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RESHAPING THE SPOON: RENE BLOCK
IN CONVERSATION WITH ANNA
BROMLEY AND ANNELI KASMAYR

Anneli Kasmayr, Anna Bromley and René Block

INTRODUCTION

The following is an annotated conversation expanding and revising a dialogue
that dates back a few years. The original conversational dialogue, titled
“Spooning Away,” was published in the anthology No ART Around — About
The (Im)Possibility of Operating a Restaurant as Art in 2012." Employing the
format of marginalia, the authors induct a secondary meta-dialogue that
reflects on some of the topics of the original conversation (shaded in grey),
which seem not dated at all.

Similarly to the virtual table talk which the anthology No ART Around
accommodates by the diverse views of the authors,” the three conversational
partners here sit down to highlight aspects of “dreijahre dining room project,”>*
(Figure 1) that seem to be just as constituted in Block’s approach as gallery owner
and art dealer. The starting-point of the dialogue, which took place in the gallery
space of Edition Block in Berlin, is the relationship of gastronomy and art: how
each makes use of the other. Moreover, creatives seem to be attracted by such
convivial gastronomic spaces as half-public social spaces to gather and meet. Since
the Italian futurists in the early 1930s, with their Taverna del Santopalato
(Tavern of the Holy Palate), and increasingly since the Eat Art Movement in the
1960s, restaurants themselves have become art undertakings.> However, what
differentiates “dreijahre dining room project” from the artistic positions of, say,
Daniel Spoerri or Allen Ruppersberg® is the specific use of the gustatory moment,
the food.” Whereas in the works of Spoerri and Ruppersberg food was used as a
material and not necessarily aimed towards edibility,® the food in “dreijahre”
never was the art. It was in fact used as a medium to create a social (half) public
space, a convivial atmosphere in which people could enjoy themselves. The
audience became part of, and thus co-constituted, the artwork in being precisely
guests — and decidedly not a quotation, or concept, of guests. The gustatory
moment was implemented to seduce, and to open up dialogue with(in) the
audience. Hence the matter of food and drink had to be of a high quality to enable
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Figure 1. Dilettantin produktionsbiiro. dreijahre dining room project. 2007. Signboard. Photograph
by Jan Meier.

a conventional experience of indulgence.” As art critic and curator Michael
Glasmeier suggests, “dreijahre dining room project”

introduced a crucial new element, namely the construction, the initia-

tion of the place and the specific, affectionate examination of all that

which characterizes gastronomy, without quoting, in true Postmodern
irony, the great masters of Conceptual art.'°

Ironically, two years after the anthology was published, food and table culture was
at the core of the spectacles of EXPO 2015 in Milan. Contradictory to its own claim
to reflect on global issues, the EXPO continued to be displayed in grand pavilions
of the competing nations, a mid-nineteenth-century concept that fostered the
representation of European colonial economies.' But colonial pasts and current
postcolonial conditions remained startlingly unaddressed in the further
elaboration of “feeding the planet.” Instead, the overarching Pavilion Zero
attempted to narrate “the relationship between man and nutrition.”*?

As a reaction to EXPO’s “cruel optimism™*? and its appropriation of sustainable
food and anti-colonial activisms that came with a refusal to challenge or historicize
its structural core, Anna Bromley opened the Fermentation Pavilion together with
Michael Fesca in close dialogue with the Milan-based research project, “Exposed.”*
Under the roof of the imaginary pavilion, the project comprised a series of public
talks and workshops in the heart of Milan’s fiscal district. Among the contributors
were Anneli Kdsmayr and dilettantin produktionsbiiro, Serge Attukwei Clottey and
Valentina Karga, to name but a few."> The cultural and gustatory practice of
fermentation served as a starting-point for two days of exchange, experiments and
discussions on how to transform and decenter the themes of the EXPO copywriters
into concepts of social fermentation (Figure 2).
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Figure 2. Anna Bromley and Michael Fesca. Fermentation pavilion. 2015. Baked sourdough element.
Photograph by Amadeus Lindemann, provided by Michael Fesca.

In recent decades, René Block has shown his perspective on working as
gallerist and curator, as driven by content and dialogue. He has supported the
boundary-transcending activities of the international Fluxus movement. One
could say that he was interested structurally in where the artists of his generation
were becoming more visible, literally and metaphorically.*

On a hot day in August 2011, Anneli Kasmayr and Anna Bromley meet with
René Block in the Berlin Gallery Edition Block. Pots of paint scattered around, and
protective sheeting on the floor, point to preparations for the 45th anniversary of
his publishing project.'” It is pleasantly cool in the rooms. Over filter coffee and
water, the following conversation unfolds:

Anna Bromley (AB): Mr. Block, you are considered to be the pioneer of
communicating ephemeral art in Germany. You have always been very upfront
about the fact that when you first started out with your gallery you worked for many
years in the restaurant business, and also on a weekly market selling honey. That
sounds intriguing; many people would not address it at all in a professional context.

René Block (RB): I wanted to represent the gallery’s program very clearly and
uncompromisingly. In order to finance the gallery, I deliberately chose jobs that
had no connection to art instead of offering prints that were customary for the
time. Especially as there was nothing available in Berlin in my field as a glass
painter. That only left restaurant work. The usual dishwasher story.

v

AK: And, until today a common relationship between artists and, gastronomy! Working in restanrants or bars to make a living and, support
their art work has been a widespread, practice and economic stvateqy, especially since this kind of work doeswt require a professional
training and can be learned, by doing. Also: restanrant work schedules and, their main (later) business hours often support the necessities
of artists. And: artists as audience in qastronomy.

But one could ask, what exactly that wutual attraction is, zy‘ the night 117% and, the art world: Possibly it's the imagined; the stage; the
convivial?
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AB: That is an intriguing observation! As I am interested in how- imumaterial work is performed today, I assume that the
gravitation between the two scenes tags a key point in the neoliberal sensorium. The gallery as well as the dining room
M&nﬁeraﬂmrkﬂ/m wﬁer&ma/&made/foﬁ)rjatthatitbf thjél also wwvrkplao&forofherf. While both localities
shave the tempomj&g/ zf eventime, th,g/ also W“’é’ eliminate any sign zf laboriousness — also in the falkag. All
conversations between those who work there and, those who come as quests should, feel as i there was no economic trade
involved. Discreetuess is key!

AK: True, th&la/guaﬁathorpétaﬁty s mam‘perdgﬁmtiomfo W&Wmmmmgemmmthaﬁm kmﬂlmf
14 like to disagree about the visibility of the labour. I think in gastronomy its even the other way arounds Think of the open
kitchens, tfmt/mmbecomoftmdwmtmofwrawm ordemeervrk&e/u}@wbax I have to admit
that I immensely like to watch a bartender preparing drinks (which I think is also aimed towards a beauty of the movement)
arwdufdoing thep{atmﬁ with concentration. Actualé/ Wﬁeﬁvpom'élelalwy: sit at the bav, upea'dé/ whmlmdmug alone.
There’s a promise zfﬁ:edwg that seems to be within that moment, similar to th&bomﬁmthatzk seen as orz_‘qimﬂrhumm
culture. Also, & xtud}/ at Harvard, Business School showed, that cooks cook better and, that quests were more appreciative and,
\mpomd/ better quality experience when the kitchen was open. " )

Anneli Kasmayr (AK): What kind of a restaurant was it?

