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The Colour is served! Synesthesia of the taste and room in 

Futuristic Cuisine 

1
Michela Rossi, 

2
Giampiero Mele, 

 

1Dipartimento di Design, Politecnico di Milano, michela.rossi@polimi.it  

2Facoltà di Lettere, Università degli eCampus, giampiero.mele@uniecampus.it 
 

Abstract 

Food arouses a sensory synesthesia. This stimulated the fantasy of Futurists, they chased the 
convergence of formal arts, indeed. The cuisine could be a scope of global art, 
because the enjoyment of food involved five senses. Recipes are a demonstration of 
their experimentation with tastes, smells, sounds, tactile experiences and colours as 
well. They suggested provocatively food combinations that were unpublished and 
unlikely to stimulate the enjoyment of all the senses but taste. The formulation 
emphasizes the role of artists in the birth of a new vision of the alimentation, in which 
formal and chromatic aspects take over as interactive elements with the sight and the 
touch. The paper aims to investigate the role of colour in the synesthesia of the 
futurist cuisine that involved as much food as the rooms, documenting the importance 
of the futurist heritage on contemporary cuisine. 

Key words: Futuristic cuisine, color synesthesia, food design 

1. Food as a global art 

The Futurism was the avant-garde movement that more than others pursued 
the convergence of all arts through a radical experimentation. That involved 
formal arts as well as many aspects of daily life with the declared aim of 
provoking the renovation of social usage. The aesthetic value resulted in the 
search for a synthesis of the five senses. 
Perhaps nothing else satisfies the animal sensitivity as food: in eating the 
sight and the smell anticipate and reassure about the tactile stimulation of 
taste in the consumption of the meal. Many idiomatic sentences, as well as 
the care in food preparation highlight our instinctive tendency to eat before 
with our eyes and than with mouth. 
The Futurists therefore couldn’t neglect food, which once exceeded the 
needs associated with the fulfilment of appetite, had already evolved as the 
"art of the taste". Food could become a scope of global art.  
Marinetti couldn’t pass up this wonderful opportunity and in 1909 he 
affirmed "the importance of nutrition on the creative, fecondative and 
aggressive capacity of breeds", arguing that "We think, we dream and we act 
according to what we drink and we eat up". The cuisine could be a great 
testing ground for new, unusual combinations of flavours, smells, colours 
and shapes to produce multi-sensory stimuli, meaning gustatory, olfactory, 
visual, tactile, not to mention hearing. 
The very experimental approach will be developed only twenty years later, 
long after that the first Futuristic cook Jules (Jarro) Maincave joined the 



354 

movement in 1913, while Apollinaire formulated the Cubist culinary theory1 
and Carlo Carrà wrote the Manifesto of painting, sounds, noises and smells.  

 

 
 

Fig. 1 – Color and innovation on the Futuristic table: Djulgeroff’s menus for the Taverna del Santopalato, advertising 
and cocktails (polibibita) by Depero, 

