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ABSTRACT 

This dissertation explores the artification of upmarket dining from the 

perspective of practice theory. Regarding the concept of artification, the study 

draws on theorisations in the field of aesthetics. Accordingly, it aims to 

elucidate how the practice of upmarket dining has adopted ways of thinking 

and acting conventionally associated with the societal domain of modern high 

art. Concerning practice theory, the study leans on the Schatzkian approach as 

frequently applied in empirical research on consumption since the early 

2000s. 

The study investigates the artification of upmarket dining in the 2010s in 

Helsinki, Finland. It aims to elucidate how a more artful mode of dining out 

has been recently performed as interlinked components of a practice, that is, 

as materials, practical and general understandings, and ‘teleoaffectivity’. 

Based on the analysis of these performances and sociological literature on 

taste, the thesis also aims to provide the more artful mode of dining out with a 

specific definition. Additionally, the study responds to the question of whether 

the more artful mode of upmarket dining can be conceptualised as an 

integrative practice of artful dining.    

The empirical data consist of media representations of dining out, 

interviews with diners and restaurant professionals, and participant 

observation at different types of restaurants and gastronomic events. The data 

analysis drew on the practice-theoretical notion of practices as consisting of 

components. 

The results indicate that performances of a more artful mode of dining out 

draw on the principles of aesthetic novelty, nonconformity and complexity, the 

importance of which have been underlined in sociological studies on 

contemporary taste hierarchies. The results also show that the more artful 

mode of dining out can be conceptually understood as an integrative practice 

of artful dining. The difference between conventional upmarket dining, or fine 

dining, and the practice of artful dining more generally reflects the subtle and 

distinctive difference between aesthetic and artistic aesthetic (non-art) 

practices. 

The emergence of artful dining illustrates the diversification of dining out 

and upmarket dining. Relatedly, the study suggests that sociologists of 

consumption focusing on practice theory and dining out could fruitfully grasp 

the current variety in practices of dining out and upmarket dining through 

dividing these practices into smaller practice-entities. Lastly, the study looks 

beyond the restaurant world and calls for critical sociological debate on the 

role and nature of the aesthetic in late modern food culture. 

 

Keywords: dining out, upmarket restaurants, practice theory, artification, 

food culture, sociology of consumption 
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TIIVISTELMÄ 

Tässä kulutussosiologian alaan kuuluvassa väitöskirjassa tutkitaan kulttuu-

rista arvostusta nauttivan ravintolakulttuurin ja ravintolaruokailukäytännön 

(upmarket dining) taiteistumista käytäntöjen teorian näkökulmasta. Taiteis-

tumisella viitataan estetiikan tieteenalalta vaikutteita ottaen muutokseen, 

jossa modernin taiteen kenttään usein yhdistettävät ajattelemisen ja toimin-

nan piirteet kasvattavat merkitystään institutionaalisen taiteen ulkopuolella. 

Käytäntöjen teorian osalta tutkimus kytkeytyy schatzkilaiseen käytäntöjen 

teoriaan ja tämän empiirisiin sovelluksiin 2000-luvun kulutustutkimuksessa.  

Tutkimuksen ensimmäisenä tavoitteena on kuvata, miten entistä taidemai-

sempaa ravintolakulttuuria on rakennettu ravintolaruokailukäytännön per-

formansseissa 2010-luvulla Helsingissä erilaisten käytäntöjen komponenttien 

välityksellä. Komponentit viittaavat tässä yhteydessä materiaalisuuksiin, käy-

täntötason toimintaa koskeviin ja yleisiin kulttuurisiin ymmärryksiin sekä 

normatiivisiin tunteisiin ja toiminnan päämääriin (teleoaffektiivisuus). Tutki-

muksen toisena tavoitteena on täsmentää aiemmassa kirjallisuudessa esiinty-

viä taidemaisen ravintolaruokailun määritelmiä. Tutkimuksen kolmantena ta-

voitteena on käsitellä kysymystä taidemaisesta ravintolaruokailusta mahdolli-

sena integratiivisena käytäntönä.  

Tutkimuksen laadulliset aineistot koostuivat kuluttajien ja ravintolakoke-

musten tuottajien yksilöhaastatteluista, ravintolaruokailua ja -kokemuksia kä-

sittelevistä mediateksteistä sekä osallistuvan havainnoinnin avulla kerätyistä 

kenttämuistiinpanoista. Aineistoja analysoitiin käytäntöteoreettisin työka-

luin.  

Tutkimuksen tulokset osoittavat, että aiempaa taidemaisemmat ravintola-

ruokailukäytännön performanssit rakentavat esteettisen uutuuden, sääntöjen 

rikkomisen sekä kompleksisuuden periaatteisiin, joiden tärkeyttä on tuotu 

esiin aiemmassa sosiologisessa makuhierarkiatutkimuksessa. Tulokset osoit-

tavat myös, että aiempaa taidemaisempi ravintolaruokailukulttuuri voidaan 

käsitteellistää taidemaisen ravintolaruokailun integratiiviseksi käytännöksi. 

Tavanomaisen fine diningin ja taidemaisen ravintolaruokailukäytännön ero il-

mentää jälkimodernille yhteiskunnalle ja kulutuskulttuurille tyypillistä esteet-

tisten ja taidemaisesti esteettisten (mutta edelleen institutionaalisen taiteen 

ulkopuolisten) käytäntöjen hienovaraista eroa.   

Taidemaisen ravintolaruokailun käytäntö kuvastaa ja ruokkii ravintola-

kulttuurin ja sen kulttuurisesti arvostettujen muotojen moninaistumista, ja 

tutkimuksessa ehdotetaankin, että kulutussosiologisessa ravintolatutkimuk-

sessa olisi hedelmällistä hahmottaa ravintolaruokailun käytäntö ja sen eri-

tyistä arvostusta nauttivat osa-alueet useiden integratiivisten käytäntöjen 

muodostelmana. Väitöskirjan lopussa esitetään tarve kriittiselle keskustelulle 

esteettisen roolista ja luonteesta jälkimodernissa ruokakulttuurissa. 
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1 INTRODUCTION 

While the practice of eating is characterised by stability (see Warde 2016), 

noteworthy changes in patterns of food consumption have occurred in affluent 

late modern societies. The rise in the popularity of eating out is an apt example. 

Going to a restaurant frees the busy family from the ‘burden’ of cooking, and, 

for a growing number of people, eating out is an occasional necessity caused 

by travelling. Nonetheless, it has been argued that the rise in eating out in the 

West is not primarily motivated by practical concerns; rather, it is a matter of 

discretion (Paddock et al. 2017). That is, in many wealthy countries, eating out 

has become a popular recreational activity and a key source of pleasure and 

entertainment (Burnett 2004). Moreover, as, for instance, studies on ‘foodies’ 

have shown (e.g., Johnston and Baumann 2015), a growing number of 

privileged people have begun to consume food and restaurants in a 

particularly enthusiastic and passionate manner. 

The increased interest in recreational eating out has markedly diversified 

the practice of producing and consuming ‘high-level’ restaurant food (e.g., 

Lane 2014). This thesis uses the terms ‘upmarket restaurants’ and ‘upmarket 

dining’ to refer to eating high-level food away from home. These terms are 

used, firstly, to underline that the study does not deal with all types of public 

places that serve food and/or beverages and may thus be called ‘restaurants’ 

(on restaurants that are not ‘upmarket’, see, e.g., DeSoucey and Demetry 

2016). Secondly, these terms are preferred to ‘fine dining’ (Lane 2014) to 

underscore that the focus is neither solely on ‘fine’ expensive French 

restaurants (DeSoucey and Demetry 2016) consumed by members of the 

economic elite nor the refined manners conventionally associated with such 

restaurants. In this thesis, upmarket restaurants/dining thus refer to a wide 

array of restaurants and various ways of producing and consuming high-level 

restaurant food. 

Given the current plurality and popularity of upmarket dining, the rise in 

the number of social scientific studies touching on the practice is unsurprising. 

Recent studies have, for instance, illuminated how top chefs and restaurants 

currently operate and strive for creativity (Leschziner 2015; Opazo 2016), 

explored upmarket restaurants in the framework of (reverse) globalisation 

(Lane 2011, 2019), concentrated on the question of cultural intermediation 

and taste making by analysing restaurant consumption from the perspectives 

of various types of gastronomic guides (Warde 2009, 2016; Lane 2013; 

Vasquez and Chik 2015; Henderson 2017), and offered a comparative analysis 

of the current condition and historical development of the Michelin-star 

restaurant sector in Britain and Germany (Lane 2014). These studies and 

many more can be linked to the literature on the history and geographical 

spread of the French ‘haute’ restaurant (e.g., Mennell 1985; Spang 2000; 
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Ferguson 2004; Drouard 2007; Shore 2007), and they have expanded the 

relatively scarce sociological literature on eating out (see Paddock et al. 2017).  

One of the factors that has contributed to the diversification of upmarket 

dining in the last few decades is the strengthening of ideals oftentimes referred 

to as ‘artful’, or ‘artistic’ (see, e.g., Parasecoli 2010; Myhrvold 2011; Pearlman 

2013; Lane 2014; Opazo 2016; Raviv 2017; Warde et al. 2020). For instance, 

Warde, Paddock and Whillans (2020) argue that a section of consumers in 

England exhibit a socially distinctive disposition of ‘Art’ while dining out. In 

other words, these consumers show aesthetic interest in restaurant 

consumption and dine out in ways that resemble a mode of consumption, that 

has been conventionally associated with the consumption of ‘high’ art. The 

consolidation of the artful mode has been supported by media representations 

of cooking as an artistic pursuit (see, e.g., Ulver and Klasson 2018), and many 

chefs themselves have keenly built on the notion of ‘chef as artist’.  

In this thesis, such developments are positioned within the conceptual 

framework of ‘artification’ as defined in the scholarly field of aesthetics 

(Naukkarinen 2012). Accordingly, the thesis elucidates how the ways of 

thinking and acting conventionally associated with the societal domain of 

modern high art have become increasingly prominent in the practice of 

upmarket dining. This exploration of the artification of upmarket dining draws 

on practice theories as frequently deployed in the European sociology of 

consumption in the twenty-first century (see Warde et al. 2017).4 Hence, the 

main analytical unit is neither the rational/expressive diner nor the rigid social 

structures steering consumption (see Arsel and Bean 2013) but the practice of 

dining out (Warde et al. 2020) and, more specifically, the practice of upmarket 

dining (Koponen and Niva 2020). The thesis builds on the notion that 

practices change and novel practices emerge due to gradual shifts in 

practitioners’ performances (Shove et al. 2012). Moreover, the thesis leans 

heavily on work of Warde and colleagues (Warde 2016; Warde et al. 2020) in 

terms of the promise of practice theory in the study of dining out.   

The general objective of the thesis is thus to use the perspectives of 

artification and practice theory to enrich the extant literature on upmarket 

dining and its diversification. While the growing presence of artfulness in 

upmarket dining has been addressed in several studies, exploring the 

artification of upmarket dining through the lens of practice theory allows the 

generation of fresh explanations of recent inflections towards ‘art’ in patterns 

of dining out. Simultaneously, the thesis more generally illustrates processes 

of aestheticisation in late modern society and consumer culture.  

 
4 My inspiration more generally comes from the research tradition on consumption that understands 

consumption as a culturally constituted and socially shared phenomenon (Askegaard and Linnet 2011). 

The shared nature of consumption has been, for instance, emphasised in several doctoral theses 

published at my home department (Autio 2006; Niva 2008; Wahlen 2012; Kylkilahti 2018; Uimonen 

2019). Practice theory may be seen as belonging to cultural theories (Reckwitz 2002a). 
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The thesis pursues the following three more specific objectives. Firstly, it 

aims to elucidate how something that may be understood as a ‘more artful’ 

mode of dining out has recently been put into practice in performances of 

dining out in Helsinki, Finland. This is an important starting point: extant 

studies on upmarket dining and its artification have mostly overlooked such 

performances (but see Kaufman 2016).5 Secondly, drawing on an analysis of 

these performances as well as the sociological literature on taste, the thesis 

provides artfulness with a specific definition. This is important, since 

discussion of the artification of a societal field is prone to vagueness due to the 

enormously diverse nature of the concept of art (Naukkarinen 2005). Besides, 

no uniform definition of artfulness currently exists in the literature on 

upmarket dining. Thirdly, the thesis delves into Schatzkian practice theory and 

responds to the question of whether the more artful mode of upmarket dining 

can be conceptualised as an ‘integrative’ (Schatzki 1996) practice of artful 

dining. 

My intention is not to keep the reader in suspense. Thus, in short, the main 

thrust of the thesis is the assertion that a practice of artful dining emphasising 

aesthetic novelty, nonconformity, and complexity has gradually emerged. The 

‘artistic aesthetic’ practice (Reckwitz 2017) of artful dining represents a subtle 

but noteworthy departure from the conventional, ‘aesthetic’ (Reckwitz 2017) 

practice of upmarket dining and its emphasis on easy pleasure, and it 

exemplifies the growing variety in practices of upmarket dining and dining out 

(Warde et al. 2020). 

In addition to the specific contributions listed above, this thesis more 

generally expands the social scientific literature on contemporary food and 

restaurant consumption in Finland through its focus on the aesthetic and 

conspicuous aspects of food consumption. Finnish social scientists have 

recently explored the complexities and contradictions of late modern food 

culture (Mäkelä 2002; Leipämaa-Leskinen 2009) from the perspectives of 

everyday food work (e.g., Torkkeli et al. 2020) and ordinary eating practices 

(see Gronow and Holm 2019), healthy eating and weight management (e.g., 

Jauho et al. 2016; Niva 2017), convenience food and snacking (e.g., Närvänen 

et al. 2013; Syrjälä et al. 2017), and, for obvious reasons given the climate and 

biodiversity crises, sustainability and food waste (e.g., Laakso 2018; Mattila et 

al. 2019; Lehtokunnas et al. 2020; Laakso et al. 2022). A few studies have 

explored the aestheticisation of eating, for instance by illuminating the 

cultural meanings associated with local food (Autio et al. 2013), foodie talk in 

relation to champagne consumption (Koponen et al. 2016), and 

representations of worthy food in mainstream journalism (Tiusanen 2021). 

Moreover, the foodie phenomenon has been touched on in sociological studies 

on the legitimate culinary taste (Lindblom and Mustonen 2015). 

 
5 Acts of consumption have more generally been overlooked in the social scientific literature on 

dining out (Warde et al. 2020). 

