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ABSTRACT

Yefimtseva A. O. Sensory Modalities in Chefs’ Speech. - Bachelor’s degree

qualification paper.

This research investigates how sensory modalities—particularly taste, smell,
touch, sight, and sound—are represented and verbalized in the speech of
professional chefs. The relevance of the study stems from the growing interest in
sensory linguistics and the need to understand how language conveys subjective
sensory experience, especially in multimodal, performative, and media-rich

culinary discourse.
The object of the study is sensory modality in contemporary English.

The subject includes the lexical, cognitive, and multimodal features of

sensory expression in the professional speech of chefs.

The purpose of the study is to identify and analyze how chefs communicate
sensory experiences through language and gesture across various communicative
formats, including television shows, culinary books, and social media posts.
Particular attention is paid to the use of metaphor, synesthesia, embodiment, and

multimodal strategies in shaping culinary meaning.

Research methods include theoretical analysis, discourse analysis, multimodal
analysis, and qualitative interpretation of empirical material. The corpus consists of
authentic speech and writing from five professional chefs, including Gordon
Ramsay, Jamie Oliver, Anthony Bourdain, and Thomas Keller, drawn from video

content, cookbooks, and digital media.

The findings demonstrate that sensory modality in chefs’ speech functions not
only as a descriptive tool but as a vehicle for affective engagement, culinary
identity, and audience immersion. Language about food emerges as deeply

embodied, emotionally charged, and multimodally constructed. The study shows
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that even ineffable experiences—such as taste and smell—can be vividly

communicated through creative linguistic and semiotic resources.

This research contributes to the fields of sensory linguistics, cognitive
linguistics, and discourse analysis by offering a nuanced view of how chefs’
language reflects and constructs multisensory experience in professional and public

culinary communication.

Keywords: sensory modality, chefs’ speech, embodiment, multimodality,

metaphor, taste language, synesthesia, culinary discourse.



AHOTALUS

€pimueBa A. O. CeHCOopHI MOJAIBHOCTI B MOBIJIECHHI IIed-KyXapiB.

Kranidikamiiina pobora Ha 3100yTTs cTyIeHs O0akagaBpa.

Jloc/iIPKeHHsT MPUCBSYEHE BUBYEHHIO TOTO, SK CEHCOPHI MOJAIbHOCTI —
30KpeMa CMak, 3ariax, JOTHUK, 31p 1 CIIyX — BepOalli3yl0ThCSl Ta PEMPE3EHTYIOTHCS B
MOBJIEHHI TIpodeCiMfHMX KyxapiB. AKTyaJbHICTh TEMH 3YMOBJICHA 3POCTAIOYUM
IHTEPECOM JI0 CEHCOPHOI JIHTBICTUKHA Ta HEOOXITHICTIO TIUOIIE 3pO3yMITH, SIK
MOBa Tepenae cy0’ eKTHBHUM CEHCOPHHUM JOCBIJ, OCOOJHMBO B 0araToMoJaIbHOMY

Ta IepPOPMaTUBHOMY KYJIIHAPHOMY JAUCKYPCI.

OO6'eKTOM JOCHIKEHHSI € CEHCOPHA MOJAJBHICTh y CyYacHIM aHTIIHCBHKIN

MOBI.

[IpeameToM € JEKCHYHI, KOTHITUBHI Ta MYJIbTUMOJAJIbHI OCOOJUBOCTI

CEHCOPHOTO BUPAXEHHS B TPoQeciitHOMY MOBJIEHH] KyXapiB.

Metoro JOCHIDKEHHS € BUSABUTH W TpoaHami3yBaTH, fAK Ined-Kyxapi
KOMYHIKYIOTh CEHCOPHUW JIOCBiJ 3a JOMOMOTOI0 MOBH ¥ JKECTIB Yy pI3HHX
dbopmaTax — Temnenioy, KyJiHapHUX KHUTaxX Ta collialbHUX Mepexax. OcobimBa
yBara MNpUAUIIETbCS METAPOPUYHUM, CHHECTETHUYHHUM 1 TIIECHUM CTpaTerisiM y

¢bopMyBaHHI KyJIIHAPHOTO CMUCIY.

MeToau AOCTiKEHHS BKIIOYAIOTh TEOPETUYHHUN aHali3, JUCKYPCUBHUU Ta
MYyJIbTUMOJATBHUN aHalli3, a TaKOoX SKICHY I1HTEpIpeTaIiio eMITIPUIHOTO
matepiany. Kopmyc cTaHOBISTH aBTEHTHYHI TEKCTH Ta BUCTYNH ITATH Mied-
KyxapiB, 30kpema ['opnona Pamsi, JIxeiimi OmniBepa, EntoH1 bypnena it Tomaca
Kennepa, 3i06pani 3 BigeomarepiaiiB, KyJIiHapHOI JiTeparypu Ta MHQPPOBOTO

KOHTCHTY.

Pe3ynbTaTu NOCHIIKEHHS CB1IYaTh, 10 CEHCOPHA MOAAJIBHICTh Y MOBJIEHHI

KyxapiB (YHKI[IOHYE HE JIMIIE SK ONMHUCOBHMM 3acid, a ¥ SK KaHall eMOIIHHOI



B3a€EMO/I11, KyJTIHAPHOI 1ICHTUYHOCTI Ta 3aJly4eHHs ayauTopii. MOBIeHHS Mpo 1Ky
BUSBJISIETBCSI TIUOOKO TUIECHUM, €MOIIMHO HACHYEHUM 1 MYJIbTUMOJAIBHO
CTpyKTypoBaHUM. HaBiTh CKJIaqHOONMMCYBaHI BIAYYTTS, SK-OT CMaK 1 3amax,
MOXYTh OyTH €(EeKTUBHO TepeJaHl 3a JOMOMOTOK KpEaTUBHMX MOBHHX 1

CEMIOTUYHUX 3aCO0IB.

PoGoTa poOuTh BHECOK Yy PO3BUTOK CEHCOPHOI Ta KOTHITMBHOI JIIHTBICTUKH, a
TAaKOX JIMCKYPCUBHOTO aHaNi3y, MPOMOHYIOYM HOBE OadeHHS TOTO, SK MOBa
BiJIoOpaXka€ Ta KOHCTpPYyIO€ OaraTouyTTeBUH JOCBiA y mpodeciiiHii KyJiHapHIN

KOMYHIKaIlii.

KurouoBi cioBa: ceHCOopHa MOJANbHICTh, MOBJEHHS KyXapiB, TUIECHICTb,

MYJIbTUMOJAIBHICTh, MeTadopa, MOBa CMaKy, CHHECTE31s1, KyJIIHAPHUN JTUCKYPC.
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INTRODUCTION

Sensory language plays a fundamental role in shaping how people perceive,
describe, and share their experiences of the world. In the domain of culinary
discourse, this becomes particularly evident: chefs must articulate fleeting,
multisensory experiences—taste, smell, texture, and appearance—through
language. The relevance of this research stems from the increasing interest in
sensory linguistics and the need to explore how professional language users such
as chefs verbalize complex sensory information in ways that are performative,

evocative, and culturally embedded.

While traditional linguistic research on modality has largely focused on
grammatical categories such as epistemic or deontic modality (Lyons, 1977;
Palmer, 2001), more recent studies by Kratzer (1991), Nuyts (2001), and Winter
(2019) have expanded the notion to include cognitive and experiential dimensions.
In parallel, the rise of multimodal analysis has opened new perspectives on how
gesture, prosody, metaphor, and bodily expression interact with verbal language to
convey rich sensory meaning. Yet the verbalization of sensory experience—
especially in the chemically mediated senses of taste and smell—remains a

challenging and understudied area.

The object of this research is sensory modality in contemporary English as it

appears in the speech of professional chefs.

The subject includes the linguistic, cognitive, and multimodal strategies used

to express sensory perception in culinary discourse.

The purpose of this study is to investigate how sensory modalities are
verbalized and represented in professional culinary language, particularly through

the speech and writing of well-known chefs.

To achieve this goal, the following research objectives are defined:

— to explore theoretical approaches to modality in linguistics, including its
6



grammatical, cognitive, and sensory aspects;
— to outline major classifications of sensory modalities and identify how they

function in language;

— to examine the role of sensory ineffability and metaphor in verbalizing taste,
smell, and texture;
—to analyze how chefs communicate sensory experience in various communicative

formats, including television, cookbooks, and social media;

— to identify multimodal features of sensory discourse, including gesture,

voice, and visual emphasis;

— to compare stylistic differences between chefs and highlight the influence of

context, medium, and persona on sensory expression.

To address these objectives, the research combines general and specialized

linguistic methods, including:
- theoretical analysis of relevant scholarly literature;
— componential semantic analysis;
- multimodal and discourse analysis;

qualitative analysis of empirical material from multiple sources.

The theoretical significance of the research lies in its contribution to the fields
of sensory linguistics, multimodal communication, and cognitive linguistics by
expanding our understanding of how language reflects and shapes sensory
experience.

The practical value of the study is found in its detailed exploration of how sensory
expression functions in professional culinary contexts, offering insights relevant to

linguists, translators, and communicators interested in language and the senses.

The empirical material of the study consists of 24 authentic English-language
sources drawn from three communicative domains. These include:

— selected episodes from MasterChef US Season 1, featuring Gordon Ramsay, Joe
7



Bastianich, and Graham Elliot, providing insights into multimodal performance in
televised cooking;
— four published culinary books by chefs Gordon Ramsay, Jamie Oliver, Anthony
Bourdain, and Thomas Keller, illustrating narrative and metaphorical expression of
sensory experience;
— short-form social media content (Twitter posts and YouTube Shorts) from
Gordon Ramsay and Jamie Oliver, showcasing informal, humorous, and highly

visual sensory language.

This variety of genres and platforms enables a comprehensive exploration of
how sensory language operates in contemporary culinary discourse, revealing
patterns, divergences, and creative strategies that chefs use to convey their unique

gastronomic vision.



1. THE CONCEPT OF MODALITY IN LINGUISTICS
1.1. The Notion of Modality in Linguistics

The concept of modality has been a subject of extensive discussion in
linguistic studies since the beginning of the 20th century and until the present day,
with scholars offering various interpretations and classifications of this
phenomenon. Modality is traditionally associated with grammatical categories,
and the majority of scholars consider the notion in question exactly from this
perspective. However, it also extends to the domain of sensory experiences; this
scientific point of view has arisen relatively recently. With regard to the main
focus of our research, it is necessary for us to consider the notion rather from the
linguistic aspect, paying close attention to its manifestation in specific vocabulary

and utterances.

To begin with, we would like to address how different influential linguists

defined the term “modality” within both grammatical and cognitive frameworks.

For John Lyons (1977), whose fundamental book ““Semantics’ remains a key
source in the study of meaning, modality refers to ‘the speaker’s opinion or attitude
towards the proposition that the sentence expresses’ (Lyons, 1977:452). His
definition stresses the subjective aspect of modality, aligning it with speaker

evaluation rather than purely syntactic structures.

Angelika Kratzer (1977, 1991, 2013), a prominent scholar in the field, whose
research has been central in shaping the understanding of modal meanings in
natural language, provides a formal semantic perspective, arguing that modals are
not inherently ambiguous but derive their meanings from conversational
backgrounds. As Kratzer (1991) states, modality is ‘determined by the selection of
a modal base and an ordering source,” which define the set of “accessible worlds”

against which modal expressions are evaluated. Her approach introduces the notion



of ‘ordering semantics’, which refines earlier possible-worlds theories by ranking

worlds based on relevance and plausibility.

According to a distinguished linguist Robert Palmer (2001), modality is ‘the
grammaticalization of speakers’ attitudes and opinions’ (Palmer 2001:1). He
distinguishes between epistemic and deontic modality, where the former concerns
the speaker’s degree of certainty about a proposition, while the latter relates to
necessity and permission. Palmer's definition underscores the dual nature of

modality as both a grammatical and a cognitive phenomenon.

Jan Nuyts (2001) defines modality as ‘a semantic category that expresses a
speaker’s estimation of the likelihood, necessity, or desirability of a state of affairs’
(Nuyts 2001:21). His work highlights the cognitive dimensions of modality,

positioning it within a broader framework of language and conceptualization.

The term ‘modality’ is also explored by Paul Portner (2009), a highly
regarded specialist in formal semantics, in relation to subjectivity and
subjectivization, actively incorporating insights from Kratzer’s framework. The
renowned linguist defines modality as ‘the linguistic encoding of possibilities and
necessities relative to a given context’ (Portner 2009:12). Portner’s approach
integrates both formal semantics and discourse analysis, emphasizing the

interconnection between modal meaning and conversational implicatures.

Kasper Boye (2012) further explores the functional-cognitive aspects of
modality, defining it as ‘a category concerned with the speaker’s stance towards
the reality status of the proposition’ (Boye 2012:37). His research suggests that
modality plays a crucial role in linguistic subjectivity and intersubjectivity,

contributing to the way speakers negotiate meaning in discourse.

Heiko Narrog (2012) refines these perspectives by emphasizing the historical
development and semantic change of modal expressions. According to Narrog

(2012:5), modality is “a linguistic category that conveys the degree of commitment
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of the speaker towards a proposition, often subject to diachronic variation.” The
scholar contributes to understanding how modal expressions evolve over time and

acquire new meanings.

Thus, modality in linguistics is broadly understood as a category that
expresses attitudes, probabilities, and necessities, often shaped by context and
subjective interpretation. Early studies by Lyons (1977) and Palmer (2001)
primarily emphasized its grammatical and epistemic aspects, focusing on how
modality is structurally encoded in language. However, later research by Kratzer
(1991), Nuyts (2001), Boye (2012), and Portner (2009) expanded the
understanding of modality, incorporating cognitive, functional, and discourse-
based perspectives. These developments highlight the increasing recognition of

subjectivity and conceptualization in the study of modal expressions.

In light of the various perspectives on modality discussed above, it is crucial
to determine which aspects are most relevant to our research. While traditional
linguistic studies of modality have predominantly focused on its
grammaticalization, categorization, and structural role within syntax and
semantics, such an approach is of limited applicability to our specific area of

inquiry.

Given that our study explores sensory modalities in chefs’ speech, the
grammatical framework of modality is not the primary concern. Instead, the focus
must shift toward the lexical, cognitive, and subjective dimensions of modality, as
these are integral to understanding how chefs verbally and non-verbally construct

their sensory experiences.

Chefs rely on a highly individualized and experientially grounded lexicon to
describe taste, smell, texture, and appearance, often drawing from metaphor,
analogy, and personal associations to articulate their perceptions. This lexicon is
not dictated by rigid grammatical structures but rather emerges from a dynamic

interplay between language, cognition, and sensory perception.
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Therefore, a strictly structural or formal semantic approach—such as
Kratzer’s ordering semantics or Palmer’s grammaticalization of modality—does
not fully capture the richness of sensory expression in culinary discourse. On the
contrary, our research necessitates a perspective that foregrounds the interplay
between language, perception, and subjectivity, focusing on how chefs construct
meaning through words that reflect their unique sensory worlds. By emphasizing
the cognitive and lexical dimensions of modality, we can better understand how
individual perception shapes linguistic expression in a highly specialized domain

such as gastronomy.
1.2. Classification of Modalities Across Sensory Domains

To begin with, it would be fair to explain what we perceive under the notion
of “sensory modality’. In its most conventional sense, a modality refers to a distinct
perceptual system associated with a specific sensory organ and corresponding
cognitive processing mechanisms in the brain (Winter, 2019, p. 12). This
understanding aligns with how the senses are usually categorized in psychological
and neuroscientific discourse. However, from a semiotic perspective, the term has
also come to refer more broadly to any “means for making meaning”—a view
popularized in multimodal studies since the 1990s, where modality (or mode)
includes not just the physical senses but any channel through which meaning is
communicated, such as gesture, image, or spoken language (Jewitt, Bezemer &
O’Halloran, 2016, p. 2).

Traditionally, the dominant framework for classifying sensory modalities has
been the five “Aristotelian” senses: sight, hearing, smell, taste, and touch. This
model has been widely accepted in Western thought and serves as the basis for
much linguistic and cognitive research on sensory perception. However, its
universality is questionable. The assumption that there are precisely five senses is
an analytical choice rather than an objective fact (Winter, 2019, p. 13). The five-

sense model functions more as a folk framework than a scientifically robust
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classification, and it often reflects cultural norms more than physiological or

philosophical consensus.

For instance, historical shifts in Western thinking—as well as diverging cross-
cultural models—challenge the notion of a stable, universal categorization. In
many traditions, additional senses are acknowledged, and some familiar ones are
subdivided. Neurophysiological evidence adds further complexity: pain perception
(“nociception’) operates through mechanisms distinct from ordinary touch, and the
vomeronasal system, involved in detecting pheromones, points to specialized
forms of olfaction (Winter, 2019, pp. 13-14).

Furthermore, the five-sense model tends to overlook the collaborative nature
of perception. Sensory experiences often do not occur in isolation, and many
perceptual events involve the interplay of multiple modalities. Taste, for instance,
is rarely experienced without the influence of smell and oral touch. This
multisensory nature of perception complicates efforts to draw clear boundaries
between the senses. From a philosophical standpoint, this has led to a distinction
between so-called higher and lower senses. The former—uvision and audition—are
traditionally associated with distal stimuli and perceived as offering more objective
access to the external world, while touch, taste, and smell are considered proximal,
more bodily, and subjective (Smith, 2013, p. 1). This ranking reflects a long-
standing hierarchy in Western thought, where the “chemical senses” (taste and

smell) are perceived as less reliable or cognitively rich than sight and hearing.