                                                        
1 Apollinaire, Le cubisme culinarie (1913) 
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The following year, the French chef published an article in the form of 
interview, named The Futurist cuisine.2 He presented it as an original search 
of harmony of the setting of the table with the colours and flavours of the 
food. He complained about the boredom of traditional flavours, suggesting 
new combinations of merely rupture, which anticipated by decades the 
proposals of nouvelle cuisine, and a more modern setting of table without 
any other sensory relationship. 
The real test, however, followed the first publication of the Marinetti’s 
Manifesto of the Futurist Cuisine3 and the subsequent promotion of a 
research that recognized food as a formal expression of ingredients, capable 
of stimulating the enjoyment of all senses.  
The following year, Sonzogno published the book Manifesto of Futurist 
cuisine by Marinetti and Fillia (Luigi Colombo). Authors preached the 
elimination of pasta, which weighed Italians’ mind,4 the abolition of cutlery, 
not to spoil the tactile pleasure of the body, and the traditional condiments as 
well as politics at the dinner table. They invited chemists to invent new 
"simultaneous and changing mouthfuls" flavours that could be accompanied 
by music, poetry and perfumes. 
Menus and recipes, which they call “formulas”, completed the Manifesto. 
They emphasized the role of artists in the birth of a new vision of food, in 
which formal aspects of shape and colour interact with the sight and the 
touch.  
The futuristic cuisine is therefore a transversal and "interdisciplinary" art. It 
involves all aspects of food, starting from the somewhat 'contradictory 
involvement of doctors, called to prove the nutritional value of new 
proposals, and chemicals, invited to create a synthetic food to feed human 
body with pills, artificial protein compounds, synthetic fats and vitamins. 
That was the final goal of the futuristic cuisine! The substitute for real food 
would make it possible to reduce the cost of living, therefore working hours. 
In any case it would not have erased the taste for synesthetic experiences, 
which Marinetti describes. His menus suggest the "consumption" of meals 
with eyes and/or with the smell, sometimes without eating anything.5 
Beside of the food, recipes, or rather "formulas" as the Futurists called them, 
often described the atmosphere and the mood. The attention is fulfilled with 
the setting of the dining room and the table. Notable are the rich ceramic 
production of Tullio d'Albisola, the graphic and chromatic research by 
                                                        
2 Fantasio, 1st september 1913 
3 Comoedia, il 20th Jenuary 1931 
4 Marinetti stated that it spoiled the ... “the lively spirit and the passionate generous intuitive soul of 
Neapolitans who, in eating it, develop their typical ironic and sentimental skepticism, which truncates 
their enthusiasm often." 
5 Marinetti and Fillia, 1932, “Musical autumn lunch”. 
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Medardo Rosso and Fillia in menus and the advertising billboards by Depero 
and Prampolini. Advertising graphic was the real invention of the Futurists. 
The "launcher poster" advertised products of food industry that involved 
actively the Futurists also in planning stages which anticipated the 
contemporary developments of Design. They understood the importance of 
the packaging and the marketing, with unforgotten inventions such as the 
Fillia’s spiral of the “Amaro Cora” and the Depero’s bottle and shade of 
Bitter Campari (fig. 1).  
An interesting demonstration of the enduring involvement of Futurism in the 
food industry is Il Poema del vestito di latte. Parole in libertà futuriste di 
Marinetti accademico d'Italia6. The pamphlet, which was illustrated by the 
young Bruno Munari, was published in 1937. It was a promotional of 
Lanital, an autarkic textile from casein, produced by SNIA Viscosa. The 
booklet demonstrates through the advertising activity, the relationship of 
Futurism with the industry, which was the best expression of the machine’s 
world. 
The Futurist cuisine is characterized by irony, imagination and creativity, 
even colour (fig.2).  

 
 
fig. 2 - Futuristic food design: the contrast of colour should increase the dishes appeal as pleasure for eyes. Some 
recipes describe the “layout” of food in simple pen drawings; the colouring stresses the concept of eatable art that 
anticipate contemporary trends.   

 
The two most popular dishes are the Nicola Diulgheroff’s “Pollofiat”, a 
roasted chicken with balls bearing stuffing that give it a unique metallic 
taste, and the “Carneplastico”, a high meatloaf stuffed with vegetables with a 
sweet-salty taste and a vaguely phallic shape that enhances the plastic 
potential of the culinary art (fig. 3). None of them attracts for its colours, 
                                                        
6 The Poem of the dress of milk. Free words by Futurist Marinetti, Academic of Italy. 
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which are the natural ones produced by food cooking. Other formulas such 
as Fillia and other painters’ ones document a higher attention to colour 
combinations by the alternation of ingredients. They suggested bold colour 
compounds according to simple geometric designs, using spinach, tomato 
sauce, milk, pumpkin puree. In one case it also provides for the correction 
with methylene blue, anticipating the industrial use of chemical food 
colours, but generally the futuristic kitchen is coloured by itself, taking 
advantage from the variety of colours of plants. Meat and dough become 
plastic stuff of a formal research in which the main subject is not the colour. 
The reconstruction of the colour palettes in food dishes contrasts with the 
aseptic colour design of spaces, where dominated the metallic glow of the 
aluminium. 
 

 
fig. 3 - The natural colour of foods on the design of the recipe of the Carneplastico and the Ortocubo. 

