for cooking and the consumption of cooked meals
took the evolution of humankind out of the hominid development stage.
The effect of cooking on our physical and social constitution primarily
made this animal into what we call the human.? According to the theory,
as a universal cultural technique cooking is not only a cultural, but also an
anthropological matter.

The third news suggests a reformulation of the era in which we live: Given
the numerous indications that “in the coming millennia the climate on the
planet will significantly diverge from its natural development” and that this
divergence can be attributed to human activity, the geologist Paul Crutzen
proposed that the current geological era be no longer classified as Holocene,
but rather as Anthropocene.? In 2008, the Stratigraphic Commission of the
venerable Geographical Society adopted this position itself and confirmed
the classification ‘Anthropocene’ as the term for a geological period, in
which the human species has become the dominant geological factor.

1 | In Germany, for example, the ratio of urban to rural population was reversed
between 1870 and 1930: Whereas in 1870 two thirds still lived in the country, in
1930 two thirds of the population were already living in cities. This reversal had
considerable consequences for the way people lived and their relationship with
the environment. With regard to the momentum of the global urbanization process
see WBGU: 2016.

2 | Wrangham et al.: 1999; Wrangham: 2009.

3 | Crutzen: 2002, p. 23; Leinfelder: 2012; Waters et al.: 2016.
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The activities conducted by humans that are triggering changes on Planet
Earth are as extensive as they are profound, they affect all living beings, all
eco-systems, the entire human interaction with nature and ultimately its
own habitat. What was nature has become an artefact — and this manifests
itself in the Anthropocene on a planetary scale and in an all-embracing
meaning.*

However, in the process of the transformation of the planet into an
artefact it has become so evident that the life-preserving systems are
extremely vulnerable that neither experts nor a majority of politicians now
seriously question the need for a “rethink”, in particular with regard to
energy and climate policy.’

Indeed, the directions for action resulting from the data compiled by
climatologists, geologists, biologists etc., which at least resulted in political
decisions being made, do not go far enough to bring about concrete changes
in behavior; they are by their very nature top-down processes, which miss
the mark if not underpinned by bottom-up processes. This too is now
undeniable and is reflected in what researchers into the Earth’s system
call the “bottom-up/top-down estimation of vulnerability”. By this they
mean “the collaboration between scientist and experts, who provide infor-
mation about affected regions, areas, and population groups”. This also
embraces an estimation of adaptability, e.g. “the question of how quickly
and how greatly policies and human behavioral patterns can in general be

»6

changed”s.

It is noticeable in the way that scientists put things that their field of
action amounts to advising policy makers on scientific matters, and that
with regard to the last point in particular, i.e., the possibility of behav-
ioral changes, there is great uncertainty. However, an actual bottom-up
approach would have to involve all those who are meant to change their
own behavior and in particular those who of their own accord wish to
change their behavior.

4 | Anticipating this, US architect, designer and inventor R. Buckminster Fuller
(1895-1983) came up with the metaphor of the Spaceship Earth, for the operation
of which there was no instruction manual. “Lack of instruction has forced us to find
that there are two types of berries - red berries that will kill us, and red berries that
will nourish us. And we had to find out ways of telling which-was which red berry
before we ate it otherwise we would die. So we were forced, because of a lack of an
instruction book, to use our intellect ...” Buckminster Fuller, R. (1969): Operating
Manual for Spaceship, Carbondale, Ill., pp. 52-53; see Krausse, J. (ed.) (1998):
Bedienungsanleitung fiir das Raumschiff Erde, Dresden/Amsterdam, pp. 249-255.
5 | Thisis documented by the fact that on April 22,2016 in New York 170 countries
signed the Paris Agreement on Climate Change. See Frankfurter Allgemeine
Zeitung (2016), no. 95, April 23, p. 5 and Sommer, J./Miiller, M. (eds.) (2016):
Unter 2 Grad? Was der Weltklimavertrag wirklich bringt, Stuttgart.

6 | Mastrandrea, M./Schneider, S. (2011): Vorbereitungen fiir den Klimawandel,
in: Das Raumschiff Erde hat keinen Notausgang, Berlin, pp. 11-59, here pp. 52.
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In other words, it is less about generating acceptance or even about
implementing a previously prepared program than about impetuses and
invitations to sample and test new possibilities that are less onerous for
oneself, for others, and for the environment than those to which we have
become accustomed in a largely ready-made existence. It is worthwhile
going along with the involvement of individuals in the major transforma-
tion process, as ultimately the overall effect we experience as a crisis for the
global regeneration system is made up of the thousands of trivialities in
our everyday life. Nothing speaks against beginning to rehearse this social
contract so needed for a major transformation,” with minor divergences
from regularity, in the kitchen and at the dining table.