Yet, as modern research has shown, such hierarchies often oversimplify the
complexity of human perception. The chemical senses, in particular, are highly
integrative. Our experience of flavor, for example, emerges from the combined
input of gustatory, olfactory, and tactile signals (Smith, 2013, p. 3). Neglecting this
integration has, arguably, limited our understanding not only of taste but of sensory
experience as a whole. Similarly, certain sensory properties—Ilike “warm” or

“rough”—can be applied across modalities, illustrating how we often speak about
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one sensory experience using terms rooted in another. This phenomenon,
frequently referred to as linguistic synesthesia, demonstrates the fluidity with

which sensory language operates. Expressions like “a sweet melody,” “a sharp
smell,” or “a bright sound” reflect the cross-modal associations embedded in
language. Synesthesia, in its broadest sense, refers to any blending or fusion of the
senses—a term derived from the Greek syn (together) and aisthésis (sensation)

(Winter, 2019, p. 91).

Such cross-modal usage of language—be it metaphorical or cognitively
grounded—has led scholars to propose various ways to categorize sensory
modalities beyond the traditional five. One approach is to group senses by the type
of stimulus involved: chemical (smell, taste), mechanical (touch, hearing), or
electromagnetic (vision). Another considers the modality’s dominant organ or
receptor type. Others attempt to categorize modalities based on their functional
integration—such as whether they tend to operate in isolation or in tandem with

others.

Some linguistic and cognitive studies offer empirical support for alternative
groupings. For instance, research into word co-occurrence patterns has suggested
categories like auditory, olfactory—gustatory, and visual-haptic, based on the
statistical clustering of perceptual terms (Louwerse & Connell, 2011, p. 381).
Another influential model ranks the senses by how frequently they are used to
describe experiences in other modalities, forming a kind of communicative
hierarchy: touch < heat < taste < smell < sound < sight (Winter, 2019, p. 136).
This ranking reflects how sight and sound dominate perceptual language, while
touch, smell, and taste are comparatively underrepresented. It also aligns with
findings showing that languages more often provide specific terms for visual

properties (such as warm colors) than for those of the chemical senses.

Ultimately, the classification of sensory modalities remains a multifaceted

and unresolved issue. Whether defined by stimulus type, organ, receptor,
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functional integration, or as communicative modes, each model captures only part
of the picture. What becomes clear, however, is that sensory perception is not just
a matter of physiology, but also a matter of culture, language, and conceptual

framing.
1.2.1. Visual and Auditory Modalities

Among the primary sensory modalities, vision and audition are often
considered the most extensively studied due to their critical roles in human
perception and communication. As distal senses, they rely on external stimuli
perceived at a distance, which sets them apart from the more proximal tactile,
olfactory, and gustatory modalities (Smith, 2013). Visual perception, in particular,
dominates our sensory experience, providing the majority of information about the
external world and helping us orient ourselves in space. Auditory perception

closely follows in importance.

Vision is widely regarded as the dominant perceptual system, especially in
Western cultures (Winter, Perlman, & Majid, 2018, p. 214). Research across
disciplines has confirmed its primacy, particularly through phenomena such as the
“ventriloquist effect,” where the visual location of an event overrides the auditory
one (Pick, Warren, & Hay, 1969; Alais & Burr, 2004). This reflects a broader
pattern of visual dominance, where vision modulates the perception of other

sensory inputs more strongly than the reverse.

Linguistically, this dominance manifests in the richness of visual vocabulary.
English, for example, contains a wide array of verbs—see, look, watch—that
encode fine distinctions in visual experience, a contrast to the relatively limited
lexicons for taste and smell (Winter et al., 2018, p. 216). Visual terms are also
optimized for communicative efficiency, especially in domains like color naming,

where vocabulary clusters around perceptual points of focus.
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This visual salience is further reinforced by sound-meaning pairings known as
phonaesthemes. The onset gl- (e.g., glimmer, gleam, glow) frequently appears in
English words related to light and vision (Bergen, 2004), reflecting how
phonological form can align with visual semantics. This ties into the broader
concept of phonological iconicity, where sounds carry sensory meanings—an idea
rooted in the hypothesis that every phoneme bears meaning through its articulation
(Magnus, 2001).

Auditory perception is vital for identifying and interpreting environmental
cues, including in culinary contexts. Sound can indicate food freshness, quality,
and texture. For example, the sizzle of a steak not only provides auditory
information but also evokes tactile and gustatory associations (Spence, 2011, p.
971). Terms like crunchy and crispy bridge sound and texture, with onomatopoeic
qualities that reflect actual auditory features—crispy correlates with high-pitched

chewing sounds, while crunchy reflects lower-pitched ones.

These sensory terms exemplify onomatopoeia, where sound mimics sound,
but they also show how phonological iconicity extends to other sensory qualities,
such as taste, luminance, motion, and texture (Winter, 2019, p. 25). In culinary
discourse, words like sharp, bright, or smooth illustrate crossmodal mappings,
often drawing from auditory experiences to describe tastes or textures (Clark,
1996, p. 187; Lehrer, 2009, p. 13).

Auditory-visual combinations further reveal how sensory modalities interact.
The notion of semantic congruency—where auditory and visual stimuli match in
meaning—can enhance perception and communication (Spence, 2011, p. 972).
Even when not directly referring to sound, certain phonemes or word structures
encode perceptual meanings, reinforcing the expressive power of auditory

language in cross-sensory contexts.
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1.2.2 Tactile, Olfactory, and Gustatory Modalities

The modalities of touch, taste, and smell hold a distinctive place in human
perception, often recognized for their intimate connection to subjective experience
and sensory ineffability—the difficulty or impossibility of fully verbalizing certain
sensations. Unlike the dominant visual and auditory modalities, tactile, olfactory,
and gustatory experiences are far more elusive in linguistic expression. As a result,
these modalities frequently rely on familiar objects, metaphors, or analogies to
convey their nuances, underscoring the limitations of language in capturing the

richness of non-visual sensory experience.

Tactile sensations, rooted in the sense of touch, include perceptions of
pressure, temperature, pain, and texture. These experiences range from the gritty
feel of sand to the soothing warmth of a cup of tea. Yet, the inherently subjective
nature of tactile experience poses challenges for precise verbalization. As Lynott
and Connell (2009) observe, metaphoric language often bridges this expressive
gap—for example, “rough voice” or “smooth transition”—transferring physical

touch sensations into abstract or auditory contexts.

In culinary discourse, tactile experience is primarily evoked through texture-
related terms such as “crunchy,” “velvety,” or “chewy,” and thermal descriptors
like “warm” or “cold.” These words rely heavily on shared cultural associations
rather than on sensory precision. This dependence on metaphor and common
source-based descriptors reflects a broader trend in the expression of tactile,
olfactory, and gustatory modalities: when direct description fails, linguistic

expression turns to analogy.

The sense of smell is arguably the most linguistically resistant modality.
Describing odors is particularly difficult due to their ephemeral and non-visual
nature. As early as 1916, Hans Henning argued that *“olfactory abstraction is
impossible”—unlike with color, where one can isolate shared qualities like “white”

across diverse objects, people cannot abstract a common odor shared by items like
17



jasmine, camphor, or milk. This limitation has enduring relevance (Henning, 1916,
as cited in Majid & Burenhult, 2014, p. 266).

Most people describe smells by identifying their familiar sources: “It smells
like roses” or “like banana.” This source-based strategy is not limited to
laypeople—professionals in the flavor and fragrance industries also lean heavily on
object references, supplemented with metaphorical expressions (Wilson &
Stevenson, 2006; Drake & Civille, 2002; Caballero, 2007). This linguistic
dependence on source identification highlights the difficulty of isolating odor as an

abstract property.

However, this ineffability is not universal. As Majid and Burenhult (2014)
show, certain non-Western languages possess extensive monolexemic odor
vocabularies. The Jahai people, for example, can name specific odors without
reference to external sources. Such findings suggest that the limits of olfactory
language are not fixed by the sensory system itself but shaped by cultural and

linguistic contexts.

In culinary language, olfactory experiences are commonly expressed through

terms like “aromatic,” “earthy,” or “floral,” which invoke known source-based
smells. Although these descriptors offer a shared point of reference, they fall short

of capturing the full depth of olfactory experience.

Taste, like smell, often resists precise linguistic description. The gustatory
lexicon in English typically includes the five basic tastes—*“sweet,” “salty,”
“sour,” “bitter,” and “umami”—yet these fail to account for the complexity of
culinary flavor. For instance, describing a dish as “umami” or “savory” only

approximates the multilayered experience it evokes (Smith, 2013).

As in olfactory description, metaphor and source-based language play a
crucial role. Terms such as “zesty,” “fresh,” or “buttery” rely on reference to

familiar sensations or ingredients, rather than articulating the taste sensation itself.
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This tendency reflects the ineffable quality of gustatory experience, which

frequently escapes full linguistic capture.

Cultural factors also influence how taste is expressed. In some languages, as
Majid and Burenhult (2014) argue, taste categorization is far more nuanced, with
dedicated terms for subtle distinctions. By contrast, English remains relatively
limited, demonstrating how linguistic structures both constrain and reflect

perceptual awareness.

This expressive challenge across tactile, olfactory, and gustatory modalities
highlights a crucial issue in sensory semiotics—the study of how senses are
communicated through symbolic systems. According to Winter (2019), sensory
meaning is often conveyed indirectly, through metaphors or associations, due to
the lack of modality-specific lexical precision. In culinary contexts, this semiotic
mediation is evident in the reliance on common descriptors (“creamy,” “peppery,”
“cooling”) to evoke complex sensory experiences. Such expressions, while

accessible, merely gesture toward the actual sensation, never fully replicating it.

This reliance on metaphor and familiar references also reflects a broader
communicative strategy that can be understood through the lens of multimodality.
As Jewitt, Bezemer, and O’Halloran (2016) argue, multimodality emphasizes the
way meaning is made through the integration of multiple semiotic resources—
language, gesture, image, and more—rather than treating each modality as a
separate, isolated system. Rather than privileging verbal expression, multimodal
approaches recognize that meaning is often constructed through combinations:
speech may be accompanied by gesture, taste descriptions by facial expressions, or

olfactory cues by visual imagery.

This framework challenges the traditional division between *“verbal” and
“non-verbal” communication, asserting instead that all semiotic resources
contribute to the construction of meaning. In sensory discourse—especially in the

rich context of culinary expression—language alone is rarely sufficient.
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Multimodality draws attention to how chefs, writers, and audiences rely on the
gestalt of meaning-making: the fusion of words, visuals, gestures, and embodied
knowledge to convey the full spectrum of sensory experience. Consequently, to
understand how language represents tactile, olfactory, and gustatory modalities, we
must account not only for what is said but how it is embedded in broader

multimodal interactions.
1.3. Interdisciplinary Studies of Modality
1.3.1. Modality in Culinary Linguistics

Culinary linguistics, an emerging field at the crossroads of language and
gastronomy, provides rich ground for exploring how sensory modalities are
expressed and negotiated in language. Central to this investigation are the olfactory
and gustatory modalities, which are notably resistant to precise verbalization. This
phenomenon is commonly referred to as ineffability. According to Stephen
Levinson and Asifa Majid (2014: 408) ineffability is ‘the difficulty or impossibility
of putting certain experiences into words’. It is something we intuitively
experience: people often disagree on how a perfume smells or how a dish tastes.
These disagreements stem not from a lack of vocabulary alone but from the

inherently subjective nature of these sensory experiences.

In professional culinary contexts, however, a standardized lexicon has been
developed to facilitate more consistent communication. Terms such as briny,
chalky, cloying, earthy, and grassy serve as shared references that allow chefs to
articulate subtle nuances of flavor and aroma. Yet, even this culinary terminology
does not fully constrain expression. Chefs frequently move beyond technical
vocabulary, employing their own metaphors and idiosyncratic expressions to
verbalize the processes of cooking and tasting. This phenomenon is especially
intriguing from a philological point of view, as it highlights how creative and
metaphorical language arises to bridge the gap between subjective sensory input

and intersubjective expression.
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Importantly, even with access to a proper culinary lexicon, perception
remains individualized. People inevitably interpret food properties through their
own sensory lens, shaped by personal experiences, memories, and associations.
Moreover, mastering this complex language of taste and smell demands more than
theoretical knowledge. It involves rigorous practice and the cultivation of sensory
acuity—something that cannot be acquired through ordinary experience. Many
flavors and aromas are inaccessible outside professional culinary environments and
require exposure under the guidance of skilled mentors in restaurants or culinary

schools.

Research in culinary linguistics confirms these observations. Winter (2016)
notes that olfactory and gustatory descriptors often carry a heavier emotional load
compared to visual or auditory terms. This aligns with neurological findings that
tie the chemical senses to affective brain regions such as the amygdala (Royet et
al., 2000). Meanwhile, Barry C. Smith (2013) points out that flavour is not a
unitary sensation but a multisensory integration of taste, smell (particularly
retronasal olfaction), texture, and temperature—yet we frequently speak of it as if
it were a singular modality. This linguistic simplification reflects both the
constraints of language and the embodied unity of sensory perception in food-

related contexts.
1.3.2. Cognitive Perspective on Modality

From a cognitive perspective, modality encompasses more than the encoding
of sensory data—it involves mental representation, conceptual structuring, and
linguistic categorization. Several cognitive frameworks provide insights into how

the senses are conceptualized and verbalized.

A foundational theory here is Conceptual Metaphor Theory (Lakoff &
Johnson, 1980), which asserts that abstract domains are understood through
mappings from more concrete, bodily experiences. Taste and smell, though often

underrepresented in basic vocabulary, play a significant role in metaphorical
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expressions. We describe people as “sweet,” ideas as “bitter,” and experiences as

“spicy”—demonstrating how the senses inform broader conceptual domains.

The notion of modality exclusivity also informs our understanding of how
certain words evoke specific sensory associations. As Lynott and Connell (2009)
observe, words like “fragrant” are tightly linked to smell, while “crunchy”
activates tactile and auditory imagery. Words with strong sensory associations tend
to be processed faster and more vividly, suggesting that sensory experience is

tightly woven into lexical access and comprehension (Connell & Lynott, 2012).

Equally important is the idea of intersubjectivity. According to Winter
(2019), language acts as a bridge that enables speakers to communicate inherently
private sensory experiences by drawing on shared cultural and perceptual
frameworks. In culinary discourse, this means that even metaphorical and
subjective expressions can achieve meaningful resonance when grounded in

common experiences or reference points.

The phenomenon of synesthesia provides further insight into the
interconnection between language and the senses. Lexical-gustatory synesthesia—
where individuals experience tastes in response to words—shows how deeply
entwined linguistic and sensory processing can be (Colizoli, Murre & Rouw,
2013). Neuroimaging has supported this by revealing overlapping brain regions
involved in both language and taste perception (Small, 2010; Ward & Simner,

2003), underlining the cognitive permeability of sensory boundaries.
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1.3.3. The Concept of Embodiment

The concept of embodiment plays a pivotal role in explaining how sensory
experience shapes language and thought. It posits that perception of the world is
inevitably subjective, because it is conditioned by the physical and cognitive
capacities of the human body. Our experience is filtered through our senses, which
are shaped by our biological makeup. In this sense, our construal of reality is not a
neutral mirror of the world “as it is,” but a representation structured by human

embodiment.

As such, we can never be entirely certain how another person perceives a
given smell, taste, or sensation. This epistemological gap—our inability to show
others the “results” of our sensory experience—is precisely what gives rise to
ineffability. There is no way to transfer or externally display our perceptual
experience in its full richness, and thus language often falls short in fully

communicating such experiences.

In line with this, Evans and Green (2006) emphasize that our construal of
reality is largely mediated by the nature of our bodies. Because of the unique
structure of our sensory and neural systems, humans perceive and categorize the
world in species-specific ways. They argue that our mental concepts—and the
“reality” we talk about—are limited to what we can perceive and imagine based on
embodied experience. Language, therefore, does not directly reflect the world, but

rather our embodied interaction with it.

Furthermore, concepts are not abstract in a vacuum; they are shaped by image
schemas—rudimentary conceptual patterns such as CONTAINER, BALANCE, or
CONTACT, which arise from our bodily interactions with space and objects
(Johnson, 1987; Lakoff, 1987). For instance, we can understand abstract ideas like
"being in love" or "in trouble" because they map onto the CONTAINER schema
rooted in physical experience. This process of mapping concrete, bodily experience

onto abstract domains is referred to as conceptual projection.
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Winter’s (2019) Embodied Lexicon Hypothesis builds upon these ideas by
arguing that our lexicon reflects embodied patterns, especially in domains like taste
and smell. Although these modalities are harder to verbalize, the words that exist
for them tend to be emotionally potent and socially grounded. The reason we lack
precise terms for many flavors is not merely linguistic poverty but the result of

cognitive and experiential limitations inherent in our embodiment.

