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One of the red lines of aesthetics as modern established discipline was the 
definition of media categories and disciplines in order to support ‘efficient’ 
ways of expression. The debate between Gotthold Lessing and Charles 
Batteux in the 18th century, and later on the propositions of artists and critics 
in the beginning of the 20th century, have all emphasized the need of a 
certain ‘aesthetic efficiency’ of artistic production. This aesthetic ‘efficiency’, 
a term of economical ascendency, was to be achieved by taking into account 
the limitations of materials used by different forms of expressions and the 
sensorial channels they were addressing.  

The present paper questions the notions of ‘media efficiency’, ‘economy 
of attention’ and ‘media ecology’ through an intermedia research based on a 
series of experiments with edible materials, conducted during a workshop on 
textile interactions in the frame of ArcInTex Conference at the Swedish School 
of Textiles in Borås in April 2016.  

The paper suggests that the present intermediality researches are the 
signs of a new paradigm that tries to exceed the modern industrial 
affordances schemas.  

Keywords: Edible textiles; media specificity; media efficiency; ecology of 
media; intermediality; economy of attention 

  

Introduction  
This paper presents reflections on a series of experiments from a two–

day workshop on textile interactions, focused on edible materials in textiles 
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and provides an overview on related examples in contemporary art and 
design practices to investigate edible textiles as a new hybrid form of media. 
Our reflections relate to the present debates on new materialism and 
economy of attention, by questioning the concepts of ‘medium specificity’. 
Both ‘new materialism’ and ‘economy of attention’ are forms of critical 
interventions. New materialism addresses human and non–human agencies 
in an attempt to reconfigure nature / culture, body / thought, concrete / 
abstract dichotomies. The ‘economy of attention’ is an expression used by 
theoreticians like Herbert Simon (1971) and Bernard Stiegler (2010) to speak 
about new forms of attention management in contexts of information 
overproduction. 

The debate on the specificity of the media was launched in the 18th 
century when the industrial forms of production started to impose 
themselves. The medium specificity debate guided most of the modernist 
enterprises that were trying to accommodate the role of arts in the 
industrial schema. Therefore, the focus on the ‘aesthetic efficiency’ of 
artistic production hints an economic concern (Heinzel, 2014). 

The multifaceted aspects we encountered open up for a discussion on 
how media is defined, suggesting intermedia is not only a condition for 
alternative forms of expressions, but also the mark of a new paradigm that 
exceeds the modern industrial affordances schemas. Supported also by STS 
studies’ conclusions on the nature of relationship between materiality and 
sociality (Law, 2008), our research points towards possible design strategies 
of material intervention.  

Intermedia has to be understood here as the coming together, in a 
unified manner, of different already established forms of media. ‘Edible 
textiles’ are seen as textile structures that contain or are made of materials 
that can be consumed by living beings such as humans, animals or micro–
organisms. Consequently those structures relate to ‘food art’ and biodesign, 
proposing new opportunities for textile artists and designers to explore new 
expressions by developing new materials, design methods, aesthetics and 
forms of interactions. 

Experiments on textile interactions: edible textiles 
During a two–day workshop on textile interactions conducted by Delia 

Dumitrescu and Hanna Landin in the frame of ArcInTex Conference which 
took place between April 11–15, 2016, at the Swedish School of Textiles in 
Borås, there was a general interest in the work–in–progress materials 
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developed by Svenja Keune. Her approach consists in integrating edible and 
growing materials into different textile structures i.e. knitting, weaving and 
crochet. These hybrid materials can be activated in order to change shape, 
pliability, and consistence or to initiate processes of plant–growth (fig. 1).  

One of the groups constituted during the workshop agreed to use these 
materials for further explorations. By defining different forms of expertise, 
we worked in pairs towards what we called a ‘chain of production’ (fig. 2): 
‘hunters and collectors’ (collecting materials to be integrated into textiles), 
‘fillers’ (dealing with the integration of collecting materials into textiles), 
‘master weavers’ (in charge to produce a fabric from these hybrid materials) 
as well as ‘activators’ and ‘documentarists’ (working towards the ‘activation’ 
of the resulted fabrics).  

 

Figure 1   Diagram of the experiments. Copyright: Svenja Keune & Juste Peciulyte. 

