
Conflict Kitchen and Enemy Kitchen:
Socially Engaged Food Pedagogy

Item Type Article

Authors Shin, Ryan; Bae, Jaehan

Citation Ryan Shin & Jaehan Bae (2019) Conflict Kitchen and Enemy
Kitchen: Socially Engaged Food Pedagogy, Studies in Art
Education, 60:3, 219-235, DOI: 10.1080/00393541.2019.1640501

DOI 10.1080/00393541.2019.1640501

Publisher ROUTLEDGE JOURNALS, TAYLOR & FRANCIS LTD

Journal STUDIES IN ART EDUCATION

Rights © 2019 National Art Education Association.

Download date 24/05/2023 20:41:04

Item License http://rightsstatements.org/vocab/InC/1.0/

Version Final accepted manuscript

Link to Item http://hdl.handle.net/10150/634539

http://dx.doi.org/10.1080/00393541.2019.1640501
http://rightsstatements.org/vocab/InC/1.0/
http://hdl.handle.net/10150/634539


1 
 

 

 

Conflict Kitchen and Enemy Kitchen: Socially Engaged Food Pedagogy 

Ryan Shin 

University of Arizona 

Jaehan Bae 

University of Wisconsin Oshkosh 

 

 

 

 

 

 

 

Keywords: agencément, becoming-other, Conflict Kitchen, Enemy Kitchen, nomadism, socially 

engaged food pedagogy  



2 
 

Abstract  

In this article, we examine food-engaged art practice and its artistic and pedagogical 

possibilities. First, we describe the precedents of socially engaged food art practices and 

provide a detailed account of Conflict Kitchen and Enemy Kitchen, from which we envision new 

pedagogical possibilities to embrace food and cooking as socially engaged art. In the second 

part of the study, we discuss the two kitchens through Deleuzian concepts such as nomadism, 

agencément, and becoming-others, to explore and encourage a shift from the pedagogy of 

being to the pedagogy of becoming. We argue that art educators pay attention to the becoming 

pedagogy as rhizomatic, transforming, and unresting status of socially-engaged learning, 

challenging the being pedagogy of the structured, goals-oriented, and standard-based learning.  
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Cooking, eating, and sharing food are about creating, self-creating, and the production and 

reproduction of human experience and life (Scapp & Seitz, 1998). Food and learning are closely 

connected as both allow humans to survive and evolve (Sumner, 2016). Food carries deep 

social, cultural, economic, and environmental implications that people experience every day. 

Food is not only an object of learning, but also, it is a vehicle for learning because food 

consumption is “a cultural, place-based, relational and social practice” (Flowers & Swan, 2012, 

p. 421). According to alimentary pedagogy, we are introduced to new food through families, 

friends, schools, or community events, which is “an intense and ‘personshaping’ pedagogy that 

is essentially social” (Highmore, 2008, p. 396). Through food, we can promote further personal 

and social changes, defining and disrupting emotions, beliefs, and/or knowledge.  

Food-engaged learning demands a complex understanding of what, where, why, and how we 

cook and eat, which allows diverse issues related to race, gender, class, and other social issues 

on micro- and macro-levels to be addressed (Buffington, Cramer, Angelli, & Norris, 2015; 

Maguire, 2017; Cargill, 2005; Slivka, 2016; Taylor, 2002). Students explore food as a link or core 

to call attention to complex social problems or human rights issues (Taylor, Carpenter, 

Ballenge-Morris, & Session, 2006). Art educators embrace food as both art and social practice, 

engaging multiple senses such as taste, touch, and smell, accepting that food and cooking are 

instrumental to our embodied learning about society and culture (Sutton, 2001). This focus on 

food in art education asks us to see students as learners “in transition and in motion toward 

previously unknown ways of thinking and being in the world” (Ellsworth, 2007, p. 16).  

In this article, we explore food-engaged art practice and its artistic and pedagogical possibilities. 

First, we provide several examples of precedents of socially-engaged art such as Daniel Spoerri 
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and Gordon Matta-Clark that focus on food in art practices. The article also provides a detailed 

account of Conflict Kitchen and Enemy Kitchen, from which we envision new possibilities and 

understanding to teach with and about food as socially engaged art. Second, drawing from 

these two examples, we discuss the Deleuzian concepts, such as nomadism, agencément, and 

becoming-others to explore a pedagogical shift from the pedagogy of being, or object-based, 

structured teaching, to the pedagogy of becoming that is rhizomatic and transforming learning 

in process and in flux . In doing so, this article will propose socially engaged food pedagogy 

towards change-oriented art teaching practice and learning.  

