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This essay takes the definit ion of open-source design as commonly 
understood in computer programming and applies it to recipes. Specif ic 
speculation about what recipes are, what they are like and how they 
work allows for a general ref lection about culinary creation and leads to 
the specif ication of the components that make up a cooked dish and the 
act of cooking.
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In keeping w ith i ts commitment to innovation, the European 
Commission launched the European Design Innovation Ini tiative (EDII) 
in 2011. The goal of the ini tiative was to r aise awareness of design as a 
dr iver  of innovation in Europe, to r einfor ce i ts role as a key discipl ine 
for  br inging ideas to market and tr ansforming those ideas into 
easy-to-use products that would be attr active to EU companies and 
public ser vices. The f i r st str ategic action proposed was to di f ferentiate 
European design on the global stage, and the second was to ?Create 
guidelines, codes of practice, legal fr ameworks and exper imental 
spaces to promote the use of open design? (EDII 2012). This second 
str ategic action was explained by means of the contention that 
innovation processes are no longer  only connected to tr adi tional 
business models, but r ather  they are now  inf luenced by and modelled 
after  broader  social developments based both on technology (l ike w ikis 
and other  peer -to-peer  Web 2.0 phenomena) and on the grow th of new  
approaches towards production (including Fablabs, Future Factor ies, 
Micro-Factor ies and Living Labs). As a r esult, the nature of the 
r elationship between the designer, the manufacturer  and the consumer  
is changing, which al lows for  new  forms of innovation such as 
co-design.

Open design seeks to r estr ucture the r elationships among the 
stakeholders involved in the design process using the advantages 
offered by new  approaches to the protection of intel lectual proper ty 
and new  ways of working faci l i tated by technology. I t endeavours to 
al low  a fr eer  type of col laboration take place w ithin networks made up 
of designers and stakeholders. These f lexible networks are of a 
shor t-term nature, change to accommodate needs at any given time, 
and do not have a f ixed str ucture. The basic pr inciples of open design 
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are successful in cultures that embrace diver si ty, advocate closer  
r elationships and cultivate democracy. And given that these are European 
values, open design provides an oppor tuni ty for  European design to tr uly 
stand out (EDII 2012).

1. What  i s an open-sour ce design? 

And what is open design? It is ever ything designed:

Based on the methods of open-source design, new approaches to intellectual 
property and facilitated by the internet, enabeling the collaborative 
development of physical products, machines and systems through the use of 

shared design information (EDII 2012) 

And i f  i t is based on open-source design methods, what exactly are those 
methods? The Open Source Ini tiative (OSI) is a global non-prof i t 
organisation that promotes and provides suppor t for  the open-source 
software movement. Among other  things, i t holds a defini tion of what is 
considered open source as well  as a l ist of l icenses that f i t that defini tion. 
According to i ts defini tion, simply faci l i tating access to source code is not 
enough to consider  something open source. Open-source distr ibution 
terms must meet the fol low ing cr i ter ia: 1. Free distr ibution (the l icense 
cannot r estr ict any par ty from sell ing or  giving away the software as a 
component of an aggregate software distr ibution containing programs 
from several di f ferent sources); 2 Source code (the program must include 
source code, and must al low  distr ibution in source code as well  as 
compi led form); 3. Der ived work (the l icense must al low  modif ications and 
der ived works, and must al low  them to be distr ibuted under  the same 
terms as the l icense of the or iginal software); 4. Integr i ty of the author?s 
source code (the l icense must explici tly permit distr ibution of software 
bui l t from modif ied source code. The l icense may requir e der ived works to 
car r y a di f ferent name or  ver sion number  from the or iginal software); 5. 
No discr imination against per sons or  groups; 6. No discr imination against 
f ields of endeavour  (the l icense must not r estr ict anyone from making use 
of the program in a speci f ic f ield of endeavour ); 7. Distr ibution of l icense 
(the r ights attached to the program must apply to al l  to whom the program 
is r edistr ibuted); 8. License must not be speci f ic to a product; 9. License 
must not r estr ict other  software (for  example, the l icense must not insist 
that al l  other  programs distr ibuted on the same medium must be 
open-source software); 10. License must be technological ly neutral (no 
provision of the l icense may be predicated on any individual technology or  
style of inter face). 