 



 

13 

As Sillanpää (2002) mentions, social scientific studies on Finnish 

restaurant consumption include plenty of descriptions of restaurants as sites 

of alcohol consumption or leisure for members of the working class 

(Alasuutari and Siltari 1983; Alasuutari et al. 1985; see also Törrönen and 

Maunu 2005, 2007). Studies on eating out published in the 1990s captured 

people’s increasing fascination with spending time in cafés (Mäkelä 1998) and 

elucidated the practice of public lunch eating in Helsinki (Gronow 1998). More 

recently, Sillanpää (2002) and Catani (2014) documented the history of the 

Finnish restaurant industry, and Varjonen and Peltoniemi (2012) provided an 

economic overview of the practice of eating out. Restaurant consumption has 

also appeared in sociological accounts of taste and legitimate food culture (e.g., 

Purhonen and Gronow 2014; Lindblom and Mustonen 2015; Purhonen and 

Heikkilä 2017) and in a study that compared patterns of eating out across four 

Nordic countries (Lund et al. 2017). Moving closer to the perspective of this 

thesis, Catani’s (2014) abovementioned historical account of restaurant 

consumption demonstrates the rising importance of individuality, personality, 

and other closely related artful features in twenty-first-century upmarket 

restaurant culture. Furthermore, Weijo, Martin, and Arnould (2018) 

scrutinised the Restaurant Day (a Finnish innovation) as a social movement 

and a form of collective creativity. Nevertheless, and even though upmarket 

restaurants have begun to appear in master’s theses (e.g., Ruutiainen 2017; 

Isoaho 2018), what Sillanpää (2002) referred to as ‘gourmet’ restaurants have 

remained a marginal topic in social sciences in Finland. 

The thesis proceeds as follows. Chapter 2 elaborates artification as a 

specific form of aestheticisation and describes the scholarly discussion on the 

blurring of boundaries between art and (food) consumption in late modernity. 

Here, it is worth noting that the chapter, drawing on the study’s empirical data 

and the sociological literature on taste, already provides artfulness with a 

specific definition. Chapter 3 builds on this definition and provides a brief 

description of such artification in the practice of upmarket dining. Chapter 4 

discloses the practice-theoretical underpinnings of the thesis and casts light 

on the previous literature at the intersection of practice theory and dining out. 

Chapter 5 presents the data and methods used, discusses the limitations that 

result from these choices, and reflects on my position as a researcher. Chapter 

6 begins with the summaries of the three articles on which the thesis is based 

and then explains how the articles reveal a specific logic of artfulness based on 

the ideals of aesthetic novelty, nonconformity, and complexity. After that, the 

chapter moves on to elaborate the notion of artful dining as a coordinated 

social practice. Chapter 7 summarises the results, suggests some practical 

implications of the findings, and discusses artful dining critically in the context 

of late modern food culture. 
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2 AESTHETICISATION AND ARTIFICATION 
OF CONSUMPTION 

2.1 ARTIFICATION AS A SPECIFIC FORM OF 
AESTHETICISATION 

 

The terms ‘aesthetic’ and ‘aestheticisation’ have frequently appeared in 

research on consumption over the last forty or so years (e.g., Scitovsky 1977; 

Hirschmann and Holbrook 1982; Campbell 1987; Featherstone 1991; DuGay 

and Pryke 2002; Charters 2006; Arsel and Bean 2013; Reckwitz 2017; Maciel 

and Wallendorf 2017; Dagalp and Hartmann 2022). They have often been used 

to explain how post-war prosperity has led a growing number of people to 

experience consumption as an opportunity for creative self-expression and a 

potential source of enjoyment, pleasure, and deeply moving experiences, 

rather than as a dull duty or necessity (e.g., Arnould and Price 1993; see also 

Charters 2006).6 Relatedly, scholars of consumption have discussed the 

contours of ‘consumer culture’ (Lury 1996), that is, an aesthetic and creative 

culture of consumption filled with signs, symbols, and images. Arguably, 

American consumer society played an important role in the strengthening of 

consumer culture in many affluent societies in the latter half of the twentieth 

century, yet the aestheticisation of consumption can also be viewed in the 

framework of growing Eastern influences (Heinonen 2009). Heinonen 

(2009), drawing on the theorisations of sociologists Michel Maffesoli and 

Colin Campbell, explains how alternative medicines, new spiritual values, yoga 

and feng shui, New Age movements, and many more have gained ground in 

the West. 

The literature on the aestheticisation of consumption has often, yet to 

varying degrees, specifically addressed the blurring of boundaries between 

consumption and the societal, Western domain of modern high art that 

emerged at the outset of historical modernity (on this domain, see, e.g., Shiner 

2012). For instance, Featherstone’s (1991) famous account of consumer 

culture and postmodernism specifically explored the blurred boundaries 

between art and everyday life, and Szmigin (2006) studied the aestheticisation 

of consumption as it occurred in 2000 and 2003 at two exhibitions 

(‘brand.new’ and ‘Shopping’) in Britain by addressing the intersection of art 

and consumption. Recently, Reckwitz (2017) has pointed at the vague nature 

of the term aestheticisation, defined the aesthetic more sharply through the 

lens of the societal domain of modern high art, and argued that the artful 

 
6 The pervasiveness of the aesthetic in contemporary society may be debated, though (see Warde 

2002).  
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principle of ‘aesthetic novelty’ fundamentally steers late modern life (for 

details see chapter 2.2).  

Aestheticisation may be specifically understood as a process where certain 

features (see below and section 2.2) conventionally associated with the societal 

domain of modern high art occupy space outside that context. In the West, this 

process has become more prominent in the latter half of the twentieth century, 

perhaps particularly from 1970 onwards (Reckwitz 2017). Nonetheless, earlier 

attempts to integrate high art and everyday life, for instance in nineteenth-

century ‘dandyism’ (Campbell 1987) and early-twentieth-century surrealism 

(Kaitaro 2001; Harrington 2004), should not be overlooked.  

It is in precisely this context that the neologism of ‘artification’ has 

emerged. Artification denotes a specific form of aestheticisation (Naukkarinen 

2005) and thus potentially clarifies and narrows the discussion of the latter. 

In particular, the term artification has recently been discussed and developed 

especially in cultural sociology and aesthetics. The lively debate in cultural 

sociology (see Shapiro 2019) has primarily dealt with the question of how and 

under what circumstances art ‘comes about’: this ‘transformation’ view of 

artification (Shiner 2012) focuses on an exploration of the multiple types of 

processes by which cultural fields gradually become (or do not become) 

institutionally accepted as high art (Shapiro and Heinich 2012). In this 

context, Shapiro and Heinich (2012: section 5, paragraph 4) suggest that the 

artification of certain fields, such as ‘gastronomy’, is unattainable in the near 

future ‘because of the socio-economic arrangements that are contrary to the 

traits that have historically constituted art as an institution’. While I largely 

agree with the authors regarding gastronomy, the aim here is not to theorise 

the institutional artification of upmarket dining but rather to elucidate recent 

subtle shifts towards artfulness. 

My inspiration thus comes from the ‘modification’ view of artification 

(Shiner 2012) as developed and discussed in aesthetics. That is, in the early 

twenty-first century, scholars in the Finnish field of aesthetics concentrated on 

a specific form of aestheticisation characteristic of contemporary society and 

culture (Levanto et al. 2005). Artification as defined by Naukkarinen (2012: 

section 1, paragraph 1) focuses on ‘situations and processes in which 

something that is not regarded as art in the traditional sense of the word is 

changed into something art-like or into something that takes influences from 

artistic ways of thinking and acting’. This version of artification differs from 

cultural sociological understandings of artification, however, embedded in 

both is the view of high art as a separate societal domain consisting of certain 

cultural forms consecrated as ‘fine arts’ (Shiner 2012). This is important, since 

if one is to claim that a shift has occurred towards ‘art’ in a non-art practice or 

that ‘art’ has profoundly affected a practice that is not art in the institutional 
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sense of the word, there must be a concept of art, or artful consumption and 

production, with its distinctive features. 7   

While I have been working on this thesis, scholars of consumption have 

increasingly used the concept of artification to refer to the blurring of 

boundaries between art and the economy. The concept has been particularly 

deployed to explain how luxury brands and companies have borrowed 

elements from high art in order to add value and ‘authenticity’ to products and 

thus secure their market position in an era of the democratisation of luxury 

(Kapferer 2014; Chailan 2018; Batat 2019; Bai 2019; Massi et al. 2019; Massi 

and Turrini 2020; see also Arnould et al. 2017). In my view, the concept of 

artification as outlined in aesthetics may be useful for empirical research on 

consumption, since it allows attention to be directed to a specific type of 

aestheticisation relevant in late modernity. It is, however, important to 

explicate the meaning of changing an object or practice into ‘something art-

like’ in each case, given that the history of high art is highly complex, even if 

one solely considers Western high art (Naukkarinen 2005). Therefore, the 

thesis now turns to an elaboration of the specific, ‘artful’ style of consuming 

(and producing) cultural objects as described in sociological studies on taste. 

2.2 ARTFUL CONSUMPTION OF NON-ART 

To start with, many studies in cultural sociology and sociology of consumption 

drawing on the work of Bourdieu (e.g., 1984) have claimed that ‘artfully’ 

engaging with numerous types of (also non-art) cultural objects may provide 

status and distinction in late modern society (e.g., Holt 1997, 1998; Lizardo 

2008; Lizardo and Skiles 2012; Prieur and Savage 2013; Jarness 2015; van den 

Haak 2014, 2018; Daenekindt and Roose 2017). These studies have associated 

the artful consumption of non-art with privileged and educated people who 

may be (and often are) economically wealthy but whose capital composition 

nonetheless gravitates towards cultural capital8 (see, e.g., Bourdieu 1984; 

Jarness 2015). In the social scientific literature, this group of people has been 

referred to, for instance, as the creative class (Florida 2002) and high cultural 

capital (HCC) consumers (Holt 1997, 1998). 

A good starting point for understanding artful consumption and the 

contemporary distinctions based on it is Bourdieu’s (1984) classic division 

 
7 As Shiner (2012) explains, people often speak of something as ‘an art’ or use the phrase of ‘the art 

of…’, for instance, when discussing the art of cooking. On those occasions, they lean on pre-modern 

understandings of art, that is on understandings that existed before ‘Art’ became recognised ‘as a distinct 

realm within the larger society alongside science, politics, religion, etc.’ (Shiner 2012: section 4, 

paragraph 1).  

8 Cultural capital has been defined as ‘a set of socially rare and distinctive tastes, skills, knowledge, 

and practices’ acquired, for instance, through upbringing in families with educated parents, formal 

education, and interaction with peers (Holt 1998: 3). 
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between high and popular aesthetics. For Bourdieu, the ‘high(brow) aesthetic’ 

or the ‘pure aesthetic disposition’ entails distancing oneself from the ‘facile, 

the simple, the superficial, the immediate sensation and direct and easy 

enjoyment’ (van Venrooij and Schmutz 2010: 396). Consuming according to 

this aesthetic entails privileging ‘form over matter’ as well as the principle of 

distance, or detachment, in the appreciation of art (Hanquinet et al. 2014). For 

Bourdieu, then, popular aesthetics represent the opposite of pure aesthetic 

disposition, and it emphasises emotion and experience (Koreman 2014). 

Popular art is ‘realist’ and ‘more easily triggers a personal reflection or 

affiliation from spectators’ (Hanquinet et al. 2014: 113).  

In the nineteenth and early-twentieth centuries, pure aesthetic disposition 

was primarily realised within the institutional domain of high art. In late 

modernity, however, the boundaries between high art and popular culture 

have become blurred. This has resulted in the strengthening of new types of 

hierarchies within popular categories and genres. That is, categories such as 

rock music are increasingly evaluated with artistic criteria (Regev 1994). 

Therefore, and although privileged people may be markedly more 

‘omnivorous’ and open to new influences (see, e.g., Lindblom and Mustonen 

2015) these days than, say, in the France of the 1960s (Bourdieu 1984), the 

system of cultural valuation once established and cultivated in the domain of 

high art has not disappeared: pure aesthetic disposition may, today, be 

executed across various types of aesthetic products (Lizardo 2008).  

At the same time, alternative understandings of ‘high culture’ and ‘high 

aesthetics’ have appeared. For instance, Hanquinet, Roose, and Savage (2014) 

argue that Bourdieu’s vision of high aesthetics is too modernist to properly 

depict the dominant mode of high aesthetics in contemporary society. In other 

words, the authors suggest that the content of highbrow aesthetics has 

changed to privilege postmodernist dimensions over modernist ones. What 

the authors call postmodern high aesthetics emphasise distance less than 

Bourdieu’s concept of high aesthetics suggests. Proponents of postmodern 

high aesthetics do not shun emotion and experience. What is important for 

them is Featherstone’s (1991) ‘playful’ aesthetic and the related ideals of 

transgression and experimentation (see Hanquinet et al. 2014; Hanquinet 

2018).  

Mirroring the notion of postmodern high aesthetics, van den Haak (2014, 

2018) discovered that what he terms the ‘modern vision of high culture’, 

consisting of complexity, originality/innovativeness (central in Bourdieu’s 

pure aesthetic disposition; see van den Haak 2018) and authenticity, has a 

central role in the creation of everyday distinction in present day Dutch 

society. Similarly, in the Norwegian context, Jarness (2015) identified four 

modes of consumption, two of these being typical of the most elite sections of 

Norwegian society. Of these two modes, Jarness attributes ‘the luxurious mode 

of consumption’ primarily to the possession of economic capital and describes 

how the exponents of this mode typically report consuming cultural goods in 

order to ‘relax’ or ‘be entertained’. What Jarness calls the ‘intellectual mode of 
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consumption’ and what he associates with high cultural capital consumers 

(with some economic capital) is then the luxurious mode reversed. According 

to Jarness, proponents of the intellectual mode appreciate cultural goods as 

ends in themselves and crave experiences that are ‘new’, ‘experimental’ and 

‘challenging’. Furthermore, he claims that that these consumers often regard 

goods dismissed by the art world as ‘aesthetically interesting’.   

The viewpoints presented thus far interweave with Reckwitz’s recent 

theorisations on the aestheticisation of late modern culture (Reckwitz 2017, 

2020). The central claim in Reckwitz’s (2017) The Invention of Creativity is 

that what the author calls the ‘creativity dispositif’9 fundamentally 

orchestrates contemporary society and culture.10 According to Reckwitz, the 

creativity dispositif is a societal principle that privileges a form of creativity 

typically associated with the Western domain of modern high art, since it 

guides people to value aesthetic novelty. In other words, the principle 

promotes the ideal of newness for the sake of newness (see also Scitovsky 

1977). Practices that operate under the influence of the creativity dispositif 

tend to value originality, uniqueness, and the constant breaking of 

conventions.  