Precedents of Food as Socially Engaged Art 

As Kennedy (2007) and Koczanowicz (2017) noted, Daniel Spoerri and Gordon Matta-Clark 

propose the important locale of artistic experience, extending field of perception brought on by 

the ritual of cooking and eating. For Daniel Spoerri and Gordon Matta-Clark, cooking and eating 

serve as a nexus of shared conversations and aesthetic and gustatoric experiences among the 

viewers, shifting the focus of art appreciation from the object-oriented and personal experience 

to the multiple human relation-oriented and collective experience (Clintberg, 2013). Both 

artists' restaurants served and shared international foods that were not very popular at the 

time to promote interpersonal and hospitable relations among viewers, blurring the distinct 

boundaries between artists and viewers (Smith, 2013). Cooking, eating, and sharing food as art 

are at the heart of these new experiences and perceptions of art. These artists set up 

temporary kitchens and food stands in public exhibition spaces that create a sense of a 

utopian community by engaging visitors through socially engaged food arts.  

Restaurant Spoerri 
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Daniel Spoerri was born in Romania in 1930 (Stein, 2002). Spoerri has had a long-standing 

interest in working with food as artist’s material, and he is best known for his tableaux-pièges, 

or snare pictures, which are compositions of food and meal remnants (Kennedy, 2007; 

Koczanowicz, 2017). The procedure for snare pictures is always the same: What remains on the 

table after a meal—plates, glasses, wine glasses, and food remains—is glued to it, and the 

horizontal arrangement is verticalized and exhibited as a spatial picture. Spoerri realized that 

the preparation and consumption of food are two of the most defining acts of human existence 

(Stein, 2002). 

In 1968, Daniel Spoerri opened his Restaurant Spoerri in Düsseldorf. This restaurant quickly 

became the center of his studio and a gathering space for many artists and customers (Smith, 

2013). Spoerri and his art company subscribed to a new discovery of the Dada movement called 

Nouveau Réalisme, which challenged the traditional concept of art as a division between art 

and life, separations between the artist and viewers, between body and mind, and between 

ocularcentric and material-centered art-making (Koczanowicz, 2017). The movement also 

criticized the consumer society in Paris that emerged in the 1960s. For Spoerri, the preparation, 

serving, and consumption of food functioned as a metaphor on several levels. For instance, the 

activities at the restaurant were a metaphor for change, process, metamorphosis, and all parts 

of the cycle of life in both a crude materialist sense and a metaphysical one (Clintberg, 2013). 

The interactions of Spoerri’s customers would be punctuated by numerous rituals he 

constructed around certain meals and the types of behaviors and interactions that would 

evolve based on, in part, the cultural habits of the participants (Clintberg, 2013). Sometimes, 

people wished to join the artistic community but did not have enough money to buy food at the 
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restaurant (Koczanowicz, 2017). Spoerri allowed them to serve food or wash dishes so that they 

could join the community; he ensured that his art focused on cooking, eating, and sharing food 

as a tool for building human relationships (Koczanowicz, 2017). Spoerri remained adamantly 

opposed to the perception that viewers are innocent bystanders and that artists are alienated 

geniuses, and he worked to destabilize these perceptions in a variety of different ways 

(Clintberg, 2013). His work allowed for a creative dialogue between the artist and spectator by 

leveling the terrain as the viewer participates and gains credit for engaging with the work 

(Hatch, 2003). The convivial restaurant functioned as a space “in which guest and host came 

together to create a radically participatory art form” (Smith, 2013, p. 152).  

Gordon Matta-Clark’s FOOD restaurant 

In 1971, Gordon Matta-Clark, dancer Caroline Goodden, and their friends opened this 

cooperative restaurant in SoHo, New York, at the corner of Prince and Wooster Streets 

(Kennedy, 2007). Matta-Clark was an architect who returned to New York City after graduating 

from Cornell University (Waxman, 2013). He met Caroline Goodden at a party, and they were of 

the mind that SoHo, where many young artists resided, absolutely needed a gathering space for 

artists to discuss and share their artistic ideas (Waxman, 2013). In the early 1970s, SoHo was 

becoming an artistic area, and while a few galleries were opening, there were not many 

restaurants in the area. With financial support from Caroline Goodden, Matta-Clark opened 

FOOD restaurant and developed an affordable menu for young, poor SoHo artists. Moreover, 

the restaurant subscribed to a food-based philanthropy and employed about 60 financially-

struggling SoHo artists (Kennedy, 2007). 
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The restaurant soon became a hub of the SoHo art community and functioned as a 

performance site and a relational artwork (Zalman, 2017). It also functioned as a social space 

for artists, and Matta-Clark conducted food projects and exhibitions with the restaurant 

patrons (Waxman, 2013). For example, Matta-Clark and young artists explored new dishes such 

as sushi and sashimi at a time when they were not widely seen in New York, and they 

conducted a performance with guest chefs including Michael Goldberg, Donald Judd, Richard 

Landry, Yvonne Rainer, Robert Rauschenberg, Italo Scanga, Joan Shapiro, and Keith Sonnier. 