TRACKING DowN EVERYDAY ACTIONS

To this end, we must first set out to track down everyday actions. Only by
studying them first can adaptations to actions be introduced on the basis
of intuition and participation.® The approach adopted by the ‘Anthropocene
Kitchen’ project in the ‘Image Knowledge Gestaltung’ excellence cluster
at Humboldt University in Berlin is the result of the recognition of an
apparent gap between academic findings and the imperatives for action by
policy makes derived from them on the one hand, and the change in habits
on the part of the population at large on the other.® With the term ‘Anthro-

7 | WBGU (2011): Welt im Wandel - Gesellschaftsvertrag fiir eine GroBe Transfor-
mation, main expert opinion, Berlin.

8 | The trail illustrated the intuitive user behavior that is governed by the choice
of short routes. Ever since the 1920s, research into the emergence of “desire
lines” has been the subject of urban and transport planning (see Throgmorton, J./
Eckstein, B. [2000]: Desire Lines: The Chicago Area Transportation Study and the
Paradox of Selfin Post-War America. The 3Cities Project, available online at: http://
www.nottingham.ac.uk/3cities/throgeck.htm [accessed on May 28, 2016]).
As in studies by Frei Otto and his SFB 35 research group in Stuttgart, nowadays
computer simulations of the emergence of beaten tracks are being used (see
among others Helbing, D. [2013]: Verkehrsdynamik: neue physikalische Model-
lierungskonzepte, Berlin) in an attempt to gain new insights into human behavior.
In planning the term “trail” is associated with participation and self-organization
processes and as such in literature is repeatedly associated with Christopher Alex-
ander’s work. It serves as a metaphor for informal actions in response to formal
structures that do not correspond to the needs of individuals or entire groups. See
among others Nichols, L. (2014): Social desire paths: a new theoretical concept to
increase the usability of social science research in society, in: Theory and Society
43/6, pp. 647-65.

9 | Currently conducting research on the basic ‘Anthropocene Kitchen’ project are
Karl W. Grosse (architecture and design), Alexandra Hamann (media design), Jens
Kirstein (geology), Joachim Krausse (design theory), Reinhold Leinfelder (geology
and geobiology), Julia von Mende (architecture) and Marc Schleunitz (biodiversity,
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pocene’, a geological measure that embraces millions of years is associated
with the kitchen, a place where everyday actions are conducted, in which
day by day decisions are made as to what is served.

With foodstuffs from all over the world, the kitchen is the end of the
route for global logistics and production chains. Resources are put to use
here, the Anthropocene takes shape here in everyday practices. Cuisine
and the kitchen are reliant on the availability of certain natural resources
in its environment. As such it is dependent on global flows of goods on
trade routes that provide an infrastructure — from foodstuffs and cooking
utensils to elementary resources such as water and fire — while at the same
time exerting a not to be underestimated influence on global changes: e.g.,
the disposal of waste water and the return of different wares to the natural
cycle. Thus the kitchen assumes the role of an important hub in the era
of the Anthropocene, it is link between a home and the outside world. At
the same time the development of human culture is very closely linked to
changes in the kitchen.

TASTE AS A PREREQUISITE
FOR BEING ABLE T0 MAKE DECISIONS AND TAKE ACTION

This culture also includes tasting and trying food before it is actually
consumed. In this prelude to a comprehensive appropriation and assimila-
tion process taste, which always includes smell, is called upon as a sensual
decision-making authority to form an initial opinion about edibility,
wholesomeness and tastiness of food and drink. The previous knowledge
collected over generations and the handing down of empirical know-how on
foods that vary tremendously locally and regionally always form the basis
of every type of cuisine and every dietetic and culinary culture. However,
as the latter do not consist solely of the preserving of proven traditions, but
rather over the course of the cultural history of cooking and eating are also
prepared to consider new foods and dishes previously unfamiliar (such as
potatoes, tomatoes, pizza and so on), the formation of taste is also deci-
sively involved in the acceptance of such innovations. The driving forces
for food novelties are shortages, migration but also tourism. In the process
of cultural learning the mouth assumes the function of an individual labo-
ratory in which testing is practiced. Curiosity is the driver. However, the
willingness to cross the “disgust threshold” when trying unaccustomed
items such as eating high-protein insects and larvae, something not usual
in our regions, can be learned and is involved in forming the sense of taste.
The latter is essential for developing an ability to judge whether something
is good for us or not. It is the precondition for spontaneous, but also consid-

evolution, ecology). Until 2015 involved in the base project were Stephan Barthel
(geography), Philipp Oswalt (architecture and urbanism) and Anne Schmidt (archi-
tecture and urban design).
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ered and correct behavior as regards our physical wellbeing. Only then can
benevolent and responsible action be performed on a larger scale.