RB: It was through Richard Wagner — though that’s a different story — that I
found out about the “Historischer Weinkeller.” 1t is a little way outside the town
center, and had a reputation for exquisite wines. Though a wine bar, it was more
like a cozy pub with candles on the tables and simple cuisine, just small things to
have with wine. I thought I would meet people there who were interested in art.
And it was while I was working there that I got the idea to open up a gallery in the
empty property opposite the restaurant. I hadn’t started to think about what a
gallery is. But the idea really grabbed me; and so shortly afterwards — albeit not in
the periphery, but in the city — I opened a display cabinet showing prints in
Kurfiirstenstrasse, close to Potsdamerstrasse.

AK: What, then, was your first notion of a gallery?

RB: Back then, I was still studying at the art academy; and naturally, I wanted to
exhibit my talented fellow students. I opened with KP Brehmer. After just two
exhibitions in the Cabinet René Block — the name of the enterprise — and initial
experiences with the Berlin art public, the vision of a more programmatic and
interdisciplinary exhibition room developed. Things all developed really quickly. I
wrote to artists with whom I hoped to shake up what was still a rather complacent
West Berlin scene.

AB: It s struck me that René Blocki«ztialé/namd«wjada}/w’wawt’iImnder@‘aMhowth&wmeftofw
‘cabinet” relates to gastronomical Sformats’z
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AK: Waswt it even called, qmplzw Cabinet’? I think what it rrferred/ to was ‘cabinet” meaning “scmall room”. Which; of
course s makes for an interesting concept in gastronomy: a small and, intimate space that overcomes the contvadic-
ton you wﬁrred/ to above, mamj@;teaﬁ in the tramsaction zf money and the ﬁdmy zf like-home. In ‘Areljahre” we also
appreciated the more intimate atmosphere of our “Green Salon” divided, by thick curtains. However, curvently when I
think about a separate room in Veﬂﬂ/d/ to the food ww{mﬁy maw:dmteé/ the :/wckmﬂ term “rape room” comes ups as
described in reﬂmd to a private event space on top of the renowned New- York “Spotted, Pig” that oftm inconporated, sexual
harassment, the cory%ntatiom of;udvlw sex and humdmtmﬁ treatment @‘th& service rta/j‘ who had to work there.”

AB: This eerily resonates with the ‘cabinet” having been a statws symbol in aristocratic baroque architecture. It
was a private retreat, oftm a léém»y, sometimes with a collection of ‘curiosities” s't-na‘é/ limited to the male
Wmﬁfmt:—g/pécdé/ located, behind the wmonarchs’ bedroom. As apparent i Francis Bacows Essays, cabinets
mwrjed/ as exclusive location ﬁ)r political wfﬂwem;e) /wrtinﬁ privy ‘cabinet councils” around 1600. It became
quite fashionable to assemble objects of art and of natural history in the cabinets. Curiously, the “science objects”
were 0ftm reproductions, or faku Ceremammg/ presented to visiting diplomats and, magnates, the “Kunstkabi-
net”, or “Kunmstkammer” that ijé n the sixteenth century, was a waetm space momt-mtmﬂ imperial
control’’ About one hundred years later, the Prussian King Eriedrich Wilhelm assembled, his [76’, de/ quite
openly in his cabinet to smoke together. While the cabinet had become a precursor to the European collecting
practice, it also served as a spatial index of privacy, control of k/wwieﬂ@e and, diplomatic power, and, subse-
7uent9/ one of&'ryformald}/ Wmda&mypoww, both/ofwhidvmlménate%mta th&cabmtuwwﬁanwdwy
structure.

But back to the word /u}:to;}/ zy‘ ‘cabinet” In her upcoming project; the cultural researcher Kavin tarvasser
relates the explosion of possibilities, colomldy, and, kmwledﬁe i Baroque to curvent clrcumstances. Perhaps the
aggressive abuse of power you described above relates to the spatiality of the Baroque cabinet?

AK: Scary Wﬂde&km/

J

AK: How long did you work in the wine bar, altogether?

RB: I think for the first two and a half years of the gallery; in other words, up
to spring 1967. Then I got a morning job, because I hardly got to see anything
of the city’s cultural life. After all, it took place in the evening, and I worked
in the wine bar every evening from 7 onwards. It is true that we did get some
interesting personalities, but I wanted to be able to come and go more freely
in the evenings.

AK: In a similar way to galleries, restaurants and the like open up semi-formal
social locations. Were you able to transfer your social experiences from the wine
bar to the gallery?

RB: But of course. I learned how to assess people quickly. The wine bar had three
rooms: one where the owner herself served, and two others the waiter was
responsible for. I knew really quickly where I had to seat the guests — merely by
the way they descended the six steps. During that time, I gathered a lot of
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information about people’s characters, and naturally about the very different
characters of wine. In my final days there, I had an important encounter. The
Forum Theater, a small private theatre on the Kurfiirstendamm, celebrated the
premier of a play by Handke. The entire troupe came and spent the evening there.
I got into conversation with the actors and theatre people. The director knew
about the gallery program, though he had never been there. Over the course of the
evening, we got on so well that from 1967 on, the parallel program of the gallery
(the soirées with performances and fluxus concerts) was no longer held in the
cramped gallery premises but as the evening program in the Forum Theater.

AB: The parallels between your gallery and Anneli’s dining room project might
be: both are economic systems, which are conceived from art and have to function
as social microcosms. Both systems generate high turnovers in their role as
economic enterprises. How can you think of economic activities as art?

v

(AK: Highly interesting (the empathic training, both socially=people and sensorially—=taste), yet there is another aspect
within the field of gastronomy that's attractive to artists. Stumbled upon this in my current research interviews bartering!
In a market where one 0f the o/ﬁn'nﬁr is edible, the product otmg‘ becomes a curvency. In gastronomy ﬁod//drz'n/o: are used as
additional payment of the employees but also as exchange within the employees of different restaurants. Next to free meals
and drinks there mxﬁhf bea tmdz@ gotng on between, dyj‘ermt places/products, eq. ﬁ/&r/u bread ﬁfom the ba/ayy is beénﬁ
tmdeaéﬂr drinks at a bar, orwwﬁaﬁrwm&dé;wm Iswt this similar to %rmcﬁmth&atherﬁddf, eq. the
institutional art market?

NG J

AK: Anna, you ar_qued/ z’mfm’/ that you see another ij that is aimed, towards jmder equald)/ and co—wvrkz}tﬁ at eye
level, both in “Aretjahwe” and, “Edition Block’. You called this a ﬁmmut practice; could you elaborate on this?

AB: Galleries as well as fine dining places statistically reveal that the most prestigious positions — the ones in which
decisions are made — M&ﬁmemlé/ tukxm,é}/ white males, zudeaéé)/ a,ﬂeet ofﬁmale service ‘bees” positioned, much lower in
the /uer/ufc/y Until todﬂy, bwg @ jalle/y assistant; & waitvess, a dish-washer means lzwzﬁ occupied b)/ ﬁemtereo{/ labour —
amongst other cateqorical affinities to class and (non-)whiteness. Following the ways in which you selected and
‘Captained” your ftaﬁ at ‘drejahwe’; I observed how “you oﬁ‘m rq‘lectwﬂ the work conditions b)/ lookénﬁ at it ﬁom @ c/wwge/
of perspectives. Your waiting rtaf seemed very balanced, jmder—wk&. The people that worked with and ﬁ)r Rene Block,
told me that /wzyj‘erwémg/e level: Taking the needs and, complaints zy‘th& ones L more precarious positions seriously, is
at the heart of curvent intersectionist femuwnf t/wuﬁht that 1 rg@rreoﬁ to — Lauven Bevlant, Savah Ahumed; the latest
Judith Butler books. Destabilizing (non-)privilege challenges our concepts of care, of work, of authority, and, other.