Matta-Clark often made necklaces after meals with the remaining and cleared bones, from 

which his food was called “Matta Bones” menu (Smith, 2013, p. 100).  Most importantly, Matta-

Clark was regarded in the art world as generous with his humanistic activities and services 

(Kirshner, 2003), as SoHo lacked housing and dining for young artists. Matta-Clark not only tried 

to create a social and collective space that promoted a sense of community, but also, he 

improved living conditions and blurred the boundary between art and life through food 

(Zalman, 2007).   

Although Matta-Clark’s FOOD restaurant was by no means the only project to have laid the 

groundwork for the types of food-engaged social practice visible today, it set an important 

precedent. Its cultural role in SoHo was comparable to that of an alternative arts exhibition and 

performing space called 112 Greene Street, where Matta-Clark and many of his art friends 

shared their alternative and experimental works. The site later became White Columns, a non-

profit showcase for emerging artists (Waxman, 2013). The two artists’ restaurants focused on 

cooking, eating, and sharing food as a way of building human relationships so that it would not 

end up as an elitist enterprise (Clintberg, 2013).   
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In the following section, we describe two contemporary examples of socially engaged food art: 

Conflict Kitchen and Enemy Kitchen, which comprise of artistic and social practices to address 

unexplored and unspoken ethnic and cultural groups of people through food. We chose these 

two art practices as we notice food being continuously explored as an essential component of 

social engagement and practice, seeking pedagogical implications of socially engaged food as 

artistic and educational practices.  

Conflict Kitchen  

[INSERT FIGURE 1 HERE]. 

Figure 1. Conflict Kitchen’s Palestinian take-out restaurant and performative event: Lunch with 

Local Palestinian. Image courtesy of the artists.   

Conflict Kitchen (Figure 1) was a pop-up, take-out restaurant in Pittsburgh, Pennsylvania, 

started in 2010 by Jon Rubin, a professor at Carnegie Mellon University, and activist artist Dawn 

Weleski1. It was a project well-known for serving food from countries whose governments were 

militarily and diplomatically in conflict with the U.S. Government (Tedford, 2014). Conflict 

Kitchen served food on five- to six-month rotations from nations such as Afghanistan, Cuba, 

Haudenosaunee, Iran, North Korea, Palestine, and Venezuela. Conflict Kitchen introduced the 

nations’ authentic culture, history, ways of life, and food, which the US mass media did not 

address (Chung, 2013). 

From 2010 to 2017, Conflict Kitchen invited scholars and cultural experts to generate public 

conversations, workshops, lectures, and cultural events beyond the area of the restaurant and 

in places such as community centers, public and private schools, and university classrooms. The 

staff of Conflict Kitchen learned about a nation’s food, culture, everyday life, society, and 
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political situations before they opened each new iteration so that they would be able to 

generate and maintain informed conversations with their customers about the countries 

(Chung, 2013).   

The staff of Conflict Kitchen learned authentic and vernacular cuisines during visits to the 

countries or from people who came from that host country. For example, to prepare for the 

North Korean iteration of Conflict Kitchen, the staff visited Seoul and Anyang in South Korea 

and learned how to cook authentic North Korean foods from refugees who escaped from the 

North Korean regime (Conflict Kitchen, 2013). 

[INSERT FIGURE 2 HERE]. 

Figure 2. Dawn Weleski, co-founder of Conflict Kitchen,  and  Conflict Kitchen staffs, learn how 

to cook North Korean dumplings from members of Jogakbo. Image courtesy of the artists.   

Figure 2 shows Conflict Kitchen staff learning traditional and authentic North Korean cooking 

methods for a dumpling dish that appears on the Conflict Kitchen menu. While the staff stayed 

in South Korea, they worked with Jogakbo (which means patchwork wrapping-cloth), a social 

and political group that consists of South and North Koreans who support North Korean people 

who settle in South Korea. Jogakbo, Conflict Kitchen, and the Anyang Public Art Project hosted a 

North Korean cooking class and did a live broadcast of it on social media (Conflict Kitchen, 

2013). Conflict Kitchen not only served food but also offered several social events associated 

with the nation, such as guest speeches, traditional art shows, performances, seminars, cooking 

classes, and workshops. For example, in the weeks prior to opening the North Korean iteration 

of the restaurant, Conflict Kitchen and Creative Time Summit initiated a food project in which 
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they served South and North Korean foods to 250 people on October 1, 2013, at Judson Church 

in New York City (Chung, 2013).   