Barry C. Smith (2013) also advocates for an embodied understanding of
perception. His analysis of the chemical senses underscores how taste and smell
cannot be separated from their bodily contexts. Flavour perception emerges
through the interaction of retronasal olfaction, taste receptors, texture, and
temperature—all processed in conjunction with emotion and memory. This
embodied integration challenges any simplistic or modular view of sensory
modalities and reinforces the idea that perception is a holistic, corporeal

experience.

In sum, the concept of embodiment not only explains why some sensory
modalities are harder to verbalize but also illustrates how language and cognition
are fundamentally grounded in the body. This perspective—shared by cognitive
linguists such as Lakoff, Johnson, Winter, Smith, and Evans & Green—places
sensory modality at the center of meaning-making and underscores the deeply

human, bodily nature of language.
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Summary to Chapter 1

Chapter 1 provided a comprehensive theoretical framework for understanding
modality as both a linguistic and sensory phenomenon. Beginning with
grammatical and semantic approaches, it traced how scholars such as Lyons,
Kratzer, Palmer, Nuyts, and Portner expanded the definition of modality from
structural categories to cognitive and evaluative meanings. These perspectives
emphasized subjectivity, speaker stance, and contextual interpretation, laying the

foundation for exploring modality beyond grammar.

The chapter then addressed the classification of sensory modalities,
highlighting the limitations of the traditional five-sense model. Drawing on work
by Winter, Smith, and others, it emphasized the integrative and cross-modal nature
of perception, particularly in culinary contexts where experiences of flavour often
blend taste, smell, texture, and temperature. The hierarchy of senses in language
and culture, as well as the expressive challenges posed by the chemical senses,

were explored through the lens of linguistic synesthesia and semiotic mediation.

In its final section, the chapter adopted an interdisciplinary approach by
drawing from culinary linguistics, cognitive linguistics, and embodiment theory.
Concepts such as ineffability, modality exclusivity, conceptual metaphor, and the
embodied lexicon were shown to be essential for understanding how chefs
verbalize sensory experience. The chapter demonstrated that language about food
IS not only descriptive but deeply subjective, emotional, and shaped by bodily

perception.

Altogether, Chapter 1 established that sensory modality is best understood as
a dynamic interplay between language, cognition, and embodiment. This
theoretical grounding paves the way for the practical analysis of chefs’ speech,
where sensory meaning emerges through richly multimodal and expressive forms

of communication.
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2. MODALITIES IN CHEFS’ SPEECH
2.1. Multimodal Communication in Culinary TV Shows

To explore the role of sensory modalities in culinary discourse beyond written
texts, | turned to MasterChef—an iconic and widely beloved cooking competition
show known for its intense atmosphere, expressive judging, and rich culinary
commentary. With its high production value and dynamic interpersonal exchanges,
MasterChef offers a compelling site for observing how chefs and judges
communicate about food through a multimodal lens. Speech, gesture, facial
expression, and tone all coalesce to create a layered semiotic experience. In this
context, language becomes performative: it judges, motivates, instructs, and
inspires. By focusing on episodes from the American version’s first season, this
analysis uncovers how sensory perceptions—taste, texture, smell, appearance—are
verbally and physically articulated, shaping both audience understanding and

contestant experience in real time.

In Episode 2 of MasterChef Season 1, the interplay between speech, gesture,
emotion, and sensory evaluation reaches a new level of complexity. Gordon
Ramsay, Graham Elliot, and Joe Bastianich deliver critiques that are rich not only
in linguistic creativity but also in multimodal performance, blending gesture, vocal

tone, spatial positioning, and metaphor to express sensory judgments.

One of the episode's most striking moments comes when Gordon Ramsay
criticizes a dish by drawing a vivid contrast between its presentation on the plate
and in the frying pan. He declares, "The sad news is the dish looks more appetizing
in there", while physically placing the pan beside the plate. His stress on the word
"there", paired with the physical gesture, exemplifies crossmodal mapping
between language and spatial deixis. Subsequent comments, "That looks
ridiculous" and "That looks delicious", are reinforced with hand gestures and

camera zoom-ins, creating a triadic interplay of visual evidence, bodily expression,
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and evaluative language. Ramsay's dramatization culminates in the exclamatory

lament, "Poor shame", a compact emotional judgment.

In contrast, Graham Elliot praises the "flavors in the curry" as "delicious™
without offering qualifiers. The absence of descriptive detail foregrounds the
general affective response, relying on intonation and emphasis rather than specific
lexical elaboration. Joe Bastianich, by simply tasting the dish in silence while
maintaining eye contact and then turning away, uses behavioral silence as a form
of communicative manipulation. This imposes emotional uncertainty on the

contestant and heightens dramatic tension for the viewer.

Later, Ramsay critiques another dish as "fu-fu pretentious", a moment loaded
with mimetic gestures and expressive reduplication. The phrase "fu-fu" uses sound
symbolism to evoke something excessively refined or inauthentic, pairing
linguistic play with a dismissive facial expression and awkward hand wave. The

culinary critique becomes a performative act.

When praising a curry, Ramsay leans forward and affirms, "I think the curry
Is outstanding. It’s mild, it’s delicious, and you’ve done it justice”. His leaning
posture, open eye contact, and bright facial expression convey warmth and
approval. The lexical items "outstanding™ and "mild" are typical culinary epithets,
with "done it justice™ offering moral praise. The entire sequence maps emotional

satisfaction onto gustatory excellence.

Ramsay continues in a more playful tone, saying, "It’s delicious! And the robe
Is fantastic!" Here, "robe™ metaphorically refers to the outer layer of the food,
transferring textile imagery to culinary texture. The evaluation is supported by

light, frivolous intonation, blending affect and taste.

In his more scathing critiques, Ramsay uses metaphor and simile: calling one
attempt "an insult to lettuce™ (personification) and describing a steak as "like a

dog’s dinner"” (simile + source-based metaphor). These expressions critique both
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flavor and presentation by projecting familiar cultural symbols of failure and

disregard.

Graham Elliot's comment about the contestant taking "liberties with what
should be classical tie-in flavours" critiques the deviation from traditional
combinations. The phrase "tie-in flavours” is metaphorical, projecting the idea of

narrative or structural coherence onto taste.

Joe Bastianich critiques another dish by saying, "You’re not delivering the
passion on the plate". This is a clear example of metonymy: the plate stands in for
the chef’s emotional investment. Emotion is treated as a substance poured into the
food, a conceptual metaphor commonly found in expressions like "you poured

your heart into this".

Later, Elliot praises a dish with, "Wow, those spices come straight out.
There’s a lot of heat", where "come straight out" is a personifying metaphor and
"heat" operates metonymically for intense seasoning. Linguistic synesthesia is
evident: visual motion is linked to tactile and gustatory sensations. The interjection

"Wow" acts quasi-onomatopoeically, mimicking a spontaneous sensory response.

Ramsay deepens this synesthetic register by saying, "First mouthful. Close my
eyes. I’'m in India.” This is a potent taste-to-place mapping, where flavor triggers
spatial and cultural associations. The underlying conceptual metaphor casts taste as
transport, a vehicle of memory and geography. His gesturing as he says this

supports the immersive quality of the experience.

In an emotional high point, Ramsay declares, "This is heart, and soul, love,
and passion, and more importantly: it’s just delicious!" The expressive hand
gesture (fingers drawn together) visualizes sensory harmony, while the lexical
progression builds affective weight. Taste becomes a vessel of emotional

transmission, embodying the idea that cooking transfers personality into food.
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However, critique returns when Ramsay laments that although there are
"elements of joy on the plate", the main component is "overcooked". The phrase
"joy on the plate™ fuses emotion with presentation, a synesthetic metaphor where
visual layout is read as affective content. Yet this is undermined by a breakdown in
taste and texture, reinforcing the dominance of gustatory judgment in the sensory

hierarchy.

Ramsay further praises a dish: "And it’s hot. Delicious. No funny fancy
squashy bottles", referring to the spiciness with the classic thermo-gustatory blend
of "hot". His expressive shaking of the hands signals oral heat, turning internal
sensation into bodily performance. The alliterative phrase "funny fancy squashy
bottles” mocks artificiality, contrasting mass-produced condiments with authentic,
home-cooked food. Here, phonetic iconicity (“squashy") mirrors texture and

cultural disdain.

Throughout this episode, the judges’ evaluations are not merely verbal
assessments; they are embodied performances, rich in metaphor, synesthesia,
semiotic layering, and gestural reinforcement. Sensory experience is articulated
through crossmodal mappings, and emotional resonance is amplified through
voice, gaze, rhythm, and movement. This renders MasterChef not only a culinary

competition, but a performative arena of sensory semiotics.

In Episode 3 of MasterChef Season 1, the judges continue to exhibit a
complex interplay of sensory language, embodied gesture, and conceptual
metaphors, advancing the multimodal richness of culinary evaluation. The
commentary is laden with expressive tonalities, conceptual mappings, and vivid

sensory hierarchies that reveal how cooking is both a material and symbolic act.

Graham Elliot opens with a layered comment: “Really nice flavours. | love
the rustic approach, but | think the egg is kinda lost.”” While there is no overt
synesthesia, the phrase "rustic approach™ implies a cross-modal fusion of visual,

tactile, and gustatory sensations — evoking rugged textures, homemade visuals,
29



and bold, hearty tastes. The metaphor of the egg being "lost" personifies the
ingredient, suggesting that its sensory presence is either overshadowed or diffused.
The dish, though flavorful, suffers from a conceptual incoherence, with its central

identity fading into the background.

Graham deepens this cognitive framing with a technical critique: “You’ve
dichotomized the egg, divided it into two components: its yolk and its white.”” The
term "dichotomized" imports a logical or philosophical structure onto food,
converting the ingredient into a dual system. The hard consonants and clipped
rhythm of the sentence reinforce the structural and precise nature of the critique.
His carefully measured pauses add gravitas, aligning the verbal delivery with the

concept of deliberate technical execution.

Joe Bastianich adds a terse judgment: “The overall dish is a little bit clunky”.
While not direct synesthesia, "clunky" engages multiple modalities—it suggests
visual awkwardness, tactile heaviness, and even a dull auditory clank. The word
itself is phonetically iconic: its heavy plosives and nasal textures echo the uneven,
ungraceful coordination of the dish’s elements. Conceptually, the dish becomes an

ill-functioning mechanism, lacking harmony.

A key moment of sensual dramatization occurs when Graham gently cuts into
a poached egg, observing as the yolk spills out. He remarks with soft excitement:
“That’s gorgeous! | think it’s a very yummy egg dish”. This sequence stages a
subtle synesthetic mapping from sight to taste: the visual of the yolk's flow
prefigures gustatory pleasure. The act of cutting becomes a symbolic revelation,
where culinary success is unveiled both visually and emotionally. His gentle tone

and approving nod add emotional resonance to the multisensory experience.

Meanwhile, Gordon Ramsay critiques the dish's sweetness with a balancing
gesture, saying: “l have a problem with this sweetness of the brioche”, and
elongates “‘siiize” as he gestures emphatically. The synesthetic metaphor is faint

but clear: sweetness and size are evaluated as spatial and proportional elements,
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with the hand motion representing gustatory equilibrium. Ramsay translates taste

Imbalance into a visual metaphor for weight.

Touch resurfaces in his terse critique: “The goat cheese is very sticky™. This
IS a cross-modal mapping of tactile properties onto flavor judgment. The sticky
texture implies negative mouthfeel and indirectly critiques flavor coherence. Joe
complements this with ““Feels heavy. It feels like it might sink™, projecting tactile
and proprioceptive sensations onto a dish's structure. The metaphor of sinking adds

emotional and visual weight, suggesting a failure of levity or finesse.

Ramsay later assesses another dish: *“Dish, however, is somewhat
fragmented”, accompanied by a grating gesture. The fragmentation metaphor
implies visual and textural disunity, a breakdown in flavor integration. The gesture
not only visualizes the critigue but also reinforces it through embodied

performance.

In another evaluative sequence, Ramsay praises: “Visually it’s intriguing.
Pleasant. Seasoned, perfectly.” But critique follows: “You’ve sliced it against the
grain”, demonstrated with slicing gestures. The result is “‘unnecessary... tough”,
uttered softly with a hand near his chest, adding emotional softness to an otherwise
harsh textural judgment. The dual gestures—slicing and heart-centered—

emphasize both the physical and affective dimensions of culinary failure.

The phrase “the richness of the yolk coats the steak™ blends visual and tactile
Imagery to describe taste. The action-based verb “coats™ suggests a causal
relationship between slicing and flavor transformation. Conversely, “the potatoes
are too lumpy” relies on phonetic mimicry; the blunt sound of "lumpy" aurally

reflects its undesired texture.

Ramsay later contrasts a visually plain dish—*“Plain Jane”—uwith its hidden
depth: ““Get inside... it just gets better and better.”” His gestures evolve from

swinging an imaginary bowl to explosive hand movements, dramatizing the move
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from underwhelming appearance to gustatory delight. The metaphor “blow you

away’” anchors the evaluation in tactile-emotional territory.

Ramsay then declares: “It’s seasoned beautifully, and... | want more™, paired
with reaching gestures. This craving is immediately countered by: “when you put
food on a plate that old-fashioned, that really does let that dish down”, delivered
with joined hands and a softened tone. The visual critique contrasts with the prior
gustatory approval, showing how visual presentation can override flavor in overall

judgment.

Finally, Joe Bastianich concludes a critique with theatrical flair: ““You create
a little facade... then you come and kick us in the butt with a ballsy move like an
open-faced BLT.” The metaphor "kick in the butt" creates a tactile-emotional
shock, mapping bold culinary choice onto physical sensation. His gesture of
spreading hands and raised eyebrows suggests surprise and admiration. The blend
of metaphor, gesture, and voice embodies a culinary narrative of deception and

revelation, turning food into an expressive act of identity and risk.

Episode 3 thus continues to exemplify how MasterChef’s judges employ
multimodal communication to evaluate sensory experiences. Their use of
metaphor, synesthesia, gesture, and vocal modulation transforms culinary critique

into a performative, emotionally resonant discourse.

In Episode 4 of MasterChef Season 1, the multimodal dynamics of culinary
discourse are brought to the fore through Sharone’s, one the show’s participant’s,
vivid recounting of a kitchen mishap. His commentary—*“The blue cheese just
gunked all over the place, got all over the griddle, melted through... It was a
complete disaster”—is a prime example of how language, gesture, and affect

converge to construct a multisensory narrative of failure.

The term "gunked" stands out as a richly synesthetic expression. It blends

visual and tactile perceptions into a single word, conjuring imagery of stickiness,
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messiness, and chaotic motion. This verb, alongside "melted through", creates a
sequence of sensory overload: a collapse of form, a tactile mess spilling across the
cooking surface. The absence of olfactory and gustatory descriptors emphasizes
that this moment is not about flavor but about visual and textural disintegration.
The sensory experience is thus skewed towards lower-tier modalities in the
perceptual hierarchy—touch and sight—framing the event as one of structural,

rather than culinary, failure.

Conceptually, Sharone’s language projects a scene of loss of control. The
ingredients are anthropomorphized as rebellious agents, defying the cook’s intent.
The phrase "complete disaster” encapsulates the emotional finality of the event,
portraying the kitchen not as a site of creation but as a zone of entropy. His
commentary transforms the technical problem of cheese melting into a

metaphorical narrative of chaos and defeat.

Phonetic and onomatopoeic features enhance this effect. "Gunked" is a word
that mimics the very sound and feel it describes: thick, heavy, unpleasant. The hard
/g/ and nasal /n/ combine to create a phonetic texture that echoes the physical
mess. "Melted through™, by contrast, has a fluid, soft cadence, signifying the
gradual collapse of form. This interplay of sounds reinforces the tactile-visual

imagery through auditory cues.

Sharone’s verbal strategy leans heavily on source-based and experiential
language. He avoids technical or detached culinary terminology, instead choosing
viscerally immediate descriptors. This aligns with a semiotic mediation strategy
centered on common, affectively charged words like "disaster" and "gunked"—
terms that are both accessible and emotionally resonant. These words function as
evaluative signs, conveying judgment and sensory overwhelm without the need for

elaborate explanation.

While specific gestures or facial expressions are not transcribed, it is likely

that Sharone’s delivery was accompanied by expressive body language—gestures
33



indicating the spread of the mess, perhaps a facial grimace or a tone of frustration.
These multimodal elements enhance the sense of collapse. The narrative thus
becomes not just a description of a technical error but a performative moment

where verbal, visual, and emotional modalities converge.

Episode 4, though centered around a singular vivid event, exemplifies the
broader aesthetic of MasterChef: cooking as a dramatized sensory experience.
Through Sharone’s expressive account, culinary failure is transformed into a
multimodal spectacle—a scene in which sensory language, conceptual metaphor,
and embodied communication tell a story of chaos, struggle, and embodied

reaction.

Episode 6 of MasterChef Season 1 is a compelling showcase of multimodal
and multisensory expression, with contestants and judges collaboratively
constructing a vivid sensory world through speech, gesture, metaphor, and affect.
The episode captures the synesthetic, conceptual, and performative layers of

culinary language, as well as the embodied semiotics that animate the kitchen.