 

Figure 2   Photo of the planned activities. Copyright: Svenja Keune. 
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Materials 
Commercially available tubular knitted materials from cotton, wool and 

synthetics were used as a basic material, and thus we focused on creating 
hybrid textiles, a combination of textile materials and edible/biological 
materials. The collected edible and biological materials to fill the basic 
textile materials with were cornflakes, corn, coffee beans, hazelnuts, pasta, 
coconut fiber tablets and boiled eggs. These materials were filled into the 
tubular material by using a straw and/or manual pressure to bring and 
spread them across the length of the tubes (fig. 3). The result was a series of 
different threads that could be used further, i.e. in hand weaving.  

 
Figure 3   Making of hybrid threads. Copyright: Svenja Keune. 

By using plain weave, the produced threads were used as weft material 
on an ARM–loom in a hand–weaving process, partially supported by using 
common yarns (fig. 4). Later on, the samples were activated to generate 
ideas for textile interactions and transformations, based on the potential of 
the edible materials used in the thread–production (fig. 5). Important design 
parameters were: filled materials, diameter and density of the knitted 
material, the weaving material in warp and weft. Fundamental for the 
overall expression were the edible/biological materials in terms of size, 
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shape, surface structure, smell and colour, as well as their reaction to 
moisture, heat and light over time. 

 

Figure 4   Woven Combinations. Copyright: Svenja Keune. 

 

Figure 5   Activating fabric with water. Copyright: Tincuta Heinzel. 
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Experiments 
In the following section, three experiments are described more in detail: 

corn, coffee beans and pasta. The experiments varied according to the type 
of filled elements we used. 

Fabrics with corn  
For the fabrics filled with corn, a spray can filled with water, a heat gun 

and a microwave has been used (fig. 6). Due to the heat required for the 
popping of the corn, the textile can start to burn quickly. This can be 
avoided by using flame retardant materials or by careful observation and 
cooling breaks for the fabric in between the heating phase. As the corn 
stores the heat, those cooling phases don’t disturb the process of popping 
too much. The popped corn adds more variation to the textile structure such 
as an additional color, an opposing consistence through the light, crisp but 
fluffy popcorns that consequently enhance the texture and that add three–
dimensionality and odor to the structure (fig. 7). The popcorn can be picked 
from the textile surface or the floor if it popped out, and can be eaten. By 
activating the corn with water, the corns start germinating within one or 
two days. The small sprouts fight itself through the knitted structure. Here 
the overall expression and dimensions of the weave itself stay the same and 
are only affected by the germinating seed and its further growth. 

 

Figure 6   The production line with corn. Copyright: Svenja Keune and Juste Peciulyte. 
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Figure 7   Weaving with corn. Copyright: Tincuta Heinzel. 

 

Figure 8   Weaving with coffee beans. Copyright: Tincuta Heinzel. 
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Fabrics with coffee beans  
The weave with tubular inserted coffee beans was soaked in hot water 

for a couple of minutes. Observed was a slight change in the color of the 
water and the weave, it turned brownish. The strong odor of the roasted 
beans stayed the same (fig. 8) and consequently opens up for uses in 
interiors where smells need to be neutralized or that would profit from the 
smell in other forms.  

 

Figure 9   Weaving with pasta. Copyright: Svenja Keune. 

 

Figure 10   Pasta soaked in cold water over night. Copyright: Svenja Keune. 
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Weaving with pasta  
The weave with pasta has been partly soaked in cold water over night 

and in hot water for a couple of minutes. Observed was a change of colour 
and consistency. Under pressure the soft pasta squeezed through the 
tubular knit. The overall expression changed towards a flat, textured surface 
that became rigid through drying (fig. 9 and fig. 10). This experiment with a 
distinct passive, as well as active structure, opens up for using edible 
materials to achieve certain transformations or material properties such as 
flat or three–dimensional, soft or rigid, pliable or stiff. 

Examples of edible textiles 
At the end of these experiments the concept of ‘edible textiles’ imposed 

itself. Therefore we decided to investigate some other examples of existing 
edible textiles.  

Camilla Wordie ‘textile based’ approaches  
The Scandinavian artist Camilla Wordie works at the intersection of 

textiles and food, defining herself as a food stylist. She translates different 
textures of food into textile structures or produces textile structures by 
using different kinds of foods. The Wearing Rice is Nice project (fig. 11) was 
inspired by rice textures.  

 

Figure 11   Camilla Wordie, ‘Wearing Rice is Nice’ (2013). Copyright: Camilla Wordie. 