Echoing many of the perspectives presented above, cultural sociologists 

such as Reckwitz have underscored that the ideals of modern high art have 

travelled beyond the borders of institutional art in late modernity. 

Consequently, within aesthetic practices situated outside institutional high 

art, one can now distinguish between ‘artistic aesthetic’ and ‘aesthetic’ 

practices (Reckwitz 2017). According to Reckwitz (2017), ‘artistic aesthetic 

practices’ constitute an ‘offspring’ of the bourgeois field of high art. A key 

difference between artistic aesthetic and aesthetic practices is that the former 

often embrace what Reckwitz calls the ‘aesthetic of negativity’. Thus, they 

depart from aesthetic practices that largely revolve around pleasure.  

Charters (2006) portrays ‘haute cuisine’ as a ‘substantially aesthetic’ 

category and speculates that from the perspective of consumer research there 

is perhaps little sense in drawing strict boundaries between ‘substantially’ 

(e.g., haute cuisine) and ‘almost entirely’ (e.g., chamber music) aesthetic 

categories. Both may provide highly aesthetic and deeply moving experiences. 

However, I argue that recent developments within the practice of upmarket 

dining as well as the sociological viewpoints depicted above call for a closer 

exploration of the potential division between upmarket dining as an aesthetic 

practice and upmarket dining as an artistic aesthetic practice. 

 
9 Reckwitz draws on Foucault’s ‘dispositif’. 

10 I leave aside here the question of whether such overarching accounts of contemporary society and 

culture are useful amidst postmodern plurality (see Warde 2021) as well as the question of whether artful 

creativity orchestrates contemporary Western society as profoundly as Reckwitz claims. 
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2.3 AESTHETICISATION AND ARTIFICATION OF 
EATING 

Aestheticisation has also profoundly affected the practice of eating. In its 

broadest sense, the aestheticisation of eating refers to the increasing variety of 

cuisines, foods, and media texts available (Warde 2016). The aestheticisation 

of eating has also been manifested in specific aesthetic movements. The Slow 

Food movement, which originated in Italy in the 1980s, is an oft-mentioned 

example of an aesthetic culture of eating that nonetheless differs from artful 

consumption as defined above, since the movement privileges traditions over 

transgression (Miele and Murdoch 2002; Sassatelli and Davolio 2010; Furrow 

2016).  

In recent decades, the aestheticisation of eating has been increasingly 

explored in studies dealing with the foodie movement (e.g., Ambrozas 2003; 

Johnston and Baumann 2007, 2015; Watson et al. 2008; de Solier 2013a, 

2013b; Pearlman 2013; Watts 2016; Ulver 2019a, 2019b). In ‘Foodies’, a 

seminal book on the movement, Johnston and Baumann (2015) argue that, 

today, discourses of worthy food, at least in the North American context, draw 

strongly on the qualities of authenticity and ‘exoticism’. The former element, 

authenticity, celebrates geographic specificity, simplicity, a personal 

connection, history and tradition, as well as an ethnic connection. Of these 

dimensions of authentic food, a personal connection comes closest to 

artfulness, since it underscores the values of uniqueness and originality and 

also reflects the honest intentions of creative individuals or collectivities who 

are not solely interested in ‘making a quick buck’ when producing food. This is 

what Johnston and Baumann (2007) have elsewhere discussed in relation to 

what Bourdieu (1993: 40) described as cultural producers’ economic 

‘disinterestedness’. Johnston and Baumann (2015: 76) further note that 

‘conjuring images of individual artistic creativity’ is one way to construct the 

difference from mass-produced food. The authors conclude that ‘food is no 

different from any other art in this way’ (Johnston and Baumann 2015: 76). 

The latter key element of foodie discourse, ‘exoticism’, valorises foods that 

Johnston and Baumann call ‘socially distant’ and/or ‘norm-breaking’. Socially 

distant foods are fare that, from the middle-class Euro-American perspective, 

is considered unusual, novel, and ‘foreign’. Norm-breaking foods, then, are 

foods that violate norms and are considered radically different and exciting. 

Such foods ‘allow the eater to stand aside as unique, special, and distinctively 

adventuresome’ (Johnston and Baumann 2015: 96). The foods deemed exotic 

are often considered authentic, and vice versa (Johnston and Baumann 2015: 

87). In my view, and using the terms offered by Johnston and Baumann, a 

personal connection combined with exoticism brings us rather close to the 

artful mode of cultural consumption described in section 2.2. This is 

unsurprising, given that foodies have often been described as consumers 

whose capital tends to be cultural by nature (e.g., Ambrozas 2003).  
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Correspondingly, some studies on foodies have suggested that Bourdieu’s 

(1984) pure aesthetic disposition is one of the main features of the foodie 

discourse (Johnston and Baumann 2007; see also Ulver and Klasson 2018). 

Thus, knowing how to approach food through a pure aesthetic disposition 

potentially separates the food(ie) elite from those who approach food rather 

functionally. In fact, in Distinction (Bourdieu 1984), the importance of 

mundane activities, such as eating, was already highlighted in the context of 

seeking distinction through ‘artful’ consumption of non-art. It is thus 

noteworthy that more recent studies on cultural stratification have largely 

overlooked food consumption and have instead focused on the established art 

forms (Flemmen et al. 2018).11    

Recently, studies on consumption have also focused on aesthetic 

enthusiasm for certain products. Specific attention has been paid to the 

intellectualisation of the consumption of various beverages, such as wine 

(Rössel et al. 2018) and Real Ale beer (Thurnell-Read 2018). Regarding wine, 

Humphreys and Carpenter (2018) show that, unlike ‘market-driven’ firms, 

innovative ‘market-driving’ firms in the US do not build status and commercial 

success through appealing to consumer needs. Instead, they achieve it by 

striving for uniqueness and drawing on their own artistic vision, sometimes 

even deliberately producing wines that consumers dislike. Regarding beer, 

Maciel and Wallendorf (2017) demonstrate how craft beer aficionados 

occasionally accept sensory unpleasantness and prefer intellectualised 

pleasure to facile pleasure. 

Hence, while the institutional artification of food and gastronomy may be 

weak (see Shapiro and Heinich 2012; Shapiro 2019), the examples above 

suggest that the boundaries between food and art have recently become 

blurred in some respects. Moreover, other examples exist. Artists eagerly 

partake in food-related discussions in the contemporary foodscape (Johnston 

and Goodman 2015), and philosophers have recently approached the 

aesthetics (as well as the ethics, e.g., Baggini 2014; Kortetmäki and Oksanen 

2021) of food and eating with unprecedented breadth (e.g., Kuehn 2005; 

Leddy 2012; Baggini 2014; Furrow 2016; Perullo 2016; Shusterman 2016; 

Andrzejewski 2018). Writings like these have contributed to the removal of 

obstacles to viewing food as a major art form12 and eating as an art experience. 

Here, it is worth noting, however, that many advocates of ‘food as art’ lean on 

the perspective of everyday aesthetics (Dewey 1934; Saito 2012; Shusterman 

2016) and have thus criticised the understandings of high art dominant in the 

West since the nineteenth century (e.g., Perullo 2016). 

 
11 Nonetheless, in Finland, at least, food has been involved in recent studies on cultural stratification 

(e.g., Purhonen and Gronow 2014; Kahma et al. 2016; Lindblom and Mustonen 2015, 2019; Purhonen 

and Heikkilä 2017). 

12 On food as a ‘minor’ art form that certainly ‘does not qualify as a fine art’, see Korsmeyer 1999: 

144 (see also Telfer 1996). 
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Based on the contents of chapter 2 and my results as elaborated in chapter 

6, I define the artification of upmarket dining as the (partial but clear) 

replacement of the role of pleasure and easy enjoyment with the cultural 

ideals of aesthetic novelty, nonconformity, and complexity as key 

constituents of a ‘good’ meal eaten out.13 Since I build on practice theory, the 

artification of upmarket dining particularly means the emergence of a practice 

that I call ‘artful dining’. 

 
13 Of the features of the artful mode introduced in chapter 2, originality, uniqueness, authenticity, 

experimentation, and innovativeness might be mentioned here alongside aesthetic novelty, 

transgression alongside nonconformity, and difficultness alongside complexity. I have shortened the list 

for simplicity. 
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3 ARTIFICATION IN THE CONTEXT OF 
UPMARKET DINING 

Thus far, this thesis has drawn on studies that have dealt with the blurring of 

boundaries between (food) consumption and art. Moreover, it has elucidated 

the difference between ‘aestheticisation’ and ‘artification’ and clarified that the 

latter, in the present work, refers to a specific, artful mode of cultural 

consumption and production that sociologists of culture and consumption 

have associated with privileged consumers especially equipped with cultural 

capital. Building on the view of practices as possessing long-term trajectories 

(see, e.g., Shove et al. 2012), chapter 3 provides a brief description of how this 

artful mode built on aesthetic novelty, nonconformity, and complexity has 

gradually entered the practice of upmarket dining and challenged the 

dominance of the ideal of ‘easy pleasure’. The chapter first depicts the early 

phases of the artification of upmarket dining in the late 1960s (3.1), and then 

moves on to an elucidation of its more recent manifestations (3.2). 

3.1 EARLY PHASES: THE IMPORTANCE OF 
‘NOUVELLE CUISINE’ 

One can of course claim that artfulness has ‘always’ been present in upmarket 

dining. For decades, and even centuries, upmarket restaurants have been 

places for encountering new ingredients, dishes, and regional cuisines. 

Nineteenth century ‘haute cuisine’ restaurants offered the upper echelons of 

society an opportunity to admire the inventiveness of chefs and cultivate the 

‘bourgeois passion for fine food’ (see Drouard 2007: 275).14 Yet it is the 

‘Nouvelle Cuisine’ that emerged in France at the end of the 1960s to which 

artfulness is oftentimes ascribed (e.g., Finkelstein 2014). This culinary 

movement keenly drew on one of the key features of modern consumption, 

novelty (on novelty and consumption, see, e.g., Veblen 1899; Campbell 1987; 

Gronow 1997).  

The term nouvelle cuisine first appeared in Henri Gault’s article ‘Vive la 

Nouvelle Cuisine française’ published in 1973 in the magazine Gault et Millau 

(Drouard 2007: 290). Exponents of nouvelle cuisine aspired to abolish the 

rigid rules surrounding the ‘old haute cuisine’ and employed such slogans as 

‘everything is permitted’ (Freedman 2007: 29). Nouvelle cuisine’s penchant 

for the unexpected underscored that originality had become more important 

than the preservation of tradition (Freedman 2007; for a slightly alternative 

 
14 For instance, in 1838 in the US, Delmonico’s Chicorée au jus, Aubergine farcie, Artichaux à la 

Barigoule and the other 368 selections on the eleven-page menu surely offered businessmen gustatory 

variation (see Shore 2007: 311).  
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description of the novelty-tradition balance in nouvelle cuisine, see below). 

Those sufficiently adventurous and wealthy to visit the nouvelle cuisine 

restaurants admired the sculptural food served on oversized plates, produced 

by the chef who had become an ‘artist’ (Finkelstein 2014: 120–121). 

Leaving aside the question of chefs as artists (today or 50 years ago), chefs 

nonetheless experienced a marked increase in their social status in the years 

following the launch of nouvelle cuisine (Drouard 2007; Beaugé 2012). This 

coincided with increasing public interest in ‘good’ food and restaurants, and 

the explosion of food media considerably accelerated this interest (Drouard 

2007; Pearlman 2013).15 The clientele who began to enter upmarket 

restaurants from (roughly) the 1970s onwards differed from their 

predecessors. In terms of restaurant-goers in France, Drouard (2007) suggests 

that customers were increasingly middle and senior management, while in the 

context of the US, Pearlman (2013) argues that the values of the ‘creative class’ 

(Florida 2002) began to become more prominent and compete with the values 

of the economic elite in the restaurant scene. Chefs’ creative performances 

became increasingly desired, and there were noteworthy changes in the 

restaurant design, such as the emergence of the open kitchen format, which 

further supported the figure of the highly creative chef (Pearlman 2013). The 

practice of upmarket dining began to adhere increasingly to the ‘10th 

commandment’ of nouvelle cuisine, which declares that unlike the previous 

versions of upmarket dining, ‘nouvelle cuisine seeks to be “inventive” and 

“creative”’ (Drouard 2007: 295).   

Thus, the emergence of nouvelle cuisine appears to have significantly paved 

the way for artful dining (see also Lane 2014). Nonetheless, studies on 

upmarket dining also suggest that esoteric, ‘genuinely creative’ upmarket 

dining ideals did not, in fact, become fully established in the heyday of nouvelle 

cuisine. What is crucial here is that the performances of nouvelle cuisine by 

diners, chefs, and culinary writers in, for instance, the 1970s and 1980s still 

celebrated pleasure as a key ingredient of ‘excellent’ meals eaten out (see, e.g., 

Opazo 2016). In the era of nouvelle cuisine, guests controlled the events, and 

it was their palate and expectations that mattered most (see Myhrvold 2011). 

Creativity, individuality, and originality were expected from nouvelle cuisine 

chefs but not at the expense of diners’ pleasure. Restaurants did not largely 

provide what Bourdieu (1984) might call the ‘difficult’ experiences typical of 

the expectations of high cultural capital consumers. At that time, the ideals of 

the creative class were still far from properly rooted in upmarket restaurant 

practice. In this sense, and as seen from the perspective of artful dining as 

defined in this thesis, it is hard to view nouvelle cuisine chefs as artists. 

 
15 In Finland (Sillanpää 2002; Catani 2014) and for instance in Sweden (Jönsson 2020), similar 

types of developments were soon to occur. 
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3.2 CURRENT PHASE: ‘MODERNIST’ DINING AND 
BEYOND 

Myhrvold (2011: 14) argues that while the movement called Modernism has 

profoundly ‘touched nearly every aspect of human creativity’ since the latter 

half of the nineteenth century, cuisine was largely left intact until the turn of 

the twenty-first century (the Futurists were interested in food in the 1930s, 

though; see Ibba and Sanna 2015). Myhrvold portrays famous and creative 

chefs like Auguste Escoffier as artisans running a factory and nouvelle cuisine 

restaurants as largely tradition-focused and bound up with ‘artisanal craft 

mentality’ (Myhrvold 2011: 17). These restaurants, and chefs like Escoffier, 

were interested in techniques and ingredients rather than the intellectual and 

emotional impact of the food experience, and they mostly attempted to meet 

diners’ expectations of a good meal (Myhrvold 2011).  