In the course of industrialization these opportunities for taste formation
have been lost. In the supermarket foods are often packed so we are unable
to smell them, and are quite literally “homogenized”. Processing of milk
plays a pioneering role here. “Branding”, “labeling”, certification or sell-by
dates relieve us consumers of the decision on whether something is good
for us or not. Nutritional styles intended to increase efficiency whether
with regard to body shape or weight, work performance, or time saving
have come to replace food choices guided by sensual considerations.

Cultural appropriation processes, which to date took up the time of an
entire generation have accelerated alarmingly and are increasingly subject
to short-lived fads for self-improvement. Thanks to an ever-expanding
choice, a mass of information, and mobility our taste is seemingly also
going global. That part of our nutrition that can be sensually experienced
now occupies an ever dwindling part of the global chain of influences that
today constitute our kitchen metabolism and our eating behavior. However,
the fact that we are unable to experience the connection between individual
everyday actions and global impact represents one of the key problems in
the Anthropocene. It is important to first analyze these systemic connec-
tions and then to form a picture of them.

EvoLuTioN OF INDUSTRIAL, URBAN KITCHEN METABOLISM

One aspect is the realization that the kitchen space has altered from a place
of production to one of consumption, and that it is closely networked with
the city. After all, while until industrialization the house formed the focal
point of actions involved with human nutrition, the use of fossil forms
of energy produced new forms of households.”® The switching over of
the fireplace from wood to coal and the introduction of iron stoves and
oven about 250 years ago, followed the shifting of water sources from the
outside (wells and water pumps on squares, streets and in courtyards)
to the interiors of houses. Finally, thanks to a pipe system it moves into
the home itself, i.e., into the kitchen, then the toilet and bathroom. The
same applies to the waste water system. An innovative kitchen metabo-
lism asserts itself, with whose developments the causative conditions for
the Anthropocene are established. The pipe system for water becomes a
model for supply household with gas, while electrification of the kitchen
and household in the 20oth century will also follow an existing pattern.

10 | This transformation is the subject of five films in the series “Kiiche, Stube
usw. Geschichte der Arbeiterwohnung” by Jonas Geist and Joachim Krausse, WDR
Cologne, 1978, and the three films “Das Neue Frankfurt 1925-30”, ibid., 1985, as
DVD edited by Christian Hiller, Joachim Krausse, Philipp Oswald, Filmverlag abso-
IutMEDIEN, Berlin 2015; see Krausse: 1992, pp. 56-60.
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All the pipe systems connect kitchen and household directly to large,
industrial, external utility firms. The disposal of waste, water and feces
via a canalization system running through towns and cities is the decisive
measure against the city epidemics of the 19th century. This is followed by
organized rubbish removal and the creation of “urban hygiene”. From now
onwards households are connected to an urban supply network. With the
emergence of the food industry food preparation moved to a large extent
outside of private households. The increasing delocalization and relocation
of food processing coincides with limits to the individual means of tracing
back your own behavior and ultimately exerting an influence." Simulta-
neously, the urban supply structure with its interfaces penetrates private

households and the kitchen.

PARTICIPATION, POPULAR MEDIA AND INTERACTION

But in order to examine our habits and open up intuitive options on the
tracks of the everyday, we feel it is necessary to do away with the division
between the production and communication of knowledge and to avail
ourselves of popular means of communication. One of our approaches
for analyzing and visualizing the complex interlocking of local, regional
and global factors is to develop a specialist comic-based co-design. This
gave rise to the academic specialist comic Die Anthropozin-Kiiche,”? which
describes the current status of the global food situation together with its
cultural, social, resource-related and geo-political embedding using drawn
individual stories with a view to possible future courses of action and relies
on the dialog as the format to connect the everyday behavior of the real
protagonists from ten parts of the world with scientific data. Amongst
other things, we discover, for example, in the case of the 75-year old Kelema
Mutawa from Uganda, that within a generation the provision of food
(prosumption, supermarket), the equipment of the kitchen (cooking place
located outside the home, gas stove in the house) and the type of prepa-
ration (use of various fossil energies) can alter completely. The participa-
tory, intercultural specialist comic project is interdisciplinary in the sense
that the scientific research comes in particular from questions directed
at the protagonists (What do you eat? Where do you shop? Do you know
where your food comes from? How is food integrated into your everyday
lives? What social role does it play? What is a simple, favorite dish?), and
the storyboards were then developed jointly by scientists, communicators,
protagonists and artists and the intercultural nature of the project was also

11 | Barthel, S. et al. (2014): Privater Haushalt und Stadtischer Stoffwechsel -
Eine Geschichte vor Verdichtung und Auslagerung Berlin 1700-1930, in: Arch+
218, Zeitschrift fiir Architektur und Stddtebau, Aachen/Berlin, pp. 92-104.