AK: fpea/a‘tg zy‘jender, there is another up-to-date rwmlam;/ Mbot/uﬁeld/: zy‘w white male dominance and power
d}/ﬁmmllothafw been/jomﬁ omfor many decades. Imt/w:equ&oft/w #metoo moumntmay%er Weinstein, in both
art and, gastronomy there has beenw a very public discussion about sexism and, abuse 7’ power.zz E;pea'alé/ in gastronomy it
seews to me that the discussion is just evolving as to what factors are part of the power dynamic that co-creates sexism
and vacism et

J
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RB: That depends on the intention, the awareness and the artistic attitude that
you adopt. Naturally, the café has a very special function as a place where you
spend time and relax. Which is why it opens itself up more easily for
communication with others, I mean with people and with content, as can also
happen in galleries. Very close to my very first gallery experiment in the
Kurfiirstenstrasse, around 1975, the Café Einstein was installed in the same
building as the daadgalerie, as a cultural meeting place. All sorts of people
involved in art and culture met there. There were discussions, readings, concerts.
Later, the café developed into the commerecially oriented place that you see today.

AK: Having a cultural objective does not automatically exclude a commercial goal.
Art does not preclude commerce. Is it not possible for a commercial structure to
also be a radical facet of art?

RB: By all means. It depends on the person behind the enterprise. Naturally, an
artist can operate a café as a work of art. That is then what it is.

AK: So what makes a restaurant into art for you?

RB: I don’t know, but I think it all starts with a claim. It must first be declared a
work of art by the person operating it. Then you need a public, some people who
are willing to share this concept. Naturally, some guests might feel disturbed by
the idea and ignore being part of a work of art.

AK: As I see it, both are necessary: the guests that share the idea, and those that do
not perceive the art aspect. The very thing that made dreijahre radical was the fact
that not all the guests perceived it as art or even knew about the artistic concept.
There was no specific reference to art above the door. Some people simply came for
the atmosphere or the food. My works often address the question of art by not
looking like art. I ask myself again and again: So where is art, where does it reside?
Art is not tangible, not something you can measure, you can only conceive it.

That was why I was most interested in talking to those guests that did not
come because of the art, and who were surprised to find out about it. And some
guests came a few days later to talk to me about it again.

RB: Wasn’t Daniel Spoerri’s Eat Art Galerie in the late 1960 in Diisseldorf an early
model?

AK: But that was very much more art than everyday; it looked more like art, and
not like a normal restaurant.

RB: That’s right. It was an orchestrated room where they often served crazy meals.
It was an installed art room, a sanctuary room for the avant-garde and art in-crowd
of the day. Naturally, I was just as curious and went there myself several times.

AK: And did you like the taste?
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RB: It was interesting. Yes, the food was good at Spoerri’s; he had a good Swiss
chef. The food was only crazy on Mondays, when he or other artists cooked. But I
was never in Diisseldorf on Mondays.

AK: Culinary taste is important, certainly, and it is a fundamental component in
my works. I find the possibility of seducing the body through the stimulation of
the senses a very attractive thing, you might say opening up an interaction
between body and mind — to seduce sensually, to divert attention from the
torturous question of the intellect: “So where is the art here?” That also played an
essential role in the series dilettantin menu,** which we did 2004—2005. What’s
more, taste is so simple and direct. In dreijahre, the quality of every single
product was important to us.

AK: And, taste is deeply connected to culturel In this regard, T4, like to bring in the work “Conflict: Kitchen™ of Pittshurgh based, artists
Dawn Weleski and jow Rubin. “Conflict Kitchew” is a take-awny restaurant that serves food from a country that the USA is in conflict
with. All food is being wrapped, into or served on paper that is printed with (uwnedited) statements of residents of those countries. Origi-
nated from the idea to bring foreign cuisines into the city food culture it quickly became an extensive art undertaking that created a lot
of intercultnral exchange and politically quite dramatic discourse. Didnt yow raise a similar cultural food discourse in your work “Fer-
mentation Pavilion'?

AB: The researchers of the “Exposed project” with whom I collaborated, for the “Fermentation Pavilion” revealed that many who wigrated
into the European Uniow cannst obtain the food from their vegion of departure because of the strict EU tmport rules for ‘foreign” food: So
the “Exposed, project” organized, a dinner with smuqgled, and, “ilegal’ food at the c/o Milano that no other art space was willing to host.
Michael Fesca (with whom I conceived, the “Fermentation Pavilion”) and I were very interested in the concept of foreign” food. our proj-
ect was grounded, on the metaphor of fermentation being a cultural technique that is widely shared across geographical vegions and their
constant production and, transition of food; table cultures and every day cultures in general. Why ot focus on “sameness” and, on the
manifold, variations of preparing food, employing the same principlez Coming from a Polish and Czech family Zw;kgmwrd, I admired the
Ghanaian goulash that my host prepared, for me in Accra. The dish is called Fufu and, contains none of the ingredients that a Czech gou-
lash would, — but the taste and, texture were very similar! But you also concelved a dinner during EXPO, using forat ingredients! Was
there a similar thought behind it — to concentrate on “sameness’

AK: “Eating the Forest™ is a travelling site-specific dinner series that we created for the “ECADC Estonian Contemporary At Development
Centre” and, that is meant as a hands-on eating experience without any cutlery. The menn is & fusion of Estonian ingredients such as
Christmas tree spruces, lichen or sea buckthorn, and, the local cuisine. The biggest challenge was to create Estonian ﬂtwvwr and “atmo-
rplwe” with an artist group of non-Estonians, thus it reqmeaé an intensive research trip éq%re/mnd/ to experience aesthetics, ﬂaww:
ands to harvest ingredients. But in a way tﬁer&adualé/ was a “sameness’, since in Milan we used German tree leamﬁ:/t«ambmai;
Italian Veﬁefab[e:, herbs and, olive oily (which we :Wj/ed/ into Ztaé/ @/ car because szh& above wentioned EU import rules) next to
the Estonian ones. “Sameness” in reqard, to cookmﬁ is interesting also, because there is a wide uw{mby focusing on substituting ingredients
to create the same ‘e texture, as something else”: think gluten ﬁe& ﬂom'r, veqan eqq powders, soy burgers, cricket ﬂow Also: there is no
exacté/ same tasting experience! Culmmy taste is alwy/: in relation to the pmduct, ratio, tewperature; am:phere, and, so on. Thats
why convenience food tastes so different from person-cooked food: )
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AB: At Spoerri’s, everything pointed to art — the dishes, the furnishings. Or at
least to avant-garde cuisine. I imagine the conflict they had was more whether
you could have a “normal” meal here or not. Many people came to dreijahre
who had probably read a restaurant recommendation. It was only after a
while, perhaps when talking to the service staff or Anneli, that they realized
there was also another level here. Anneli, we had many discussions about
your talks with your team. Every now and then, the service staff seemed to
have a problem with their double role. With over 30 temporary workers and
two full-time employees, plus trainees, dreijahre had quite a lot of staff. On
the one hand they were actors in an art project, and on the other service staff
in a hierarchical restaurant business. In their everyday work they were
confronted with questions about the nature of the art work they themselves
were a part of. Did that not lead to confusion over their identity?