 

2. Interior Design as a food background 

One of the important demonstration for the Futurism and for that 
“reconstruction”, which had to include gradually the various field of the 
human experience, was the initiative to open in Torino a restaurant, where 
the new futuristic foods had to be presented to the public in a futuristic way. 
For the realization of the scenery that had to host this demonstration, they 
chose the painter Fillia and the architect Nicola Diulgheroff. The purpose 
was the transformation of Angelo Giachino’s restaurant in a proper place for 
the diffusion of the futuristic cuisine. The name of the restaurant, named by 
Marinetti at the end of the Circuito di Poesia (The Circuit of Poetry) between 
the futuristic paintings at the Galleria Codebò, was Taverna del Santopalato 
(The Holy Palate Tavern). Fillia himself declares in an interview that: “first 
of all I ask you to notice that our initiative and our activity for the opening of 
Santopalato has entirely artistic purposes, creators and  engines of an our 
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culinary theory. It is not about a Diulgheroff’s speculation nor mine. We will 
simply give to the Tavern a futurist mark… The Tavern… will be decorated 
by architect Diulgheroff and by me with the exact purpose to move in the 
futurist debate from theory to practice”. 
Fillia and Diulgheroff’s project in order to receive an organization of 
different flavours, smells, colours and meanings had to create a space with 
an atmosphere which had to be the summary of the mechanical modern life. 
The Tavern reached a big notoriety even before its inauguration, thanks to 
the several announcements. The inauguration took place on the 8th March 
1931. The main hall was a big cubical box, standing side to side on a smaller 
one. It was decorated with completely bright, half-circular columns, with big 
and bright metallic oculus stuck at the half of the height of the wall, which 
was completely covered by the finest aluminium. This latter was not a 
simple covering of the wall but it was conceived as a working element of the 
interior. Fillia wrote in his book “dominant aluminium, agile bone structure 
of a new body, complete with the rythm of the indirect light. The light is also 
one of the fundamental reality of modern architecture and it has to be space, 
it has to be a living part with the other shapes of the contruction”. 
 

 
 

fig. 4 – Historical pictures of the inner space of Taverna del Santopalato in Torino. 

 
The shiny and reflective effect of the aluminium had to support the 
chromatic presence of the futurist dishes. The colour of the posters, the 
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dishes and the people created an effect of chromatic movement, similar to a 
kaleidoscopic one. This idea of inner space features the room of various 
projects, which concern in some way Diulgheroff’s food retails in the 
following years: the bar Cinzano in 1932 and the bar Cora in 1933, both in 
Torino, as well as the stand for Rivella company in 1934 at the Fiera del 
Levante in Bari and the Italian restaurant in the Colonial Exhibition in Paris 
propose again that kaleidoscopic idea of colour and movement, which was 
generated by reflections of the advertising graphics in the interior. 
Diulgheroff’s ability in the advertisement, of his own is the bigger part of the 
advertising posters for different business, from water to boilers, from 
companies in building field to alcoholic drinks, brings him to have various 
requests from firms not only as publicist but also as interior designer. The 
year after the inauguration of Santopalato the same architect designed the 
interior for a new Bar Cinzano in the First Exhibition of Fashion Design, 
held at Valentino in Torino. Here the materials the walls are different: 
metallic grids, mirrors and shiny surfaces. Together with reflective and 
coloured coverings, they had the purpose to increase the visual effect of 
advertising slogans everywhere, also on the floor. The main focus is to 
recreate the kaleidoscopic image of the Santopalato. This concept of space 
recalls the Futurist poetry of “parolibere” (free words) composition. The 
chromatic use of walls, which were made of different materials, refers to 
Van Doesburg’s artistic compositions recalling the Neo-Plasticism in a neo-
futurist way. 
 