The installation Am I chocolate or not? (fig. 12) consists of a tabletop 
made from chocolate to enhance the common experience of ‘crumbly’ and 
‘dusty’ chocolate powder. Parts of the table can be eaten or react to forms 
of use, such as traces of melted chocolate caused by warm plates. 
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Consequently the scenarios open up for re–contextualizing experiences of 
food and related activities by inducing a certain ‘ambiguity’. 

 

Figure 12   Camilla Wordie, ‘Am I Chocolate or Not?’ (2013). Copyright: Camilla 
Wordie. 

 

Figure 13   De Culinaire Werplaats (Eric Meursing and Marjolein Wintjes) – ‘you are 
what you eat’. Copyright: Marjolein Wintjes for De Culinaire Werkplaats 
Amsterdam. 

De Culinaire Werplaats ‘you are what you eat’: ‘politically 
conscious approaches’ 
Eric Meursing and Marjolein Wintjes (fig. 13) produce edible pastry 

wrappers made out of dehydrated fruits, vegetables and herbs in their 
design studio/restaurant. They created a collection named ‘taste the 
unwearables’, aiming to raise the awareness towards natural and organic 
food, but also to debate about the ephemeral nature of fashion. In contrast 
to Wordie’s experiments with food, Meursing and Wintjes collection 
encourages the consumption of the textile. They also follow a more holistic 
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ideology/approach which is represented by a comment they stated in regard 
to their collection: ‘food equals fashion, what you eat and and what you 
wear reveals who you are’ (see their website). 

Jana Sterbak's (and Lady Gaga’s) meat dress 
By using meat to portray the contrast between vanity and bodily decay 

in a dress made in 1987, Jana Sterbak supported a political and societal 
discourse through using food as a controversial media that finds reference in 
every living being. Sterbak used salt to manufacture the dress by uniting the 
used flanks of meat in a curing process. At the time the dress received a lot 
of negative critique, especially from animal rights activists. Since Sterbak’s 
creation, the meat dress has been iterated and worn by Lady Gaga to pick 
up the discussion on mortality, which equally sparked outrage again. 
Consequently these portrayals of edible materials mediate social and 
ecological discourses and thus challenge the definition of media.  

Orange fibers 
Orange Fiber is a startup that aims at the creation of sustainable textiles 

from citrus waste which currently valuing 700.000 tons just in Italy (as stated 
on the project website). Initiated by a fashion designer, the project builds on 
the principles of sustainable production and consumption. Besides that, the 
project also ventures the new fibers properties – they can nourish the skin 
of the wearers. The production of fibers from food waste does not have an 
important impact on the aesthetic qualities of fibers, but opens up to new 
forms of use for textile fibers. Last but not least, the project was highly 
mediatized as an example of sustainable business models for textiles and 
food industries, both of them being known for their high rates of waste. 

Aniela Hoitink: growing textiles (MycoTex) 
In order to investigate and to develop new methods for textile and 

fashion production, Aniela Hoitink, a Dutch fashion designer and researcher, 
developed a dress from mycelium, a living material which forms fruit bodies 
in forms of mushrooms and which she uses as a material for design. Usually 
grown on solid substrates such as wood, the mycelium here was grown in a 
liquid environment to manufacture thin textile–like layers. The pieces, 
shaped by their petri dishes they were grown in, were then merged to form 
a dress. The mycelium reacts to environmental conditions, degrades and can 
be repaired by natural processes. The dress mediates imaginations on future 
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forms of manufacturing, aesthetics and materiality of textiles and clothes 
(fig. 14). 

 

Figure 14   Aniela Hoitink, ‘MycoTex’ (2016). Copyright: Aniela Hoitink. 

Textiles and food as medium 
The described experiments that are condensed under ‘Al dente textiles’ 

question the possibility of edible textiles as medium. It is also to notice that 
if it is to keep us in the recurrent understanding of media as form of 
communication, then neither textiles, nor food are conventional forms of 
communication. They do not really use codified information inscripted on a 
material support for straightforward interpretation. They are rather forms of 
expression. Both in the case of textiles and food, the opposition between 
support and content is a fragile one. Therefore, one of the questions we 
have to address is through which means textiles and food become 
expressive and what do they mediate? 