12 | Leinfelder et al.: 2016. See also http://anthropocene-kitchen.com and Lein-
felder/Hamann/Kirstein: 2015.
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to be expressed in the various styles of portrayal used for the individual
chapters by the artist from the respective countries and regions.

Regaining sensory self-control over your own consumption of resources in
the kitchen is another solution explored by the research project. Knowledge
and lost knowledge about the human metabolism are visualized by graphic
descriptions of the process chains involved. The omnipresent image of
resources that are seemingly always available in any quantity should also
be corrected in light of newly acquired experiential patterns. In experi-
ments with a lab kitchen that is currently being assembled, among other
things, data visualization of the interfaces and the relations of user actions
are being analyzed. The goal is to underscore options for action that lead to
a sensitive approach to consumer goods.

IDEAL TYPES FOR PATHWAYS TO THE FUTURE

Let us now conclude with another form of path that concerns us in the
‘Anthropocene Kitchen’, that of the ideal types for pathways to the future.
When designing future regional or global worlds and addressing the issue
of nutrition there are not one but numerous options. It seems sensible to
outline these in potential ideal-type pathways to render the potential more
comprehensible. The future design of nutrition could take an alternative
path, be it reactive, sufficient, bio-adaptive or high-tech.?

A reactive solution would be to boost productivity by relying on tech-
nology, simultaneously enhancing efficiency and lowering the impact on
nature. Greenhouse gas emissions would need to be controlled by sepa-
rating the carbon dioxide and storing it, and new or now resistant vermin
combatted by new pesticides.

The sufficient pathway, by contrast, would entail basing nutrition as
exclusively as possible on regional, seasonal products, consuming far less
meat or opting for vegetarian or vegan food.

In a bioadaptive world, nutrition would be produced with as extremely
low resource inputs as possible, meaning best of all with complete recycling.
Examples could be hydroponics or aquaponics, or eliminating packaging
or composting it entirely. Phosphates would be reclaimed from the irriga-
tion and sewage systems. Insects, raised in a very resource-friendly way
and their chitin shells could then be used for bioplastic production, could
serve as fishmeal for aquacultures, and also play a greater role in human
nutrition.

The high-tech pathway would lead to fully-processed and modular
food composed with a view to optimal health, and might be created using
3D printers. Meat would be artificial and lab-grown. The requisite raw

13 | Leinfelder, R. (2016): Das Haus der Zukunft (Berlin) als Ort der Partizipa-
tion, in: Popp, R. (ed.): Einblicke, Ausblicke, Weitblicke. Aktuelle Perspektiven der
Zukunftsforschung, Berlin/Wien, pp. 74-93.
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materials would be produced using genetically-modified and optimized
strains in highly efficient high-tech factories, best of all in the places where
they would be consumed, meaning in the middle of the large cities in
special high-rises, farm-scrapers.

This pathway system is intended to be as visionary as it is visualizing,
a framework to practice openness, a zest for experiment and discussion of
the unusual in a social process; they are already sketched out rudimenta-
rily in the ‘The Anthropocene Kitchen’ comic. The actual nutrition futures
will no doubt, depending on the regional, cultural and social context, be
assembled from wildly different admixtures of these options that, to the
extent that their systemic impact does not conflict with our planet’s limits
or with the goal of sustainable development, will hopefully guarantee a
large or even larger regional and global diversity in food in future. It is
therefore all the more important that the kitchen as well as the cuisine
of the future does justice to the sociological context and to the inevitably
reflective character of nutrition.
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“Inappropriate kitchen arrangements, often based
on the furnishing of other rooms, are the cause of
countless difficulties that lead to an excessive
loss of time. The kitchen should be the workspace,
the laboratory for the housewife, in which every
superfluous bit of space and every inconvenient
arrangement of the fixtures creates additional
work in the long run. It must be a mechanism,
an instrument. To the woman of the house, time
should be too precious to put up with the inconve-
niences of old-fashioned kitchen management day
in, day out.”