 
 

fig. 5 - The project for the Cinzano's bar  in occasion of the First exhibit of Fashion Design, held in Torino in 1932 
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fig. 6 – In order from the top: the interiors of Cora bar designed for the second Fashion exhibition in 1933. The 
advertising  for Amaro Cora in the same time. 

 

During the Second Exhibition of Fashion Design, held in Torino in 1933, 
Diulgheroff designs the interior of the Bar Cora. The room was narrow and 
long with the entrance on one of the shorter sides; therefore the architect 
placed the counter on the long side, on the left of the entrance. Spheres and 
slogans on the same wall generated the lighting. The wall in front of the 
counter was painted with orange shades that became clearer upwards and it 
was illuminated with diffusers, in contrast with the aluminium varnished 
columns. To use in the best way the perspective tunnel generated by the 
proportion of the room, the architect designed a half-circular counter with 
decreasing element and put above it the graphic of the Amaro Cora.  
In this case the colour stresses the structure of the space and underlines the 
graphics, which had different sizes and colours. There is not any 
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kaleidoscopic effect, but the chromatism accentuates the tunnel effect of the 
interior. 
The only chromatic key in the inside of this space were the big posters, 
painted by Diulgheroff himself, promoting the Metzeger, the bier of Torino 
and the Amaro Cora (tonic liquor Cora), the curtains and the various objects 
within. 
 

 
 

fig. 7 - The stand of Rivella designed by Diulgheroff at Fiera del Levante in Bari in 1934.  

 
The Rivella’s stand designed by Diulgheroff in 1934 for the Fiera del 
Levante in Bari, probably never realized, was an example of advertising 
architecture similar to the one for bar Cinzano. Its constructivist interior had 
reflective materials and the coloured graphics would constitute a strong 
advertising call. In this case, the reflective effect of materials would 
guarantee a kaleidoscopic effect of movement in a chromatic disorder. 
 
The use of colour by one of the most important figure of the Futurism in 
Torino highlights a choice focused on chromatism to enhance the structure 
of the mechanical space. Starting from an idea of space and colour 
influenced by the Neo-Plasticism, Diulgheroff comes to a completely 
innovative interpretation of chromatic movement that breaks the unity of the 
spatial box, extending the poetry of the painting to the architecture. The idea 
of the coloured space recalls the avanguards’ culture, but Futurists develops 
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it with grown awareness, thanks to the discussion and debate inside their 
circles. 
 

3. Conclusion. Anticipating food trends. 

The literary documents confirm the importance of Futurist heritage in the 
contemporary cuisine. Provocateurs experiments of Futurist artists, who 
improvised cooks, left a mark in the renovation of food industry that is 
recognizable in developments of the Nouvelle Cuisine, the Molecular 
Cuisine and in today Food Design. They also marked with their implicit 
desire to elevate the cooking to a noble art, equating it to literature and main 
formal arts. 
Recipes and menus emphasize the importance of colour in the gustatory 
synaesthesia, involving not the taste of the food, as well the whole mood of 
the room in which meals were consumed. The comparison between the 
formulas by different artists shows a different approach depending on their 
prevalent training.  
Of course the more "colourful" recipes are those by painters.  
In Futuristic cuisine, the use of colour is not a feature in itself, because the 
colour is only one among five sensorial perceptions, which affect the mood 
together with the interior that backgrounds the eating.  
The role of the colour and in this kind of shaping of the interior of food retail 
is the element which balances the static space and the chromatic dynamism 
of the inner design, based on light games, and the reflections of the colour 
graphics, of food and the table set on the tinny walls. 
The food is just the stuff of a global art. 
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