Jake’s, one participant’s, proclamation—"1 love chocolate. I'm a chocolate
freak... It’s gonna be a little party in your mouth"—functions as a masterclass in
linguistic synesthesia. The phrase "a little party in your mouth” merges taste with
auditory, Kinetic, and emotional imagery, transforming flavor into an internal
celebration. His enthusiastic repetition of "It’s gonna be..." mimics incantation,
turning speech into performance. Gesture-wise, Jake casts his hands like a
magician, externalizing creativity and emotional investment. The hierarchy of
senses here begins with taste but expands into sight, sound, and feeling, projecting

flavor as an immersive, joyous event.

Gordon Ramsay's critiqgue of Jake's dish further exemplifies multimodal
semiotics. His phrase "clumsy like a bull in a china shop" is a classic idiomatic
projection of character onto performance. The unexpected compliment—"a

handsome cupcake"—anthropomorphizes the dish, turning visual presentation into
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aesthetic judgment. Cutting the cupcake and identifying ""chocolate pistols running
through the centre™ adds motion and visual excitement to the gustatory core,
culminating in praise for producing "the goods" within a timed constraint.
Ramsay's gesture of spreading hands at "however" and his pacing create a dramatic
pivot from critigue to commendation, reinforcing the narrative arc through

embodiment.

Joe Bastianich adds a poetic dimension by calling the dessert "an ode to a
flourless cake". This metaphor elevates the dish to the level of artistic tribute,
where food is not only tasted but admired, conceptualized, and remembered. His
calm, admiring tone and slightly uplifted expression lend gravity to the evaluation,

reinforcing the interplay between emotional and intellectual appreciation.

Gordon again emphasizes sensory sequencing in his comment: "The secret
behind a good cupcake is excitement that draws you into the top, and then moist
inside.” The progression from visual appeal to textural satisfaction highlights a
sensory journey, and his use of the knife to cut the cupcake externalizes this
discovery. The phrase "ease of the knife running through” merges tactile and
auditory qualities, reinforcing the cupcake's ideal texture through multiple sensory

Ccues.

Joe continues the multimodal thread with his succinct comment: "Cream
cheese is rich, it's good,” punctuated by raised eyebrows. Graham Elliot
complements this with a nod and a remark on visual beauty: "Visually, | think it's
the prettiest one I've ever seen."” These small, controlled gestures underscore the

importance of restrained, aesthetic admiration in the show's evaluative culture.

Joe’s description of another cupcake as having a "coconut-interaction” and
"flavor pops™ taps into a synesthetic register where taste is explosively auditory.
His fingers held together in a precision gesture signal balance and control,

matching the descriptor "a very smart cupcake." Language and body jointly
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convey that this dessert is the product of culinary intelligence and refined

execution.

Cat Cora’s comments add emotional and textural layering. Her phrase "to die
for" dramatizes taste pleasure to existential levels, while "crisp squash blossoms™
cue touch and sound, evoking finesse. Her pride is expressed not only verbally but
through warm tone and gestural rhythm, transforming description into

performance.

As she demonstrates how to cook her dish, Cat emphasizes technical rhythm:
"You want a smoking hot pan... caramelization... really beautiful color." Her hand
movements mimic whisking and pouring, while her instructions frame cooking as a
choreography of sensory and temporal precision. The teaching tone and embodied

enactments translate technique into multisensory cognition.

Sharone adds a clever layer of metaphor by saying, "Maybe | can butter up
the judges™ and "sweeten up the judges a little bit". These expressions merge
culinary decisions with social persuasion. His substitutions—butter for oil, shallots
for onions—become emotional strategies, and his likely smirk and light tone reveal
self-awareness. Gordon, addressing Sharone, commands: "Put all that bravado and
cockiness onto the plate." This directive equates emotion with culinary expression,

urging the contestant to channel personality into sensory output.

Joe critiques Kat’s dish by saying it had "a cornucopia of salad" where "the
fish was trying to break through the ocean.” This metaphor frames visual overload
as narrative imbalance. Though he praises the “caramelization™ and notes the fish
Is "cooked very well," he laments the visual chaos. His gestural language and

verbal rhythm reinforce the scene, transforming plating into storytelling.

Cat celebrates Jake again, praising the sauce as "stunning™ and perfectly
balanced. Her hands swing as she speaks, dramatizing her admiration, and the

buildup to "you rocked it" creates an emotional climax, blending critique with
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encouragement. Conversely, she critiques Farug's dish by noting the "looseness™ of
the sauce and the "dry" salsa, emphasizing the need for more whisking through
mimetic gestures. The focus is on touch and integration, and her tone is

pedagogical.

Finally, Ramsay's assessment of a thin slice of halibut shows his signature
performative style. Describing it as "your nemesis" and saying it might "bite you
on the butt" sets up a culinary narrative of risk and betrayal. When he tastes it and
exclaims, "Damn, the fish is dry!" the emotional sharpness is heightened by his
action of picking apart the fish, pointing to its “canned texture." This critique
marries gesture, metaphor, and tone to convey failure as both sensory and

symbolic.

Episode 6, through this array of metaphors, gestures, rhythms, and emotional
cues, exemplifies the deeply multimodal nature of culinary evaluation. Sensory
language, conceptual framing, and embodied delivery merge to turn cooking into a

linguistic, performative, and semiotic spectacle.

In Episode 7 of MasterChef Season 1, Sharone’s retrospective commentary on
his cooking mishap becomes a powerful moment of multimodal expression that
encapsulates culinary failure through rich sensory language and emotional
delivery. His statement—"The blue cheese just gunked all over the place, got all
over the griddle, melted through... It was a complete disaster"—unfolds as a

vividly textured narrative that blends verbal, conceptual, and embodied modalities.

The verb "gunked" is central to the multisensory effect. It performs a
linguistic synesthesia, fusing tactile and visual sensations into one thick,
squelching image. It evokes not only what the scene might have looked like—
cheese oozing chaotically—but also how it might have felt: sticky, messy,
uncontrolled. Paired with "melted through,” this imagery communicates not just a
change in substance but a collapse of form—an undoing of the intended culinary

structure. Here, taste and smell are notably absent, and the sensory frame is
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dominated by the lower-tier modalities of touch and sight, reinforcing the narrative

of visual-tactile chaos.

Sharone’s conceptual projection recasts the kitchen not as a place of precision
and creativity but as a site of entropy. The language suggests that the ingredients
have agency, acting in rebellion against the chef’s intent. The phrase "complete
disaster™ serves as both a narrative climax and a judgment, conveying emotional
resignation. Cooking becomes an unraveling process, where the intended order

gives way to mess, surprise, and defeat.

Phonetically, the utterance "gunked" is heavy and clumsy, with its hard /g/
and nasal /n/, mirroring the very quality of the mess it describes. It carries a quasi-
onomatopoeic function—sounding like the sticky collapse it references. This sound
symbolism deepens the sensory immediacy of the scene. In contrast, "melted
through™ has a softer, almost languid cadence, articulating the gradual nature of the
failure. The phrase "complete disaster"”, ending in a crisp consonantal burst, enacts

a verbal full stop that signals total collapse.

Sharone’s source-based strategy favors experiential immediacy over
technicality. He doesn’t describe a cheese that overcooked or overheated. He
chooses affective shorthand—"gunked", "melted", "disaster"—which dramatizes
the failure and renders it accessible to both the judges and viewers. These words
act as emotionally loaded semiotic signs, replacing professional culinary critique

with a raw, sensory-emotional narrative.

Although no gestures are transcribed in the broadcast, it is likely that
Sharone’s delivery was supported by expressive body language. Gestures
indicating the spread of the cheese or his own frustration would have enhanced the
performative quality of the moment. His tone, likely laced with resignation or

disbelief, would contribute to the scene’s multimodal impact.
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Thus, Episode 7 offers a compact yet richly layered instance of how culinary
failure is turned into a sensory and emotional narrative. Through Sharone’s vivid,
embodied language, the moment transcends the technical and becomes a dramatic
spectacle of loss and collapse—a moment where sensory overload, conceptual
metaphor, and performative cues converge to embody the chaos of cooking gone

wrong.

Episode 8 of MasterChef Season 1 further intensifies the series’ dynamic
interplay of multisensory communication, emotional projection, and embodied
culinary storytelling. The episode threads together the physical, emotional, and
conceptual aspects of food preparation and critique, shaping a rich tapestry of

multimodal semiotic exchange.

The narrator’s opening line—*“Even the most seasoned chefs can have
difficulties preparing a crab dish”—uses linguistic synesthesia to introduce the
theme. The word ““seasoned” is a double entendre, connoting both experience and
literal flavor. This pun fuses culinary and experiential domains, implying that
mastery in cooking comes not only through technical skills but also through
sensory and emotional growth. Multimodally, the calm narration overlays tense
footage of struggling chefs and dramatic music, reinforcing the crab as a

formidable culinary opponent.

Sharone continues this affective thread by reflecting, ““I felt great. Because |
really put my heart into that plate.” His statement exemplifies a powerful
synesthetic metaphor, converting emotion into substance. The heart becomes an
ingredient, and the plate transforms into a symbolic canvas of sincerity and care.
This emotional projection reframes food not just as product but as personal
testimony. While physical senses such as taste and sight are implied, the affective
domain dominates, foregrounding emotional authenticity over technicality. His
tone and gestures likely reinforce this, presenting the dish as a ritual offering of
selfhood.
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Gordon Ramsay’s critique further enriches the multimodal terrain. His
description—*“This dish has a visual impact, very intricate. Dangerous thing
(about prosciutto) wrapping the crab... vibrant citrus flavour... delicate sweetness
of the crab... I want more... Love it”"—is loaded with cross-sensory language.
Visual, tactile, gustatory, and emotional registers overlap. “Visual impact”,
“intricate”, and *“crunch” anchor the description in sight and touch, while
“vibrant citrus” and “delicate sweetness™ evoke flavor with emotional coloring.
Ramsay’s dramatic pauses and gestures (like finger movements around the mouth
or a serious thumbs-up) not only convey aesthetic pleasure but bodily echo the
sensations he’s describing. The emotional climax—*“l want more”—caps the

critique with a desire that is both sensory and symbolic.

Graham Elliot praises a dish that “just screamed at me”, using a synesthetic
metaphor that converts visual or conceptual immediacy into auditory form. This
““scream’ captures the dish’s expressive power. His follow-up—*“You knock this
challenge out of the park... this is awesome!”—relies on kinetic and affective
metaphors, transforming gustatory satisfaction into physical triumph. His body
language—nodding, steepling fingers—provides gravitas, reinforcing the blend of

emotional exuberance and technical admiration.

Ramsay again fuses olfactory and emotional registers by sniffing a halved
passion fruit and declaring, “It’s just so natural. Pungent. And incredibly
romantic.”” The word “pungent” typically connotes intensity or sharpness in smell,
but Ramsay shifts it toward ““romantic”, creating a bridge between aroma and
emotional atmosphere. This moment exemplifies how olfactory experience
becomes a vector for poetic sentiment. The reverent sniff and inclusive gesture

toward fellow judges co-creates a communal moment of sensory reverence.

Sharone’s reaction to losing—“I’m steaming that | didn’t win this last
challenge”—is a quintessential case of synesthetic metaphor. Anger becomes heat;

emotional frustration is translated into thermal and bodily imagery, particularly apt
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in a culinary context. This ““steaming” reflects both emotional and occupational

stakes, symbolizing the blending of identity, ambition, and performance.

Elliot’s remark—*“The beef is sublime... melts in your mouth... like butter”’—
returns us to classic culinary synesthesia. Mouthfeel and taste are fused in a
cascade of softness, warmth, and pleasure. Graham’s praise is multisensory,
supported by references to visual process (“I saw all that in your pan’) and
gestural reenactments of basting. The neologism “inhalved” coined by Ramsay
when describing another beef dish—"you’ve sort of inhalved the flavor of the
beef'—exemplifies the limits of conventional language in expressing sensory
refinement. This invented term blends “inhaled” and *“halved”, suggesting

breathability and de-intensification of rawness, signaling sensory alchemy.

Ramsay’s line—““It’s like a sci-fi movie!”’—provides a striking visual-cultural
metaphor. Though not overtly sensory, it conjures an imagined audiovisual world:
surreal shapes, intense colors, and unknown flavors. By pulling from cinematic
experience, Ramsay positions the dish as an aesthetic spectacle, blending humor

with admiration.

Conversely, Joe Bastianich uses scathing metaphor—*“This is like a buffet
gone bad”—to articulate disgust. The phrase implies visual clutter, olfactory
overload, and flavor confusion. It’s not just a critique of taste, but of composition,
coherence, and cultural value. Delivered likely with irony and a dismissive gesture,

the comment becomes a performative act of disapproval.

Another standout moment is Gordon’s praise: “The smell, the excitement, the
delicacy... is what we’re dying to taste.” Here, Ramsay strings together a sensory
crescendo—smell, emotional tension, delicacy—framing desire as a build-up of

multisensory anticipation.

Finally, Joe’s comment to Sheetal—*“You might criticize this dish perhaps for

being too simple, but I think that it excels in its simplicity... I’m sure that crab is
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very very happy to give his life for this dish”—Dblends irony, respect, and ethical
complexity. The anthropomorphized crab mediates Sheetal’s personal and cultural

struggle, elevating her culinary act into one of spiritual and emotional significance.

Overall, Episode 8 demonstrates how food becomes a vessel for emotion,
narrative, culture, and technique. Through language, gesture, tone, and metaphor,
the judges and contestants co-create a richly textured world of taste and meaning—

one where a dish is never just a dish, but a story told through senses.

Episode 9 of MasterChef Season 1 unfolds as a vibrant exploration of sensory
overload, performative expression, and cultural embodiment in the kitchen. As
contestants compete and judges deliberate, language becomes a vehicle for
projecting emotional, sensory, and conceptual complexity onto food and its

makers.

Jake’s quip about the Red Team—"running around like a bunch of chickens
with their head cut off"—offers a chaotic visual metaphor. Though idiomatic, it
functions as linguistic synesthesia: evoking motion (kinaesthetic), visual disarray,
and possibly even auditory confusion. The conceptual projection transforms team
dysfunction into animalistic frenzy, stripping them of rational control. Sensory
hierarchy prioritizes vision and motion, depicting disorder as visual turbulence and
physical aimlessness. Phonetic elements—the harsh consonants and choppy
rhythm—echo the uncoordinated energy of the scene. This rural metaphor serves
as a source-based strategy, reinforcing the lack of leadership by removing the
symbolic ““head”. Delivered likely with sarcastic tone and dismissive gestures,

Jake’s comment fuses humor and critique through a multimodal performance.

Meanwhile, David’s tasting of Whitney’s dressing—"tastes a little vinegary...
| think the cheese will take the acid down"—highlights subtle gustatory interplay.
The spatial metaphor ““take the acid down’ blends taste with motion, suggesting a
flavor gradient that can be adjusted. Conceptually, David casts the dish as a

negotiation between sharpness and creaminess, projecting balance as a culinary
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philosophy. Taste remains central, though texture (mouthfeel) and implied smell
emerge. Phonetic iconicity in “vinegary’ and “acid” carries sharpness, while the
downward intonation of ““take... down™ mirrors sensory softening. This source-
based strategy draws on culinary logic: cheese as a neutralizer. David’s likely
squint or puckered lips amplify the vinegar’s bite, while his measured tone signals

both attentiveness and culinary authority.

Sharone’s reflection—"Our team is focused... and all of a sudden | hear chef
Ramsay just chewing out the blue team"—introduces affective contrast. Ramsay’s
verbal attack is portrayed as sudden and intense, breaking Sharone’s team’s flow

and illustrating the show’s volatile energy dynamics.

Joe Bastianich delivers a deeply embodied cultural metaphor while praising
Jake’s pasta work: “You have to have the heat of your hands... That’s how you put
love in it... They put their hips into it.”” Here, Joe blends tactile warmth with
emotional passion, turning pasta-making into an act of sensual immersion. His
gestures—rolling hands, smiling eyes, shifting posture—transform language into
performance. The hierarchy of senses centers on touch and motion, with emotion
as a guiding principle. Phonetic softness and rhythmic fluidity in phrases like “full
body motion™ reinforce the message of graceful intensity. As a source-based
strategy, Joe draws on Italian culinary heritage, positioning food-making as an act

of love and cultural embodiment.

Ramsay and Graham's exchange about Jake’s emotional state—‘“He’s still
angry...” “You see that coming through in his actual working”—introduces the
body as an emotional register. Graham mimics Jake’s egg mixing, projecting affect
through motion. This moment turns culinary labor into a window into emotional

expression, with touch, gesture, and facial mimicry forming a semiotic cluster.

Lee’s comment—*‘| want that bite, | want that fresh garlic kick’—relies on
tactile and kinesthetic metaphors. “Bite”” and ““kick’ transform flavor into physical

Impact, a classic case of linguistic synesthesia. Taste and touch dominate, as the
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flavor is not passively received but actively felt. These metaphors carry conceptual
projection: garlic becomes a sensory provocateur, not just an ingredient. Phonetic
iconicity in “bite” and ““kick’ sharpens the verbal delivery, mimicking the jolt of
flavor Lee desires. Likely delivered with energetic tone and gestures, the line

exemplifies how chefs convey flavor profiles through embodied language.