As early as 1926 a 1.90x3.40m ‘work kitchen’ was developed that went
by the name of Frankfurter Kiiche [‘Frankfurt Kitchen’] which became the
prototype for a prefabricated, standardized type of kitchen. But the stream-
lining of the work environment and the spatial dimensions of kitchens
actually began in America. Catherine E. Beecher was the first to address
the subject of kitchen design in relation to the issue of domestic servants in
1841. In an analogy to the rationally-structured organization of work in the
industrial sector, Christine Frederick and Lillian M. Gilbreth attempted to
transfer this logic to housework. They broke down the work processes here
into the three fundamental steps involved, preparation, cooking and cleaning,
and allocated these to the appropriate workstations of store cupboards, stove
and sink in a purpose-designed arrangement aimed at making the work
easier and more efficient. In addition to this, Catherine E. Beecher and
Lillian M. Gilbreth championed the recognition of housework as a profes-
sion and the kitchen as housewife’s workplace. This article examines the
changes in kitchen design in the period from 1926 through to the end of
the 1980s and demonstrates that residential building programs and social
interests, along with wide-spread notions of society and roles, are reflected
in the very design and use of the private working and living space that is
the kitchen.

In Germany it was the changed image of women resulting from
women’s increasing employment that prompted the re-examination of
housekeeping.? The recognition of housework as a professional role rep-
resented a trigger for a thorough review of the subject of the kitchen.
Alongside the book published by Bruno Taut in 1924, Die neue Wohnung,
Die Frau als Schopferin® [‘The new home. Woman as creator’], probably
the most important work in the rationalisation movement in Germany
was Der neue Haushalt. Ein Wegweiser zur wissenschaftlichen Haushalts-

1 | Muche: 1925, pp. 15.
2 | Schlegel-Matthies: 1995, pp. 149.
3 | Taut: 1924.
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fiihrung* [‘The new household. A guide to economical housekeeping’] by
Erna Meyer. The rationally structured household revolved around three
premises: the ergonomically founded principles of saving time, energy and
materials, the implementation of a functional and ergonomic aesthetic, and
the demand for using technology in the household. Whilst initially it was
primarily housewives’ associations that picked up on the rationalization
of the household, in 1924 architects began to follow suit. The new type of
kitchen — a purpose-designed, functionally arranged workspace — was not
however positively received by everyone in Germany. In the 1920s a wide-
spread debate was sparked regarding which form of kitchen was better, the
kitchen-diner or the separate ‘work kitchen’. Efficient work kitchens were
further developed and introduced on a grand scale as part of the residen-
tial building programs carried out by cities. Each city had its own ‘kitchen
planner’ within its building department, so kitchens varied from city to
city. There were kitchens with designs specific to Munich, Hamburg and
Stuttgart. Whilst all these kitchen types have since been forgotten and no
further concepts for work kitchens were put forward during the Nazi era,
the successful model of the ‘Frankfurt Kitchen’ was developed further
in the US, Sweden and Switzerland, with adaptions continually made
according to the advance in technical developments. After World War II a
modified version of the ‘Frankfurt Kitchen’ made its way back to Germany
as a Swedish kitchen or American fitted kitchen. Even today, the ‘Frankfurt
Kitchen’ has lost none of its significance in house construction.

Due to the ever increasing need for housing, a ten-year residential
building programme was set up in Frankfurt in 1925 under the aegis of
Ernst May as head of the Municipal Building Dept. One of Ernst May’s
core principles for the planning of mass housing projects lay in making
housework more efficient. Thus, with a logical floor plan, rooms would be
laid out in such a way that housework could be carried out with the least
effort required. The architect Margarete Schiitte-Lihotzky (18 97—2000) was
instructed to take efficiency in the carrying out of housework into account
when planning and constructing these homes. In the Frankfurt residential
building program, the kitchen-diner was considered not ‘contemporary’
enough and was replaced by a ‘two-cell built-in kitchen and living room’.
Margarete Schiitte-Lihotzky used the Mitropa catering company’s kitchen
design for the railway dining car of the time as a model. This kitchen made
the preparation of five-course menus in a space measuring 1.97x1.83m
together with a pantry of the same dimensions possible (fig. 1: Floor plan of
the Mitropa dining car kitchen; 1a: View of the Mitropa dining car kitchen).
These spaces would see two people preparing food for up to 8o passengers
in a relatively short time. What'’s more, these two spaces totaling 7.12 square
meters also contained drinks, crockery, cutlery and glasses. In the Mitropa
kitchen, Margarete Schiitte-Lihotzky saw a purpose-designed workspace
that implemented the savings in terms of the ground a user needed to

4 | Meyer: 1926.
5 | May: 1928, p. 118.
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cover and the movements necessary for completing their tasks with the
utmost logic and consistency. She attempted to transfer this approach to
the private household.® However, t