[INSERT FIGURE 3 HERE]. 

Figure 3. A table at Conflict Kitchen is divided by blue (South Korea) and red (North Korea) 

placemats. Image courtesy of the artists.   

Figure 3 shows how the tables were split as a metaphor of the Demilitarized Zone (DMZ) that 

divides South and North Korea, a border created in 1953, with one side serving North Korean 

food and the other side serving South Korean food. Placemats2on the table were covered with 

real stories from both sides of Korea. Diners could read the red placemat printed with the 

interviews of North Korean defectors who describe food, lifestyle, and refugee life.  The blue 

placement containing the interviews of South Koreans’ thoughts about the North Korean 

regime and defectors now living in the South helped diners understand the views of South 

Koreans (Chung, 2013). While eating the two Korean cuisines, people who sat across from each 

other could easily interact with one another. Thus, Conflict Kitchen as socially engaged food art 

provided an encountering space for people to create and deepen human relationships through 

sensory experiences, collective dialogues, and spontaneous participations (Springgay, 2011).  

Enemy Kitchen  

As an Iraqi-American conceptual, interdisciplinary, and installation artist, Michael Rakowitz 

utilizes public space, media, performance and social intervention to address personal, political, 

and cultural issues that are often invisible to the public in normal circumstances. Seeing the 

cultural and political significance of cooking, recipes, foods, materials, and kitchen utensils, he 

has developed exhibitions and social interventions through which viewers contemplate 
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complicated relationships resulting from social and political conflicts. Often his work is 

highlighted as a dialogue between hospitality and hostility by mixing food and politics in 

unexpected places and manners (Vasey, 2018). 

[INSERT FIGURE 4 HERE]. 

Figure 4. Rakowitz makes baklawa with the students at Hudson Community Guild Center. Image 

courtesy of the artist.   

Enemy Kitchen (2003-ongoing) is a cooking workshop as a public art project that involves 

cooking and serving food to address the cultural invisibility of Iraq in the US by teaching Iraqi 

food to public audiences. Rakowitz started Enemy Kitchen by compiling Baghdadi recipes from 

his grandmother. He called the food Iraqi food, in contrast to most Iraqi restaurants in New 

York City, which more typically call themselves Middle Eastern or Mediterranean for safety 

concerns and to avoid political conflict (Smith, 2013). In 2004, Rakowitz started teaching Iraqi 

cooking to middle and high school students as part of an after-school program in the kitchen of 

Manhattan’s Hudson Community Guild Center (Johnson, 2007). After reflecting on his mother 

lamenting about the lack of Iraqi restaurants in New York, he intended to represent Iraq and its 

culture through food. While cooking using his grandmother’s recipes and sharing the food, 

Rakowitz and his students discuss current political issues such as misinformed mainstream 

views of Iraq (Shouse, 2012). 

[INSERT FIGURE 5 HERE]. 

Figure 5. Michael Rakowitz, Sketch for Enemy Kitchen. Courtesy of the artist and Rhona 

Hoffman Gallery, Chicago. Image courtesy of the artist.   
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When he moved to Chicago in 2008, Rakowitz resurrected Enemy Kitchen as a food truck with a 

rotating menu of Iraqi food. The Enemy Kitchen food truck was an extension of the previous 

workshop and a public food/art project in the Smart Museum of Art’s 2012 exhibition, Feast: 

Radical Hospitality in Contemporary Art. Veterans of the Iraq War, as well as Iraqi refugees, 

staffed the truck and cooked food for Chicago’s public (Smith, 2013). Food was served on the 

paper reproductions of dinnerware scavenged from Saddam Hussein's palaces (Roelstraete, 

2013). The Iraqi coat of arms is a logo placed onto the truck, which flies the Chicago flag 

rendered in Iraqi colors (Boucher, 2018). The juxtaposition of veterans and Iraqi food was 

intended to spark conversation in similar ways that the Enemy Kitchen workshops with children 

generated discussion, addressing the cultural invisibility of Iraq and its culture in the US. The 

artist invented this project to start conversations to challenge a singular post-September 11 

narrative. Rakowitz found a common denominator between veterans and refugees; cooking 

mediated communication between them and with the public (Vasey, 2018).   

The aforementioned restaurants and kitchens set precedents as socially engaged art practices 

that have created restaurants as art and community spaces of conviviality and hospitality, 

sharing food, narratives, and social and political ideas (Clintberg, 2013).  In the following 

sections, we extend these practices to explore pedagogical implications for art education 

practices, which opens up new lines of thought and ideas for socially engaged food pedagogy.  