Graham’s critique—*“By not tossing with the sauce we’re now left with... a
cake of pasta—evokes a texture-based metaphor. “Cake” connotes density and
visual blockiness, contrasting ideal pasta’s fluidity. The conceptual framing turns
an absence (no tossing) into an object (a pasta-cake), blending taste, texture, and
failure. “Cake™ as a phonetic unit is compact and heavy, mirroring the lump it
describes. This critique fuses culinary causality with visual and tactile dissonance,
made more poignant by Graham’s likely disappointed tone and demonstrative

pointing.

Joe’s comment—*“Seems a little heavy-handed, a little bit much”—uses
touch-based metaphor to critique imbalance, while Ramsay adds: “Cream is far
too over reduced, it’s gone greasy.” These evaluations emphasize missteps in
textural and visual harmony, marking where culinary intentions collapse into
sensory excess. Joe later praises a dish’s cohesion: “from sauce to pasta... cooked
together... you might expect to get in a restaurant,” signaling integrated flavor and

visual unity.

Gordon’s direct remark—*“The garlic is far too strong in there’—frames
flavor as force, a common synesthetic construction. Here, “‘strong” becomes
excessive, evoking an overpowering smell and taste. The critique centers on
imbalance—garlic becomes not a note, but a dominant voice. Phonetic sharpness
and clipped delivery amplify displeasure. This aligns with culinary semiotics
where strength equates to poor restraint. Joe softens the critique: ““Aside from raw
garlic... very Southern Mediterranean profile... | like.”” This moves from fault to

appreciation, blending cultural association with sensory profile. *“Southern
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Mediterranean” becomes a symbolic flavor identity, mediating experience through

geography and taste.

Episode 9 thus exemplifies the linguistic and multimodal artistry of
MasterChef — where cooking is a performance of sensory negotiation, metaphor,
tradition, and embodiment. Judges and contestants alike use speech, gesture, tone,
and metaphor to transform food into narrative, critique into performance, and

flavor into felt experience.

Episode 10 of MasterChef Season 1 continues the rich interplay of
multimodal communication, emotional projection, and sensory metaphor that
characterize the series. In this episode, language once again becomes a primary
tool for expressing both praise and critique, laden with figurative expressions and

embodied gestures.

Gordon Ramsay’s sharp critique—"You serve me a bland, disgusting bowl of
food. It looks like baby vomit!"—immediately commands attention through
metaphor and visual grotesquery. The comparison to "baby vomit" draws on a
powerful visual and affective image, mapping disgust onto sight and anticipated
taste. Linguistically, this is a form of conceptual projection, where appearance
forecasts a negative flavor experience. The sensory hierarchy here privileges vision
(color, form, texture) and emotion (disgust). The expression "bland™ further signals
absence—not of food, but of stimulation, anchoring the critique in both gustatory
and emotional voids. Delivered likely with an intense gaze or animated gesture,

this metaphor becomes an act of semiotic violence—branding the dish as abject.

Meanwhile, contestant Sheetal tries to defend her dish: “I thought, maybe that
simplicity was going to carry the flavor.” Her statement invokes the culinary
philosophy of minimalism as a virtue. Conceptually, she projects the idea that
restraint can let ingredients speak for themselves. The term "simplicity” here is

positioned as a possible vector of flavor intensity rather than its absence. This
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philosophical projection—"simplicity equals purity and depth"—clashes with

Ramsay’s visual and emotional reading of the dish.

When Gordon comments, “The thing | love about you is that you are so
determined to win this competition... But you can’t underestimate how difficult it
Is,”” he blends motivational discourse with performative empathy. The sensory
dimension is muted here, but the tone and body language (likely soft-spoken, eye
contact) become primary channels of communication. This moment marks a shift
In register—from aggressive to supportive—nhighlighting the dynamic emotional

arcs of the show.

Elsewhere, the judges continue to deliver multisensory critiques. Gordon’s
line—"You can't serve that... this is jail food!"—employs a socially loaded
metaphor. "Jail food" operates as a socio-cultural frame: low quality, mass-
produced, devoid of care. This draws on a source-based strategy, invoking the idea
of institutional cuisine to index culinary failure. Sensory-wise, the phrase connotes
visual dullness, tastelessness, and emotional detachment. Gordon’s delivery,
probably animated with exaggerated disgust or disbelief, amplifies the

performative nature of his feedback.

Graham Elliot offers a gentler but equally layered observation: “There’s some
technique here... but the seasoning is completely off.”” The word "technique™ aligns
with cognitive control and method—Ianguage of professionalism. In contrast,
"seasoning is off" returns to gustatory immediacy. This juxtaposition creates a
tension between craft and sensation—intellectual versus embodied knowledge. The
critique is layered: a technical success undermined by sensory failure. This
moment likely features Graham’s usual composed delivery, relying more on tone

than gesture.

In a more performative moment, Joe Bastianich leans into cultural metaphor
again. Speaking of a pasta dish, he remarks: “This is the kind of pasta you could

eat on a backstreet in Naples. Real, rustic, honest.”” Here, Joe projects place into
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plate. "Backstreet in Naples" becomes a proxy for authenticity, tradition, and
cultural depth. This is a classic case of linguistic synesthesia and conceptual
projection: flavor is made to evoke geography, history, and even socio-political
atmosphere. The phrase ““real, rustic, honest” employs affective descriptors that
transcend taste, projecting integrity and emotional resonance onto the food. The
sensory hierarchy here is inverted: taste conjures sight, sound (street life), and

cultural memory.

Multimodality is strong throughout the episode. Ramsay’s critiques are
almost always accompanied by animated hand gestures, shifting body posture, and
intense facial expressions. Joe frequently mirrors cultural embodiment with
gestures that mimic eating or making pasta, reinforcing the sensory and cultural
depth of his commentary. Graham uses calmer tones and evaluative hand motions

to spatially illustrate flavor balance or texture.

Episode 10 showcases MasterChef's continued investment in culinary
storytelling. Through metaphor, gesture, and multimodal cues, food becomes a
complex sign system—expressing failure, success, culture, and emotion. The
judges are not merely tasting—they are translating sensation into language, and in

doing so, constructing culinary meaning as both critique and narrative.

Episode 11 of MasterChef Season 1 explores food as narrative, ritual, and
performance, layering ecological awareness with technical precision and emotional
stakes. This episode is marked by deeply metaphorical language, where sensory
perception and conceptual framing merge to elevate—or undermine—the

contestants' culinary identities.

Lee’s reflective statement—*“the same way that I’ve pulled it out of the water,
I’m gonna keep it on the plate, with the broth... the water it swam in to live”—
functions as a quiet philosophical manifesto. Though lacking overt linguistic
synesthesia, the line conjures a visuo-tactile-ecological fusion. The broth is not

merely stock but symbolic water, merging life, death, and transformation in a
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single element. Conceptually, Lee projects continuity between nature and cuisine:
the cooking process becomes a preservation of origin. The sensory hierarchy here
emphasizes taste (implied by broth), texture (a “tough fish’), and emotional
ecology. The poetic cadence of repetition (“‘the water it swam in...””) echoes
natural cycles and suggests reverence. His strategy is source-based—anchoring
culinary technique in natural biography, which becomes a semiotic marker of
authenticity and restraint. The likely calm delivery and mimetic hand gestures

reinforce the minimalist and respectful tone of his approach.

Whitney, facing the technical pressure of dessert preparation, states: ““I’m just
trying to make sure | measure everything and just do everything to a T.” This
expression, while idiomatic, reflects sensory precision—yvisual and kinesthetic
discipline. Measuring is a tactile act governed by spatial awareness, and the phrase
“to a T”” stands as a conceptual projection of perfection, evoking geometrical or
drafting precision. The sensory hierarchy emphasizes touch (handling delicate
measurements), sight (attention to proportions), and emotional focus. “Critical
dessert’ introduces urgency, turning the act of baking into an emotionally charged
performance. Phonetic elements like the clipped finality of “to a T mirror the
tight control Whitney strives for. Her semiotic language is disciplinary:
“measure,” ““everything,” and “critical” are all signs of rigorous culinary
ideology. Her facial expression, likely tense and focused, embodies the intensity of

the moment.

Gordon Ramsay, always animated in his critique, uses pedagogical metaphor
to explain the soufflé: “Let it rise... so the underneath gets that momentum and
pushes the soufflé out.” This description transforms cooking into a volcanic
drama—mixing kinesthetic, visual, and tactile imagery. The term “momentum”
animates the soufflé as a living performer. Conceptually, Gordon frames the dish
as an unstable event, on the cusp of triumph or collapse. “Gooey at the bottom”
introduces tactile pleasure—mild resistance, warmth, and softness—while “‘not

liquid”” emphasizes the delicate precision required. The sensory hierarchy centers
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on movement (kinesthetic), sight (observation of rise), and touch (texture).
Phonetic choices—*“pushes”, “flat”, “momentum’—carry percussive weight,
mimicking the rise and fall of the soufflé itself. Gordon’s gestures—hand lifts,
mimicking eruptions, bouncy body language—offer embodied pedagogy, turning

his critique into a semiotic performance.

Episode 11 stands out for its juxtaposition of reverent minimalism, technical
rigor, and metaphorical dramatization. Whether through Lee’s environmental
continuity, Whitney’s mechanical precision, or Ramsay’s kinetic spectacle, food
once again becomes a narrative medium—telling stories of origin, control, and
transformation. Through gestures, tone, and metaphor, the kitchen becomes both a
stage and a site of conceptual exploration, where every dish performs meaning

beyond flavor.

Episode 12 of MasterChef Season 1 highlights the tension between culinary
innovation and tradition, and showcases the continued interplay of sensory

language, metaphor, and multimodal delivery that defines the show.

David's quip, "l fished my wish,” delivered after drawing his desired
competitor, blends humor with metaphor. The phrase functions as a playful
inversion of fate and agency, mapping the act of random selection onto a fishing
metaphor. It evokes both tactile and visual imagination: the hand dipping into a
bowl becomes a fishing hook, the wish becomes a catch. The alliteration and
rhythmic symmetry enhance its memorability. This line operates as linguistic play

and self-narrativization, turning a moment of chance into a moment of authorship.

Sheetal’s description of her process—*“you pound the veal, you bread it, you
pan-fry it”—is a performative recitation of culinary ritual. These verbs enact a
kinesthetic and sensory choreography: pounding evokes rhythmic force, breading
implies grainy texture and visual layering, and pan-frying conjures sizzling sounds
and rising aromas. Her final declaration, “that is veal Milanese™, is both

descriptive and ceremonial—a definitive statement that aligns her method with a
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culinary archetype. The staccato rhythm and repeated "p" consonants reinforce
procedural clarity and precision. Her speech performs the dish as much as her
hands do.

Graham Elliot's poetic praise of Sheetal's apple pie—*“You look at it wrong
and it breaks. It’s like it feels me coming”—personifies the pie, transforming it
into a sentient being with emotional and physical fragility. The phrase “look at it
wrong” maps visual perception onto tactile collapse, while “feels me coming”
suggests an almost spiritual sensitivity. The pie becomes an emotional barometer.
His tone, gestures, and close physical proximity to the pie construct an intimate
moment between critic and creation. The crust’s flakiness is not just evaluated,; it is

revered.

In contrast, Graham’s initial skepticism toward David’s pie—*“this better be
the most delicious, orgasmic experience ever’’—raises the stakes through sensory
hyperbole. The phrase compresses tactile, gustatory, and emotional overload into a
single promise. As he inspects the dish—commenting on the thick crust and thin
apple—his critique shifts from visual disapproval to gustatory delight: ““It’s
delicious.”” This reversal dramatizes the power of flavor to redeem form. The word
“crumble” and gestures of lifting the pie mirror his sensory journey from doubt to

pleasure.

Joe Bastianich’s succinct comment—*“Sheetal, yours is cooked... almost
perfectly. It’s very, very finely seasoned”’—demonstrates controlled praise. The
pause before ““‘almost perfectly” adds dramatic weight. The phrase “finely
seasoned” is both technical and affective, hinting at restraint, balance, and finesse.

Joe's delivery likely mirrored his typical style: understated but definitive.

Graham’s feedback on Lee’s Benedict innovation is rich with metaphor:
““vehicle for the benedict” transforms the muffin base into a transportation device
for flavor. His anticipation—*“Let’s see if we can get some ooze action”—builds

suspense and uses soft, sensuous phonology to dramatize the reveal. As the yolk
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pours out, Graham declares it ““a pretty sexy poached egg.” Here, culinary
language fuses with sensuality. The dish succeeds not only in taste but in
performance—the visual pleasure of yolk, the risk of innovation, the satisfaction of

balance.

Whitney’s dish is praised and critiqued simultaneously. Graham’s humorous
metaphor—*“It’s like an 86-ounce truck stop cake”—turns her grit cake into a
symbol of excess. The phrase is audibly heavy and visually exaggerated, conjuring
Images of oversized, inelegant portions. While the egg is “pretty beautiful’, the
imbalance in portioning becomes the focal point. This critique demonstrates how
size and proportion are sensory variables, shaping not only sight and texture but

also perceived refinement.

Whitney’s cheesecake receives Gordon’s praise for its fragrance—*“like a
fresh vanilla bean”—a metaphor of purity and natural intensity. Lee’s cheesecake,
meanwhile, is celebrated for its balance: *“the base is done perfectly”,
“complements the tart sweetness.”” These comments reflect Gordon’s source-based
evaluation: technique and contrast must align. The cheesecake is not just tasted—it

is dissected as a layered system of parts working in harmony.

Whitney’s reinterpretation of the soufflé sparks a mini-culinary controversy.
Gordon’s theatrical delivery—*“Never ever turn out a soufflé from its mold”—
invokes classical doctrine. His gestures (rubbing hands, looking upward) frame her
action as a transgression. Whitney’s reply, likening it to bread pudding, reframes
her decision as intentional and rooted in a different tradition. The exchange
becomes a symbolic clash: orthodoxy vs innovation, Paris vs Southern

reinterpretation.

Gordon later describes Whitney’s chicken dish with an unexpected metaphor:
“like cream, textured spinach... with much cheaper, humble ingredients.” This
juxtaposition elevates modest components through sensory comparison. The

texture and flavor are likened to luxury while retaining their grounded identity.
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Finally, the judges contrast David’s and Whitney’s dishes through grand
metaphor. Gordon defines it as “fancy versus simple. At-home gourmet versus
Southern hospitality beauty.” Graham extends this with: “culinary Civil War—
North vs South.” His hand gestures (scales tipping) and phrasing dramatize the
divide. David’s dish is praised as “light years ahead”” — a metaphor of temporal
and intellectual superiority — while Whitney’s is framed as emotionally resonant

and rooted in place.

Episode 12 thus unfolds as a narrative of dualities: classic vs reinterpretation,
intellect vs emotion, form vs flavor. Through metaphor, sensory language, and

embodied delivery, MasterChef constructs not just meals, but meanings.

The analysis of MasterChef episodes reveals that culinary television is not
merely entertainment but a vibrant site of multimodal, sensory, and semiotic
expression. The show’s fast-paced kitchen challenges, emotive judging, and vivid
commentary transform food into a performative spectacle where speech, gesture,
and sensory evaluation converge. Judges like Gordon Ramsay, Joe Bastianich, and
Graham Elliot communicate expertise through richly embodied language—
balancing precision with metaphor, and critique with physical demonstration. From
the expressive ““o0ozing with flavor’ to the symbolic “passion on the plate™, their
comments enact a sensory dramaturgy where cooking becomes a language of
textures, temperatures, and tastes. Ultimately, MasterChef offers a compelling
landscape for studying how chefs narrate, negotiate, and dramatize culinary

knowledge—turning the kitchen into a stage for taste.
2.2. Representations of Sensory Experiences in Culinary Writing
2.2.1. Roasting in Hell’s Kitchen by Gordon Ramsay

When discussing culinary literature, it is impossible to overlook the towering
figure of Gordon Ramsay—a world-renowned chef and a prolific author whose

influence spans kitchens and bookshelves across the globe. With over 25 published
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titles to his name, Ramsay has not only shaped contemporary cooking but also
brought the behind-the-scenes intensity of the culinary world into the public eye.
For this reason, we begin our analysis with Roasting in Hell’s Kitchen, a memoir
that offers an exhilarating journey through Ramsay’s formative years. Blending
moments of joy and sorrow, anger and laughter, the book serves as both personal
testimony and tribute to the transformative power of food. Through vivid language
and unfiltered emotion, Ramsay shares his profound admiration for the act of

cooking—revealing it as both craft and calling.

In one of the earliest recollections of his culinary training, Ramsay recalls
learning to make béchamel sauce: “You got your onion, and you studded it with
cloves. Then you got your bay leaves. Then you melted your butter and added some
flour to it to make a roux” (Ramsay, 2006, p. 63). This passage blends tactile,
olfactory, and visual cues into a vivid memory of initiation. The verb ““studded”
evokes precision and texture—cloves piercing an onion like ritualistic
adornment—while “melted your butter”” softens the tone, suggesting warmth and
flow. The sequence of actions mimics the methodical rhythm of early learning.
This is not just a recipe; it’s an initiation into discipline and sensory literacy.
Linguistically, the soft sounds in “butter” and “roux” match the texture of the
food, while the sharper “studded” interrupts that softness with tactile
intentionality. Rooted in classical French technique, this moment becomes a

semiotic marker of both tradition and personal growth.