AK: Yes, of course. But anyone who started working at dreijahre knew the artistic
intention. The team knew that alongside the restaurant concept there was another
soul. In principle, it was important for us to have a constant exchange with the
team. There was a lot of free space for them to co-design, things for them to help
shape: we made signature drinks, discussed programs — many small details in the
design of the place came from the team.

In regards to the art intention, I was at pains not to overtax the staff. We
repeatedly had talks about how we might deal with guests who want to know more
about the art, and naturally about art per se.

Once some of us went on an excursion to Galan in South France, where
my former professor Rolf Thiele runs the Académie Galan.?” There were five
of us from the team, plus the chef. We cooked there every day, had meals
together, and talked a lot about dreijahre. And about the difficulty that
service staff is also a communicator in this situation. It was important that
everyone realized that it was fine to tell guests that they do not know exactly
where the art was either. Instead, they referred people to me; and that was
exactly right. Thus, I believe this trip to Galan was very important. It created
a distance to the place, and consequently the means to think quite differently
and — more objectively.

AB: As actors, the employees were exposed to the immediacy of the orchestration;
they did not have the detachment of observers, making it difficult to distance
themselves. That probably leads to people feeling overtaxed. That said, you could
ask whether artistic actions are not distancing actions in general, which come
about from being overtaxed.
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(AB: Looking back at how- I had addressed the seemingly oppositional states of being overtaxed, andyor distanced; I wvzd)
question such binary oppositions today. I asswme that in the employee’s perspective lies a whole different set of tools for
t/u}(/a}g with a conceptual endeavour like “‘dreijahre’. Anneli; Jyou took them all on a wokx}zﬁ—mdf;pea/dnﬁ vetveat. What
was the most surprising insight that this brought for you?

AK: It was & small group (btw: all non-artists) that was interested to travel all the way (16-hour car ride!) from Northern
Germany to South Erance, but to mitmwrmljg% Mﬁw&mwi&w&ﬁﬁomth&tm Art, as tmmersive in the
ww}/da}/ as “‘dreijahre” was, is, I believe, a great c/mllatﬁe ﬁw the emplo)/e&r, because most of what yow are /udﬂei é)/ ﬁ'om
the audience is non-art, in this meﬁ)ooﬂqua&ly, service and atmosphere. Thus, Ltwa;notwmde:wpm&lmthmy
supporting ﬂwtor ﬁr the team;, fhatth&relaxénﬁ angwumo ofdé:cmrénﬁ the:edinﬁ, apart ﬁfom/th& setting, worked: That a
dgﬁr%wwmtaporswwﬁaﬁrdszmwlu n a way, It/u'nk,)mwmedul&ia in art; that help transport a work,
apea'alé/ in public space. These mcjht be curators or critics, colleaﬂmx, mi&y%rm or a won-over audience... And I think
f/u}:tripmd&tlmtjmupmr&ofwiﬁdemta MWWq‘dwpnject Tell me, WWM&/WW experiences with allies

i your work?

AB: Since I consider my practice as an exploration of the paradoxes that Western culture; neoliberal capitalism and a long
culture of thinking in binary oppositions and, asymmetries bring along, I find allies in the ones who share my sceptical
attitude! In the case Lf the ‘Fermentation Pavilion’, our most amazing supporter was the Fondazione Forma - an
association of press photojmf/wr; who had, rwthinﬂ to do with ﬁod, or table cultures but who were productive
interlocutors”®

J

AK: That is true, but naturally you cannot expect something like that from the
employees. For many of them, it was a second job. They had to balance trays with
beer, serve 10 tables and deal with questions about art all at the same time. Most
of them accepted the idea and found their own way of dealing with the questions.

It was on the very last day, on the closing ceremony, that guests experienced the
restaurant most clearly as an artistic work. This date came about much earlier than
the guests might have expected. That was necessary, as the idea of disappearance
was inherent in dreijahre from the start. Consequently, the end came as a surprise
for everyone. On the final day, we reversed the service situation: on the tables in the
dining room food was arranged like a still-life — vegetables, fruit, sausage, carafes
with juice, withering flowers, piles of sandwiches with ham. . . (Figure 3). There was
no service staff; everything was self-service, though this was not specifically said.
Each guest had to find that out and actually stand behind the bar and draw one’s
own beer or pour oneself a wine. It was a really exciting situation. Naturally, some
guests complained about the lack of service and left shouting loudly.

One situation I really liked, and which expressed the confusion of the guests
well, was when a man drew himself a beer and a woman rushed up to him and
shouted with relief: “Ah, you work here!” And the man replied: “Me?! Erm ... I
don’t know.”
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Figure 3. Dilettantin produktionsbiiro. dreijahre dining room project. 2010. Finissage. Photograph
by Jan Meier.

The roles were simply reversed. You had to go behind the bar, look for a glass,
open the refrigerators and look for the drink you wanted. To begin with, the
situation was awkward. At some point the place was full, some people “served” the
others. We put on some music and had a huge party.

AB: Perhaps we ought to think about being radical again. Does artistic radicalism
come from a consciously heightened overtaxing of oneself? What was that like
then in dreijahre?

AB: T would, like to replwm’etfmtqwtiom Is the concept fféedzﬁ radical tied, to t/wopfori&gpo[a o/‘e&ther auerrpe&w{ag]

(mental and physical), or enclosure?

AK: That only works when it is what you want and you look for it. I cannot
demand it of anybody.

(AK: I would, like to add here thatwwmavowwtdwg ofem:rj/v Idom’tﬁeéattmotedto anymore; and, in this reﬁm’d,)
personally was probably not a good leadership example. Then I was mentally so attached to the clarity and consequence of
the work (and got a lot of strength out of it) that I wmight have lost often empathy for ‘what’s possible’ from a human per-
spective and, i a sustainable way (similar to what I perceilved later in overall gastronomy, that is prone to burn out peo-
ple). And I would, like to question whether a certain (peiformative) enerqy really needs to come from intense pressure,
focus and putting the work over your body (needs), or, what alternative focusing strategies might bez (— eq. mind/med-
itation practice)? )

N\
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AB: Mr. Block, I am also thinking about the sale of Beuys’ “Rudel”® at the
Cologne art fair. By being provocative and asking the sales price you did, you put
yourself in an extremely difficult situation — and then had to sit it out!*

4

E&B: B)/dem{z&hﬁ t/wpric&rowar’Wtadatéom René Blockchadenﬁeoﬁtheam'ﬁwntofm - rwtmé/ m/tlwpnmmy

art market; but also in national institutions and their production of cultural distinction.

RB: It was about cultural policy.
AK: And did you also enjoy behaving so provocatively?

RB: I did enjoy the fact that it turned out well. But the actual moment was a state
of tension and nervousness; Beuys felt it even more so than I did.

AK: It was, after all, his career that was on a high wire.
RB: That’s right, he risked a lot by trusting in me.

AB: Anneli, dreijahre was also very risky for you. The majority of your former
supporters in the art business did not want to go along with the idea. “If it’s
commercial, then it cannot be art,” they argued.

AK: I imagine that could only radicalize because it was in Bremen and not in
Berlin or New York. Presumably the context plays a great role.

[RB nods in agreement.]
AK: How is it with difficult art? Is it not, in any case, more interesting?

RB: Over the long term, difficult art is the more interesting. With pictures, it is
often the case that at first glance you think “A nice picture. I want it.” But after a
short time, it’s the opposite. Beauty alone quickly gets boring.