This adherence to easy pleasure and craft mentality became increasingly 

challenged at the end of the twentieth century in the context of what has been 

frequently albeit controversially (and somewhat misleadingly)16 referred to as 

modernist cuisine, or modernist dining. For Myhrvold, dining at modernist 

restaurants differs from previous forms of high-end restaurant consumption, 

since what matters, like in modernism in general, is the emotional-intellectual 

dialogue between the chef-artist and the diner as well as the constant and eager 

search for novelty and uniqueness. If modernist dining represents a form of 

public eating in which ‘unprecedented novelty . . . should occur in every dish, 

every night’ (Myhrvold 2011: 18), one may consider modernist dining 

emblematic of Reckwitz’s (2017) late modern society obsessed with aesthetic 

novelty. 

Several authors have encapsulated the main features of modernist dining, 

largely in correspondence with Myhrvold’s views. Modernist dining has been 

understood as a form of public eating in which pleasure (or deliciousness) is 

one, but not necessarily the most important, component of an ‘excellent’ meal 

eaten out (Opazo 2016; Raviv 2017). Modernist restaurants have been 

portrayed as providers of ‘scenographic’ (Abrams 2013) and emotional-

intellectual experiences that stimulate both the mind and the senses 

(Myhrvold 2011). Modernist dining indeed contains the understanding that a 

visit to an upmarket restaurant may also challenge, radically surprise, and in 

some cases even shock diners (Raviv 2017). The chef controls the event, and 

the skilled diner enters the restaurant and consumes lengthy tasting menus 

 
16 Modernist dining is not based on mastering a highly distant mode of high art consumption, since 

emotions and other such features of popular aesthetics are clearly included in dining at modernist 

restaurants. Perhaps modernist restaurants/dining should be understood as ‘more modernist’ than, say, 

the nouvelle cuisine restaurants/dining. One option, of course, would be to speak of postmodern 

restaurants in the spirit of ‘postmodern high aesthetics’ (e.g., Hanquinet et al. 2014), which balances 

between high and popular aesthetics. Myhrvold (2011) finds such labeling problematic, though, since the 

term implies that high-end restaurant culture has already undergone a modernist phase. 



 

25 

with an adventurous mind (Kaufman 2016).17 Modernist restaurant dishes 

may draw on culinary traditions, but they are simultaneously radically novel. 

A dish containing live ants can be seen as a good example of a potentially 

shocking, novel dish, at least when served to a Nordic audience (see Redzepi 

2010). Radical novelty of dishes may be achieved with the help of technology 

and a more scientific approach to cooking, that is, through the tricks of 

‘molecular gastronomy’ (Borkenhagen 2017).  

For Myhrvold (2011) and many other scholars, the emergence of 

modernism in cuisine was embodied most clearly in the late twentieth century 

elBulli and its head chef Ferran Adrià (see, e.g., Adrià et al. 2008). The 

restaurant elBulli was opened in Catalonia, Spain in 1964, and its kitchen was 

solely run by Adrià from 1987 onwards. Once born, the modernist approach to 

cooking and dining out soon spread all over the wealthy Western world, not 

least due to the global dispersal of elBulli staff (Opazo 2016).18 In other words, 

the idea of utterly creative, unique, complex, and novel dining experiences 

provided by chefs who ‘impose their fantasies on us’ (Beaugé 2012: 13) has 

ever since inspired countless (types of) restaurants and culinary movements 

across the globe. In France at the beginning of the 2000s, for instance, the 

culinary movement and the related gastronomic guide Le Fooding emerged to 

challenge what its proponents considered the rigid rules of Guide Michelin and 

nouvelle cuisine. (This is intriguing given that the promoters of nouvelle 

cuisine had conveyed a similar message thirty years earlier.) Members of Le 

Fooding forcefully claimed that conventional forms of upmarket dining were 

boring and excessively focused on tradition and rules (Gopnik 2013).19    

In the Nordic context of upmarket dining, what is relevant is the spirit 

around the initiation of New Nordic Cuisine in 2004. New Nordic Cuisine 

developed into a large-scale identity movement that stretched beyond 

restaurants (Byrkjeflot et al. 2013; for more details on the New Nordic Cuisine 

manifesto, see Leer 2016), but it also impacted the prevailing understandings 

concerning upmarket dining. That is, the idea that the upmarket restaurant 

(experience) must be (partially) reinvented and the French practice of fine 

dining replaced with something ‘new’ and ‘Nordic’ gained ground. This vision 

was most famously put into practice at Noma, which opened in 2003 in 

Copenhagen, Denmark, but numerous other restaurants soon followed the 

path and offered the Noma-experience in a more affordable format. What 

appears to have united these restaurants was the principle of (artistic) 

 
17 Beaugé (2012) argues, however, that the client was no longer the king as early as in the 1970s. 

18 While countless other restaurants could also be mentioned here as examples of a modernist 

restaurant, such as Alinea (US) and Fat Duck (UK), the most influential restaurants of the type described 

here are undoubtedly elBulli and the Danish Noma. These two restaurants dominated the influential 

‘World’s 50 best restaurants’ list in the early twenty-first century.  

19 Perhaps ironically, then, as the style of eating out promoted by Le Fooding combining informality 

and artistry grew in popularity in France and elsewhere in the 2000s, Guide Michelin started to 

collaborate with Le Fooding in 2017 and acquired it completely in 2020.  
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creativity, which also partly explains why many ‘second-wave’ New Nordic 

restaurants in the 2010s have refused to adopt the restrictive New Nordic label 

(Leer 2016).  

While innovativeness and creativity may be understood as overarching 

features of contemporary upmarket restaurant culture (Ribbat 2017), recent 

evidence indicates that they are shared with differing enthusiasm among 

diners, chefs, and cultural intermediaries. For instance, Lane (2014: 135–144) 

examined upmarket dining from the perspective of Michelin-star restaurants 

and discovered that only some of the starred chefs in the UK and Germany had 

adopted the identity of an ‘artist’ and thus consistently attempted to break ‘the 

accepted mould’. There are still many tradition-bound ‘craftperson’ chefs who 

mostly ‘follow a canon’ and attempt to please the guests (Lane 2014: 135). The 

contemporary field of upmarket dining enables the co-existence of these 

figures (see also Gualtieri 2022).  

Few studies, however, have thoroughly explored artful dining in the specific 

framework of artfulness as introduced in section 2.2. Pearlman’s (2013) study 

on the transformation of gourmet dining in the US provides an important 

exception. Pearlman builds on the Bourdieusian assumption of aesthetic tastes 

as reflectors and reinforcers of social hierarchies. She points out that the 

creative class began to enter upmarket restaurants from the 1970s onwards in 

the US and argues that, today, some diners and chefs lean on a ‘nobrow’ style 

to differentiate themselves from the rather large number of people interested 

in elaborate food. According to Pearlman, ‘nobrow’ is a highly central way of 

achieving status and distinction in the contemporary foodie/restaurant scene. 

By ‘nobrow’ Pearlman refers to the heightened pursuit of individuality and to 

the ethos of nonconformity. Breaking rules and difference for the sake of 

difference impress the creative class, Pearlman suggests, speculating that 

perhaps members of this social group seek creative restaurant performances 

because their own jobs are ultimately not that creative.20  

Kaufman’s (2016) conference paper on modernist dining as performed at 

Noma and Alinea (a high-end restaurant in Chicago, US) focuses on people’s 

behaviour while dining out. Kaufman used online videos and various types of 

texts surrounding modernist dining to examine the relationship between 

chefs, waitstaff, and patrons as well as to detect how knowledgeable diners 

concretely behave at modernist restaurants. She argues that modernist 

restaurants upend traditional restaurant etiquette and reframe culinary 

capital. ‘A willingness to dine not knowing how to behave’, ‘publicly 

demonstrated adventurousness’, and ‘willingness to flaunt convention’ 

become important assets in the pursuit of this new type of culinary capital, 

Kaufman (2016: 4) concludes. 

 
20 Interestingly, ‘nobrow’ aesthetics, balancing between high and popular culture, have also been 

discussed in Finland in the context of theorising artification (Ryynänen 2005). 
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4 PRACTICE THEORY 

4.1 THE UNDERPINNINGS OF ‘PRACTICE’ AND 
‘PRAXIS’ 

This thesis draws on the so-called second phase of the modern theory of 

practice (Warde 2016), or second-generation practice theory (Welch et al. 

2020). Such terms refer to practice theory as initiated by Schatzki (1996, 

2002), promoted as part of ‘the practice turn in contemporary theory’ (Knorr-

Cetina et al. 2001), and transported into empirical studies on consumption 

most notably via Reckwitz (2002a, 2002b) and Warde (2005). Before delving 

into the second phase in section 4.2, however, let us glance briefly at the 

antecedents of the second phase. 

As Nicolini (2012) mentions, philosophy and the social sciences have long 

discussed ‘practices’ and ‘praxis’.21 From the perspective of modernity, early 

proponents of praxeological thinking emphasising human action include, for 

instance, the pragmatists John Dewey and William James, who underscored 

the importance of embodied skills and know-how (Shove et al. 2012). 

Particularly relevant to the twenty-first century version of practice theory, 

which has exerted a profound influence on research on consumption, are the 

theorisations of the philosophers Martin Heidegger and Ludwig Wittgenstein. 

In Being and Time, Heidegger (1962) underlined that, in addition to language, 

praxis should also be seen as an important source of meaning (Shove et al. 

2012). Similarly, for Wittgenstein, intelligibility and understanding were not 

located within discrete human minds but in the flow of praxis (Schatzki 1996; 

Shove et al. 2012). In addition to Heidegger and Wittgenstein, Schatzki’s 

twentieth century theorisations have frequently been associated with Jean-

François Lyotard, Charles Taylor, Pierre Bourdieu, and Anthony Giddens 

(Warde 2016: 39), who all share the idea of practices as sites ‘where 

understanding is structured and intelligibility articulated’ (Schatzki 1996: 

12).22   

Scholars of consumption consider Bourdieu (1977, 1990) and early Giddens 

(1984) highly relevant theorists of practices (Warde 2005; Warde et al. 2017). 

Bourdieu emphasised the unconscious aspects and embodied nature of human 

activity. His central theoretical concept, habitus, is used to describe how 

 
21 Nicolini (2012: 24) notes that while Aristotle, on one hand, ‘laid the foundation for the historical 

demise of practice in the Western tradition’, his Nicomachean Ethics established praxis as a separate 

and legitimate form of knowing. Thus, Aristotle’s thinking may be interlinked with, for instance, 

Heidegger, Foucault, and Bourdieu (Nicolini 2012). 

22 Other social scientists frequently mentioned in the contemporary literature on practice-

theoretical thinking include Harold Garfinkel, Judith Butler, (late) Michel Foucault, and Bruno Latour 

(see, e.g., Reckwitz 2002a; Welch et al. 2020). 
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individuals, in part unconsciously, carry forward routinised and largely social-

class-based ways of communicating, as well as appreciating and using cultural 

objects (e.g., Bourdieu 1984). However, although Bourdieu (1977) published 

the Outline of a Theory of Practice, he neither presented a coherent theory of 

practice nor treated practices as the main analytical units; rather, he focused 

on theorising habitus (Shove et al. 2012) and the relationship between habitus 

and different types of capitals (Warde 2005). 

Giddens (1984), like Bourdieu, concentrated on practical consciousness 

and routines. He encouraged the social sciences to find a balance between 

excessively individualistic and holistic accounts of social life and suggested 

that the domain of social scientific investigation was ‘neither the experience of 

the individual actor, nor the existence of any form of social totality, but social 

practices ordered across space and time’ (Giddens 1984: 2). Giddens (1984: 4–

5) viewed practices as ‘crucial mediating moments’ for challenging the 

dualisms of consciousness/unconsciousness and individual/society. His 

theorisations have recently been carried forward in many empirical, practice-

theoretical studies on consumption that have, in one way or another, built on 

the notion that cultural structures both affect and are simultaneously 

reproduced through (in part unconscious) human action. However, Giddens 

(1991) later veered away from practice theories and emphasised individual 

reflexivity. Additionally, he has never defined practice or developed the idea of 

practices as a topic for empirical study (Warde 2016: 34–35). 

4.2 SECOND-GENERATION PRACTICE THEORY 

Schatzki also found theories of practice attractive due to their position as 

neither individualist nor holist (Warde 2005). Building on Wittgenstein, 

Schatzki (1996: 13) claimed that ‘both social order and individuality . . . result 

from practices’. Unlike Bourdieu and Giddens, however, Schatzki developed 

the notion of social practice as a central analytical unit. His key contributions 

to twenty-first-century empirical research on consumption include the 

conceptualisation of practice as both coordinated entity and performance 

(Schatzki 1996).  

The notion of practice as entity entails viewing a practice, such as cooking 

or dining out, ‘as a temporally unfolding and spatially dispersed nexus of 

doings and sayings’ (Schatzki 1996: 89). The doings and sayings composing 

practices ‘hang together’ with the help of components (Schatzki 2002: 77). 

Schatzki (1996: 89) originally suggested that doings and sayings were linked 

in three ways, that is through ‘(1) understandings, for example, of what to say 

and do, (2) through explicit rules, principles, precepts and instructions, and 

(3) through “teleoaffective” structures embracing ends, projects, tasks, 

purposes, beliefs, emotions and moods’. He later distinguished between 

practical understandings ‘that pertain to the actions composing a practice’ 

(Schatzki 2002: 77) and general understandings, an analytic category dealing 
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with discursive and non-discursive understandings that are shared by many 

practices and that may include ‘things such as concepts, values, and categories’ 

(Welch and Warde 2017: 183). For Schatzki (2002), general understandings 

‘condition the manner in which practices are carried out and expressed in their 

performance’ (Welch and Warde 2017: 184).  

The basic idea of practices being coordinated through components, or 

elements as they are sometimes called, has circulated broadly in recent 

research on consumption (see, e.g., Arsel and Bean 2013). Warde’s (2005) 

translation of Schatzki’s components into ‘understandings’, ‘procedures’ and 

‘engagements’ has been frequently deployed, as has the view of practices as a 

nexus of ‘meanings’, ‘competences’, and ‘materials’ (Shove et al. 2012). 

According to Reckwitz’s (2002a: 249) widely cited definition, practices can be 

seen as consisting of ‘forms of bodily activities, forms of mental activities, 

“things” and their use, a background knowledge in the form of understanding, 

know-how, states of emotion and motivational knowledge’. This definition 

highlights the complex nature of practices.  