Textiles as medium 
One of the key persons in the definition of textiles as a medium was the 

Bauhaus artist and designer Anni Albers. In her book On Weaving (Albers, 
1974), Anni Albers defined fabrics in terms of construction (Heinzel, 2012). 
The specificity of the textiles would reside, from her perspective, on the way 
the threads are brought together to form a fabric. That it is also why, the 
main channel of appropriation of a fabric is the texture, which is generally 
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given by the threads’ properties and aspects, as well as by the way they fold. 
Different from other mediums of artistic expression, like painting, for 
example, the qualities of the fabrics are not to be appropriated only through 
vision, but also by touch.  

Often used for sound insulation and, more recently, synthetically 
produced, the textiles display qualities like sound absorbance or 
impermeability which not only are defined in relation to an physical 
environment, but are also pushing forward the relationship between the 
natural and the artificial properties of the fibers. In a way, the new physical 
properties of textiles are translating the technical advancement of their sites 
of production. The transformation of textiles in interfaces (Heinzel, 2012) it 
is even more obvious in the case of electronic and smart textiles. The 
augmented capacities of textiles materials and their controlled 
performances are all supporting this perspective. 

The use of fabrics can result in textiles artifacts, like cloth or furnishing, 
which at their turn can become a medium, as Marshal McLuhan see them. 
For him cloths are our second skin and therefore a body extension. And, as 
he describes in Understanding Media (McLuhan, 1964), the cloth has a 
double role: 1) to offer a thermo–regulatory mechanism to the body and 2) 
to socially define the individuals (the difference between cloth, costume and 
style, for example, it is to be taken into account). Fashion in this sense 
participates to the definition of the social distinction through cloths. 

Food as medium 
When it comes to food, we can delimit between cooking and eating. 

Both have rich aspects to consider: from the products that are cooked, to 
the way they are acquired, the hygienic conditions of cooking, the use of 
condiments, specific traditions of cooking, to the accessibility and variety of 
food and the cultures of food consumption. Like cloth, as a basic need, food 
is consumed /used on daily basis. But then, like in the case of cloths, we can 
also delimit between common food and special occasions food or ritual 
food. The discrepancies between different geographical regions, between 
social classes, are also not to be neglected. Such interpretations cannot take 
place out of the context in which they are performed. Their form of 
expression is related to their ‘affordance’ (Gibson, 1979; Lievrouw, 2014) in 
terms of functions, relations and repertories of uses culturally and socially 
sanctioned. It is in this note that we should also interpret our approach to 
textile and food waste.  
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Notes on media 
The idea of bringing together two media like textiles and food, forces us 

to acknowledge the existence of two distinct media. This fact pushes us to 
define them and to find what are their specificities. The preliminary tests 
and the examples we have studied served to question the aspects to 
consider while generating new intermedia forms. Still, the whole picture 
would not be complete, if these speculations are not placed in a larger 
historical perspective. Tracing back the ways in which arts and design have 
defined the media specificity, will help us to understand the strategies 
design had used in order to make relevant interventions into the socially 
constructed nature of materiality (Law and Mol, 1985). 

Media specificity theory 
The debate on media (medium) specificity it is not a new one. It can be 

traced back to 18th century when Gotthold Lessing opposed Charles 
Batteaux on how to approach the arts. If Charles Batteaux (2015) was 
suggesting that the rules of art should follow the classic principles of 
imitation of nature and, therefore, all arts should be treated in the same 
way, Gotthold Lessing opposed him by arguing that ‘an artwork, in order to 
be successful, needs to adhere to the specific stylistic properties of its own 
medium.’  In Lessing’s perspective, as derived from Laocoon (Lessing, 1836), 
some arts are more likely to express better certain ideas than others. The 
poetry, for example, was to be used to depict actions, while painting was 
fitting better to represent moments.  

In this way, the specific stylistic properties of the medium are to be 
understood as ways to achieve a maximum aesthetic effect by using the 
medium’s most common properties. In other words it was about how to 
reach an ‘aesthetic efficiency’ of the artistic product by mastering the 
limitation of the materials and by studying the fastest way to reach an 
aesthetic impact. The scope of each artistic discipline would be in this sense 
to develop their own methodologies, to delimit their own areas of 
competence. 