Later, Ramsay describes mass-catering techniques from his youth: “They
started off in the deep fat fryer and then they were sprinkled with Bisto granules
before they went in the oven, to make sure they were nice and brown.
Extraordinary. The foie gras was all tinned” (Ramsay, 2006, p. 64). The language
here is stark, bordering on ironic. Sensory elements like frying and sprinkling
conjure olfactory and tactile scenes—qrease, crispness, processed granules—while
“brown” ties color to texture. The evaluative term “extraordinary’ undercuts the

description with dry disbelief, exposing the dissonance between appearance and
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authenticity. The mention of “tinned foie gras compresses culinary prestige into
textural and symbolic flatness, signaling a critique of artificial luxury. This passage
critiques culinary semiotics: the signs of refinement (golden color, rich taste) are

faked through processed means, yet still elicit habitual sensory satisfaction.

A more introspective moment appears when Ramsay recounts applying
college knowledge at home: ““You know there’s a short cut. To make fish stock you
should only cook it for twenty minutes, otherwise it will get cloudy, and then you
should let it rest before you pass it through a sieve, or it will go cloudy again™
(Ramsay, 2006, p. 65). This passage blends technical vocabulary with sensory
consequence. “Cloudy” signals failure through visual and textural disruption.
Letting stock “rest” encodes a tactile patience, allowing clarity to emerge
naturally. The repetition of ““cloudy” underscores the primacy of visual standards
in culinary practice. The speaker is shown transitioning from rote instruction to
embodied understanding, turning abstract rules into results observed with the

Senses.

On the subject of scrambled eggs, Ramsay critiques outdated technique with
sensory irony: “In those days, a hotel’s scrambled eggs were done in a bain-
marie... cooked slowly, over a period of two and a half hours, at the end of which
it was like f—ing rubber” (Ramsay, 2006, p. 71). The imagery begins with
reverence—*“bain-marie” suggests gentle, moist cooking—only to be demolished
by the result: a texture described as “‘rubber”. The long cooking time builds
comedic tension, and the final tactile judgment (“like f—ing rubber””) delivers a
punch. Here, the betrayal of sensory expectation—where time and technique
should yield delicacy—becomes an indictment of tradition’s failure to deliver

pleasure.

A final example illustrates embodied apprenticeship: “I did as | was told. |
just stood there for about twenty minutes while he boned pigs’ trotters” (Ramsay,

2006, p. 74). Though sparse, the line evokes intense tactile imagery. “Boned pigs’
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trotters” conjures raw physicality—aqristle, resistance, precision—without
elaborating. Instead, the focus is on Ramsay’s stillness and observation. Sensory
knowledge here is transmitted through atmosphere and presence. The phrase
“pigs’ trotters™ is unrefined and grounded in physical reality, emphasizing the
body’s role in culinary learning. The moment functions as a silent, semiotic scene
of apprenticeship, where knowledge is transferred through watching and feeling,

not speaking.

In these excerpts, Ramsay’s prose moves seamlessly between technical detail
and sensory metaphor. His narrative voice captures the haptic, olfactory, visual,
and emotional textures of food, transforming recipes and recollections into stories

of becoming—where cooking is always also a way of seeing, feeling, and being.

In the passages that follow, Ramsay reflects not only on the textures and
tastes of food, but on the emotional weight and symbolic force embedded in
culinary artistry. In one concise but evocative line, Ramsay remarks: “There was
one dish I particularly admired — Marco’s tagliatelle of oysters with caviar”
(Ramsay, 2006, p. 76). The construction fuses the familiar structure of pasta with
the slipperiness and luxury of oysters, pairing it with the shimmering salinity of
caviar. Though the sentence is brief, it conjures an aura of indulgence, delicacy,
and admiration. The contrast between textural softness and visual sophistication

signals a moment of refined aspiration.

Ramsay expands the image in the next passage: “The oysters had been
poached in their own juices; the shells had twirls of tagliatelle in, and the oysters
on top of that, and some wonderful thin strips of cucumber that had been poached
in oyster juice, all topped with caviar. It was elegant, delicious and simple. It was
extraordinary. Not that | ever got to eat it” (Ramsay, 2006, p. 76). Here, the
sensory field becomes multilayered: the visual composition of shells and twirls
draws the reader’s gaze upward; the repetition of oyster juice for both oysters and

cucumber creates flavor continuity. Verbs such as ““poached” and “topped” guide
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the building of the dish with a gentle rhythm. Yet, the final sentence disrupts this
sensual progression with absence and longing. It becomes a meditation on

admiration from a distance, where taste is imagined rather than experienced.

Another moment of personal pride appears when Ramsay takes on the sauces
himself: “I was so proud of them: the morel sauce, the red wine Hermitage sauce,
the Madeira sauce, the fish velouté” (Ramsay, 2006, p. 84). The rhythm and
lexical weight of each named sauce evoke richness, aroma, and technique. This list
Is not just a set of ingredients but a sensory signature of culinary maturity. French
terminology signals authority, while the proud tone underscores the affective

investment in taste mastery.

Ramsay recalls an incident involving a luxurious but delicate dish: “It was a
very famous leek terrine. It was filled with langoustine or lobster or Dublin Bay
prawns, but we used to keep one end free of the langoustines for vegetarians,
which we marked with a piece of blue tape. It was a terrine that was pressed for
two and a half hours, a hundred quid a throw” (Ramsay, 2006, p. 85). This
moment juxtaposes high-status ingredients with the mundane detail of blue tape.
The blue tape becomes a semiotic marker of hidden variation, signaling dietary
division without visual disruption. Meanwhile, the pressing and the high cost
infuse the terrine with tactile intensity and economic value. It becomes an artifact

not just of flavor, but of time, care, and high-stakes presentation.

In a shift from high art to mass experience, Ramsay writes: “They’d ski
during the day, take cookery lessons at night, and then enjoy a great big gourmet
dinner” (Ramsay, 2006, p. 93). This lifestyle narrative stages food as both
performance and reward. The juxtaposition of skiing and cooking blends
physicality and creativity, culminating in a sensory crescendo—a *“‘great big
gourmet dinner”’—that symbolizes pleasure, warmth, and achievement. The dinner
operates as a multisensory and social climax in a ritual of experiential

consumption.
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The narrative turns chaotic with the scene: “There was saffron and tomatoes
everywhere, bubbling across every wall like some kind of alien ectoplasm. The
place was caked in it” (Ramsay, 2006, p. 94-95). Here, the kitchen becomes a
space of surreal transformation. The ingredients, familiar and flavorful, are
reframed as grotesque and uncontrollable. “Bubbling™, “alien ectoplasm™, and
““caked’ evoke not only visual and olfactory intensity but a breakdown of culinary
order. The scene explodes with symbolic entropy, where food becomes both

medium and message of emotional upheaval.

Finally, Ramsay recounts a frantic soup preparation: “l spread it between six
pans, and there were fourteen of us dashing between them, crushing it, and blitzing
it, and skimming it — eighty portions in all. What a nightmare” (Ramsay, 2006, p.
95). The verbs are tactile and aggressive: ““crushing”, “blitzing”, *““skimming™. The
soup is not gently coaxed into flavor; it is attacked into submission. Despite the
sensory and manual energy, the closing line reveals emotional exhaustion. The
passage becomes a study in dissonance between labor and outcome, underscoring

the precarious balance between sensory richness and logistical overwhelm.

In all, these passages extend Ramsay’s semiotic-linguistic repertoire,
presenting dishes and memories not merely as culinary moments, but as layered
expressions of identity, labor, pleasure, and critique. The kitchen, for Ramsay,

remains a theater of transformation—of ingredients, emotions, and selfhood.

The later passages continue to explore culinary mastery through intensely
embodied experience, contrasting philosophies, and moments of poetic or absurd
reflection. Ramsay recalls, "I could scoop quenelles out with one hand. Beautiful"
(Ramsay, 2006, p. 97). The line captures muscle memory and grace—the motion
of shaping quenelles is inherently tactile, yet its elegance elevates it to artistry. The
single word "Beautiful” offers both visual and emotional judgment, suggesting a

point at which learned skill becomes effortless expression.
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In a contrasting reflection on waste and reverence, he describes how, at
Harvey's, only "half an inch of white stuff" from a leek was used for soups, while
the rest was discarded. In France, however, each part of the leek had a culinary
purpose: soup, sauce, mousse, and even staff meals (Ramsay, 2006, p. 98). The
passage subtly critiques a shallow visual aesthetic—prizing only the pristine part—
while praising a holistic, layered approach to ingredients. The leek becomes a
symbol of culinary ethics, illustrating how different cultures encode sensory value

and respect through usage.

Desserts in Gordon’s words receive an opulent, imaginative treatment.
Ramsay lists: "caramelised apple tarts with black pepper custard... pink grapefruit
terrine with coriander jelly... Earl Grey sorbet... roasted rhubarb... Granny Smith
apple that had been frozen and juiced" (Ramsay, 2006, p. 99). The combinations
reflect a high-concept orchestration of taste, aroma, temperature, and texture.
Every dish functions as a sensory contrast: sweet and spicy, cold and warm, crisp
and smooth. The language of the passage layers modality with timing, signaling

desserts as both gastronomic experiences and choreographed performances.

A moment of spontaneous transformation occurs when fish being sautéed
"sort of spiked up, so it started to look like a hedgehog” (Ramsay, 2006, p. 100).
This line animates the cooking process, infusing whimsy into technique. It shows
how kitchen phenomena often generate unexpected, even anthropomorphic visuals,

blending culinary transformation with playful perception.

The poetic register resurfaces as Ramsay remembers a dish "as if the bottom
of the sea had met the earth... a wonderful crab risotto finished with a sea urchin
butter" (Ramsay, 2006, p. 100). This metaphor bridges marine and terrestrial
elements, evoking a textural and flavor complexity that transcends ingredients. The
pairing of crab with sea urchin suggests layered umami, while risotto implies

warmth and creaminess—a union of elemental richness.
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Ramsay also reflects on his intensity as a young chef: "My eyes were always
on stalks... getting on like a house on fire" (Ramsay, 2006, p. 100). These idioms
embody sensory hyperawareness and high emotional energy. "Eyes on stalks"
implies a voracious visual intake, while the fire metaphor signals both connection

and chaos. It’s a moment of sensory and interpersonal ignition.

Moving further, Ramsay describes an elegant dish of ravioli filled with
Dublin Bay prawns rolled in truffle, served with cabbage and a light foie gras
sauce. The dish's refinement, balance, and delicacy are clear, but it becomes the
center of a culinary misunderstanding when guests begin ordering it "medium",
"medium rare"”, and "well done" (Ramsay, 2006, pp. 106-107). This comic error
reveals a clash between semiotic intention and audience decoding—the diners
expect meat logic to apply to delicate pasta. Their rejection of "too translucent"

ravioli shows how fragile elegance can falter against habitual norms.

This fragility culminates in a kitchen failure: "I took them to the hot plate, and
it was too hot. That split the sauce, and it bubbled and congealed" (Ramsay, 2006,
p. 107). The sauce’s breakdown reflects the collapse of visual smoothness, tactile
richness, and timing. "Split", "bubbled”, and "congealed" invoke sensory
degradation—where heat doesn’t perfect, but ruins. This sensory undoing becomes

a symbolic loss of control.

Together, these passages deepen the semiotic and sensory world of Ramsay’s
kitchen, where elegance is both created and threatened by the tiniest shifts in heat,
perception, or expectation. Skill, language, and memory work in tandem to frame

food not just as nourishment, but as ritual, message, and identity.

As Ramsay’s moves us further through his book—and his lifetime—the
sensory-linguistic landscape continues to expand, now intertwined with questions

of culinary hierarchy, institutional critique, and deeply embodied labor.
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The tension of timing appears in a scene where, "The duck was cooked en
crodte. So that would come out of the oven, and then you had two minutes before
the other main courses all had to be ready” (Ramsay, 2006, p. 108). The phrase
encapsulates heat and harmony: the duck, wrapped in a delicate pastry shell,
demands immediate attention upon emergence. Its readiness initiates a countdown,
transforming the kitchen into a stage of orchestrated chaos. Texture (crust), aroma
(roasted meat), and temperature (fresh from the oven) all must align within a

narrow window, emphasizing pressure as a sensuous, temporal force.

Ramsay also blends culinary metaphors with emotional unease: "Were we
going to stay for dinner if Marco was about to stitch the chef up like a piece of best
beef fillet?" (Ramsay, 2006, pp. 130-131). The language fuses betrayal with
butchery. The chef, figuratively likened to a prime cut of meat, is imagined as
being prepared for sacrifice. Texture, control, and precision intersect with
manipulation and power, producing a disturbing yet vivid culinary-political

metaphor.

Next, we have professional rivalry and pride boil over in: "While he was
cutting langoustines in half and dipping them in fucking lemongrass mayonnaise...
I’m busting my nuts with the most amazing ravioli of lobster and tournedos of
beef" (Ramsay, 2006, p. 138). The contrast between actions (“cutting”, "dipping"
vs. "busting") and ingredients underscores classed, gendered labor distinctions.
The speaker’s complex, labor-intensive dishes carry a sense of physical strain and
culinary grandeur, while the other’s simpler tasks appear hollow. The sensory-

linguistic message is clear: struggle equals authenticity; sweat equals skill.

Institutional power comes under fire, as Ramsay critiqgues Michelin:
"Interested in overly fussy food... doesn’t understand any other kind of cuisine but
French... too obsessed with... how chi-chi a dining room is" (Ramsay, 2006, p.
173). The complaint unravels the semiotic core of culinary gatekeeping. Michelin

IS cast as a guardian of narrow visual and procedural codes, disconnected from
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embodied, global, or experimental culinary realities. "Chi-chi" highlights the

superficial nature of such standards, prioritizing style over soul.

Furthermore, Ramsay turns this critique back on the critics: "Usually, that
kind of moaning is just sour grapes from men who can’t cut the mustard™ (Ramsay,
2006, p. 174). This sentence is a double gustatory metaphor—"sour grapes"
suggests emotional bitterness masquerading as critique, while "can’t cut the
mustard"” implies incompetence masked by complaints. Sensory metaphors thus

become tools of evaluation, turning embodied taste into social judgment.

The narrative culminates in a lyrical parade of fine-dining menus (Ramsay,
2006, pp. 177-178): smoked eel with celeriac soup, lamb with confit shoulder,
tarte tatin with cardamom, or a light menu of melon soup, crab vinaigrette, baked
sea bass, and citrus semi-freddo. These menus showcase choreographed contrasts:
heavy and rich versus light and bright, warmth and umami versus chill and acidity.
Each ingredient is semiotically dense (“new season™, "baby", "glazed"), directing
taste perception with precision. Ramsay crafts food as narrative, each course a

chapter of temporal, tactile, and symbolic significance.

The emotional resonance of culinary nostalgia returns with the line: "It still
had a dessert trolley, for God’s sake, heaving with trifles and jugs of buttercup
yellow jersey cream” (Ramsay, 2006, p. 181). Here, motion (the trolley), weight
("heaving"), and color (“buttercup yellow") layer together to produce a scene of
embodied excess and joy. The "jersey cream" ties origin to texture, invoking lush

dairy heritage. It’s a celebration of abundance without shame.

Further, Marcus's approach is described as combining "the dessert trolley"
and traditional dishes like "omelette Arnold Bennett" with modern elements,
including "daily favourites to be carved at the table™ (Ramsay, 2006, p. 182). This
blend of theatrical service and updated technique forms a multimodal culinary
space. The carving ritual introduces sound, gesture, and communal witnessing into

the act of eating, restoring tactility and immediacy into the fine-dining script.
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Altogether, these passages reinforce Ramsay’s multimodal view of cuisine: a
world of hands, heat, heritage, and hierarchy. From satire to sublime description,
he maps how food carries not just taste, but the weight of time, power, and

personality.

Moving further, a small yet telling moment occurs when a character keeps
repeating, "These little strips are julienne, aren’t they?" (Ramsay, 2006, p. 254).
The term "julienne™ becomes more than a technique; it signals culinary authority,
visual precision, and embodied control. The repetition of the question destabilizes
this authority, framing language as a performative tool rather than evidence of

expertise. Naming becomes a gesture of aspirational belonging.

Ramsay defends the unrefined in: "The bottom line is, the secret of the show
lies in its rawness, in its rough edges"” (Ramsay, 2006, p. 258). Here, the language
valorizes sensory imperfection. "Rawness" and "rough edges" stand as textural
codes for authenticity, evoking touch, taste, and emotional immediacy. The
aesthetic of smoothness is discarded in favor of visceral realness—a flavor and a

feeling.

Seasonal memory enters the frame with a highlight from season one: "a
salmon encrusted with poppy seed and a light lemongrass vinaigrette: amazing,
articulate and a winner" (Ramsay, 2006, p. 265). The description blends mouthfeel
(crunch vs. softness), aroma (lemongrass), and culinary structure. Calling the dish
"articulate" turns it into a statement—a composed message of skill, creativity, and

taste harmony.