AB: Anneli, you liked guests who sparked controversies. What was it like with
difficult guests?

AK: Sometimes it was a dilemma. Some guests used the place as a stage for their
own performance. I preferred guests who took in a lot and observed things.

RB: The polite, detached ones.
AK: Yes, exactly.
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AB: I would like to come back to the difficult. Mr. Block, in your gallery work you
resisted the prevailing norms of the art market. It was said of you that you were
radical. How do you feel about that?

RB: I don’t think of myself as radical. I am interested in a certain concept of art,
and that is what I pursue. Closing the gallery on September 15, 1979 was perhaps
my most radical decision.

AK: You had a branch of your gallery for exactly three years in New York. How did
this period of time come about?

RB: The end came unexpectedly with the sale of the building. The new owners no
longer wanted to rent out the floors, but to sell them. I could not find any new
premises with a comparable atmosphere. Beuys always said it was really a
European space. New York was the only involuntary ending of a project. I selected
all the other finishing dates very consciously — my Berlin gallery existed for exactly
15 years. My work for the Berlin artist program of the DAAD also ended after
exactly 10 years, and I also directed the Kunsthalle Fridericianum for 10 years.

AK: It is interesting how you work and think in cycles. How does that come
about?

RB: I often act in cycles in order to think the end in advance, and also to work
towards it.

AK: It seems to me that an artificial deadline sharpens the focus. You work
differently when you know from the beginning when the end is.

RB: Naturally. When the end is determined, you get things done that you would
normally put off. Then you think: Now I MUST do it. That prevents you from
getting into a routine, and that is really important. Work should not become
routine. You always live with a certain generation of artists and sometimes have to
liberate yourself (and quit). Then others have to continue.

"

AB: Anneli; in your practice, it seems crucial that you embark on an artistic endeavour tojet/w/ with others. You need to be
present to claim the work as art. Laob‘ng back at the Wja jmtrmotmalx enterprise “dredjahre’, and on the projects that
came after that — what are your thoughts on the relation between exhaustion and, continuity?

AK: Interesting question! Back thew I was fascinated, by the radicalness that comes with submerging yourself
completeél nto an art work and the dynamw that’s necessary to create a W energy. As with atmo;péwio/per—
formatmm may it be an artpe&ﬁrmam or a/ﬁzufrommal space, Iﬁd @ certain presence ofﬁw originator
is necessary. With “dreijahre” I wanted, to prove to myself that as an artist I could slip into the role of a restaura-
teur every da}/ again, without ever becommj one. It's a lééemti&g experience i a way. However, pmz’mﬁé/ because
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of this rather intense work experience I have become more and more interested in the well-being, an aspect that’s
mfherwmow'n:q Wéfz‘wth&aﬁmrldzorjmomw. Moreover, If&eéthatth&mtwvrld/b:wuwy capitalized
and e/xp[ozltmﬂ system. In one of our later works “SLOe — Do Thee Good’, a ﬁuM truck conceived as moving instal-
lation in & public art group show; we aimed to incorporate questions of walé-beénﬁ and, :eéﬂwe into the déaloju&
with the audience, simply through the food that we offered: Hildegard v: Bingen energy cookies (which are deli-
clous, btw), rloe/j%jrwujmw and medicinal tea mixes, as well as a shirt to ‘ﬁﬁ/tt zﬁtfw ewil?’’ 14 like to
pose the question of how strategies of well-being could infuse any labour practice. What and, how far would this

\M& bez )

AK: On the closing of your gallery, Beuys said: “It has to be said where culture
takes place. Not in the Mies-van-der-Rohe building, but here.” I am interested in
what happens when art, which back then had a radical impetus, suddenly takes
place in the accepted White Cube? Does it lose its political force en route?

4

AB: This reminds me of the project you were just mentioning. ‘SLOe” was a food truck that was intentionally positioned in
the pedestrian area of the city. Perhaps it was not clear for all your visitors that the project belonged to a prestigious inter-
national exhibition of the city’s art musenm. What were your experiences with this kind of camouflage in frame of the
reception within the art freld?

AK: Iﬁk&ﬂmt/awm&tfwferm “camwfﬂaﬁe”% mm/vszhatinterafr mma/tufwthm/cmﬁ is t/wblmfr/}g ofléna,
and a certain quality of ‘hiding” by submergence into the non-native. It creates a structural ‘Gap’” or yow could, say shim-
mering vibration, a “blinking” of the spectator. This can be as simple as opening a record shop in a city gallery (which we
did as “sex record, shop”), " 4 dance club (which 1 love to do in the future), or the other way around; running a food
truck in public space that does more thaw serving food (as was ‘Sloe”). I think its all a matter of the setting, how well a
certain expectation is beénﬂ met. To me (s necessary that these ideas ﬁuwtloma; /Q/bnldzr, 1 like the economic/art wWﬁom
Reqarding the reception: its never in your hands. I have come to the conclusion that a work must entertain your own brain
furst and foremost. Which is also something that I might have learned, from gastronomy. Or music. )

RB: I think its force remains. But it shifts to a different level, reaches different
people. Perhaps it also gains something, as well. Beuys never shocked people in
my gallery; indeed, they came because of Beuys.

AK: Meanwhile, not a lot has changed: art is somehow a niche show for a niche
public.

RB: That’s it, exactly. Like the stone that falls into the water, first it makes a hole
in the surface and then it forms ever greater circles until the boulevard becomes
aware of it. When I was still at school, even people in the country knew that the
youngster painted as well as Picasso. And after the abstract painting came the Fat
Corner installation, which basically anyone can make. But, if we could return to
the topic of our conversation: I would like to mention that on the evening before
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an opening, we also have what we call a topping-out ceremony. It takes place in
these rooms with long tables like we used to in the Fridericianum and for other
projects. The artists, the assembly team, all the other employees and a few friends
come to eat in the exhibition that is often still not finished. We have been doing
that since the 19770s in New York.

AK: Museum dinners seem to be an interesting tradition, that can be also rpﬂected as a practice zfd&:com’:e, as Ellen
Blumenstein, Fiona GeufS and, Tanja Schowaker did in ‘can yow pass the salt, please?” at Salon Populaire, 2010-12
Another interesting aspect could be to think dinner settings/qastronomy as part 0}‘ the art discourse in musewms, as in eq.
Landmark Caﬁ/jg in Bergen Kunsthall: Musewm gastronomy as art education, tmwy%rmatﬁ ﬁom @ concert space into a res-
tanrant; a lecture hall or panels all in relation to the museuwm exhibitions. I wonder why so few museums have actually
perceived, this potential yet?

AB: Com'iden'nﬁ the parallels in the emergence of “qastronomy, art musenms, trade ﬁu’rf and the mﬁ:equuzt World Expost-
tions and biennials as hzi:fon'calé/ emancipatory tools for @ growing bomfjeozké& this seems a consequent aesthetic r ‘on
on the institution of the musenm!’” )

AK: I would claim that people think differently when they are eating.
RB: Drinking!

AK: That, too. Thinking is, after all, very much connected with the senses. Tell me,
where do you like dining out in Berlin?