Socially Engaged Food Pedagogy 

In this section, we discuss food, cooking, and kitchens as socially engaged artistic practices, 

drawing from the analysis of two kitchen projects as art practices, as well as our observations 

and experiences as minority group members of consuming food at restaurants. Our discussion 
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will be framed through Deleuzian concepts, such as nomadism, agencément, and becoming-

other, by presenting food and cooking as a form of rhizome and multiplicity, where artists or 

teachers meet with a participatory audience and students when creating and engaging in 

socially engaged art practices.   

Food and Cooking as Nomadic Art Practice 

When a person goes to an authentic restaurant from another culture, they may eat the food, 

meet with servers, and examine the interior of the place. When they order a fricase de pollo in 

a Cuban restaurant in the Midwest for the first time, for example, they become acquainted with 

Cuban food and culture, which are represented by the compiled experiences of eating food, 

studying materials, figuring out signs and languages, and exploring unfamiliar visuals and 

materials. As such, the kitchens “offer for learning about ourselves, others, and the world,” 

(O’Donoghue, 2015, p. 110), engaging visitors with non-conventional artmaking and social 

experiences (Iafelice, 2016). Through food, cooking, and eating at the shared space, the 

kitchens created a participatory and learning space from the artists’ nomadic art practice.   

The two kitchens’ art practice is nomadic both literally and socio-politically. By literally, we 

mean the two kitchens mirror nomads’ fluid movements. As food follows people’s migration, 

food as nomadic art can be served in any location or place. For example, Rakowitz, in Enemy 

Kitchen, invited high school students to learn how to cook Iraqi food in an after-school 

program. The cooking of the foreign food elicited dialogue and conversation about Iraq and war 

for social engagement and interaction. Rakowitz and the students discussed myths, conflicts, 

facts, and misconceptions about Iraq and the Iraq wars (Johnson, 2007). According to the 

artists, the food and cooking create conversation concerning challenging and conflicting 
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concepts and ideas. For example, one participating student said, “Why are we making this nasty 

stuff? They blow up our soldiers every day and they knocked over the Twin Towers” (as cited in 

Johnson, 2007, p. 18). But another student opined that the Iraqis did not knock down the 

towers, bin Laden did (Johnson, 2007). García (2018) provided a similar example of making 

tamales, engaging in a group conversation about authenticity, hybridity, race, and bodies, and 

opening up a learning space of “public, border, and food pedagogy” (p. 72). Beyond eating in a 

restaurant, for anyone genuinely interested in learning about culture (Garber, 1995), the 

experience of making food and dialogue surrounding the kitchen is an essential part of learning 

in borderlands as “border-crossers” (Giroux, as cited in García, 2018, p. 71). 

More significantly, in a socio-political sense, we interpret the kitchens as nomadic practice 

borrowing from Deleuze and Guattari’s (1987) nomadology, a portrayal of social change. Artists, 

diners, and visitors in the kitchens discussed geographical, social, political, and military conflicts 

and differences. Entering Conflict Kitchen and buying food at Enemy Kitchen are immersions 

into a nomadic space where anyone can become a potential nomad. In Deleuze’s nomadology, 

nomads are agents or forces for social change against the establishment and authority of the 

state. Nomads avoid and resist the sedentary logic of the state. The actions and resistance of 

nomads can potentially appear in a variety of forms, such as “an ideological, scientific, or 

artistic movement” (Deleuze & Guattari, 1987, p. 422). When such nomads work in the 

artworld, jagodzinski (2012) calls them nomadic artists. As we discussed, the nomadic artistic 

practices of Jon Rubin, Dawn Weleski, and Michael Rakowitz, as well as Daniel Spoerri and 

Gordon Matta-Clark, challenge the borders and boundaries of conceptual, social, and political 

territorialization, distribution, and determination. These artists engage the participants, such as 
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hosts/artists, diners/viewers, and servers with a nomadic site where people “consequently 

move[s] against the settled and conventional nature” (Braidotti, 2002, p. 4). Cooking, eating, 

feeding, and sharing as nomadic art creation and practice stimulate unspoken narratives, 

viewpoints, and understanding. This food as socially engaged art creates a site of nomadic 

learning, which will be further analyzed in the next section, through Deleuze’s concept, 

agencément. 

Agencément 

The term agencément, a French word, is used by Deleuze and Guattari (1987) in their well-

known text, A Thousand Plateaus: Capitalism and Schizophrenia, to describe social behaviors 

and activities. Agencément has been translated as the English word “assemblage,” even though 

the two originated from different etymological roots (Nail, 2017). In the field of art education, 

we are familiar with assemblage (Kee, et al., 2016; Schulte, 2015b; Walker, 2015). As such, 

assemblage has been introduced and accepted as a comprehensive and envisioning term to 

depict social change and transformation. In other words, this concept enjoys positive and 

attracting associations in art educators’ works, such as artmaking, identity exploration, and 

social changes (Walker, 2015). 