Later, Ramsay describes a composed dish: "a beautiful roasted bass which
we’ll serve with a winter bouillabaisse, with cockles and lemongrass... finished
with caviar and olive oil" (Ramsay, 2006, p. 275). This becomes a crescendo of
texture and temperature: roasted skin, warming broth, briny shellfish, citrus lift,
and luxurious finish. The order of ingredients is strategic, guiding the reader

through a carefully choreographed sensory arc.
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Even roadside France becomes a stage of gastronomic pride: "Go to a French
service station. You’ll get guinea fowl with lentils, or fantastic lamb with flageolet
beans" (Ramsay, 2006, p. 277). The scene dismantles Anglo hierarchies of cuisine.
Here, casual locations host complex flavor: soft meats, nutty legumes, and savory
depth. Culinary quality, Ramsay argues, is not confined to Michelin stars but lives

in the everyday textures of culture.

It becomes evident that despite Gordon Ramsay’s rigorous discipline and
uncompromising standards, his manner of speaking about food reveals a surprising
tenderness. He describes the act of cooking with such reverence and poetic
affection—at times almost as if addressing a beloved child—that his words
transcend instruction and become an invitation. Through his vivid, admiring, and
often indulgent portrayals, Ramsay not only shares his craft but draws the reader
Into it, inspiring a deep appreciation, even love, for the culinary world he inhabits.
Across all the moments mentioned, Ramsay continues to deploy sensory language
as a semiotic force. Technique, flavor, memory, and labor are never just surface
descriptions—they signal ethos, identity, and narrative. In this world, every cut,
plate, and taste communicates something deeper: culinary knowledge as embodied

discourse.
2.2.2. Everyday Super Food by Jamie Oliver

Widely known as the “Naked Chef”, Jamie Oliver has become a household
name through his approachable cooking style, charismatic television presence, and
tireless advocacy for healthier eating. Beloved by the general public for his down-
to-earth personality and passion for fresh, wholesome food, Oliver has authored
over 20 bestselling cookbooks and led multiple international campaigns to improve
food education. Everyday Super Food departs from the high-stakes, haute-cuisine
drama of Ramsay’s memoirs to offer a more accessible, tactile, and wellness-

oriented approach to culinary expression. Yet it remains deeply embedded in
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sensory semiotics, illustrating how food can nourish not just the body, but also the

senses and the soul.

Let’s take, for instance, the instruction: "Tie a knot in the clingfilm to secure
the egg snugly inside. Peel and coarsely grate in the onion, mix together, then
season to taste with sea salt, black pepper and half the lime juice"” (Oliver, 2015, p.
20). This sequence choreographs preparation as embodied intimacy. Securing the
egg becomes an act of containment and care, while the coarse grating of onion
introduces rough texture, flavor release, and eye-watering pungency. The act of
seasoning "to taste" shifts final authority onto the cook’s sensory judgment—a
haptic and olfactory moment of micro-calibration. Citrus, salt, and spice blend into

a bright flavor triangle that embodies freshness and personal tuning.

Further, Oliver writes: "Once hot, put your batter into the pan to make large
pancakes or little ones, whichever you fancy. Either way, cook for a couple of
minutes on each side, or until crisp and golden. Top with a dollop of yoghurt, a
sprinkling of cinnamon and a scattering of toasted nuts, then finish with a little
drizzle of honey" (Oliver, 2015, p. 22). The playful duality of "large or little"
invites choice, emphasizing cooking as sensory freedom. "Crisp and golden™ are
visual and auditory signals of doneness, while the final toppings—"dollop",
"sprinkling", "scattering”, "drizzle"—construct a sensual grammar of layering.
Each term is both gesture and texture, translating motion into taste. Cool yoghurt,
warm spice, crunchy nuts, and silky honey offer a balanced orchestration of
contrasts. This dish becomes a performative act of nourishment and care, flavoring
health with sensory pleasure. Jamie Oliver narrates food not just as sustenance or
health, but as a multisensory, participatory ritual. Each cut, shake, and taste is a

semiotic choice, embedding well-being within everyday culinary poetics.

Jamie Oliver also writes: "Cook the quinoa according to the packet
instructions, then cool. Finely chop the mango, cucumber and chilli, and mix with

the cooled quinoa, mint, and lime juice" (Oliver, 2015, p. 34). This passage reflects
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a cool, textured minimalism. The sequence of verbs—"chop", "mix", “cool"—
builds a tempo of crisp preparation, emphasizing freshness and tactile clarity. Each
ingredient contributes to a flavor mosaic: mango for sweetness and silk, cucumber
for crunch and wateriness, chilli for heat, mint for aromatics, and lime for acidic
lift. The quinoa acts as a neutral, nutty base, absorbing this sensory spectrum. The
act of mixing becomes a symbolic integration of opposites—sweet and sharp, wet

and dry, soft and crisp—framed through bodily motion and temperature balance.

He adds: "Bake for 35 minutes, or until golden, then slice and serve with a
spoonful of yoghurt and an extra grating of orange zest, if you like" (Oliver, 2015,
p. 35). This line emphasizes the sensory finale: transformation through time
(baking), then enhancement through layering. “Golden” is again a key color-word,
signifying doneness and visual warmth. The *“spoonful of yoghurt” adds cool,
creamy contrast to the baked texture, while the *““grating of orange zest™ injects
citrusy aroma and brightness. The grating itself is a sensory act—a micro-
intervention that unleashes volatile oils into air and taste. This closing gesture
frames the dish as both comfort and customization: familiar yet freshly awakened

through sensory precision.

In the sequence "Use a fork to fluff up the rice, then stir through the spinach
so it wilts in the residual heat. Crack over the eggs and bash the pomegranate to
release the seeds" (Oliver, 2015, p. 38) everyday movements are turned into
sensory choreography. “Fluff up the rice” introduces airiness and texture; “stir
through the spinach’ leverages ambient heat to create a shift from raw to soft,
evoking color change and vegetal aroma. “Crack over the eggs”™ is tactile and
assertive, while ““bash the pomegranate” fuses sound, motion, and release. The
bursting seeds become edible jewels—cool, juicy, tart—counterbalancing the
dish’s warmth and graininess. Altogether, the process enacts transformation via

embodied force and gentle care, making cooking a dance of touch and temperature.
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Jamie Oliver writes: "Quarter the mushrooms and place in the dry pan,
stirring occasionally, while you peel the ginger and deseed the chilli" (Oliver,
2015, p. 36). This description creates a multisensory choreography of preparation.
“Quartering” signals manual precision and textural awareness, while “dry pan”
cooking draws out natural umami through searing and aroma. The gentle
“stirring” implies a slow, smoky coaxing of flavor. In parallel, the act of “peeling
ginger” and ““deseeding chilli’” adds olfactory sharpness and tactile contrast—from
fibrous warmth to spicy bite. Together, the steps form a layered mise-en-place,
balancing earthy depth and fiery brightness, where touch and timing guide the

unfolding sensory scene.

Jamie instructs further: "In a blender, blitz 8 fresh mint leaves, 2 peeled kiwi
fruit, 1 handful of baby spinach, 2 heaped tablespoons of chia seeds and 1 regular
mug of boiling water (250ml) until smooth, sweetening with a little runny honey, if
you like” (Oliver, 2015. p. 38). This line blends cool greens and warm infusion
into a vibrant sensory elixir. “Blitz”” connotes speed and energy, transforming
diverse textures—fibrous leaves, seedy pulp, gelatinous chia—into a silky, unified
drink. The temperature contrast (boiling water + fresh ingredients) intensifies
flavor release and aroma. Mint and kiwi provide bright, tangy freshness, while chia
brings viscosity and earthiness. “Runny honey”” adds a soft golden sweetness, tying
it all together. The process is auditory, tactile, gustatory, turning everyday

ingredients into a refreshing, semi-liquid sensory harmony.

Oliver notes: "Wholemeal flour gives fibre to fill us up and keep pre-lunch
hunger pangs at bay, while milk provides an all-important hit of calcium™ (Oliver,
2015, p. 42). This passage blends nutritional insight with embodied impact. “Fibre
to fill us up” evokes a tactile fullness, linking ingestion to physical satisfaction and
digestive rhythm. “Pre-lunch hunger pangs” points to felt experience, situating
food within bodily temporality. Milk’s “*hit of calcium” transforms an invisible
nutrient into a concrete, energizing benefit, aligning the mundane with vital

function. The phrasing uses functional metaphors—*“fill*, ““hit”—to turn nutrition
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Into a sensory-affective event, grounding biological facts in daily physical

experience.

In his another recipe Jamie Oliver explains: "In a food processor, pulse the
nuts, seeds, dried fruit and spices with the finely grated orange zest, then tip into a
bowl. Keep stirring, beating and mashing over the heat for 5 minutes, or until the
oats start releasing their starch and the mixture becomes gluey’” (Oliver, 2015, p.
47). This passage captures a textural transformation through multisensory labor.
"Pulsing” connotes rhythmic fragmentation, blending hard and soft elements into a
gritty aromatic base—with the orange zest adding bright citrus high notes. The
second part shifts into embodied cooking: "stirring, beating, mashing" over heat
becomes a physical ritual, aligning muscle with transformation. The phrase "oats
releasing their starch™ evokes hidden internal change, producing "gluey" texture—
a tactile climax of cohesion. Altogether, it’s a process of breakdown and binding,

both sensory and symbolic.

He continues: "Place the popovers on top, wait for the Parmesan to sizzle and
go golden from the residual heat of the pan, then use your palette knife to gently
push the cheese towards each popover" (Oliver, 2015, p. 49) This description
stages a culinary finale rich in sound, sight, and touch. "Parmesan to sizzle and go
golden™ cues auditory delight and visual satisfaction, marking doneness through
crisping acoustics and caramelized color. The "residual heat" signals culinary
intuition—a mastery of timing beyond active flame. Using a "palette knife™ to
"gently push" the cheese evokes fine motor skill and tactile precision, transforming
melted cheese into a semiotic accent, anchoring the popovers. The scene captures a
moment of controlled indulgence, where heat, texture, and gesture culminate in a

sensory crescendo.

In Everyday Super Food, Jamie Oliver crafts a culinary world where
nourishment and sensory delight intertwine effortlessly. His language, though

gentle and approachable, never lacks in expressive richness—inviting the reader
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not only to cook but to feel, touch, and savor each moment. With every zest,
drizzle, or bash, Oliver transforms simple actions into meaningful gestures,
revealing how healthful eating can be just as vibrant, playful, and emotionally
resonant as fine dining. Ultimately, his style celebrates food not as restriction, but
as abundant, joyful expression—one that welcomes the senses and uplifts the

everyday.
2.2.3. Kitchen Confidential by Anthony Bourdain

Anthony Bourdain’s Kitchen Confidential is a no-holds-barred revelation of
the underground world of professional kitchens—an unfiltered, behind-the-curtain
account that exposes the secrets, struggles, and eccentric rituals of culinary life.
With razor-sharp wit and unapologetic honesty, Bourdain invites the reader into
the heart of restaurant culture, where chaos and creativity thrive side by side. Much
like Gordon Ramsay’s memoir, Kitchen Confidential is both hilarious and moving,
filled with stories of missteps, breakthroughs, and the gritty path of a rising chef.
Every page is seasoned with vibrant culinary lexicon and the raw, sensory
immediacy of life in the kitchen—making it not just a chronicle of food, but of the
people, passions, and pressures that define it. In Kitchen Confidential, Anthony
Bourdain crafts a sensory-linguistic portrait of professional kitchen life, where

language, memory, and embodied experience interweave.

In the beginning Bourdain reflects: "And I'd like to convey, as best | can, the
strange delights of the language, patois and death's-head sense of humor found on
the front lines" (Bourdain, 2000, p. 3). This statement establishes the culinary
kitchen as a multimodal cultural zone. The phrase “strange delights® combined
with “patois™ signals an insider lexicon—an emergent creole of slang, jargon, and
affect shaped by labor and camaraderie. The *“death’s-head sense of humor”
contributes emotional valence, denoting a shared register of gallows humor that

sustains identity and resilience amid relentless pressure. This is a fully embodied
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semiotic environment, where verbal codes and social affect constitute a distinctive,

often brutal, linguistic ecology.

He continues: ““I hope | can give the reader a taste of those things and those
times” (Bourdain, 2000, p. 4). Here, “give a taste” operates as linguistic
synesthesia, turning autobiographical recall into a metaphor of flavor. The line
activates conceptual projection, converting past experience into sensory access for
the reader. Bourdain isn’t merely recounting events—he offers an affective and
gustatory imprint of his professional past, collapsing the distance between

language and taste, memory and mouthfeel.

A more detailed sensory memory unfolds in: ““Vichyssoise,” came the reply,
a word that to this day—even though it's now a tired old warhorse of a menu
selection and one I've prepared thousands of times—still has a magical ring to it. |
remember everything about the experience: the way our waiter ladled it from a
silver tureen into my bowl, the crunch of tiny chopped chives he spooned on as
garnish, the rich, creamy taste of leek and potato, the pleasurable shock, the

surprise that it was cold”” (Bourdain, 2000, p. 5).

This passage fuses linguistic form, gustatory detail, and emotional resonance.
The word “Vichyssoise™ carries phonological elegance—its gentle consonants and
smooth vowels mirroring the soup’s texture. The ritualized service—*“ladled from
a silver tureen”—adds performative visual and auditory cues, heightening the
formality and sensory immersion. The garnishing moment introduces an acoustic-
tactile element, where the ““crunch of chives™ contrasts with the soup’s silkiness.
Most strikingly, the “pleasurable shock™ at its coldness registers a temperature-
based synesthesia, where the unfamiliar thermal quality creates surprise as a felt,
affective sense. This recollection becomes a multimodal memoryscape, blending

sound, flavor, texture, and affect into a singular, lasting impression.

Anthony Bourdain continues his exploration of sensory and cultural

transformation through food. Another passage begins with a revelatory insight:
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"Food, it appeared, could be important. It could be an event. It had secrets"
(Bourdain, 2000, pp. 7-8). This line casts food as a conceptual projection—not just
nourishment, but a gateway into meaning, memory, and mystery. The phrase
marks a turning point where the act of eating transcends utility and becomes a

layered semiotic experience.

Bourdain follows with a list of formative culinary encounters: "l scooped
gooey Vacherin, learned to love the cheesy, rich Normandy butter, especially
slathered on baguettes and dipped in bitter hot chocolate. | ate ray in beurre
noisette, saucisson a l'ail, tripes, rognons de veau (kidneys), boudin noir that
squirted blood down my chin” (Bourdain, 2000, pp. 7-8). These lines orchestrate a
dense sensory layering. The textures of “gooey Vacherin™ and "rich Normandy
butter" evoke mouthfeel and indulgence, while the juxtaposition with "bitter hot
chocolate” introduces gustatory contrast and cross-modal flavor tension. The final
item, "boudin noir that squirted blood"”, delivers a jolt of embodied
transgression—an image rooted in the lower senses (touch, taste, sight) and
marked by shock and initiation. Altogether, this list stages a rite of passage, where

each dish serves as both sensory material and symbolic threshold.

This theme continues with Bourdain’s recollection of tasting an oyster for the
first time. The object is described as a "glistening, vaguely sexual-looking object,
still dripping and nearly alive", handled with a "snubby, rust-covered oyster
knife”. Here, the oyster becomes a charged semiotic artifact, coded with visual,
tactile, and affective cues. Its description invokes linguistic synesthesia and
multisensory convergence—the gleam, the moistness, the suggestion of vitality
and risk. When Bourdain consumes it, he writes: "It tasted of seawater... of brine
and flesh... and somehow... of the future.” This climactic moment blends source-
based descriptors (“'seawater,” "flesh™) with conceptual projection (“the future").
The oyster is no longer merely a mollusk, but a symbol of passage, a sign of

becoming.
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Together, these reflections render culinary experience as a narrative of
Initiation and transformation. Through rich multisensory language and metaphor,
Bourdain encodes taste as knowledge, texture as memory, and flavor as destiny.
The physical act of eating becomes a semiotic event—a way of reading the world,

constructing identity, and inhabiting time through the body.

Moving further, Anthony Bourdain deepens his portrayal of the professional
kitchen as a site of embodied ritual, semiotic transformation, and sensory

complexity.

Bourdain writes: "I could easily open the oysters by myself, coming in from
behind with the knife and popping the hinge like it was Aladdin's cave" (Bourdain,
2000, p. 9). This sentence fuses culinary technique with metaphorical imagination.
The oyster becomes a symbol of mystery and treasure, reimagined as "Aladdin’s
cave”. The tactile detail of "popping the hinge" conveys physical satisfaction,
while the conceptual metaphor turns a mundane task into an enchanted act. This is
a prime example of source-based meaning—manual labor overlaid with mythic

semiotics, framing food prep as symbolic unlocking.

Bourdain recalls working on the Dreadnaught line: "a cold station by the exit
door to the parking lot, a double-decker lobster steamer where we'd kill off the 1%
and 2-pounders by the dozen, stacking them up like cordwood before slamming
shut the heavy metal doors and turning the wheel, giving them the steam"
(Bourdain, 2000, p. 12). This scene immerses the reader in the industrial, martial
rhythm of kitchen life. The metaphor "like cordwood" objectifies the lobsters,
reducing them to biomass within an efficient, mechanical process. The sensory
details—"slamming", "turning the wheel"”, "giving them the steam"—are auditory,
Kinetic, and visceral, underscoring the brutal undercurrent of culinary production.
The kitchen emerges as a warship-like zone of precision, heat, and pressure—a

semiotic field shaped by noise, touch, and violence.
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In the same passage, Bourdain notes: "We banged out meals for a while,
Lydia amusing us with her usual patter, Tommy dunking clams and shrimp into hot
grease, the usual ebb and flow of busy kitchen.” (Bourdain, 2000, p. 12). Here, the
rhythmic verbs—"banged,” "dunking"—sustain the tactile and auditory tempo.
The description of the "ebb and flow" implies a choreographed chaos, where
embodied repetition and interpersonal rapport structure the culinary environment.
This is a multimodal space of labor and language, where gesture, sound, and social

interaction define the communicative ecology.