Different versions of the components constituting a social practice thus 

exist, and they may orient the attention differently, for instance by 

emphasising either competence or teleology (Warde et al. 2017). However, 

these versions overlap considerably. What unites practice theoretical studies 

on consumption is the view of a practice as a ‘socially shared bundle of 

activities’ that includes numerous types of components (see Welch et al. 2015), 

or ‘practical activity and its representations’ (Warde 2005: 134). Here, it is 

worth noting that materials, or materiality, a key aspect in contemporary 

practice theory (Reckwitz 2002b), are included in many versions as an explicit 

component (e.g., Shove et al. 2012). As I elaborate later, my empirical work in 

this thesis has also drawn on the idea of ‘materials’ as a component.23   

Another key notion introduced by Schatzki (1996), ‘practice as 

performance’, emphasises that practices are actualised and sustained through 

their performance. Relatedly, Reckwitz (2002a) portrayed people as ‘carriers’ 

of practices and underlined, again illustrating the complex nature of social 

practice, that individuals are carriers of not only ‘patterns of bodily behaviour, 

but also of certain routinized ways of understanding, knowing how and 

desiring’ (Reckwitz 2002a: 249–250).  

Performances, first and foremost, function to uphold practices. 

Nonetheless, performances always vary (Warde 2016) and may thus be seen 

as sources of social and cultural change. In other words, performances of 

practices not only reproduce the practices in question but also potentially alter 

them or lead to their (dis)appearance (Shove et al. 2012). This basic idea has 

recently been deployed in numerous empirical studies on consumption and 

social change. Precisely in this context, I argue, we may also speak of the 

emergence of the practice artful dining. 

 
23 Schatzki himself has been reluctant to treat ‘materials’ as a component. However, this does not 

indicate that Schatzki has overlooked the importance of materiality (see, e.g., Schatzki 2010, 2019). 
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The thesis later portrays artful dining as an example of integrative24 

practices. That is, it exemplifies complex social practices that mostly interest 

sociologists of consumption (see Warde 2016). There is no final consensus 

regarding how to identify a novel practice, though. According to Warde (2016: 

41), drawing on Schatzki (1996), one may speak of the existence of an 

integrative practice if 1) ‘people have, and share, words denoting the activity 

and permitting its identification’, 2) ‘performances are mutually intelligible 

among people who have exposed to the same activity as part of the same 

culture…’, 3) the former ‘occurs because practices . . . are social . . . i.e. similar 

performances are mounted by unknown actors in different locations’, 4) 

‘performances may be read as correct, acceptable, or innovative’ (Schatzki 

1996: 101–102), 5) a performance ‘expresses components of that practice’s 

organization’ (Schatzki 1996: 104), ‘organization’ referring here either to the 

components of a practice or cultural structures external to it, and 6) ‘some 

essential attributes exist which are not simply in the minds of individuals’, or 

as Schatzki (1996: 105) puts it, ‘the organization of an integrative practice is 

out there in performances themselves not in the minds of actors’.25   

For Warde (2016: 42), Schatzki’s theorisations imply that an integrative 

practice ‘exists for itself’: a practice is more than the sum of doings and sayings 

that one may identify by scrutinising its performances. Nonetheless, Warde 

also writes that Schatzki ‘seems ultimately reluctant to accord practices an 

ontological existence beyond the sum of their performances’ (Warde 2016: 

42). Chapter 6 nevertheless builds on Warde’s (2016) elaborations in the 

context of eating and gastronomy and argues that the practice of artful dining, 

besides sufficiently meeting the six criteria described above, can be seen as 

something more than the sum of its performances. 

4.3 PRACTICE(S) OF DINING OUT 

Thus far, second-generation practice theory has rarely featured in the 

literature on upmarket dining. This is perhaps partly due to recreational 

dining out remaining a relatively uncommon occurrence that does not belong 

to the everyday life of most people, as, for instance, a recent study on eating 

out in the Nordic countries has shown (Lund et al. 2017). A focus on a practice 

like upmarket dining would thus have been at odds with one of the main 

promises of the practice turn, that it redirects the analytic gaze from 

 
24 Dining out and cooking are examples of integrative practices, that is, the ‘more complex practices 

found in and constitutive of particular domains of social life’ (Schatzki 1996: 98). Integrative practices 

include what Schatzki calls ‘dispersed practices’, that is ubiquitous practices such as describing, 

explaining, and imagining (see Schatzki 1996: 91–92).  

25 Taylor (1971) similarly argued that meanings and norms are situated in practices themselves 

rather than in the minds of actors (see Shove et al. 2012). 
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conspicuous and expressive to ordinary consumption (Gronow and Warde 

2001). This is not to suggest that practice theory could not and has not been 

used to study aesthetic movements and enthusiast groups (e.g., Arsel and Bean 

2013; see Warde 2014). In the context of eating, however, consumption 

scholars building on practice theory have emphasised the mundane aspects of 

eating (Warde 2014; see also Halkier 2010) instead of ‘publicly visible and 

distinguishing activities’ such as dining out (Warde 2014: 288). 

However, as Warde and his colleagues have recently shown, dining out can 

be fruitfully explored through contemporary theories of practice (Warde 2016; 

Warde et al. 2020; see also Warde et al. 2019). In The Practice of Eating 

(Warde 2016), the practice-theoretical viewpoint on studying eating is 

demonstrated through the case of eating out. Warde focuses particularly on 

the role of restaurant guides in ‘objectivating’ the practice: they provide a 

‘normative representation of appropriate, suitable, or acceptable ways to 

engage in the practice of eating out’ (Warde 2016: 86–87; see also Warde 

2009).  

In The Social Significance of Dining Out, Warde, Paddock and Whillans 

(Warde et al. 2020) suggest that when studying dining out26 through the lens 

of practice theory, it is crucial to describe the dominant shared features of the 

performances of the practice (and their socially differentiated variants). The 

book deals with continuity and change in the practice of dining out in England 

by comparing datasets from 1995 (Warde and Martens 2000) and 2015 (see 

also Paddock et al. 2017; Warde et al. 2019). The authors conclude that there 

is noteworthy continuity in the practice of dining out and that currently, in 

England, the practice still primarily revolves around the shared principles of 

variety, comfort, and ‘concern’.27 Nonetheless, they also stress that the ways in 

which people implement and arrange these principles in performances of 

dining out vary considerably. In this context, the authors discuss the 

dispositions or orientations of ‘Ease’ and ‘Art’. These express distinctive 

differences in taste and highlight that despite continuity and the existence of 

widely shared principles and understandings, substantial diversification has 

also occurred. The current presence of variety leads the authors eventually to 

question whether a ‘British way’ of dining out continues to exist.   

As both a constituent part and a driver of the general diversification of the 

practice of dining out, the practice of upmarket dining has also become 

profoundly more heterogenous (see Lane 2014 on the diversification of ‘fine 

dining’). Therefore, this thesis argues that, instead of discussing the practice 

of upmarket/fine dining (in the singular), switching to a discussion of 

practices of upmarket/fine dining (in the plural) is a fruitful, practice-theory-

 
26 Unlike Warde and Martens (2000) and Warde (2016), Warde, Paddock and Whillans (2020) 

indeed discuss ‘dining out’ instead of ‘eating out’. For more details on this intriguing and important, but 

in the context of my thesis largely irrelevant difference, see Warde et al. 2020. 

27 By ‘concern’ the authors refer to the normative expectation that ‘people should both pay attention 

to and develop adequate knowledge, awareness and appreciation of dining out’ (Warde et al. 2020: 223). 
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compatible way of capturing the diverse nature of contemporary upmarket 

restaurant culture. 
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5 CONTEXT, DATA AND METHODS 

As in other Nordic countries, eating out remains a relatively infrequent activity 

in Finland (Lund et al. 2017). In addition, in Finland (and Sweden), eating out 

is particularly linked to working life (Lund et al. 2017). Nonetheless, echoing 

recent developments in neighbouring countries (see, e.g., Bugge and Lavik 

2010; Ulver 2019a, 2019b), the foodie phenomenon has clearly affected 

Finnish food culture. Relatedly, the interest in recreational eating out has 

surged, especially in the major cities. This thesis explores restaurant 

consumption in the context of the capital of Finland, Helsinki, where the 

number of informal-yet-ambitious restaurants has increased substantially in 

the twenty-first century. Moreover, similar to numerous other cities across the 

globe, the ‘high-quality’ restaurant scene in Helsinki currently consists of 

various types of restaurants serving various types of food (see also Catani 

2014).  

This thesis consists of three articles that explore the artification of 

upmarket dining from different angles (see also Table 1 in chapter 6). Articles 

Ⅰ (Koponen and Niva 2020) and 3 (Koponen and Lindblom, under revision) 

focus on performances of artfulness at specific restaurants and gastronomic 

events. These are the restaurants Chef & Sommelier and Inari, Way Bakery & 

Wine Bar, and the ‘I am’ pop-ups created by the chef Kozeen Shiwan. These 

restaurants and events were chosen for further scrutiny because the partly 

undocumented observation of the Finnish restaurant scene during the early 

stages of the research project suggested that these sites represent a key locus 

of the artification of upmarket dining. That is, my screening of the local 

restaurant scene through, for instance, observing various restaurants’ websites 

and social media communication, visiting restaurants and reading reviews 

suggested that the abovementioned restaurants and events in one way or 

another positioned themselves as venues that attempted to break the existing 

norms of upmarket dining.28 Furthermore, I wished to study diverse 

restaurant types. Therefore, the settings in which I investigated consumption 

covered various price points and included largely conventional restaurants 

(Chef & Sommelier and Inari), bakeries/wine bars (Way), and pop-ups (‘I 

am’). Unlike articles Ⅰ and Ⅲ, then, article Ⅱ (Koponen and Mustonen 2022) 

does not focus on specific restaurants but more generally explores the practice 

of solo dining in the framework of upmarket dining and its artification.  

Data collection, and data analysis, as I later explain, was steered by the 

notion of practices consisting of both doings and sayings. Paying attention to 

both doings and sayings is important, since people are not always capable of 

 
28 In the spirit of full disclosure, though, I must admit that Chef & Sommelier (article Ⅰ) was chosen 

because my initial aim was the exploration of the intertwinement of aesthetics and ethics in gourmet 

food culture. 
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explaining and verbalising their action. As Schatzki (2003) remarks, a practice 

is only partially in human minds. For instance, general understandings consist 

of both discursive and non-discursive parts (Welch and Warde 2017). 

Accordingly, certain general understandings or goals of action may pertain to 

a practice even if the practitioners are unable or reluctant to articulate them 

(see Warde 2016). What people do (and/or the materials present) may reveal 

their presence. Additionally, it is possible, as my data also show (see article 

Ⅲ), that there may be textual representations of action that has never occurred 

in ‘real’ life. For these reasons, each article of my thesis, albeit in varying ways 

and proportions, uses both observational/ethnographic and interview data. 

Combining different types of data allowed me to draw a fuller picture of recent 

performances of what can be understood as a ‘more artful’ mode of upmarket 

dining, and it also allowed me to better deal with the two other research 

questions, that is, to provide artfulness with a specific definition and to decide 

whether it is possible to speak of the existence of an integrative practice of 

artful dining. 

Article Ⅰ is based on the analysis of 16 texts from 16 blogs, participant 

observation at a ‘New Nordic upmarket bistro’ (Chef & Sommelier), and an 

interview with the restaurant’s head chef/restaurateur. In addition, the results 

are based on various, partly undocumented, observations at similar types of 

restaurants in Finland and Denmark, a reading of the introductory sections of 

their cookbooks, and monitoring of Chef & Sommelier’s (social) media 

communication. Article Ⅱ is based primarily on interviews with 12 exponents 

of solo dining also interested in recreational restaurant consumption. In 

addition, the article uses the experiences and observations of both authors as 

solo diners. Article Ⅲ is based on participant observation at Inari, Way Bakery 

and Wine Bar, and the ‘I am’ pop-ups created by Kozeen Shiwan, interviews 

with key individuals involved in the production of the experience (one 

interviewee per restaurant/event), as well as a collection of various types of 

(social) media texts about the restaurants/events and fieldnotes produced 

while visiting restaurant review sites online. The articles contain more detailed 

information about the acquisition of the datasets (e.g., conducting the 

interviews and interview themes). The data were collected before the Covid-19 

outbreak. 

In each article, the analysis was informed by a practice-theoretical view of 

practices as nexuses of several types of components (e.g., Schatzki 1996, 2002; 

Warde 2005). There are minor differences between the articles regarding the 

exact verbalisation of the components, but each article nonetheless adheres to 

the main principles of the ‘component thinking’. Thus, in each article, the 

coding of data and data analysis were informed by the view of practices as 

consisting of some type of materiality, understandings concerning how to 

practically perform or carry out the practice, large-scale cultural meanings or 

general understandings, and teleoaffectivity (see chapter 4). 

As the unit of analysis was a social practice, and to avoid methodological 

individualism (see, e.g., Halkier 2010), while analysing the data I focused 
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neither on staff members nor diners per se; rather, I strived to extract the 

shared elements of the performances (and their representations) of a practice 

while acknowledging that performances of the same practice always vary 

(Warde 2016; Warde et al. 2020). To discover these shared elements, I 

performed an iterative, ongoing analysis of (social) media texts, interviews, 

and participant observation and their relationship. I began by reading through 

the data several times and writing constant notes. I then coded the data based 

on the idea of practices consisting of components. After that, I read through 

the data and the initial codes and notes countless times and adjusted the 

evolving interpretation in each round, simultaneously bearing in mind the 

socio-cultural context in which the data were produced and interpreted 

(Moisander and Valtonen 2006: 102). In short, and largely in correspondence 

with hermeneutic philosophy and the notion of the hermeneutic circle 

(Gadamer 2004), my aim was to make sense of the phenomenon (of artful 

dining) first as a whole and then to focus on its specific elements (see 

Moisander and Valtonen 2006).  

The reliability and quality of the analysis were improved by, for instance, 

occasionally distancing myself from the data, often between the iterative 

rounds. In each article, the data analysis lasted for several months and was 

intertwined with the process of writing. While analysing the data for article Ⅱ, 

in which my co-author collected the data and was thus familiar with it, I was 

able to present him the interpretations between the iterative rounds and use 

the details of our discussion in the next round. The overall aim was to capture 

the dominant shared features (Warde et al. 2020) of the performances of artful 

dining with the help of a ‘curious, questioning . . . and playful analytic attitude’, 

the importance of which in cultural research on consumption has been 

underlined by Moisander and Valtonen (2006: 102). 

Obviously, a few limitations result from these choices. To begin with, the 

data do not allow me to substantiate the association between artful dining and 

cultural capital (see chapter 2). I did not study the social backgrounds and 

capital compositions of the exponents of artful dining. One can safely guess 

that artful dining is mostly embraced by people in privileged social positions, 

and that the emergence of artful dining relates to the increasing interest in 

food and restaurants among members of the creative class (see Pearlman 

2013). Nonetheless, further studies are required to better understand artful 

dining in the framework of different types of capital. Gender would also be an 

intriguing perspective, given that the artful consumption and production of 

food has been often attributed to men (Cairns et al. 2010; Harris and Giuffre 

2015).  