However, we bring attention to the original French term agencément, which means to arrange, 

to lay out, and to piece together, meaning a construction, an arrangement, or a layout (Nail, 

2017). The word assemblage, in French, is used for “blending, collating, gathering and joining” 

(Phillips, 2006, p. 108), denoting a collection of things and coming together. Assemblage 

reminds us of the Cubist collages of Pablo Picasso and some works of Futurists like Umberto 

Boccioni, and later Dada and Surrealist artworks (O’Sullivan, 2006). In these artistic practices, 
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artists create something new or a whole unity as assemblage, from joining and putting together 

objects, images, or symbols. Nail (2017) rejected the concept of creativity in modern art history 

when he translated and interpreted agencément. He stated, “While an assemblage is a 

gathering of things together into unities, an agencément is an arrangement or layout of 

heterogeneous elements” (p. 22). To Nail (2017), the two terms were different. 

The distinction between the two concepts is necessary to analyze the two kitchens and other 

nomadic art practices. According to Deleuze and Guattari (1987), nomadic becomings or 

becoming-other (this concept will be explained in the following section) is possible through 

agencément, with which one can see art practices and art works as the arrangement of 

elements, as opposed to seeing artwork as the result of genius artist invention (Lines, 2008). 

Deleuze and Guattari (1987) saw something not to be created but as agencément, or 

rearrangement of materials or relationships (whether social or interpersonal). For example, 

considering the two kitchen projects as art exemplified the materialization of agencément; all 

participants of human, inhuman, and nonhuman such as cooks, servers, diners, setting, and 

information and events in the artists’ restaurants made an agencément. According to Deleuze 

and Guattari (1987), agencément as an art form opens up to multiple lines of flight (Anderson & 

McFarlane, 2011), as bolts of energy that shoot off into open spaces beyond the limits of 

structured confinements and systems, through an action or actions taken by artists and 

participants, “enabling one to blow apart strata, cut roots, and make new connections” 

(Deleuze & Guattari, 1987, p. 16). Agencément can offer an escape route and eludes 

unchallenged structures and confinements (Genosko, 2014) in educational and societal 

contexts. 
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Agencément as a socially engaged artistic practice offers a site of learning where participants 

can break from the confined, stereotypical, molar (stratified or fixed), media saturated view 

(Garoian, 2012a) of Iraq and North Korea, and awaken or become open to trespass or challenge 

dominant social, political, and ideological assumptions. New connections can be made through 

a socially engaged art that opens up possibilities of becoming. 

Becoming-Other 

Becoming, as “the subject-in-process,” is “something between the two” (Semetsky, 2006, p. 6). 

To Deleuze (1999), becoming3 does not mean something physically becoming other. His 

conceptualization of becoming-animal in the book, A Thousand Plateaus (1987), does not mean 

that humans really become animals per se. To Deleuze (1997):   

To become is not to attain a form (identification, imitation, Mimesis) but to find the 

zone of proximity, indiscernibility, or indifferentiation where one can no longer be 

distinguished from a woman, an animal, or a molecule… Becoming is always "between" 

or "among." (pp. 1-2) 

Becoming was also explained in Daniel W. Smith’s introductory chapter of Deleuze’s (1997) 

book, Essays Critical and Clinical, as it does not simply say that “the self [in becoming] does not 

have a static being and is in constant flux” (xxx). In becoming, Smith (1997) goes on to say, one 

does not become another; rather, one encounters the other, and “the becoming is something 

between the two, outside the two” (p. xxx). Becoming is created when entering “a particular 

zone of proximity” (Deleuze & Guattari, 1987, p. 273). 

The zone of proximity can be formed within the two kitchen projects where participants cook, 

dine, and encounter with others. Encountering with others is an essential component of food as 
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a socially engaged project; when participants cook and serve food, they are “entering into 

another person’s frame of reference and taking upon oneself the other perspective” (Semetsky, 

2011, p. 140). Sharing food with stories is one of the oldest traditions in most cultures when 

guests are invited for dinner (Abarca, 2016). Cooking is a way to create a deeper social 

relationship, as was done when Rakowitz and his students at the Hudson Guild Community 

Center engaged with conflicting ideas and issues. According to García (2018), it is not possible 

to cook together without exchanging ideas and sharing values, eventually building social 

connections and relationships. In Conflict Kitchen, after their meal, the several dozens of diners 

discussed the politics, food, weapons of mass destruction, and economy of North Korea 