The Open Design Foundation seeks to tr ansfer  these 10 requir ements of 
open-source software to the area of design. The mission of the Open Design 
Foundation is to promote an alternative method for  designing and 
developing technology based on the fr ee exchange of comprehensive 
design information. Among other  projects, i t offer s an online forum that 
aims to define the parameter s a design must meet in order  to be 
considered ?open?. The cur rent status of what defines a design as ?open? is a 
l ist of nine r equir ements, eight of which are identical to those published by 
the Open Source Ini tiative. The requir ement that diverges from the other  
l ist is one that r efer s to programming code and how  i t must be distr ibuted. 
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Clear ly, a design is not based on these parameter s and the concept must 
be tr anslated to a context consisting of di f ferent conditions. Thus, the 
Open Design Foundation consider s:

2. Design Documentation. The embodiment must include design 
documentation, and it must allow distribution of design documentation 
as well as manufactured form. Where some embodiment is not 
distributed with design documentation, there must be a well-publicized 
means for downloading the design documentation, without charge, via 
the Internet. The design documentation must be the preferred form in 
which a designer would modify the embodiment (e.g. native file format 
used to create the design document). Deliberately obfuscating design 
documentation is not allowed. Intermediate forms (e.g. read only 
documents, G&M codes for a machined parts, or STEP translations of 

model files) are not allowed. 

In shor t, the plans must be provided (the native f i le format used to 
create the design) in a modif iable format in order  for  the design to be 
considered open. Would any designer  do such a thing? Would product 
designers or  inter ior  designers provide the r aw  DXF of their  work so 
that anyone could take i t and work from i t and even produce or  have 
produced an exact r epl ica of what they designed? Well, yes, as a matter  
of fact they would. 

In the summer  of 2012, Ronen Kadushin, an Israeli  designer  and design 
teacher  who has l ived in Ber l in since 2005 was in Barcelona. He gave a 
presentation at a convention organised by the design histor ian Viviana 
Narotzky cal led Open Design. Shared Creativity dur ing which he 
explored and discussed the emerging panorama of openness and 
exchange in design which has ar isen from practices such as 
open-source software, public uti l i ty, delocalisation and col laboration. 
The conference is avai lable online and there is open access to 
r ecordings of al l  of the speeches given. In 2004, Kadushin developed 
the concept of ?open design? w ith which one can dow nload, copy, 
modify and produce his designs in a manner  ver y simi lar  to 
open-source software. Based on this concept, he founded ?Open Design?, 
a furni ture, l ighting and accessor y design and production company for  
products manufactured in Ber l in and sold in Europe and the United 
States. Some character istics of open design as understood by Kadushin 
are: 

Designers, consumers, producers, retailers are communicating in an 
equal environment. Design and production are inclusive and 
decentralized. New products and services market. User innovation and 
customizing. Design is global but production is local. An Open Design 
product is always available, even if physically it doesn't exist. Native to 
the Internet (Kadushin 2012). 

At one point dur ing his speech, Kadushin asked who in the audience 
would dow nload the design of the ?hack chair ?, ?a 6 mm laser  cut 
aluminium, bent by hand.? A forest of hands went up whi le other  
attendees were alr eady connected to Ronen Kadushin?s website on 
their  iPads and immediately dow nloading the designs for  the hack 
chair  for  fr ee. As easy as two cl icks and you get the DXF f i le and an 

EINA Journal  of  Design Processes |  Feeding Creativity



51A recipe is an open-source design 

instr uction sheet that says: 

In order to produce this chair you need to be somewhat proficient with 
handling DXF files, have some knowledge of laser cut part production, have two 
good hands and a creative and experiment loving personality. If you have all 
these, there?s a good chance you are an industrial designer or design student, if 
not, welcome aboard (Kadushin 2009).