Secondly, I am unable to comment extensively on the prevalence of artful 

dining, that is, for instance, the number of consumers who (to a greater or 

lesser extent) embrace the basic idea of artful dining, or how often the keenest 

proponents of artful dining enter restaurants to consume food in a ‘difficult’ 

manner. My claim about the emergence of the practice of artful dining does 

not imply that there was ‘more art’ in upmarket restaurant practice on 
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aggregate in the 2010s than, say, in the 1990s. Instead, the emergence of artful 

dining shows that a segment of restaurant practice has been thoroughly 

affected by modern high art, marking a shift from the aesthetic to the artistic 

aesthetic mode of dining out. 

Practice theorists often stress the importance of concentrating on the 

plurality and nexuses of social practices when attempting to provide 

convincing accounts of social life (e.g., Shove et al. 2012; Hui 2017). Practice 

theory may thus be departing ‘from a focus on the constitution and trajectories 

of specific practices to an emphasis on the interdependencies, connections and 

configurations that are central to construction, reproduction and 

transformation of social life’ (Blue and Spurling 2017: 25). A practice-

theoretical study holistically explaining how artful dining occupied space in 

‘restaurant life’ due to dynamic interplay between multiple types of socio-

cultural developments across several decades (see Blue and Spurling 2017: 26) 

would surely be valuable. My thesis touches on certain historical developments 

behind the gradual emergence of artful dining, yet it does not offer a truly 

holistic and historical account. It also largely leaves open the question of how 

carriers of artful dining intertwine the practice with their everyday culinary 

lives (although see article Ⅱ). Moreover, the data do not allow me to comment 

much on how the practice has ‘recruited’ practitioners (see Shove et al. 2012). 

Such questions must be addressed in the future with different types of data. 

Scholars of everyday life and consumption are often immersed in the topic 

they are studying (see, e.g., Pink 2012). This is not a problem as such, and the 

immersion may enrich the study, yet the researcher must be as aware as 

possible of the nature of the immersion and its potential influence on 

interpretations. It is important to explain this understanding to readers in 

order to provide them with a better opportunity to assess the researcher’s 

influence on the results. A key revelation then is that I enjoy the aesthetics of 

food, eating, and restaurants. More importantly, I found the idea of 

food/eating as an art experience fascinating years before beginning my PhD. I 

tend to think that eating can elicit as deep and meaningful experiences as 

established art forms. Arguably, thus, I may have, for instance, seen ‘more art’ 

in the data than another researcher would have. However, I have strived 

throughout the process to establish an open dialogue between my initial 

thoughts, the data, and the literature. Constant discussions with my co-

authors and other scholars of consumption at various conferences and social 

occasions have improved my thinking and helped me to find ways to view the 

data from fresh perspectives. The effect of these efforts is that my initially 

vague understanding of the existence of artfulness in restaurant culture has 

crystalised into a specific definition of artfulness and into the idea of artful 

dining as a social practice. The intersection of food and art still fascinates me, 

yet my views on the artification of eating (out) have become more complex and 

critical than they were at the beginning of the journey (see chapter 7). 
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6 THE PRACTICE OF ARTFUL DINING 

I have thus far defined artfulness, explained how the artful mode of restaurant 

consumption and production has gradually become more prominent in the 

history of upmarket dining, elaborated the practice-theoretical perspective 

through which this thesis theorises upmarket dining and the shifts therein, 

and described the data and methods used. This chapter begins with a short 

summary of the articles composing the thesis (6.1). Section 6.2 provides more 

details on how artfulness was performed in the data, and, relatedly, explains 

how the analysis of these performances resulted in the conclusion that 

artfulness may be fruitfully understood in the specific framework of artfulness 

as introduced in chapter 2. Moreover, section 6.2 underlines how this specific 

type of artfulness permeates the articles. Lastly, section 6.3 looks largely 

beyond the articles and elaborates the claim of artful dining as a coordinated 

practice that is also more than the sum of its performances. 

6.1 SUMMARY OF THE ARTICLES 

Article Ⅰ, ‘New Nordic Upmarket Bistros and the Practical Configurations 

of Artful Dining’ (Koponen and Niva 2020), explored the practice of what we 

called New Nordic Upmarket Bistro Dining (NNUB dining). The practice 

refers to an informal and simple yet creativity-obsessed manifestation of 

gourmet dining that gained ground in the Nordic countries in the 2010s. The 

article aimed to explore the blurring boundaries between food and art in the 

West through revealing how the ideals of artfulness, which we defined drawing 

on the literature on modernist dining, had recently been adopted, configured, 

and shaped in the performances of practitioners at a New Nordic upmarket 

bistro (Chef & Sommelier) in Helsinki. We found that despite local 

adjustments, the ideals of modernist dining had indeed been adopted at the 

restaurant and depicted the enactment of artfulness as intertwining ‘objects’, 

‘doings’, and ‘general understandings’. The study also suggested that NNUB 

dining is one of the many practices that have, in recent years, expanded the 

artful ideals of dining beyond modernist dining. Here, it is worth noting that, 

in contrast to this summary article, the article did not build on the view of 

artful dining as a practice but theorised it as a ‘teleoaffective formation’, that 

is, as a large-scale cultural formation (Welch 2020; for more details see 

chapter 6.3). 

Article Ⅱ, ‘Eating Alone, or Commensality Redefined? Solo Dining and the 

Aestheticization of Eating (Out)’ (Koponen and Mustonen 2022), dealt with 

the ‘cultural phenomenon’ in which eating publicly alone, also beyond the fast 

and casual format, had become eagerly celebrated in some fragments of the 

gourmet food culture in the 2010s. Solo dining was examined in relation to the 
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aestheticisation of eating (out) and as another manifestation of the 

diversification of the practice of upmarket dining. Drawing on the notion that 

the boundaries between eating alone and eating together have become 

increasingly blurred in late modern society (Mäkelä 2009), the paper 

portrayed solo dining as performed by people aesthetically interested in dining 

out as a practice in which the desire to eat alone intertwines with novel 

understandings of commensality. That is, we argued that solo dining is 

understood as a practice that potentially enhances aesthetic immersion but 

simultaneously constitutes a ‘semi-commensal’ mode of public eating which 

diverges from conventional understandings of eating together. The type of 

commensality identified in the study occurs, either in concrete or anonymous 

ways, between people for whom the aesthetics of eating (out) matter. In this 

article, we defined aestheticisation drawing on studies that have associated 

(food) consumption with ‘art’ and/or ‘artfulness’. However, in contrast to 

article Ⅲ, we still used the term aestheticisation instead of artification. 

Article Ⅲ, ‘Dining Out and Distinction: On the “Artistic Aesthetic” Taste 

and Practice of “Artful Dining”’ (Koponen and Lindblom, under revision), 

positions artful dining in the framework of taste, status, and distinction. The 

article defines artful dining in a largely similar manner to this summary article 

(i.e., through aesthetic novelty, nonconformity, and complexity). Primarily in 

correspondence with article Ⅰ, yet explicitly drawing on the notion of taste as 

practice (Arsel and Bean 2013), we examine how artful taste has recently been 

incorporated into performances of dining out in Helsinki. Here, it is worth 

noting that, in contrast to article Ⅱ, the term artification is now used and 

preferred to aestheticisation. Relatedly, we suggest that cultural consumer 

research dealing with aestheticisation would benefit from occasionally 

replacing the ambiguous term aestheticisation with artification, especially 

when dealing with practices that are already highly aestheticised. The article 

also portrays artful dining as an example of Reckwitz’s (2017) artistic aesthetic 

practices: in our view, artful dining paradigmatically exemplifies what, for 

Reckwitz, is the difference between aesthetic practices focused on pleasure and 

artistic aesthetic practices as mixed forms of pleasure and high art. As regards 

taste and distinction, and largely drawing on Pearlman (2013), the article 

suggests that mastery of artful dining may function as an asset in the pursuit 

of culinary status at a time in which recreational eating out and ‘foodyism’ are 

attracting a growing population. 

Table 1 provides a summary of the individual articles. Section 6.2 provides 

more details on the performances of artful dining and, importantly, explains 

how the cultural ideals of aesthetic novelty, nonconformity, and complexity 

constituting artful dining permeate the data. 
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Table 1. Summary of individual articles.  

Article Aim Data Main results 

Ⅰ ‘New Nordic 

Upmarket Bistros 

and the Practical 

Configurations of 

Artful Dining’ 

To depict how the 

cultural formation of 

artful dining was 

adopted, configured 

and shaped in the 

situated practice of 

NNUB dining at a 

Helsinki restaurant.  

 

Blog texts, 

participant 

observation at the 

restaurant, semi-

structured interview 

with the head chef. 

Despite local 

adjustments, notable 

similarities exist 

between the 

practices of 

modernist dining 

and NNUB dining: 

approaching dishes 

conceptually, 

celebration of the 

emotional-

intellectual and 

challenging aspects 

of eating. 

Ⅱ ‘Eating Alone, or 

Commensality 

Redefined? Solo 

Dining and the 

Aestheticization of 

Eating (Out)’ 

To study the 

relationship between 

the aestheticisation 

of eating (out), the 

emerging desire for 

dining publicly 

alone, and 

diversifying forms 

of (public) 

commensality.  

 

Primary data: semi-

structured 

interviews with 

Finnish solo diners 

interested in 

recreational 

restaurant 

consumption. 

Secondary data: 

participant 

observation / 

experiences of both 

researchers as solo 

diners. 

Restaurants can be 

understood as 

aesthetic / artful 

objects worthy of 

full concentration. 

Solo dining 

enhances aesthetic 

immersion while 

constituting a ‘semi-

commensal’ mode 

of public eating 

within an 

enthusiasm-based 

consumer group. 

Ⅲ ‘Dining Out and 

Distinction: On the 

“Artistic Aesthetic” 

Taste and Practice of 

“Artful Dining”’ 

(unpublished 

manuscript under 

revision) 

To illuminate how a 

subtle and 

potentially 

distinctive shift 

from aesthetic to 

artistic aesthetic 

taste has been 

recently put into 

practice at three 

upmarket restaurants 

/ gastronomic events 

in Helsinki. 

Online texts, 

fieldnotes based on 

online and ‘actual’ 

observation, 

interviews with key 

individuals 

involved in the 

production of 

dining experiences. 

The artistic 

aesthetic taste and 

practice of artful 

dining revolves 

substantially around 

cultural ideals such 

as complexity, 

aesthetic novelty, 

originality, and rule 

breaking.  
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6.2 PERFORMING AESTHETIC NOVELTY, 
NONCONFORMITY AND COMPLEXITY 

Article Ⅰ demonstrates that enthusiastic practitioners of NNUB dining 

challenged the role of pleasure as a key constituent of an ‘excellent’ meal eaten 

out. The article identified an understanding of eating out where chef-artists’ 

role was to cook ‘authentically’ according to their own vision, while the role of 

skilled diners was to appreciate this vision and the food served regardless of 

whether it immediately pleased their palate. Relatedly, the data showed that, 

in some performances of NNUB dining, dishes that ‘make you think’ were 

explicitly preferred to ‘dishes of easy enjoyment’. This type of expression can 

be seen as a clear illustration of the intellectualisation of food/beverage 

consumption (Maciel and Wallendorf 2017; Thurnell-Read 2018; Rössel et al. 

2018). 

Article Ⅰ used a mild-tasting dish containing numerous types of wild herbs 

unfamiliar to most Finnish diners to exemplify the partial departure from the 

ideal of easy pleasure. The interview revealed that, when diners had tasted the 

dish at the restaurant, many had not fully known how to approach it and 

describe its flavour. We soon discovered that in NNUB dining, the purpose of 

this type of dish was not the production of deliciousness but the provision of 

new taste experiences, in this case by allowing diners to experience the taste 

of Finnish nature. Proponents of NNUB dining admired the fact that the 

flavours of nature may occasionally be rather complex and difficult. 

We also learned that NNUB dining as performed at Chef & Sommelier 

revolved around the consumption of novelty and the goal of gastronomic 

learning (see also Johnston and Baumann 2015; Maciel and Wallendorf 2017). 

Relatedly, the article describes the central role of intense chef-diner 

interaction in the most successful performances at the restaurant. The goal of 

gastronomic learning explains why potentially controversial dishes that spark 

debate are embraced rather than delicious dishes cooked according to the 

standards of gastronomy and upmarket dining. However, unpleasantness 

(Maciel and Wallendorf 2017; Humphreys and Carpenter 2018) or what 

Reckwitz (2017) refers to as the aesthetic of negativity did not play a major role 

in the data behind article Ⅰ. However, what united the skilled performances of 

NNUB dining was an understanding that it was not necessary for every dish in 

a lengthy and innovative tasting menu to be delicious.  

Based on these types of findings, article Ⅰ argued that the practices of 

modernist dining and NNUB dining are similar in the sense that both orient 

to food ‘conceptually’ (see Raviv 2017) and embrace not only the emotional-

intellectual and challenging aspects of eating but also the consumption and 

production of aesthetic novelty. In other words, the results showed that 

notable similarities exist between the teleoaffective structures (Schatzki 2002) 

of modernist dining and NNUB dining. 

Article Ⅲ explored performances of artfulness at restaurant Inari, Way 

Bakery & Wine Bar, and the ‘I am’ pop-up event organised at Helsinki Design 
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Museum. The article includes descriptions of, for instance, some people’s love 

for the cloudy, often ‘odd-tasting’ but highly ‘authentic’ natural wines that 

demonstrate the individual creativity of the winemaker, acceptance of a dish 

consisting of nothing but three extremely unripe grapes, as well as 

transgressive and novel ways of behaving in the context of upmarket dining, 

such as sitting and dancing on the windowsill while eating. Aesthetic novelty 

and rule-breaking were identified as important goals of action, and the 

conventional forms of upmarket dining, or fine dining, were described as 

‘boring’ in ways reminiscent of Gopnik’s (2013) description of Le Fooding (on 

Le Fooding, see chapter 3). Article Ⅲ also reveals an explicit understanding or 

a goal of action according to which the best restaurants and meals eaten out 

should be ‘mystic’ and complex. In other words, contrary to the alleged 

approach of fine dining restaurants, ‘the best’ restaurants should neither 

explain dishes nor pander excessively to guests’ needs. As the data showed, in 

this framework of the intellectualisation of eating, it was considered 

preferable, for instance, to serve dishes thought of as ‘question marks’ rather 

than answers (remember the importance of dishes that ‘make you think’). 