(Tedford, 2014). In both kitchens, the artists and audience questioned and ruptured 

stereotypically accepted social norms, structures, and systems about themselves and others. As 

Kester (2013) suggested, food and cooking are dialogic in nature in that people converse, 

exchange, interact, and collaborate through making and serving food. Serving foods does not 

merely provide nutritious dishes, but also, it opens the opportunity to engage with social, 

cultural, and political relations of the food. Most importantly, these relations operate as a 

platform for further deterritorializations (Bogue, 1999; Garoian, 2012b; Schulte, 2015a). To 

Deleuze (1987), a meaningful learning4 takes place upon deviation from the mainstream and 

dominant framework, and when becoming-other breaks up common identities framed by 

familiarities and dominant powers (Deleuze & Guattari, 1987). A becoming-other assumes 

“breaking out of our old outlived habits and attitudes” (Semetsky, 2011, p. 139). Kitchens, 

cooking, and eating allow us to “[enter] into another person’s frame of reference and tak[e] 

upon oneself the other” (Semetsky, 2011, p. 140), engaging deeply with heterogeneous, 
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peripheral minorities, and oppressed entities. Again, the two kitchens as nomadic art practice 

offer a site for becoming-others, where participants confront and resist unquestioned social 

structures, systems, and values. 

From Being to Becoming as Pedagogical Shift 

In the previous sections, we discussed Deleuze’s concepts of nomadology, agencément, and 

becoming-other, to analyze and understand the two kitchens as nomadic art practices. We also 

noted that the practice of becoming nomad and becoming-other is the essence of socially 

engaged food pedagogy that can offer pedagogical experiences through layout and agencément 

towards becoming-other. The participants in the two kitchen projects did not follow a 

structured or formal instruction by a third party but were immersed in situations or settings 

designed by the artists. This reflects Deleuze’s (1994) metaphor of learning in which learners 

must immerse themselves in a problem, with its system of differential relations between 

swimmers and waves of the sea (Bogue, 2008).  This resonates with the nomadic view of art 

education in which the teacher and students do not move across the sedentary or structured 

process of learning (Semetsky, 2008, 2011, 2013), but are rhizomatic, moving, and mapping in 

the process of learning (Richardson & Walker, 2011). The classroom becomes a nomadic site 

where students engage with the experience of becoming-other through the agencément of art.    

In many teacher education programs, pre-service art teachers are encouraged to develop or 

structure lesson plans as a road map, or as Atkinson (2017) called it, “pedagogies of 

transcendence” (p. 139), within which the teacher steers or directs students toward the set 

goals. We call this practice being pedagogy. A good example is the backward design method 

(Wiggins & McTighe, 2006) advocated within the National Core Arts Standards. Using these 
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standards, artmaking, enduring understanding, and lifelong goals are indicators of being 

pedagogy. Teachers trained in the pedagogical approach of being will expect students to also 

achieve the goals and demonstrate an understanding of disciplinary art knowledge, 

transmitting pre-existing academic and compartmental knowledge (Garoian, 2012b, 2017). 

Deleuze and Guattari (1987) criticize the sedentary logic and structure of being pedagogy. 

When designing art lesson plans under being pedagogy, art teachers start with learning 

objectives and goals that students should accomplish. Students also follow predetermined 

roads and destinations, unlike the nomad, who creates new paths and maps each time they 

travel. 

In searching for a new pedagogical shift in the art classroom, we return to Deleuze and 

Guattari’s (1987) concept of becoming, which challenges being pedagogy. With becoming as a 

pedagogical approach, teachers can situate themselves and their students in a flexible, 

changing, and transforming philosophy of teaching, moving away from prescribed school 

curricular and compartmental learning (Garoian, 2012b; Irwin, 2013; Richardson & Walker, 

2011; Schulte, 2015a). This becoming pedagogy echoes Deleuze and Guattari’s (1987) smooth 

spaces5 and a new philosophy reflective of the multiplicities of things (Adkins, 2015), creating 

the potential to free us from the structured and Freudian limitations, and sending us toward 

forming agencément and creating rhizomes and lines of flight. This becoming pedagogy also 

helps us see pedagogical and social changes as being in process and in flux, as seen in the works 

of the socially engaged artists discussed in this article. When pedagogical perspective is shifted 

from being to becoming, we see our students as “a creative becoming” (jagodzinski, 2017, p. 

39), not developing a curriculum that is prescribed and predetermined in structure and 
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direction. This view is reflected in Ellsworth’s (2007) placing of learning where students are 

seen as the learning self in the making. Pedagogy of becoming is “no longer about what is 

already known but instead creates the conditions for the unknown and to think as an 

experiment” (Irwin, 2013, p. 207). This shift toward becoming pedagogy is the essence of 

socially engaging art education practices. 