Exactly, ?welcome aboard? because i f  you don?t know  how  to work w ith 
DXF f i les or  how  to produce laser -cut par ts, the open-source f i le that 
Kadushin provides w i l l  help you begin. And, as the Open Know ledge 
Foundation clar i f ies: ?Open data are the bui lding blocks of open 
know ledge. Open know ledge is what open data becomes when i t?s useful, 
usable and used.? According to the Open Know ledge Foundation, the key 
features of openness are: 1. Avai labi l i ty and access in that the data must be 
avai lable as a whole and at no more than a r easonable r eproduction cost; 
2. Reuse and redistr ibution in that the data must be provided under  terms 
that permit r euse and redistr ibution including the intermixing w ith other  
datasets; and 3. Univer sal par ticipation in that ever yone must be able to 
use, r euse and redistr ibute. 

2. Openness i n  cu l i nar y design   

I t doesn?t matter  which of the defini tions of open design shared here you 
apply or  what conditions you impose on the quali ties of openness of 
information: r ecipes meet al l  of them. A recipe is the design of a dish that 
has always been fr eely distr ibuted, which is modif ied and from which 
other  dishes are der ived w ithout r estr iction or  discr imination and which is 
accompanied by information that documents the ingredients and the 
processes involved in the design as well  as explanations on how  to 
r epl icate i t. Whether  this is because of a legal loophole that protects them 
or  because of a conceptual er ror  w ith r egard to cul inar y creativi ty or  even 
a moral tr adi tion of hospital i ty intr insic to cooks (Buccafusto 2007: 1123), i t 
doesn?t matter. A r ecipe has been, is, and w i l l  hopeful ly continue to be an 
open-source design that also helps the novice to acquir e know ledge that he 
or  she did not previously possess. A r ecipe is an ideal that has always 
existed. 

According to the chmist Her vé This, one of the founders of molecular  
gastronomy along w ith the late Nicholas Kur ti , al l  r ecipes consist of two 
par ts: the ?defini tion? and the ?precisions?. The ?defini tion? is made up of 
open data and the ?precisions?, the know ledge that al lows you to use them. 
To explain these two elements, Her vé This analyses a r ecipe from a 
cooker y book published in France at the beginning of the 20th centur y 
(Anonymous, 1905): 

Take a dozen pear s of  middle size, r emove the skin and put them 
immediately in cold water. Then melt 125g of sugar  with some water  in a 
pan at low heat: as soon as the sugar is melted, add the pears, add some 
lemon juice if you want to keep the pears white; if you prefer them red, do not 
add lemon juice and cook  them pan lined with tin (This 2005: S139). 

In this r ecipe, the words marked in bold by This define the dish, and i t is 
clear  that the defini tion accounts for  less than 10% of the r ecipe. The 
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words in i tal ics add ?precisions?, a categor y that includes advice, old 
w ives tales, proverbs and sayings. Depending on the r ecipe and the 
author, the ?precision? content of the r ecipes can var y considerably. For  
example, This says that in some of the r ecipes by the French chef Jules 
Gouffé (1867), the percentage of ?precisions? is zero. With the example 
of the pear  r ecipe, This wanted to demonstrate the scienti f ic str ategy of 
the science that he is contr ibuting to bui lding, molecular  gastronomy, 
in which one has to model ?defini tions? and explore ?precisions? (This 
2005: S139). With r egard to the ?precisions?, science has to r eveal their  
tr uth or  falsehood. For  example, is i t tr ue that i f  you put a l i ttle lemon 
juice in the pan whi le cooking peas they w i l l  r etain their  colour? This is 
when, according to This, scienti f ic grounds must be applied to this 
advice passed dow n generation to generation. And, i f  i t cannot be 
proven scienti f ical ly, then i ts falsehood or  supersti tious nature w i l l  be 
exposed. 