While writing article Ⅲ, and after reading the social scientific literature on 

foodyism, dining out, and the tastes of the privileged people in contemporary 

Western society, I became convinced that artfulness may be fruitfully situated 

in the specific framework of ‘artful’ consumption and production that 

sociologists of taste have written generously about in recent decades, albeit 

seldom in the context of eating. The decision to locate artful dining within this 

sociological discussion was greatly influenced by Pearlman’s (2013) study on 

contemporary restaurant tastes in the US. Namely, Pearlman had claimed that 

‘superfoodies’ and certain chefs currently use ‘nobrow’ logic, which centres on 

the ideals of rule-breaking, creativity, authenticity, novelty, and individuality, 

to differentiate themselves from the rather large crowd of people interested in 

elaborate food.  

Nobrow logic and the sociological framework of artful production and 

consumption manifest themselves clearly in articles Ⅰ and Ⅲ, as I 

demonstrated above (for more details, see the articles). Locating solo dining 

(article Ⅱ) within this specific framework of artfulness is less straightforward. 

The ‘solo dining trend’ arguably concerns much more than artful dining. 

However, solo dining as performed by food/restaurant enthusiasts can be seen 

to interlink with artful dining in several ways.  

First, the data revealed an understanding of restaurants as complex and 

aesthetic, even artful, objects worthy of full concentration. Thus, dining alone 

may help one better focus on the intriguing details that compose a restaurant. 

Such understandings may be reflected on in relation to Reckwitz’s (2020) 

theorisations on the importance of uniqueness and singularities in late 

modern society. Reckwitz (2020: 47) claims that for objects, subjects, places, 

events, and other such elements of the social to be singular they must be 

‘singularized in the situation of their use’, truly experienced, and sensed. Since 

the practice of solo dining as performed in our data indeed contains an 
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understanding of restaurants as artful objects worthy of intense focus, as 

something one should truly experience, solo dining can be interpreted as an 

act that singularises an object (restaurant) in the situation of its use. The 

emergence and existence of the aesthetically oriented slice of the practice of 

solo dining reflects and contributes to the artification of upmarket dining. 

Singularisation as theorised by Reckwitz (2020) does not entail a 

preference for aesthetic novelty. Correspondingly, as our data on solo dining 

demonstrated, it is not only the novel and extraordinary restaurants that are 

understood as worthy of full concentration. However, the data clearly showed 

that some restaurant practitioners chose to dine out alone especially when 

trying new and extremely innovative places. Thus, solo dining may also be 

understood as an apt opportunity to concentrate on the consumption of 

aesthetic novelty, and, for example, on the consumption of chefs’ creative 

cooking performances (see Pearlman 2013). 

What is more, writing this summary article led me to the realisation that, 

in fact, entering an upmarket restaurant alone excellently demonstrates the 

practical mastery of general understandings and normative goals of action 

such as individuality, transgression, and nonconformity. That is, entering an 

upmarket restaurant alone, especially in the evening or at the weekend, 

violates the established understanding of commensality as an integral part of 

proper (public) meals. Building on Pearlman’s (2013) theorisations as 

described above, I suggest that the rise of solo dining as a cultural 

phenomenon in the gastronomic media in the 2010s relates to it being a 

practice that allows (super)foodies to demonstrate their creative individuality 

and proper, artful ‘foodieness’.  

In sum, my results demonstrate that artful dining is essentially based on a 

normative goal of action according to which an excellent meal eaten out should 

not, excessively, concern the consumption of delicious, hedonic experience 

typical of aesthetic practices (see Reckwitz 2017). Artful meals are not 

produced by ‘craftperson’ chefs who mostly ‘follow a canon’ (Lane 2014: 135) 

and strive to meet the diner’s expectations. Instead, the practice of artful 

dining revolves around the normative goals and general understandings of 

aesthetic novelty (Reckwitz 2017), nonconformity (Pearlman 2013), and 

complexity (e.g, van den Haak 2014, 2018). Such general understandings and 

normative affects and ends steer the actions of practitioners (Schatzki 2002). 

Finally, artful understandings and doings interweave with materials that are 

different and unique in the context of upmarket dining (e.g., a museum space, 

tiny restaurant space, imaginative flavour combinations) and that are 

sometimes also ‘difficult’ or shocking. Regarding the latter, I would stress, 

however, that the essence of artful dining should not be reduced to difficult 

and potentially unpleasant and shocking ingredients. My interpretation is that 

such materials often appear, for example, in food media because they 

represent key symbols of the shift from the aesthetic practice of upmarket 

dining focused on easy pleasure to upmarket dining as an artistic aesthetic 

practice. 
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Performances of practices are context dependent and ‘always adjusted to 

particular situations’ (Warde 2016: 46; see also Hui 2017). This also applies to 

artful dining. There is no single correct way to perform artful dining, and artful 

dining is performed differently at different types of venues29 and in various 

practices of dining out (see the subsequent section). Like many other practices, 

artful dining is open to improvisation (see Warde 2016). People may ‘do’ artful 

dining alone or in the presence of peers, sitting on a conventional chair or on 

a windowsill, and exponents of artful dining may or may not, for instance, 

express their enjoyment of eating shocking ingredients, such as live ants (see 

Tresidder 2015). Arguably, the presence and nature of company also affect the 

performances. However, despite such variety, the mutual, albeit largely 

implicit, understanding among the proponents of artful dining is that 

conventional forms of upmarket dining lack sufficient creativity and 

excessively adhere to deliciousness, niceness, luxury and extravagance, or, in 

other words, to the luxurious mode of consumption (Jarness 2015). 

6.3 THE ORGANISED ENTITY OF ARTFUL DINING 

One of the key claims of this thesis is that artful dining is a coordinated and 

organised entity, that is, a social practice. Therefore, it is important to note 

that, in article Ⅰ, artful dining was not conceptualised as a practice but as a 

cultural formation that provides resources for the performances of practices, 

such as NNUB dining. More precisely, the article drew on Welch’s (2020) 

theorisations and defined artful dining as a ‘teleoaffective formation’, thus 

touching upon the practice-theoretical discussion on the relationship between 

practices (as entities) and the conditions external to them (i.e., ‘culture’). In 

other words, the paper theorised artful dining as a nexus of various types of 

general understandings, such as authenticity, individual self-expression, and 

the understanding of eating as source of emotional-intellectual experiences.  

While I still find the solution apt for the purposes of the paper, throughout 

this summary article I have alternatively conceptualised artful dining as a 

practice. What we portrayed as the teleoaffective formation of artful dining 

could, in this case, be renamed and called, for instance, the teleoaffective 

formation of aesthetic eating. This cultural formation might be suitable for 

capturing multiple types of general understandings dealing with the 

aestheticisation of eating, be they understandings related to the preservation 

of tradition (and everyday aesthetics) or to aesthetic novelty and rule breaking. 

Another option would be to discuss the teleoaffective formation of creative (or 

 
29 Artful dining should not be conflated with a certain set of restaurants and their chefs. What is 

more, restaurants and chefs essentially involved in the production of artful dining may occasionally, to 

secure financial success (see also Gualtieri 2022), behave according to the conventional logic of fine 

dining. 
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artful) eating (or consumption), which would encompass a specific, artful 

orientation emphasising aesthetic novelty. In both cases, what is relevant is 

that the formation would cover and steer multiple types of practices of eating, 

not just those of dining out. For instance, I suggest that food-parenting 

practices might be fruitfully explored in this theoretical framework (see 

Karademir-Hazir 2021).  

I now turn to discuss artful dining as a coordinated social practice and 

suggest that the diversification of upmarket dining, and dining out more 

generally, can be fruitfully grasped and depicted through understanding artful 

dining as an integrative practice. Claiming that artful dining is a novel practice 

requires a brief return to the criteria for identifying integrative practices 

introduced in chapter 4. I will particularly build on the view of practices like 

artful dining as ‘something more’ than the sum of their performances (Warde 

2016: 41–42). 

I argue that artful dining sufficiently meets the six criteria for identifying 

integrative practices (Warde 2016: 41). People clearly have, and they share 

words about artful dining, whether in face-to-face discussions or when writing 

online about their experiences at artful restaurants, even though only a small 

number of individuals, often professional writers, appear capable of providing 

lengthy descriptions of artful dining (see criterion 1). Performances of artful 

dining are ‘mutually intelligible among people who have exposed to the same 

activity as part of the same culture’: carriers of artful dining recognise when 

someone eats publicly in the same way as they (sometimes) do (see criteria 2 

and 3). Performances of artful dining may be judged in terms of their 

correctness: for instance, a person I interviewed underlined that ‘people are 

still learning’ to dine ‘in this new way’ and that the members of the restaurant 

staff must take diners’ differing skills into account when interacting with them 

(see criterion 4). Performances of artful dining express components of the 

practice’s organisation (see Schatzki 1996: 104), although I argue below that 

the coordination of artful dining does not only occur at the level of practices 

but also with the help of cultural structures external to it (see criterion 5). The 

organisation of artful dining is clearly ‘out there’ in practitioner’s 

performances rather than in their minds (Schatzki 1996: 105): the existence of 

artful dining does not depend on its exponents’ capacity to talk explicitly about 

it (see criterion 6). 

Performances of dining out have thus gradually resulted in the emergence 

of the practice of artful dining. Nonetheless, these performances did not 

emerge in isolation, and it is not solely these performances that currently 

sustain the practice. Rather, the ‘artefacts, texts, organisations, and public 

events’ that have ‘anchored’ the practice and provided it with substance are 

also of key importance (see Warde 2016: 46). Relatedly, Warde (2016: 45–46) 

emphasises that ‘what it is that is “out there” is critical to explaining how 

(some) practices are coordinated as shared, collective modus operandi’. The 

emergence and existence of ‘artfully oriented’ culinary-gastronomic products 
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of cultural intermediation in the twenty-first century is thus highly relevant 

here.  

In Finland, those interested in recreational restaurant consumption may 

have recently, for instance, watched Netflix’s Chef’s Table (see Ulver and 

Klasson 2018). Consequently, they have learned how chef-artists like Massimo 

Bottura, Adeline Grattard, Magnus Nilsson, and Dominique Crenn think of 

and execute ‘great’ dining experiences. They may have further learned that a 

proper diner appreciates adventurousness and thus accepts and admires, for 

instance, tasting menus which allegedly best convey the chef’s artful creativity 

while leaving the diner with little meaningful choice (see Kaufman 2016). They 

may also have learned how true beauty and various meanings may be 

embedded in simple dishes that contain, for instance, autumn leaves collected 

by the head chef. After watching the series, one also knows that the restaurant 

menu may take the abstract form of a poem (see also Gualtieri 2022).  

Such representations of high-end cooking and dining out have also featured 

strongly in ubiquitous media discourses about the list of the ‘World’s 50 Best’ 

restaurants (in fact, these restaurants play a key role in Chef’s Table). This list 

has glorified restaurants that are ‘cool’, diverse, novel, and ‘cutting edge’ at the 

expense of restaurants that attempt to meet the strict criteria of culinary 

excellence set by the Michelin organisation (Matta and Panchapakesan 2021). 

The examples mentioned above describe recent inflections towards 

artfulness in the global scene of culinary-gastronomic taste making. 

Furthermore, in Helsinki (and arguably in many other cities) in the latter half 

of the 2010s, and before the Covid-19 outbreak, various types of pop-up events 

offered creative food and thus contributed to the ‘anchoring’ of artful dining. I 

also recall how prominent Finnish food writers have published texts, of which 

some are included in my data, concerning the partial disengagement from the 

ideal of easy pleasure and then, often in the context of pop-up events, 

described in detail what this meant in practice. Many other examples could be 

mentioned here. All in all, several local and global sources have provided artful 

dining with substance and normative standards (see Warde 2016). 

I use the recently emerged practice of artful dining as a case in point to 

suggest that the social scientific literature on dining out that draws on practice 

theory could be enriched by explicitly viewing dining out as a collection of 

various types of integrative practices. This would be a practice-theory-

compatible way of grasping the diversity of contemporary dining out and 

upmarket dining. There is, of course, nothing inherently wrong in solely 

discussing dining out or upmarket dining, since the variation within these 

practices may be fruitfully analysed in terms of, for instance, social classes and 

the ‘dispositions’ of Art and Ease (see Warde et al. 2020). Furthermore, 

restaurants may still be fruitfully classified into the ‘cuisine type’ they mostly 

represent (Lindblom and Mustonen 2015; Warde et al. 2020). Nonetheless, 

building on the idea that ‘practice theory could be less shy of explicitly grasping 

the notion of practice as an entity’ (Warde 2016: 45) and on the current 

existence of significant variety in restaurant tastes, I argue that breaking the 
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practice of upmarket dining into smaller units, that is, practices, is beneficial. 

Variation may be further studied within these more sharply contoured 

practices of dining out. 

I offer artful dining as an ‘upper-level’ practice in the sense that it can be 

viewed as consisting of specific types of artful practices, such as NNUB dining 

(Koponen and Niva 2020) and modernist dining. Artful dining also bears a 

close resemblance to a recently emerged novel type of museum dining centred 

on innovativeness and creativity (Mihalache 2017a, 2017b; see also Mihalache 

2016). These specific practices build on the principles of artful dining yet 

simultaneously contain practice-specific materials and understandings. The 

practice of artful dining is constantly evolving through individuals’ 

performance of the more specific, artful practices of dining out. However, and 

despite its ‘upper-levelness’, artful dining is a more particular practice than 

dining out or upmarket dining. Artful dining captures a relevant contemporary 

mode of restaurant consumption that has been mentioned and depicted in the 

literature on dining out (Pearlman 2013; Lane 2014; Warde et al. 2020) but 

that has not been yet conceptualised as a practice. 

I have argued that artful dining is best understood as an integrative practice 

and that the practices of dining out and upmarket dining could be viewed as a 

collection of different types of integrative practices. However, if this is the case, 

what, then, are dining out and upmarket dining? Are they also integrative 

practices? 30  This is surely a viable option that continues to serve most analytic 

purposes; broad agreement on what dining out is and what it should ideally 

concern still exists (Warde et al. 2020). Differences in performances of dining 

out may thus be conceived as ‘improvisations within a practice’ (Warde 2013: 

21).  

However, performances of dining out have recently diversified markedly, 

novel types of culinary-gastronomic products of cultural intermediation have 

appeared, and the practice of dining out has become ‘compartmentalized’ 

(Warde 2016: 164). Consequently, I find it difficult to interpret some 

performances as mere improvisations. For example, many performances of 

artful dining differ noticeably from performances of dining out in the 

workplace canteen, and they also differ from conventional performances of 

upmarket/fine dining. Thus, it might be necessary to consider that dining out 

in its current, complex form is not an integrative practice but, rather, a 

‘compound practice’, a concept Warde (2013) introduced to underline and 

theorise the complexity of the practice of eating.31 I am probably 

 
30 Due to their ‘bounded and substantial presence’ (for more details on this notion in the context of 

the practice of eating see Warde 2013: 22), dining out and upmarket dining are clearly not dispersed 

practices (see also Warde 2016). 