( )

AB: In her curvent research; the philosopher Ruth fondereﬂjer retraces our aesthetic concepts back to its emergence i the
mid-eighteenth century. When Kant opposed, the ‘reflective taste” to the imumediate, qustatory taste, he took the palate as a
starting point and, basis for his aesthetics. These are concepts that Westerners soaked, in deeply — with the mother’s milk as
we would say i German! fonderejjer argues that this Mtwdé/ den'uarﬁom/ Kant living /9/ @ Hanse-port; where theﬁrst
colonial _700%: arvived, bi’t){ﬁi&(ﬁ nwﬂavows, and, smells. With that saids she asks how we can ignore that his philosophical
concepts are deepé/ rooted, in the immediate qustatory “tnnovations” of his time””

AK: Interesting that you mention mother’s milk as metaphor ﬂr the imprint one has experienced, since research has shown
kthat the bab}/’: tmt&prg@fm s aotualél uy‘luaza,d/ /7)/ the mother’s diet dw/mg both/preﬁw and, lzrea;tﬁw&‘n_q,% )
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RB: My wife’s place.

GK: Food, as wujj/wg moment? )

AK: And what is your favorite food?

AB: With this, Jyow asked, my ﬁxwmfite question i the conversation! I 1/1.‘% think /Lourutow/u'étﬂ it is that the three of us
shave similar pwﬁrmef about basic “in-one-pot” ﬁ)oa& % course, we learned, ﬁom the focéolojm& Pierve Bowrdiew that the
answer to a question about food preferences and table cultures reveals a lot about the scenes of a person’s upbringing. In con-
trast to the ﬁfwaﬂdzemy” kaﬁ class meal; Bowrdien Wra the bomfjeozlf meal as ‘to de#g/ the cmdeél material reald}/
of th&aotzy‘eatmﬁ Wofth&thé«ﬁ: consuwmed””” Iﬁnd/itueo/ “Bowdéew&%&”fhatt/wthn&zfm, wvrkdtﬁ n and, with
spaces that are h&sfon'calé/ coined, b)/ the bomfjeob’;z'&, ﬁm @&t roof/u}rﬁ to eat dishes that connect us to childhood experiences
outside these privileged spaces.

AK: Welé)/&;, all three 0}‘/44' camﬁom/ an M{alzrm_gm:g where :z'm;zéeﬁmd/ was kz}/ I, like to propose another f:heo;y tfwuﬁhj
why these dishes were so memorable for each of us. Their content of Umamdi! Umami (Japanese for flavourful) as the Sth
ﬂawvmf s /uﬁlpé/ addictive. Pg/c/wlojzk‘t Seth Roberts claimed in his “Umami Theo;y” that hwmans crmﬂauvw wise all
t/u}g: WWW wmanmd; sour and complex in order to trick us into eating bacteria™

N\ J

RB: Lentil soup, pea soup, bean soup, potato soup.

v
Glefe&maméaléoftfwmz )

AK: Do you also cook?

RB: Now and then. If it can’t be avoided. But strictly intuitively. I will not cook to
others’ recipes. Anyone can follow a recipe — take Picasso! What do you like
eating?

AK: As a child, I most liked ratatouille. I always asked for that for my birthday. My
mother could really make it well; she cooked a lot — I grew up in a pub.

AB: The dish I really associate with my childhood is potatoes boiled in their skins.
I really love them.
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RB: Ratatouille can be fantastic if it is cooked properly. And jacket potatoes made
from potatoes dug fresh from the garden — delicious. But lentil soup! A good
homemade lentil soup is really special.

NOTES

! Anneli Kdsmayr, and dilettantin produktionsbiiro, eds. No ART Around — About the (Im)Possi-
bility to Operate a Restaurant as Art (Berlin: Green Box, 2012).

> With the book, Anneli Kdsmayr didn’t seek to construe documentation as something signed and
sealed. She has created a discursive book that continues the questions posed in the project. As such,
it is also a continuation of the dining room project. The questions underlying the dreijahre
experiment are asked once again: Can that be art? What is art about it? How can something be art
that does not remotely resemble art, and only through constant assertion that it is has been moved
into the potential space of being considered art? Who is the observer in this setting, and where is he
or she? In order to elaborate possible answers, Anneli Kdsmayr invited various authors to sit down
at a table together and in doing so composed a tableau of approaches, which continue to bear witness
to an “in-between.” Mona Schieren, “Amuse Gueule,” in No ART Around — About the (Im)Possibility
to Operate a Restaurant as Art, ed. Anneli Kasmayr, dilettantin produktionsbiiro (Berlin: Green
Box, 2012), 14-15.

3 Dreijahre: German for three years, the sum of 1095 days.

4 On an area of 1500 sq. ft. it offered five atmospheric spaces (bar, café, dining area, salon, smoker’s
room) that were connected through openings and complemented by a secret club in the basement,
that was intermittently opened. Nothing looked like art, yet art was the reason and the form: A
restaurant complete with café and bar:| the tables have been laid, time is circumscribed.| The digital
countdown ticks off the days.|1095, meaning three years,| on the thin line between restaurant man-
agement from art,| between the visible and the hidden,| between the trivial and the special,| between
sensory experience and intellectual challenge. Anneli Kasmayr, “Can This be Art?,” in No ART
Around — About the (Im)Possibility to Operate a Restaurant as Art, ed. Anneli Kdsmayr, dilettantin
produktionsbiiro (Berlin: Green Box, 2012), 7.

5 The “Taverna Santopalato,” by Fillippo Tommaso Marinetti, Luigi Colombo and Nicola Diulgher-
off, opened in Turin on 8 Mar. 1931. Paola Bonino, “For a Good Time,” in Culinary Turn: Aesthetic
Practice of Cookery, eds. Nicolaj van der Meulen and Jorg Wiesel (Bielefeld, Germany: Transcript,
2017), 192. See also Cecilia Novero, Antidiets of the Avant-Garde: From Futurist Cooking to Eat Art
(Minneapolis: University of Minnesota Press, 2010), 15.

® Daniel Spoerri inaugurated Eat Art in Disseldorf, Germany, with “Spoerri Restaurant” (1968)
and “Eat Art Gallery” (1970). Allen Ruppersberg decided to start his “Al’s café” as a living artwork in
Los Angeles in 1969. See Novero, 145—208.

7 See Silvia Bottinelli and Margherita d’Ayala Valva, eds, The Taste of Art: Cooking, Food, and
Counter Culture in Contemporary Practices (Fayetteville: University of Arkansas Press, 2017).

8 Stephanie Smith, “Allen Ruppersberg,” in Feast: Radical Hospitality in Contemporary Art, ed.
Stephanie Smith (Chicago: University of Chicago Press, 2013), 118.

9 Unlike other contemporary works like the cooking project “Restauration a. A.O.” by German artist
Dieter Froelich, which is comparable in the economic approach as migrating pop-up-dinner experi-
ence, but not in regard to the taste. Since Froelich cooks exclusively by historic regional recipes, the
seasoning of the dishes does not always suit today’s palate. See Dieter Froelich, Supen. Getrank,
Briihe, Siilze, Mus, Suppe, Eintopf — Eine Betrachtung der fliissigen Speisen (Hanover, Germany:
Tinto, 2012), 7.

° Michael Glasmeier, “No Art Around,” in No ART Around — About the (Im)Possibility to Operate
a Restaurant as Art, ed. Anneli Kasmayr, dilettantin produktionsbiiro (Berlin: Green Box, 2012), 51.
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' While, since 1851, the World Expositions function as displays of “national” technological innova-
tions, the Venice Art Biennial, since 1895 recapitulates the ontogeny of national pavilions for
“national” art innovations. See Caroline A. Jones, The Global Work of Art: World’s Fairs, Biennials,
and the Aesthetics of Experience (Chicago: University of Chicago Press, 2016), 81—84.