In addition to establishing univer sal cul inar y tr uths, This sought to 
constr uct a univer sal scienti f ic cul inar y language through the 
codif ication of the ?defini tion? par t of a r ecipe. This involves tr anslating 
r ecipes from ever yday cul inar y language into exper t scienti f ic 
language. This suggests that dishes are nei ther  sol id nor  l iquid, but 
r ather  ?complex disperse systems? (CDS) and he has developed his ow n 
scienti f ic language cal led ?CDS formalism? which aims to provide a 
global descr iption of the physical microstr ucture of a dish by 
tr anslating i ts r ecipe into a scienti f ic formula. This involves analysing a 
dish in terms of i ts ingredients to examine their  proper ties and 
determine how  culinar y tr ansformations take place. For  example, the 
r ecipe for  whipped cream in CDS language tr anslates into the global 
formula: ?O / W + G ?  (G + O) / W?. In other  words, the oi l  (O) (the mi lk 
fat) is dispersed in water  (W) and gas (G) (beating), which leads to 
whipped cream, often cal led Chanti l ly cream, from the French. This 
tr anslation of r ecipes into formulas is cal led ?modell ing dishes?. These 
recipes-formulas in CDS language can foster  the invention of new  
dishes. One has only to r eplace some elements w ith other s that have 
simi lar  physiochemical systems. This method of cul inar y invention is 
cal led ?general isation?. For  example, in the formula for  whipped cream, 
instead of mi lk fat one could use another  type of fat, such as cheese or  
foie gras, r esulting in cheese Chanti l ly and foie gras Chanti l ly (Solier, 
2010: 158).

Can al l  r ecipes be r educed to their  ?defini tion?? Wil l  there eventually be 
a kind of per iodic table of gastronomy? This should be the dream of the 
acolytes of molecular  gastronomy. In any case, that mi lestone would 
not make recipes more open source than they are now. In fact i t could 
have the opposi te effect; i t could al low  them to be closed off  from users 
as, in this hypothetical science of ?modelled? dishes, innovation and 
creation are easi ly detected and, depending on how  one di f fer s and 
moves away from these formulations, authorship could be defended 
and claims of intel lectual proper ty made. 
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Recipes are open-source designs, they were born that way and they 
continue to be that way because the law  al lows i t. And the law  al lows i t, 
according to exper ts, because of the conceptual er ror  of consider ing that 
there is no creativi ty involved in the creation of a r ecipe, that a r ecipe is 
comparable to a l ist of ingredients l ike one might f ind on the label of a jar  
of sauce. According to Ar ticle 10 of the Spanish intel lectual proper ty law  
cur rently in for ce: 

«The subject matter  of intel lectual proper ty shall  be al l  or iginal l i terar y, 
ar tistic or  scienti f ic creations expressed in any manner  or  medium, 
whether  tangible or  intangible, that is know n at present or  may be 
invented in the future » (BOE 1996).

Intel lectual proper ty protects creations l ike books, texts, musical 
compositions, plays, choreographies, audio-visual works, sculptures, 
pictor ial works, plans, mockups, maps, photos, computer  programs, 
databases, ar tistic per formances, phonograms, audio-visual r ecordings, 
broadcasts, etc. I t is impor tant to point out that ideas are not a matter  of 
intel lectual proper ty i f  they are not expressed in a medium. Once they are 
expressed in a medium, what can be protected is the expression, not the 
idea. So, you might not be able to scan or  photocopy a cooker y book, but 
nobody can stop you from publishing those recipes in your  blog. 

You cannot be stopped from reusing or  r edistr ibuting an idea, process, 
procedure, system, method of operation, concept, pr inciple or  discover y; 
you merely have to avoid using the form in which i t is descr ibed. Recipes 
fal l  into this categor y. A simple l ist of ingredients is not protected under  
copyr ight law. However, when a r ecipe or  formula is accompanied by a 
substantial l i terar y expression as a means of explanation or  instr uction, or  
when there is a compi lation of r ecipes, l ike in a cooker y book, there may 
be grounds for  protecting i t from redistr ibution. Chefs can include 
suggestions for  presentation in their  r ecipes, give advice on w ines to pair  
w i th the dish, or  r ecommend table decorations or  sui table music. In other  
cases, r ecipes can come w ith explanations of their  or igin or  histor ical or  
cultural information. Al l  of this is considered the expression of the author  
and the law  does not provide for  i ts open use. However, the r ecipe i tself  
continues to be an open-source design. Even i f  the chef were talented 
enough to w r i te the r ecipe in ver se, the r ight to copy that ver se would be 
denied, but nobody could be prevented from divulging the r ecipe 
(Law rence 2012: 195-197). 