31 Warde (2013) suggests that eating, due to its great internal complexity, is not an integrative 

practice but rather a compound practice consisting of several, relatively autonomous integrative 

practices. That is, eating can be seen to draw upon the integrative practices of supplying of food, cooking, 

the organisation of meal occasions, and aesthetic judgments of taste (Warde 2013: 24). 
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overstretching the concept of compound practice here, though. Be that as it 

may, I currently view dining out as a more general field of activity that consists 

of several specialised integrative practices (see Warde 2013: 26). The same 

applies to upmarket dining even if it is a more unified, organised and 

coordinated practice than that of dining out (which, in turn, is more organised 

than the practice of eating, see Warde 2013, 2016). As my data have shown, 

some restaurant performances, arguably supported by codifications of artful 

dining in novel types of products of cultural intermediation, have notably 

departed from conventional standards of how to perform upmarket dining.  

Lastly, I wish to explicate why I ultimately decided to call the practice I 

identified ‘artful dining’. This explanation is important, since in defining artful 

dining through aesthetic novelty, nonconformity, and complexity, I have 

undoubtedly bypassed alternative ways of understanding food as a creative 

medium (see Douglas 1982; Kirshenblatt-Gimblett 1999; Shusterman 2016; 

Colebrooke and Miele 2017). It is thus important to emphasise that my 

intention here is not to downplay forms of food consumption that may be 

understood through the prism of ‘art’ even if they embrace the everyday 

aesthetics of repetition and routine. Here, the Japanese tea ceremony is an apt 

example (Eväsoja 2011). My aim has been to underline that upmarket dining 

has recently diversified through the emergence of a practice that leans strongly 

on the ideals of aesthetic novelty, nonconformity, and complexity. Since many 

sociologists have firmly associated such ideals with modern Western high art 

and high aesthetics (whether Bourdieusian or postmodern), I hold that it is 

justified to call such mode of restaurant consumption artful dining. 
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7 ARTFUL DINING IN LATE MODERN FOOD 
CULTURE: CONCLUSIONS AND FUTURE 
DIRECTIONS 

This thesis has explored the cultural field of upmarket restaurants in Helsinki, 

Finland. It has addressed a development in which the features often associated 

with modern Western high art have become more prominent as ideals of ‘good’ 

restaurant consumption. I have positioned such a development within the 

concept and neologism of ‘artification’ and thus explored the growing presence 

of artfulness in restaurant culture as an example of the blurring of boundaries 

between high art and popular culture. To focus the scholarly debate on the 

artification of upmarket dining, I have defined artfulness by drawing on the 

sociological literature on contemporary elite tastes and, accordingly, 

concentrated on the growing presence of aesthetic novelty, nonconformity, 

and complexity in contemporary restaurant culture. Moreover, building on 

second-generation practice theory, I have argued that the growing presence of 

‘artfulness’ may be specifically understood as the emergence of a coordinated 

practice of artful dining. I have demonstrated how the coordination of artful 

dining occurs through constitutive ‘components’ of the practice as well as 

through cultural conditions external to it.  

A central component of artful dining is the understanding that the 

conventional forms of upmarket dining built on craft mentality revolve 

excessively around the pursuit of easy pleasure. Exponents of artful dining, in 

contrast, celebrate the idea that the ‘best’ meals eaten out should be more 

‘difficult’ and complex than the conventional mode of fine dining suggests. 

Moreover, exponents of artful dining adhere to principles of aesthetic novelty 

and nonconformity. My thesis and, especially, the three articles composing it 

have demonstrated the numerous ways in which these principles have been 

put into practice in performances of dining out in the 2010s by diners, 

restaurant staff, and culinary writers. 

My results contribute primarily to the sociological discussion on the 

diversification of (upmarket) restaurant consumption and particularly to the 

literature that has explored recent developments in dining out from the 

perspective of practice theory (Warde et al. 2020). Warde, Paddock and 

Whillans state that the diversification of dining out ‘facilitates approaches . . . 

steered by an aesthetic orientation’ (Warde et al. 2020: 137). Artful dining as 

I have outlined it is a specific form of such approaches. I have used artful 

dining as a case in point to suggest that the considerable variety in dining out 

might be fruitfully theorised through understanding the practice of dining out 

as a collection of practices (i.e., practice-entities). This is a practice-theory-

compatible way of grasping the diversification of (upmarket) restaurant 

culture.  
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Warde and his colleagues discuss the diversification of dining out in 

relation to the themes of status and distinction. Building on the authors’ 

descriptions of adventurousness and variety-seeking as key distinctive assets, 

I suggest that mastery of artful dining may function as an additional 

opportunity for those in privileged social positions to demonstrate their varied 

and adventurous taste at a time when recreational restaurant consumption is 

attracting a growing population (see also Pearlman 2013; Warde et al. 2020: 

159). The logic of dining artfully may be utilised in various types of restaurants: 

artful dining concerns seeking distinction through how things are consumed 

(and produced) rather than through what is consumed (see, e.g., Daenekindt 

and Roose 2017).  

Artful dining does not require that exponents frequent numerous types of 

restaurants; thus, it may have recruited practitioners because it enables 

alternative displays of status for less economically wealthy people (with 

considerable time constraints) (see also Warde et al. 2020: 189). Successful 

performances of artful dining indicate that one is capable of consuming non-

art objects artfully (see Jarness 2015); moreover, in foodie culture, visiting 

restaurants too often may be perceived as immoral (de Solier 2013b). More 

research is arguably required to reveal the specific role of artful dining in 

contemporary games of status and distinction as well as to address the 

question of recruitment to artful dining in various geographical and cultural 

contexts. 

The practice of artful dining did not appear suddenly. Instead, artfulness 

has gradually become more prominent (with some more revolutionary 

moments) in the history of upmarket restaurant culture. More broadly, artful 

dining mirrors the increased aesthetic interest in food among the educated 

middle class (Pearlman 2013; Johnston and Baumann 2015), and it can be 

seen as illustrative of a distinctive, explorative mode of food consumption 

(Warde et al. 2020). Mastery of artful dining can also be viewed as an example 

of contemporary consumers demonstrating their cultural competences in 

taste-centred consumption domains (see Maciel and Wallendorf 2017). Even 

more broadly speaking, artful dining is derived from many large-scale cultural 

ideals relevant in late modernity, such as individuality and authenticity 

(Reckwitz 2017), as well as from an abstract and arcane mode of consumption 

first cultivated in the societal domain of high art and later more broadly across 

the culture and social life as part of the aestheticisation of society. It is a 

paradigmatic example of modern consumer culture and its emphasis on 

novelty (see Warde et al. 2020).  

Artful dining encapsulates these developments in a practice that is not 

distant and modernist in the Bourdieusian sense ; instead, it is an eclectic and 

‘postmodern’ (see, e.g., Hanquinet et al. 2014) combination of high and 

popular aesthetics. I find that the difference between conventional upmarket 

dining (fine dining) and artful dining perfectly exemplifies what Reckwitz 

(2017) describes as the difference between aesthetic and ‘artistic aesthetic’ (yet 

non-art) practices. I argue that this difference, important in late modern 
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(consumer) culture, can be fruitfully explored in upcoming research on 

consumption through deploying the concept of artification as defined in the 

field of aesthetics (Naukkarinen 2005, 2012). Artification might be preferred 

to aestheticisation, when, for instance, studying practices that are already 

highly aestheticised. 

The emergence of artful dining does not indicate that the conventional 

mode of ‘good’ restaurant consumption based on craft mentality is under 

threat. Such a mode of dining out is institutionally rooted in hospitality 

education and reproduced daily at countless restaurants and through media 

representations of dining out. Thus, the mode will undoubtedly flourish in the 

future and provide diners with excellent food cooked by highly skilled artisans. 

However, it is foreseeable that the artful mode will continue to gain in 

prominence, at least as long as food remains a key field for the educated middle 

classes to expend their nonwork energies (see Holt 1998). Educated middle-

class foodies appear to seek food experiences that are intellectually stimulating 

and curated by professionals (but not necessarily food professionals, see 

below) who not only serve but also challenge them.  

Although defining artful dining as a practice of dining out makes sense in 

the early twenty-first century, it is unclear, however, whether restaurant 

practice will remain a key driver of the cultivation of artful dining in the future 

(say, in the 2030s). Artists are increasingly interested in participating in food-

related discussions (Johnston and Goodman 2015) and using food as a creative 

medium (Raviv 2017). Moreover, we have already witnessed the emergence of 

new practices and branches, such as a novel type of museum dining (e.g., 

Mihalache 2017b) and eating design (Zampollo 2016). Artful dining may 

remain a practice of dining out, yet it is also entirely possible that an artful 

mode of consuming and producing food built on the principles of modern high 

art will one day be predominantly cultivated outside the restaurant world and 

within the boundaries of institutional art. Perhaps such forms of artful dining 

might be produced primarily by ‘real’ artists (in collaboration with chefs) who 

have become engaged with food while studying at art universities. The point 

here is not to predict the future per se but to underline that although I have 

provided artful dining with a specific meaning based on the early twenty-first 

century ‘reality’, I eventually see artful dining as an open practice and concept, 

the content and institutional location of which may change.  

Thus, today, some consumers seek artful eating experiences, and there are 

signs that indicate the partial dissolving of boundaries between the restaurant 

and art worlds (see, e.g., Raviv 2017). The practical implication of my study 

relates to these developments. That is, and should these developments 

continue, I encourage any city interested in attracting international foodies 

and media attention to actively consider, while not forgetting the importance 

of conventional restaurants, the steps necessary to facilitate the creation of 

novel types of eating experiences at the intersection of food and art, produced 

in collaboration with chefs, restaurants, museums and other cultural 

institutions, artists, (social) scientists, citizens, and other such stakeholders. 
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Lastly, it is important to view and critically discuss artful dining in the 

broader framework of the sociology of eating and late modern food culture. 

The discussion I wish to initiate here draws largely on Reckwitz’s (2017) 

critical viewpoints at the end of The Invention of Creativity. First, Reckwitz 

appears to be sympathetic towards the increasing allure of aesthetically 

oriented forms of life in modernity. Similar to Furrow (2016) in the context of 

the foodie movement, Reckwitz suggests that processes of aestheticisation 

function as a counterweight to the rational purposiveness of modernity.  

However, what concerns Reckwitz is the restricted nature of the novelty-

obsessed aesthetic dominant in late modern Western society as well as the 

‘fact’ that the creative form of living has turned into an essential social norm 

and a source of distinction in late modernity (as opposed to being a ‘happy 

incident’). Therefore, while acknowledging the importance of the aesthetic in 

‘the good life’, echoing, for instance, the viewpoints of Scitovsky (1977) and 

Foucault (1988), Reckwitz eventually calls for a critical debate on the role and 

nature of the aesthetic in contemporary society, thus joining authors who have 

criticised aesthetic forms of life over the last few hundred years (e.g., Wallgren 

1992). He underlines that ‘profane creativity’ and the ‘aesthetic of repetition’ 

should not be overlooked. The former refers to performances of aesthetic 

novelty that are not created for any audience, whereas the latter deals with a 

totally different form of everyday aesthetics that does not focus on aesthetic 

novelty. In this context, Reckwitz highlights the Japanese tea ceremony, which 

I also mentioned earlier. 

Recent studies on food culture suggest that sociologists of eating should 

pay more attention to the nature and role of the aesthetic in everyday practices 

of eating. This is because, in late modern food culture, the cultural ideal of 

aesthetic novelty does not seem to be present solely in the context of upmarket 

dining (or museum dining, or events produced by eating designers) and in the 

values and mores of foodies. Instead, aesthetic novelty, in one form or another, 

more broadly steers everyday practices of eating. For instance, studies 

conducted in England show that adventurousness and the seeking of novelty 

are something people widely recognise as good taste (Warde et al. 2020; 

Karademir-Hazir 2021). Karademir-Hazir (2021, personal communication; 

see also Karademir-Hazir 2021) found that a key source of anxiety and stress 

in high-cultural capital families with children in Southern England was that 

parents felt they should raise their children to appreciate a wide range of foods 

and develop a taste palette (see also Wills et al. 2011). 

More studies are arguably required to better understand the penetration of 

(particular) forms of artfulness into everyday food culture in various 

geographical and cultural contexts, yet, I would claim, there is already 

sufficient evidence on the existence of the cultural ideal of aesthetic novelty 

(and other closely related ideals of artful eating) in food culture to suggest that 

the sociology of food consumption should more systematically evaluate the 

positive and negative aspects of such developments. Perhaps artification and 
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its focus on aesthetic novelty are accelerating the change towards sustainable 

patterns of food consumption by enticing consumers to experiment with novel 

types of ingredients, such as insects (House 2019) and plant-based protein 

products (Niva and Vainio 2021). On the other hand, it is easy to imagine the 

potentially negative aspects of aesthetic novelty as a normative expectation 

that constantly demands novel and interesting acts (Reckwitz 2017). For 

example, and in addition to stress and anxiety, the dominance of aesthetic 

novelty may lead to the devaluation of the present moment and to a situation 

in which people merely drift passively from one phenomenon to the next, since 

the future events always promise more novelty and surprise (Reckwitz 2017). 

Hence, and although I, like Reckwitz (2017), do not suggest a return to times 

where art largely existed as a strictly separated societal domain, I often wonder 

whether more explicitly situating some forms of eating within the framework 

of modern high art (focused on aesthetic novelty) would free middle-class 

people from thinking that aesthetic novelty, adventurousness, and other such 

features must be interlinked to understandings of worthy food. 

Upcoming studies at the intersection of artfulness and eating could thus 

explore how forms of artfulness appear in everyday practices of eating. They 

could also evaluate the potential consequences of the existence of the cultural 

ideal of artfulness for achieving, for example, ecologically sustainable patterns 

of eating, equality, and the well-being of consumers and families. Scholars 

interested in dining out could investigate the socio-cultural backgrounds of the 

proponents of artful dining, and they could also observe and interview people 

to better understand why and how they become carriers of the practice of artful 

dining. I speculate that while achieving and demonstrating one’s position in 

society may play a role in the process, there is more : the allure of artful dining 

should not be reduced to the instrumental pursuit of social status (see also 

Furrow 2016). Moreover, I hope my thesis inspires theoretical debates on how 

to best depict variety in the current practice of dining out. One thing is certain. 

The intersection of food and art remains a fascinating and timely topic for the 

sociology of consumption and other disciplines from business studies to 

aesthetics and home economics. 
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