Conclusion 

Ultimately, these socially engaged artistic kitchen experiences are examples of the becoming 

pedagogical approach, and we advocate for the method of using food as artistic experience to 

promote learning, understanding, valuing, and more. In this context, learning facilitates a new 

understanding and view of the world, instead of representing and accepting preexisting 

knowledge and convention. Deleuze (1994) suggested about learning that:  

We learn nothing from those who say: ‘Do as I do’. Our only teachers are those who tell 

us to ‘do with me,’ and are able to emit signs to be developed in heterogeneity rather 

than propose gestures for us to reproduce. (p. 23, emphasis added) 

The socially engaged food pedagogy that we have discussed reflects Deleuze’s sense of 

learning. Learners who encountered the two kitchens showed the dynamics of learning as 

becoming-other and challenging the structures and values that were once established. Further, 

Deleuze’s (2000) valuing of art in achieving these goals is well represented in his concept of art: 

Only by art can we emerge from ourselves, can we know what another sees of this 

universe that is not the same as unknown to us as those that might be on the moon. 

Thanks to art, instead of seeing a single world, our own, we see it multiply, and as many 
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original artists as there are, so many worlds will we have at our disposal, more different 

from each other than those that circle in the void. (p. 42) 

Deleuze values art that provides an opportunity to go outside the norm and creates a 

perspective that changes common senses, perceptions, and ideas (Lines, 2008). Socially 

engaged food pedagogy de-territorialized traditional art, artmaking, and teaching. In the 

Deleuzian perspective, the two kitchens created a sense of openness to the possibilities and 

exploration of socially engaged learning through experiences and experiments of nomadic art 

practice. 

Ultimately, after analyzing both Conflict Kitchen and Enemy Kitchen, we envision a socially 

engaged food pedagogy in which food becomes a nomadic art to form agencément and 

emphasize becoming, and we suggest that the field of art education pay more attention to 

becoming pedagogy because using food and foodways as socially engaged art highlights the 

critical and vital view of art education as becoming. Semetsky (2013) saw the value of becoming 

as the possibility for growth and change in education, which would allow for “a shift of focus 

from the static body of factual knowledge to the dynamic process of experimental knowing” (p. 

13). Becoming pedagogy also provides a conceptual tool or strategy for art educators to see our 

works as change-oriented and promoting social justice via art education when we design 

curriculum and art projects and revamp our view on the subjectivity of students. We advocate 

becoming pedagogy for making art education the site of rhizomatic, transforming, and 

unresting learning by challenging the being pedagogy of structured, objective-oriented, 

striated, and standard-based learning.  
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End Notes 

                                                           
1 Conflictkitchen.org website now is permanently closed. However, you could read brief information 

about Conflict Kitchen from Jon Rubin's website, http://www.jonrubin.net/test-page. Jon Rubin and Don 

Weleski interviewed North Korean defectors.  

2 Conflict Kitchen interviewed North Korean defectors in order to develop the 

placemat/wrapper. The readers may find the North Korean placemat of Conflict Kitchen at 

https://www.conflictkitchen.org/wp-content/uploads/2013/11/korea_wrapper3.pdf 

3 This is an example of what Deleuze and Guattari (1987) called a becoming: The wasp, enlisted 

into the reproductive cycle of the orchid, engages in a becoming-orchid. This is not, they stress, 

an act of imitation, but a genuine incorporation of the body of the wasp into the orchid’s 

http://www.jonrubin.net/test-page
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reproduction. The same is true in turn for the orchid itself, which engages in a becoming-wasp, 

not by copying the female wasp, but by crossing over into the zone of indiscernibility between it 

and the wasp in a series of de- and re-territorializations. 

 
4 Deleuze (1994) defined learning as an exploration into ideas. Deleuze’s ideas engender a 

world of multiplicity, which is in the process of genesis, indicating constant generation in 

between multiplicities. Therefore, learners who explore the world of ideas are open to all 

events, meanings, and happenings possibly caused by the encounter with the signs (i. e. Conflict 

Kitchen and Enemy Kitchen), and they are compelled to transform themselves. 

 
5 Smooth spaces are nonlinear, open-ended, heterogeneous, and nomadic, whereas striated 

space is “that which intertwines fixed and variable elements, produces an order and succession 

of distinct forms” (Deleuze & Guattari, 1987, p. 478). Smooth space is the territory of the 

nomads; striated space is instituted by the state apparatus. Smoother space is where 

transformation and change emerge in and through a new event.  

 