The logical foundation for  why recipes are not protected by law  and cannot 
be conver ted into exclusive and reser ved information stems from what 
many exper ts consider  to be a conceptual er ror  w ith r egard to cul inar y 
creation. The identi f ication of the ingredients needed to prepare a dish is 
considered a declaration of facts. A l ist does not contain any expressive 
components. Authorship is l imited to expressiveness, which is what 
contains the author?s seal of or iginal i ty. Facts, whether  alone or  compi led, 
are not or iginal. Only the ar rangement of those facts can be considered 
or iginal (Law rence 2012: 198). 
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The f i r st per son who found a ?fact? did not create that fact, he or  she 
only discovered i t, and nobody can appropr iate the discover y of an 
existing fact. The f i r st per son who discovered that when cream (mi lk 
fat) is whisked w ith air  i t expands to approximately double the volume 
of the or iginal l iquid merely discovered the existence of a fact. That?s 
r ight. And the diner s who pay hundreds of dol lar s to eat at the el i te 
r estaurants of the wor ld would not pay even a penny to taste that fact. 
And a dish is not der ived from that fact. Saying that a r ecipe is a l ist of 
ingredients is l ike saying a piece of choreography is a sequence of steps 
or  that a musical composition is a ser ies of notes. The fact is that a 
r ecipe, a diagram, a staff  - these are only media through which the 
work (the dish, the dance, the symphony) is permanently expressed. I t 
is the media that al low  us to r ecord, communicate, r etain works that 
would other w ise be ephemeral and tr ansi tor y. Cooking belongs to the 
per forming ar ts and, l ike these ar ts, the social sur vival of the cul inar y 
per formance (the dish, the meal as a whole) depends on other  media 
(Buccafusto 2007: 1139). 

Can authorship be claimed for  whipped cream? Obviously not. Most of 
the dishes in most r estaurants are based on recipes from what we 
might cal l  the cul inar y public domain. In other  words, these recipes 
have been fol lowed for  years, or  even generations, and their  or iginal 
creator s are unknow n. Ever yone would probably agree that updates to 
the r ecipes for  these tr adi tional dishes do not deser ve to be considered 
for  creative exclusivi ty. Fur thermore, theoretical ly, what impedes such 
consideration is not a r ecipe?s antiqui ty or  i ts anonymity. That does 
nothing more than move the question back in time. Could the f i r st 
per son who made whipped cream (i t is said that was Vatel) have 
claimed exclusive use based on i ts creativi ty? The response would 
continue to be no. Whipped cream is a discover y of how  cream behaves 
under  cer tain environmental ci r cumstances - when i t is sti r r ed and 
aerated (whipped) i t gets f luffy and expands, when i t is heated i t 
generates curd, when i t coagulates i t clots and this lump when dr ied 
and pressed develops a crust on the outside that preser ves the cream in 
a sol id state r esulting in what is general ly cal led cheese. The behaviour  
of substances under  cer tain environmental conditions is not 
authorship and discover ing i t is not creating i t. I t is simply confi rming 
i t. As long as a r ecipe consists simply of stated facts, i t is impossible to 
prevent i ts use in the public domain, r egardless of the antiqui ty of the 
r ecipe. 