The quest for the specificity of the medium was at the core of most 
modernist theories, being them art (Greenberg) or craft/design (Bauhaus) 
related. Bauhaus school’s workshops, for example, followed the principles of 
media specificity and were organised based on the used materials following 
Bauhaus Manifesto’s lines in which it was stated that art cannot be taught, 
there are only the techniques that can be taught. It was only through 
technical competences that pertinent and critical interventions were 
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possible. The workshops were looking to develop new methodologies for 
every discipline and the trained competences were to form a sort of 
aesthetic ‘automatisms’ which would allow students to better respond to 
the industrial forms of ideation and production.  

Translated into economic terms, the medium specificity it is to be 
understood as aesthetic ‘efficiency’ (Heinzel, 2014). Going along the 
industrial serial production, the medium specificity’s role was to ensure that 
the aesthetic dimension, the sensitive appropriation of the objects, was 
universally functional, facilitating in this way the social insertion of industrial 
production. Modernist claims of not being a style and of being un–historical, 
it is to be understood also in this key. This aesthetic efficiency was later to 
be acquired by studying the perceptive abilities of the users (aesthetics and 
psychology), ergonomics, measurements’ standardization and/or 
observation of their life style (anthropology). 

Still, already in Annie Albers’ writings, we will found references to the 
synthetically produced fibers and their enriched properties. Today, through 
the development of nano–technologies we can speak even of materials as 
machines (Bensaude–Vincent, 2010), where the molecules are about to be 
active agents in the environment. At the same time the development of 3D 
printed manufacturing and the debates on alternative fabrication models 
(like fab labs, or robotized production, for example) are promising to 
revolutionize the industrial mass production model. Not only we have today 
a new understanding of the matter, which is not in terms of materials, but in 
terms of functions (Bensaude–Vincent, 2010), but we can also see initiatives 
that are looking to allow us to customize our mass production and 
subsequently, to have less of waste. Therefore a new understanding of the 
media is making its way. 

An economic lecture of the media finds nowadays it’s way through what 
it is generally called the ‘economy of attention’. Unlike the modernist 
perspective, which was trying to accommodate the role of arts into an 
industrial society, the ‘economy of attention’ concept nowadays evolves 
into a context of overproduction of objects and data. Such research into a 
society dominated by scarcity of attention (Festre and Garrouste, 2015; 
Stiegler, 2010), becomes a key factor in various decision–making contexts, 
including arts and design.  

Through ‘media ecology’ concept, some media theorists like Matthew 
Fuller (2007) or Jussi Parikka (2012) bring us to consider not only the 
mediatic aspects, but also to the environment in which this media perform. 
Jussi Parikka goes to the extend of saying that the new materialism is a 
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media theory, one that should consider the technological specificity, the 
materialities of media cultures and the materialities of their relations and 
sensations, the transformations of the media and their residues. 

 Critics of media specificity theory 
But media specificity theory counter–arguments are also to be heard. 

One of them is formulated by Noel Carroll (1985) who criticizes precisely the 
aesthetic media efficiency being based on the physical structure of the 
medium and not on the telos (the content) of the artwork. Would an 
aesthetically non–efficient artwork be less valuable? Also, the difficulty to 
identify the raw materials of a medium (the materials or rather the time, the 
space of the work?), as well as the difficulty to assign the aesthetic effect a 
work of art should engage (especially in the case of performative arts), are 
for him sufficient arguments to reject the theory of media specificity. 
Another aspect he brings into the discussion is that of the provisional uses of 
a medium, which explains the evolution of the medium, the medium’s 
permanent reinventions. Last but not least, the injunction between 
‘differentiation’ and ‘excellence requirements’ as present into media 
specificity theory is just a path towards the sacrifice of excellence in art and 
the reference to a judgemental position. Still, as he himself acknowledges, a 
certain media specific use has pedagogical usefulness and can support 
future repositions.  

Medium and matter 
One of the issues to consider when it comes to medium specificity 

theory is related to the materiality of devices. Very often the materiality of 
the medium extends towards the technical means employed in its 
transformation, in a sort of technological determinism (Suchman, 2014). 

Still when it comes to the concept of medium, we can notice that there 
are two different perspectives in its definition (Heinzel, 2012). One is 
materialist and technologic determined, the other one is phenomenological 
and anthropological based.  

We will find a materialist perspective in the writings of French 
anthropologist André Leroi–Gourhan, for example. In L’Homme et la matière 
(1943), Leroi–Gourhan proposes the concept of ‘technical tendencies’ by 
which he understands the universal (non–historical and non–contextual) 
technical dynamics that operate beyond the technical facts (concretisation 
of different technical tendencies in certain contexts). To support his 
research he used different states of the matter as tool of characterization of 
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technical tendencies. For him, the materials are conditioning the way we 
develop our tools and we use them. Given the determinism between the 
matter and the tools, there is a certain neutrality of the medium. The limits 
of technology will reside in the resistance and the limits the matter induces. 