2 “pavilion Zero,” Expo Milan 2015, http://www.expo2015.org/visit/padiglione-zero-3.htm (accessed
17 Dec. 2017).

3 Lauren Berlants’ concept of cruel optimism dissects a repeated attachment to a thought, or sensa-
tion, “a condition of possibility that also risks having to survive, once again, disappointment and
depression, the protracted sense that nothing will change and that no-one, especially oneself, is
teachable after all.” Lauren Berlant, Cruel Optimism (Durham, NC: Duke University Press, 2011),
122,

4 For further information on Exposed, including the “Fermentation Pavilion” (in Italian), see
Fondazione FORMA per la fotografia, http://www.formafoto.it/2015/05/exposed-project-da-merco
ledi-24-giugno-2015-forma-meravigli/ (accessed 17 Dec. 2017).

5 The “Fermentation Pavilion” was the conceptual roof hosting a two-day conference on 5—6 Aug.
2015 at Fondazione Forma per la fotografia, Milan, including contributions by Atmaja Anan, Fabio
Benincasa, Serge Attukwei Clottey, Copy & Waste/ English Theatre Berlin, Andrea Facchi, Giorgio
de Finis, Stefan Demming, dilettantin produktionsbiiro, Journal Rappé, Journal Gbayé, Valentina
Karga, Kuiperdomingos Projects, Laura Lecce and Fabrizio Vatieri.

16 Sylvia Ruttimann and Karin Seinsoth, “Interview with Rene Block,” On Curating, http://www.on-
curating.org/issue-22-43/interview-with-rene-block.html#.Wjz2JUsiEpQ (accessed 17 Dec. 2017).

7 “To Multiply is Human. Edition Block 45 Years 1966—2011” was the title of the anniversary
exhibition. From 10 Sep. to 26 Nov. 2011, it showed multiples by Joseph Beuys, Barbara Bloom, KP
Brehmer, Marcel Broodthaers, John Cage, Henning Christiansen, Philip Corner, Maria Eichhorn,
Ayse Erkmen, Robert Filliou, Richard Hamilton, Mona Hatoum, Dick Higgins, K.H. Hodicke, Rebecca
Horn, Sejla Kameri¢, Arthur Kopcke, Jaroslaw Kozlowski, Olaf Metzel, Aydan Murtezaoglu, Ebru
Ozsecen, Nam June Paik, Blinky Palermo, Sigmar Polke, Gerhard Richter, Diter Rot, Gerhard Riihm,
Biilent Sangar, Carles Santos, Sarkis, Nasan Tur, Wolf Vostell, and others. “To Multiply is Human,”
Edition Block, http://www.editionblock.de/prev_exhibitions_en.php (accessed 18 Nov. 2017).

8 See Ryan W. Buell, et al, “Creating Reciprocal Value Through Operational Transparency,” Man-
agement Science 63.6 (2017): 1673—95.

19 In late 2017 there have been several public cases of sexual harassment by male celebrity chefs in
the food industry such as John Besh, Mario Batali and Ken Friedman. In Friedman’s restaurant The
Spotted Pig there was an event space on the third floor that was named among employees and indus-
try insiders “rape room”. The restaurant published a statement online that showed little reflection of
the weight of the incidents. Especially in feminist discourses the action of co-owner and renowned
chef April Bloomfield of The Spotted Pig, as she as woman knowingly didn’t do anything to change
her kitchen culture was perceived as shocking, although it pinpointed the relation of sexism to abuse
of power, complicity in correlation to fear, and as a non-gendered behavior. See: Brett Anderson,
“John Besh restaurants fostered culture of sexual harassment, 25 women say,” Nola.com, 21 Oct.
2017, http://www.nola.com/business/index.ssf/2017/10/john_besh_restaurants_fostered.html;
Irene Plagianos and Kitty Greenwald, “Mario Batali Steps Away from Restaurant Empire Following
Sexual Misconduct Allegations,” Eater New York, 11 Dec. 2017, https://ny.eater.com/2017/12/11/
16759540/ mario-batali-sexual-misconduct-allegations; Julia Moskin and Kim Severson, “Ken
Friedman, Power Restauranteur, Is Accused of Sexual Harassment,” New York Times, 12 Dec.
2017, https://www.nytimes.com/2017/12/12/dining/ken-friedman-sexual-harassment.html;
“Ken Friedman’s Response,” New York Times, 12 Dec. 2017, https://www.nytimes.com/interac
tive/2017/12/12/dining/document-Ken-Friedman-Statement.html; and Elizabeth Kiefer,
“Gender. Power. Complicity. Complexity,” Refinery 29, 14 Dec. 2017, http://www.refinery29.
com/2017/12/185250/april-bloomfield-female-complicity (all accessed 21 Dec. 2017).

2 Francis Bacon, “Of Counsel,” in Essays, Civil and Moral, http://www.bartleby.com/3/1/20.html
(accessed 19 Dec. 2017).
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2! See project blog: “Cooking and Eating as Aesthetic Practice,” https://web.fhnw.ch/hgk/projekte/
iaep/ceaep/(accessed 19 Dec. 2017).

22 A collective open letter by players in the art world released in October of 2017 following the resig-
nation of longtime Artforum co-publisher Knight Landesman, a subject of numerous sexual harass-
ment allegations. It quickly got more than 9,500 signatures by gender nonconforming, nonbinary,
trans people, and women. “Not Surprised,” http://www.not-surprised.org/home/ (accessed 19 Dec.
2017). Parallel to this, women are speaking out about sexual misconduct in the food industry. As
most of the discursive opinions are published by women, there are a few public statements by men,
such as by renowned chef René Redzepi in mid 2015 starting a web-series on kitchen culture and
leadership and opening up about his own practice of misuse of power and asking: “How do we
unmake the cultures of machismo and misogyny in our kitchens?” accompanied by chefs/restaura-
teurs who are actively changing work culture in restaurants into less working hours and a more
aware team culture (Caroline Fidanza, Billy Wagner, Magnus Nilsson), incorporate sports/dance
practice into the work day (Iliana Regan) to the point of an awareness of gendered language (Sara
Kramer/Sarah Hymanson). See: Rene Redzepi, “Culture of Kitchen: Rene Redzepi,” MAD, 19 Aug.
2015, https://www.madfeed.co/2015/culture-of-the-kitchen-rene-redzepi/; MAD &Lucky Peach,
“Culture of the Kitchen: Suzanne Goin,” MAD, 20 Oct. 2015, https://www.madfeed.co/2015/cul
ture-of-the-kitchen-suzanne-goin/; Sophie Witts, “*I didn’t want to deny myself a normal life'":
Magnus Nilsson on tackling long hours culture,” Big Hospitality, 30 Oct. 2017, https://www.bighospi
tality.co.uk/Article/2017/10/30/Magnus-Nilsson-Faviken-Sweden-working-hours; Sam Dean, “A
Kinder Kitchen Culture Begins with a Single Chef,” Bon Appetit, 18 Feb. 2014, https://www.bonappe
tit.com/people/out-of-the-kitchen/article/kinder-kitchen-culture-chefs; and Tamar Adler, “How
Female Chefs Are Changing Restaurant Kitchen Culture,” Vogue, 16 Aug. 2017, https://www.vogue.
com/article/rising-female-chefs-in-america-sara-kramer-sarah-hymanson-september-issue-vogue
(all accessed 22 Dec. 2017).