This is also tr ue in cur rent cases in which new  discover ies have 
revolutionised cuisine and have contr ibuted spectacular  procedures 
l ike spher i f ication, which makes i t possible to create r ecipes that had 
been unimaginable in the past. For  example, agar  is an alga from the 
seas of South Afr ica. I t is colour less, tasteless and absorbs water  in 
quanti ties 200 to 300 times i ts weight, forming gelatine. I ts gel l ing 
power  is i ts greatest asset as, w i th ver y l i ttle gelatine power  in a large 
propor tion of water, i t cr eates a ver y hard, compact gelatine that gels 
w ith heat, as opposed to the tr adi tional gelatine used in Europe, 
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gelatine leaves, which have to be completely cold to sol idi fy. I t is also 
impor tant to mention that agar  can gel the juice of exotic fr ui ts (l ike 
pineapple), something gelatine leaves cannot do because of the high acidi ty 
of such products.

Chef Fer ran Adr ià, co-ow ner  of the former  r estaurant elBull i , explained 
that i t was on a tr ip to Japan when agar  caught his attention, as i t has been 
used in Japanese cuisine for  centur ies. The creative think-tank, 
elBull i tal ler, exper imented w ith this substance to see how  i t r eacted, what 
i t caused and how  i t behaved - al l  of the facts of i ts existence. The actor s in 
these discover ies say so themselves: ?When we discovered that agar -agar  
could w ithstand high temperatures, we created warm gelatines w ithout 
r esor ting to anything other  than obser vation? (Adr ià, 2011: 1). ?Discover? 
and ?obser ve? are the words used by Fer ran Adr ià himself. This procedure 
of gel l ing a warm l iquid gave r ise to numerous dishes, l ike the tapa cal led 
tagliatelle of consommé a la carbonara, ser ved at the r estaurant elBull i  in 
1999. Is there creativi ty in obser ving a physiochemical process? No. Is 
there creativi ty in conceiving of a dish l ike tagliatelle of consommé a la 
carbonara? Defini tely. Never theless, today you can type the name of this 
dish into an internet browser  and get dozens of l inks to the r ecipe.

Is i t the same recipe that was ser ved at elBull i  in 1999? Does that question 
make sense? Heracl i tan paradox: Can you ever  step tw ice into the same 
r iver? Recipes are l ike scores that have to be per formed and ever y 
per formance gives r ise to a di f ferent dish, no matter  how  simi lar  they 
might seem. In one of the segments in Paul Lacoste?s ser ies Inventing 
Cuisine (2001-2010), Pier r e Gagnair e confesses that once a dish is created 
the hardest thing to do is to think of i t in a way that can be r eproduced in 
the ki tchen of his r estaurant, to conceive of a system for  r epl icating i t, 
know ing, what?s more, that i t is impossible and that not even he himself is 
capable of r epeating that f i r st or iginal dish. Of course, he always has that 
model in mind when he per forms his ow n recipes and he can always come 
fair ly close to i t. Up to now, cuisine has enjoyed a magical ci r cumstance 
that the composers tend to be the best per formers. That doesn?t usually 
happen in music. Even musical language has invented a system that 
attempts to homogenise per formances and make them as simi lar  as 
possible to the work that the author  had in mind: ?ff ? (fortissimo), ?mp? 
(mezzo piano), ?ppp? (molto pianissimo). Perhaps the ?precisions?, the advice 
for  and speci f ication of r ecipes could be codif ied l ike this: ?lh? (low  heat), 
?hh? (high heat), ?5?hh-10?lh? (high heat for  the f i r st 5 minutes and then low  
heat for  the r emaining 10), and so on. This could become necessar y in the 
future given the power  and the protagonism that the conceptual par t of 
cuisine is taking on (creative think-tanks) and how  i t is spl i tting off  from 
the productive par t (ki tchen). In fact, at one point dur ing the segment, 
Gagnair e tel ls his sous chef to r emind him of the r ecipe! This is because he 
was in the middle of ser vice r eproducing a dish and not in his workshop 
creating: his duty was to r epl icate. I t?s hard for  him, he admits. 