The second approach is one that takes into consideration the effect 
certain technologies have upon the human psyche. The technology in this 
case is nothing else than the extension of our body and of our senses. It is 
the case of Marshal McLuhan’s theory of media. What McLuhan 
understands by media, are the ‘extensions of the man’, in other words the 
technological extensions of our senses. This is why the technologies are re–
defining our existence. And the syntagma ‘the medium is the message’ 
proves it. If there is a message to send, then this message lies in the change 
of scale, rhythm, or pattern the new media produces (McLuhan, 1964). 

We encounter here two different approaches. While in the case of Leroi–
Gourhan the medium is material and exterior to the person that interferes 
with it, being related to the act of ‘making’ (in other words, to ‘techne’), in 
the case of McLuhan, the medium is ‘aesthesis’, less related to the 
materials’ aspects, as to the sensorial and psychological phenomena that 
have an impact on the related person. 

Still, as we could see earlier, the artists and designers role was never 
assigned to one or another of the theories. Media specificity theory asserts 
in fact that, being into an operational position, artists and designers have to 
know well enough their tools to better support their mediation 
interventions.  

Final remarks: edible textiles as intermedia 
Edible textiles pushed us to question the notion of intermedia.  
Our experiments have shown that there are new potentialities and forms 

of expression for both textiles and food when brought together. Combining 
the two media allow new forms of interaction and transform the structures 
of two mediums as well.  

As illustrated by the experiments, the intersection of two mediums 
always addresses, in a way or another, the two media specificity’s efficiency. 
They are doing so via formal, discursive or technical interventions. Imitating 
the stylistic expressions of one medium was used mainly to attire the 
attention to one or another medium’s oversaturated, mainstream forms of 
expression and its uses. On the other hand, as in the case of Orange Fibers 
and Mycotex Dress, the interventions invites to new forms of production, 
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ecologically aware. In this sense media specificity it is to be read as a 
predominant form of mediatic affordance.  

Often defined as a crossing border between traditional and 
contemporary media, between different art activities, intermedia has been 
most of the time perceived not as an accumulation of two media, but as 
collision, as exchange and transformation (Youngblood, 1970). The question, 
of course is to know what does it change and transform. 

Intermediality was of high interest for the Fluxus movement's artists 
(Higgins and Higgins, 2001) who use it to express their anti–mechanistic 
critic of society and production of objects. Critical against categories and 
classification, Fluxus’ intermedia actions were about to produce a space of 
dialogue, of aesthetically rewarding possibilities. Such a position attacks 
precisely the economic perspective of media specificity. In reaction to media 
specificity as form of marketization, the French Fluxus artist Robert Filliou 
(1984), for example, sketched some possible intervention towards a ‘poetic 
economy’. The aim was to go from the ‘work as toil’ toward the ‘work as 
play’. Ironically addressing the world of art under economic auspices, Filliou 
will place under the concept of ‘The Principle of Equivalence’ three 
categories: ‘well made’, ‘bad made’, ‘not made’. If the ‘bad made’ is about 
failure and experimentations in art, the ‘not made’ is about the possibility of 
non–production, as de–construction of the theory of values applied to arts. 

Probably the best way to answer to the question related to what kind of 
media the edible textiles are, we should ask ourselves: Would you wear your 
food? Would you eat your cloths? And for sure, there would be not only one 
answer. The materials hold potentials for active and adaptive properties, 
they could be used as food source, to neutralize smells, to reinforce textile 
structures in order to adapt to or to create certain forms. By using 
biodegradable materials only, the materiality of clothing or interior textiles 
would promote alternative ways of living and interacting, especially in terms 
of afterlife or circular design scenarios. 

Our experiments were looking at textiles’ new potentialities when 
combined with edible materials. The edibility of textiles is also to be seen in 
todays’ context of frequent synthetic interventions on the matter and the 
development of new tools of fabrication. The examples of edible textiles we 
have given, balanced between critical and ecological interventions. But 
finally there are the terms of systemic affordances that we have to clarify 
before any attempts to start or to analyze any edible textiles interventions. 
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