23 Tbid.

24 “dilettantin menu” was the title for multi-course meals for 8—50 persons at different locations
(art room, private room, off-space, restaurant), which served the exploration of different spatial
conditions in Bremen, Berlin and Sylt in 2004 and 2005. The orchestration of the meals was reduced
and lasted four to five hours. The cooking was done alongside a long table at which the guests sat.
The tablecloths and cloth napkins were printed white on white with sentences and fragments of
sentences addressing the art claim of using an everyday setting. At the end, each guest was asked to
write down a question, a thought they carried home, which was later added to an archive of
questions.

25 See: Conflict Kitchen, http://https://www.conflictkitchen.org/ (accessed 22 Dec. 2017).

26 See: “Fating the Forest,” Dilettantin, http://www.dilettantin.com/eating-the-forest/ (accessed 21
Dec. 2017).

27 In 1999 artist Rolf Thiele initiated a project in South-West France called Académie Galan: art is
conceived, developed and discussed there. It is a work of art as an umbrella for many more works of
art, a place for the convergence of life and art. See also http://www.academie-galan.de (accessed 4
Jul. 2017).

28 See: Fondazione Forma per la Fotografia, http://www.formafoto.it/ (accessed 22 Dec. 2017).

29 In 1969 at the “Kunstmarkt Koln” (the predecessor of the “Art Cologne”), Block broke a symbolic
record. He sold Joseph Beuys’ work that later became known as “Das Rudel” (The Pack) for 110,000
Deutschmark. In doing so, Block topped the 100,000 Deutschmark limit for the first German artist —
which was previously only usual for American works. The price, which Block took from a Warhol
piece from the neighboring booth, caused hefty controversy among collectors and gallery owners.
The work was not sold until the closing day of the fair. See Stephanie Bailey, “The ‘Fairennial’ Shift:
Art Fairs, Biennials, and the Great Exhibition(s),” Art Papers: On Space (May/Jun. 2013): 34-.

3% See: “Sloe - Do Thee Good,” Dilettantin, http://www.dilettantin.com/sloe-do-thee-good/ (accessed
21 Dec. 2017).

31 See: “Sex Records Shop,” http://sexrecordshop.blogspot.de/ (accessed 22 Dec. 2017).
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32 See: “Can you pass the salt please?,” Salon Populaire, http://www.salonpopulaire.de/?cat=20
(accessed 20 Dec. 2017).

33 See: “Landmark Café,” Bergen Kunsthall, http://www.kunsthall.no/en/?k=11&id=252 (accessed
20 Dec. 2017).

34 See Kevin W. Sweeney, “Can a Soup Be Beautiful? The Rise of Gastronomy and the Aesthetics of
Food,” in Food and Philosophy: Eat, Think, and be Merry, eds. Fritz Allhoff and Dave Monroe
(Oxford: Blackwell Publishing Ltd, 2007), 128.

35 Based on the author’s participation in the workshop “Aesthetics and politics,” by Ruth Sondereg-
ger on 11. Dec. 2012. The workshop was organized by the DFG Research Training Group “Knowledge
in the Arts”, at the University of the Arts Berlin, https://www.udk-berlin.de/forschung/temporaere-
forschungseinrichtungen/dfg-graduiertenkolleg-das-wissen-der-kuenste/research-training-group-
knowledge-in-the-arts/ (accessed 22. Dec. 201)7. For a critical reflection on Kant’s aesthetic catego-
ries and gustatory experience, see Sweeney, “Can a Soup Be Beautiful?,” 117—-32.

36 Mennella J.A. et al, “Garlic Ingestion by Pregnant Women Alters the Odor of Amniotic Fluid,”
Chemical Senses 20 (1995): 207—09.

37 Pierre Bourdieu, Distinction: a social critique of the judgement of taste (Cambridge: Harvard
University Press, 1984), 196.

38 See: “The Umami Hypothesis: We Need to Eat Microbes,” Seth’s Blog, http://archives.sethro
berts.net/blog/the-unami-hypothesis-why-i-believe-fermented-foods-are-necessary-for-health/
(accessed 22 Dec. 2017).
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BIOGRAPHICAL NOTES

Anneli Kasmayr is interested in the relation of culinary enjoyment and emotional movement, the
kind of atmospheric parameters that determine a hospitality space, and in transdisciplinary work at
the interface of aesthetic practice. She works in food consulting, is a lecturer and holds a research
position in the SNFS funded project Cooking and Eating as Aesthetic Practice at the University of
Applied Sciences and Arts Basel, Switzerland.

She co-founded dilettantin produktionsbiiro in 2003, an artist collective which implements projects at
the interface of culinary taste, site-specific installation and performance. From 2007-2010, the group
operated a restaurant (dreijahre dining room project) with bar and cafe which explored the question
of the extent to which a hospitality space based on economic considerations can be art. Their last works
were a dinner series (Eating the Forest, since 2015), a food trailer and fashion project (SLOE — do thee
good, 2014) and a temporary Kunstverein (Thisisnotashop, 2014). Since 2004, Anneli Kasmayr has
been a member of SEX, an artist-cum-musician collective, and of sexsoundsystem, a DJ collective.
www.dilettantin.com, http://web.fhnw.ch/hgk/projekte/iaep/ceaep.

Anna Bromley develops exhibitions, installations, performances, texts, radio conversations and
plays that address flooding, breaches and interruptions in/of representative ways of speaking and
talking. Recent projects include Laugh of the Hyposubject (documentai4: 2017, with Brandon
LaBelle), Dreams and Dramas: Law as Literature (Berlin: nGbK, 2017), That, which is not mine
(Israel: Herzliya Artists Residence, 2017), Redemption Jokes (Berlin: nGbK, 2015), FXPO! The Fer-
mentation Pavilion (Milan: Fondazione FORMA, 2015) and Therapeutische Allianzen (Hamburg:
Kampnagel, 2014). She is co-editor of the anthologies Glossary of Inflationary Terms (Berlin, 2013
and Mexico City, 2014) and Jokebook (Berlin, 2015). She is currently a lecturer at the Academy of
Fine Arts in Vienna, Austria, and at the University of Cologne. www.annabromley.com

René Block opened his first gallery at the age of 22 and became Germany’s youngest gallery owner.
In the following years, the gallery grew to become an important cultural political entity: there were
numerous exhibitions and art events such as “Neodada, Pop, Decollage, Kapitalistischer Realismus”
(1964), “Ausfegen” (1972), “I Like America and America Likes Me” (1974 at the NY branch), “Ja, jetzt
brechen wir hier den Scheifl ab” (1979). Block collaborated with Wolf Vostell, Joseph Beuys, KP
Brehmer, KH Hodicke, Sigmar Polke, Palermo, Konrad Lueg, Nam June Paik, Arthur Képcke, Dieter
Roth and Robert Filliou among others. Exactly 15 years after opening it, René Block closed his gal-
lery, which in 1974 received the Art Award from the German Association of Critics. In the next
10 years he was director of the Berlin artist program of the German Academic Exchange Service
(DAAD); after that, the Fridericianum in Kassel; and then the Institut fiir Auslandsbeziehungen
(IFA) in Stuttgart. René Block has curated biennials in Sydney, Istanbul, Korea and Montenegro.
Since 2008 he has been in charge of Tanas — a Berlin project space for contemporary art from Tur-
key; Kunsthal 44 Mwen in Askeby, Denmark; and is also artistic adviser of Edition Block, which he
himself founded in 1966, and which his daughter Anna Block now directs. www.editionblock.de,
www.44moen.dk
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