Because recipes are considered l ists of ingredients, facts of existence, their  
pr ivatisation is protected by law. Their  ci r culation cannot be stopped, and 
they are objects of common use. Thanks to this conceptual er ror, one can 
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r epl icate (or  tr y to) elBull i?s tagl iatel le of consommé; in other  words, 
one can interpret i t, tr y to r ecreate i t in order  to r el ive i t or  
r e-exper ience i t. Because the dish is a creation, whi le the technique of 
making warm gelatines is not. Culinar y techniques are in the public 
domain, just as musical, dance and draw ing techniques are. No ar tist 
can be denied the fr ee use of l inear  per spective. At the same time, an 
author  can claim authorship of an image in which he or  she has made 
use of this graphic r epresentation technique (Buccafusto 2007: 1132). 
Simi lar ly, dishes are objects of creative expression whose objective is 
their  f lavour  and which are produced using cul inar y techniques. 
Nobody can hold a monopoly on a cooking technique l ike boi l ing, 
roasting or  fr ying, or  l ike whipping or  gel l ing, because these are 
physical phenomena. Claiming authorship for  whipped cream in order  
to prevent the cir culation of the r ecipe would be l ike tr ying to 
appropr iate the major  chord in music or  the f i f th posi tion in classical 
bal let. 

But what about a technique l ike spher i f ication? No, not that one ei ther. 
Nobody can appropr iate a natural component (algae), a shape (sphere) 
or  a physical phenomenon (the densi f ication of a l iquid). One can 
secure an industr ial patent for  the tools used for  spher i f ication, as was 
famously done w ith the whipping device for  making foams that is now  
manufactured by the Austr ian company iSi  and distr ibuted by Cooking 
Concepts (ICC). Mar  Calabuig, founder  of ICC, explains how  the idea 
that is now  know n as GourmetWhip came to him when he saw  chef 
Or iol Castro from elBull i  use the whip cream canister  she was sel l ing to 
make foams :

I  r eal ised that this bicycle that we were sel l ing to whip cream was 
actually an aeroplane [...] The f i r st thing that occur red to me was to 
make a r ecipe book in which we explained the technique and gave 
some recipes, we?d include the name and image of Fer ran Adr ià and 
we?d pay Fer ran a royalty for  ever y canister  we sold. The Austr ians at 
iSi  didn?t want to give up a cent because they said they didn?t pay for  
ideas (Valsel ls 2012).

As this example shows, inventions don?t have copyr ights, what they 
have are commercial exploi tation r ights. The heads of iSi  are clear  
about this: They don?t pay for  ideas. They pay for  inventions, because 
they are manufacturer s and an idea can?t be manufactured. I t?s clear  
that technologies are human progress and i t would be nice i f  they were 
put w ithin ever yone?s reach and that i t is impor tant to help inventor s 
share their  these technologies instead of keeping i t secret so that they 
alone can use i t to their  prof i t. To avoid this secrecy, inventor s are 
given exclusive tr ade use r ights for  their  invention for  a cer tain per iod 
of time, dur ing which the inventor  has nothing to lose by explaining his 
or  her  f indings and, when the per iod has passed, he or  she no long 
cares that i t becomes subject to fr ee common use because suff icient 
prof i t w i l l  have alr eady been gained in the exclusivi ty stage. Not long 
ago, a controversy arose about the aspir ations of the late chef Homaru 
Cantu (Moto Restaurant, New  York), who wanted to patent a process for  
pr inting edible paper  that he thought could al leviate wor ld hunger  or  
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feed astronauts on space missions. And he was able to seek a patent 
because i t was for  a food technology and not a cooked food (dish) or  the 
compositional elements of a dish (r ecipe) (Boccafusco 2007: 1132). 

Fer ran Adr ià has r epeated ad nauseam that molecular  gastronomy is 
nothing more than science and cooking is a di f ferent thing enti r ely. Today 
these scientists of molecular  gastronomy are tr ying to establish once and 
for  al l  the formulas for  the process of cul inar y phenomena. They str ive to 
?model dishes? to r each a univer sal scienti f ic language simi lar  to that of 
chemistr y or  music, a l inguistic code that they cal l  ?CDS formalism?. The 
project is ver y simi lar  to what the elBull i  Foundation is doing, which they 
cal l  ?decoding?. But, this decoding is actually coding. Cooking has notes 
(ingredients), a staff  (physiochemical processes), a melody (combinations 
of the previous two w ith expressive intentionali ty), a harmony (expressive 
combinations considered to be innately pleasant), and musical forms 
(salad, custard, purée, sorbet, soup, etc.). I t just has to be codif ied.

In cooking, this r aises questions l ike what would carpaccio be, a staff  or  a 
musical form? In other  words, is i t a cooking procedure or  a r eady-made 
compositional str ucture? Or, for  example, gazpacho would be a chi l led 
soup, wouldn?t i t? But i f  i t were chi l led even fur ther  would i t be a sorbet 
(of gazpacho)? If  i t were signi f icantly thickened would i t become a custard 
(of gazpacho)? How  can the ingredients, cul inar y techniques, cultural 
conventions of cooking be ar ranged to achieve a more or  less agreed upon 
taxonomy? In par t, the Bull ipedia project depends on coding because 
defini tions can?t be established i f  there is not f i r st a str uctured cul inar y 
system in place.

Might i t be said that, sadly, r ecipes are an open-source code precisely 
because they have not yet been codif ied? That i f  humans ever  manage to 
codi fy cul inar y language, that the golden age of openness of cul inar y 
design w i l l  end? Might those voices that consider  i t necessar y to in some 
way protect monetar y investments made for  the development and 
publication of r ecipes be able to put for th scienti f ic arguments to establish 
r egulations? Regardless of whether  cul inar y language is codi f ied or  not, 
the status of a r ecipe w i l l  not change: I t is open design. And i t has the same 
condition as a designer?s plans. The recipe is the native f i le format used to 
create the chef ?s design.

So, what chef would want to share his or  her  r ecipes? All  of them would! 
Cooks al l  over  the wor ld have passed on their  r ecipes for  centur ies. I t is 
said that i t is par t of the ?culture of hospital i ty? intr insic to cooking. In the 
words of the late Char l ie Trotter :  

[Cooking] is about caring for and loving the foodstuffs you're working with 
and caring for and loving the people you are cooking for. Preparing 
great-tasting, nutritious food merely stems from the desire that is present in 
each of us to do something truly special for family, friends, and even those we 

may not yet be acquainted with (Buccafusco 2007: 1152). 

Appropr iation is as inherent to cooking as hospital i ty is. Culinar y 
professionals have always appropr iated and have self-r egulated the 
practice through common sense. The International Association of Culinar y 
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Professionals publishes a code of ethics that r equir es r ecognition of the 
appropr iation of a r ecipe (?based on?, ?inspir ed by?, ?adaptation of the 
r ecipe by?), prohibi ts a chef from making an exact copy of another?s 
r ecipe and, i f  a chef r eveals secrets about his or  her  procedures, these 
cannot be made public w ithout that chef ?s consent. The cul inar y 
community establishes the boundar ies of appropr iate behaviour  in the 
professional wor ld by appealing to values that do not need regulation 
because they are governed by conscience (IACP, 2015). 

Today, the desir e to capi tal ise has multipl ied the enquir ies, r equests 
and demands to modify the law  that protects the fr ee cir culation of 
r ecipes. Some want to modify the intel lectual proper ty law  to include 
recipes, which would penalise their  copy, sale or  distr ibution. At the 
moment i t is sti l l  possible to fr eely compi le other  people?s r ecipes and 
(to paraphrase Diderot speaking of the objective of an encyclopaedia) 
to tr ansmit those recipes to those who come after  us for  the purpose of 
ensur ing that the work of past centur ies is not r endered useless for  the 
centur ies that fol low, that our  descendants, by becoming more learned, 
may become more vir tuous and happier, and that we do not die 
w ithout having mer i ted being par t of the human race (Diderot 1775: 
635). For tunately for  al l  of us and for  our  species, r ecipes continue to be 
an open-source design.
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