Moreover, Bourdain layers sensory cues with satirical commentary: "and a
night when the striped bass jumped right out of the water and onto Cape Cod's
dinner tables™ (Bourdain, 2000, p. 13). The personification of the bass collapsing
distance between nature and plate conveys abundance with surreal immediacy—a

playful conceptual metaphor where food appears to self-deliver.

He follows with: "Most fish in P-town was slapped boneless and skinless onto
sizzle-platters, drizzled with clarified butter and paprika and then broiled to
death.” (Bourdain, 2000, p. 13). This line emphasizes violent culinary
transformation, dominated by tactile and auditory imagery—"slapped", "sizzle",
"broiled". The hyperbolic "to death™ injects dark humor and critique, exposing the

sensory harshness beneath the surface of fine dining.

Bourdain concludes with two contrasting sensory observations: "The parsley
sprig and the lemon wedge were state-of-the-art garnishes" and "Jimmy had
'moves’, meaning he spun and twirled and stabbed at meat with considerable style
and grace for a 220-pound man." The former offers ironic commentary on visual
semiotics—the garnish becomes a relic of outdated culinary design, signifying a
visual token divorced from innovation. The latter repositions meat-handling as
bodily performance. Jimmy's actions are not just labor but choreography—gesture,

weight, and rhythm creating a kinetic semiotic display.
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Altogether, here Bourdain juxtaposes mechanized brutality, embodied
artistry, and culinary kitsch. Through metaphor, gesture, and textured language,
Bourdain presents the kitchen as both battlefield and stage, where food, labor, and

language intersect in a dense web of sensory and semiotic meaning.

Bourdain explores the physicality, precision, and emotional range of
professional cooking through rich multimodal language. His descriptions frame the
kitchen as a space where sensory overload meets ritualized labor and hidden

artistry.

The sentence, "We worked for hours with our knives, our hair sparkling with
snowflake-like fish scales, scraping, tearing, filleting" (Bourdain, 2000, p. 15),
fuses brutality and beauty. The harsh, percussive verbs evoke manual effort, while
the shimmering image of "snowflake-like" scales casts the scene in poetic light.
Linguistic synesthesia arises from the visual-tactile juxtaposition, where grit and
grace coexist. Conceptual projection casts the cook’s body into the process: work

becomes identity, and sparkle emerges from toil.

In a later moment, Bourdain writes, "Pasta was blanched and shocked and
transferred in huge batches into steaming colanders, falling everywhere... ankle-
deep in spaghetti alla chitarra, linguine, garganelli, taglierini, fusilli" (Bourdain,
2000, p. 17). This chaotic scene is rendered with synesthetic intensity. The verbs
connote violent transformation (blanched, shocked), while the sensory details—
heat, motion, and texture—evoke immersion in a tidal wave of food. The lexical
rhythm of pasta names enacts excess, and the conceptual metaphor of food as flood

or battlefield underscores the surreal magnitude of industrial cooking.

In contrast, Bourdain quietly marvels at culinary alchemy: "No one could
figure out how I coaxed such hearty flavor out of a few chicken bones... fish fumet
with fish racks and shrimp shells" (Bourdain, 2000, p. 19). Here, cooking is
transmutation—scraps turned sublime. The phrase "hearty flavor" suggests a

gustatory warmth that defies material expectations. Conceptual projection and
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source-based strategies frame the act as magical, elevating economy to genius. The

phonetic softness (coaxed, fumet) mirrors the quiet elegance of this transformation.

Moments of collective sensory joy surface as well. Bourdain recounts: "...the
students would fall on it, slathering the still-hot bread and buns with gobs of
butter, tearing it apart and shoveling it in their faces” (Bourdain, 2000, p. 21).
This scene pulses with gustatory immediacy. Heat, touch, and taste dominate, and
the alliteration and plosive phonetics echo physical pleasure. The semiotic layer
reveals food as reward and ritual—a communal breakdown of formality through

shared indulgence.

Tension returns in the line: "I may have been standing at rigid attention... but
he could see... in my dead fish-eye gaze, that he wasn't getting anywhere with me"
(Bourdain, 2000, p. 22). This blends verbal and non-verbal codes. The surface
language—"Oui, Chefl"—signals submission, while the "fish-eye gaze"
undermines it, representing silent resistance. Linguistic synesthesia infuses sight
with affect, and the military metaphor frames the kitchen as theatre—where

obedience is both real and performed.

This mood shifts again with a moment of fragile artistry: "He layered on his
blanched leeks and carved tomato roses like a brain surgeon, humming quietly to
himself" (Bourdain, 2000, p. 22). The metaphor elevates cooking to surgical
precision, while the act of humming introduces sound as intimacy. Touch and sight
dominate the sensory field, but sound softens it. Conceptual projection turns a
fleeting culinary moment into an elegy for dying traditions—precision not just as

craft, but as care.

Throughout these passages, Bourdain encodes kitchen labor as a semiotic
system of movement, sound, temperature, and rhythm. Each gesture—violent or
tender—is a sensory sign. The physical act of cooking becomes a language of its
own, revealing taste not only as consumption, but as memory, defiance, and

beauty.
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Moreover, Anthony Bourdain immerses readers in an intense, surreal culinary
microcosm. "For Mario's garden party, we spent days together in a walk-in
refrigerator, heads filled with accelerants, gluing near-microscopic bits of carved
and blanched vegetables onto the sides of roast and poached fishes and fowls with
hot aspic” (Bourdain, 2000, p. 24). Linguistic synesthesia fuses touch (carving,
gluing, affixing) with sight (microscopic precision), creating a vivid sense of fine
motor concentration under physical duress. Conceptual projection likens chefs to
*““crazed neurologists™, mapping surgical complexity onto garnish placement —
food preparation as anatomical obsession. The hierarchy of senses favors touch and
sight, with emphasis on fine detail and physical manipulation, while the chilled
setting adds thermosensory atmosphere. Phonetic iconicity appears in the clustered
hard consonants — ““cut™, ““skewers™, “straws”, “fish*, “fowl”” — mimicking the
clinical, staccato nature of the work. The source-based strategy blends medical and
artistic domains, rendering the dish a semiotic hybrid of performance, precision,
and exhaustion. The entire scene becomes a multimodal ritual of aesthetic control,

where the boundary between art and madness is razor-thin and edible.

Besides, Bourdain crafts a rich blend of culinary grandeur and theatrical
anxiety: "The bubbling velouté suspending our medley of fish and shellfish and
wild mushrooms would make the walls too soft. And the dough: what crust could
support the weight of 5 gallons of molten stew?" (Bourdain, 2000, p. 26).
Linguistic synesthesia arises through the thermal and tactile descriptors —
“bubbling”, “molten™, “lava-like, suggesting heat as something you can see,
feel, and almost hear. The conceptual projection of a culinary disaster onto an
apocalyptic scale — likening a collapsed pastry to the fall of a Coliseum — injects
absurdist drama into cooking. The hierarchy of senses centers on touch (weight,
heat, texture of dough), with sight and sound implied through the bubbling
imagery. Phonetic iconicity appears in the heavy, rounded sounds of “veloute,

“mushrooms”, “molten stew”’, mirroring the density of the dish. The source-based

strategy maps architectural and geological metaphors (walls, crust, lava) onto a
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dish, rendering the meal structurally and emotionally volatile. Semiotic mediation
casts the dish as both monument and threat — an edible spectacle teetering on
collapse, where the chefs themselves become tragic clowns ready to drown with

their creation.

Bourdain describes two passages that explore the semiotics of performance
and visual luxury. First: "The crown roast, decorated with little frilly panties on
each  gracefully outward-arching rib  bone, looked and tasted
sensational’’(Bourdain, 2000, p. 27). Synesthesia fuses sight (“frilly panties”,
“arching rib’’) and taste (““looked and tasted sensational’’). Conceptual projection
likens the cook to Nijinsky, framing kitchen work as graceful choreography: "A
properly organized, fully loaded line cook... can perform his duties with Nijinsky-
like grace" (Bourdain, 2000, p. 27). Sensory hierarchy emphasizes sight, taste, and
kinesthetic movement. Phonetic iconicity in words like ““gracefully” and
““sensational’ mirrors the elegance described. The source-based strategy borrows
from fashion and ballet, while semiotic mediation turns the roast into a regal

display and the cook into a symbol of practiced performance.

Bourdain unleashes a vivid evaluative metaphor: "Generally speaking,
American cooks... are a lazy, undisciplined and, worst of all, high-maintenance
lot" (Bourdain, 2000, p. 28). Conceptual projection maps personality traits onto
national identity, casting “American cooks as embodiments of laziness and ego.
The hierarchy of senses here is more abstract — centered on social perception and
emotional tone. Phonetic iconicity appears in harsh, plosive-heavy clusters like
“lazy”, “undisciplined™, “disrespect™, mirroring the speaker’s disdain. Source-
based strategy draws from sociocultural stereotypes (privilege, entitlement) and
professional kitchen culture (hierarchy, discipline). Through semiotic mediation,
the “American cook™ becomes a symbol of fragility and resistance to traditional

authority.
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Bourdain further writes: "As a cook, your station, and its condition, its state of
readiness, is an extension of your nervous system” (Bourdain, 2000, p. 29). This
excerpt offers a metaphoric fusion of the physical kitchen space with the inner self.
The conceptual projection maps the station onto the nervous system, making the
cook’s environment a literal extension of their body and mental state. The
hierarchy of senses is dominated by touch (layout, readiness) and spatial
awareness, highlighting embodied cognition — the physical setup becomes
emotionally and neurologically charged. Phonetic iconicity appears subtly in
“precisely”” and “carefully”, reflecting control and sharpness. The source-based
strategy equates disruption with psychological violation. Through semiotic
mediation, the station becomes a sacred space — a bodily and symbolic boundary

not to be trespassed, enforcing the identity of the chef as both artist and warrior.

Bourdain also remarks: "If you're a sauté man, your grill man is your dance
partner..." (Bourdain, 2000, p. 31). This passage uses a kinesthetic metaphor to
frame teamwork as a dance, projecting culinary collaboration onto the domain of
physical performance. The conceptual projection of the sauté and grill cooks as
"dance partners"” imbues their interaction with rhythm, harmony, and intimacy.
The hierarchy of senses includes touch (close proximity), heat perception, and
spatial orientation, emphasizing physical coordination in a constrained
environment. Phonetic iconicity in phrases like “hot, uncomfortably confined”
reinforces tension through compressed, plosive-heavy syllables. The source-based
strategy likens kitchen labor to choreography within a pressurized vessel
(“submarine-like space’), suggesting intensity, discipline, and interdependence.
Through semiotic mediation, the cook’s role transcends mere function, becoming a

part of a precisely timed, bodily duet.

Additionally, he writes: "I have had, at a very good Paris brasserie, the
misfortune to eat a single bad mussel, one treacherous little guy hidden among an
otherwise impeccable group" (Bourdain, 2000, p. 33). This sentence illustrates a

vivid sensorial disruption embedded within a personal anecdote. The conceptual
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projection casts the mussel as ““treacherous”, assigning moral agency to food — a
linguistic strategy that dramatizes sensory betrayal. The hierarchy of senses
prioritizes taste and smell, but implicitly invokes bodily reaction (revulsion or
iliness), highlighting how one spoiled element can corrupt an otherwise
pleasurable multisensory experience. The phrase “one treacherous little guy”
carries phonetic playfulness — the repeated plosives and diminutive structure
soften the seriousness with irony, demonstrating phonological iconicity and tonal
layering. As a semiotic strategy, this anecdote uses contrast and exception to
amplify vulnerability in gastronomic contexts: even in ““a very good Paris

brasserie’, sensory experience is never guaranteed.

Bourdain states: "Hollandaise is a veritable petri-dish of biohazards™
(Bourdain, 2000, p. 34). This sentence delivers a sharp conceptual metaphor,
framing hollandaise sauce not as food, but as a “petri-dish of biohazards™. This
metaphor projects a medical or microbial domain onto the culinary one,
emphasizing danger through imagery typically associated with laboratories and
contamination. The linguistic synesthesia is implicit: taste and texture are
overridden by imagined tactile and visual sensations of rot, bacterial growth, and
decay — evoking disgust rather than flavor. The hierarchy of senses centers on
sight and tactile disgust (slippery, teeming, warm), destabilizing its appeal. The
phonetic harshness of “petri-dish of biohazards™ (plosives, fricatives, and
sibilants) enhances the sense of threat. This contributes to the sentence’s iconic
prosody, reinforcing its warning tone. As a semiotic strategy, the line plays on
scientific authority and culinary skepticism to destabilize a classic sauce’s
reputation, recasting it through a lens of bodily threat and unseen microbial

menace.

Moving further, Bourdain writes: "l used a home blender to make that lovely
roast red pepper coulis dotted with bright green basil oil drizzled around your
plate” (Bourdain, 2000, p. 38).This sentence transforms a simple kitchen act into a

vivid sensory and semiotic event. The "lovely roast red pepper coulis dotted with
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bright green basil oil" blends visual and gustatory modalities, where warmth and
smoothness are evoked through "roast" and “coulis”, while the contrasting colors
create a visual spectacle. The verbs "dotted" and "drizzled" suggest painterly,
delicate motion, projecting the act of plating as a creative expression. Phonetically,
the soft alliteration in "bright green basil" and the flowing sound of "drizzled"
mirror the gentle, precise application of sauce. The reference to a "home blender"
juxtaposed with refined culinary terms establishes a source-based contrast between
humble tools and high-end results. Altogether, the line conveys not only taste and
texture but also the aesthetic and emotional significance of presentation in sensory

communication.

Bourdain comments: "Maybe you've seen Bobby Flay on TV artfully drizzling
sauce around a plate with one of these..." and goes on to explain: "Mask a bottom
of a plate with, say, an emulsified butter sauce, then run a couple of concentric
rings of darker sauce-like demi-glace, or roast pepper puree-around the plate™
(Bourdain, 2000, p. 39). This excerpt exemplifies multimodal culinary expression
through vivid visual and procedural language. Bobby Flay’s "artful drizzling"
foregrounds the aesthetic, almost painterly role of plating, where sauces are not
just condiments but semiotic tools for visual storytelling. The verbs "mask" and
"run” suggest smooth, deliberate movements, projecting tactile and visual finesse.
The concentric rings create iconic visual symmetry, enhancing the dish’s
sophistication. References to "emulsified butter sauce”, "demi-glace"”, and "roast
pepper purée” trigger gustatory imagination while contrasting textures and colors
signal layered sensory experience. Overall, the language blends technique with

artistic flair, transforming culinary performance into multisensory design.

Bourdain writes: "Just spoon your mashed potatoes in here-or better, pipe the
spuds in with a pastry bag-and you are in business... Jam a gaufrette potato into
the mashed, maybe a sprig of fresh herb, or a nice pile of ultra-thin julienne of
fried leeks..." (Bourdain, 2000, p. 40). This passage fuses culinary technigue with

stylistic bravado, blending sensory description and tool-driven action. Phrases like
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"pipe the spuds" and "jam a gaufrette potato” evoke tactile immediacy,
encouraging visual imagination of smooth, sculpted plating. The mention of "a
sprig of fresh herb"” or "ultra-thin julienne of fried leeks™ adds aromatic and crisp
textural contrast, reinforcing sensory layering. Tools like the pastry bag, Global
knife, and mandolin are semiotic props of culinary professionalism—markers of
precision and flair. The rhythm and slangy confidence (*‘you’re in business™,

“talking tall”’, ““one of these bad boys’) underscore the embodied, performative

nature of plating, where technical skill meets aesthetic display.

Bourdain elaborates: "We sauté in a mixture of butter and oil for that nice
brown, caramelized color, and we finish nearly every sauce with it..." and adds a
passionate aside: "Garlic is divine. Misuse of garlic is a crime™ (Bourdain, 2000, p.
41). This excerpt blends culinary expertise with a passionate, almost moralistic
tone, elevating cooking to an expressive, embodied craft. Describing techniques
like monter au beurre and garlic roasting, the language evokes rich sensory
Imagery—*“brown, caramelized”, “softened butter”’, “mellow and sweeter”. The
tactile and gustatory qualities are foregrounded, with butter symbolizing depth and
finish, while garlic embodies both power and precision. The author’s voice
becomes didactic and theatrical: “Garlic is divine. Misuse of garlic is a crime,”
assigning ethical weight to sensory choices. This rhetorical intensity heightens the
hierarchy of technique, where mastery is not only about results but respect for the

ingredient’s essence.

Bourdain offers further several vivid plating suggestions: "A mint top nestled
in a dollop of whipped cream, maybe rubbing up against a single raspberry?... a
sprig of fresh herb-thyme or rosemary?... tastes like a stable floor..." (Bourdain,
2000, p. 42). culminating with: "Jam a clove of garlic, a slice of lemon and a few
sprigs of fresh herb-say, rosemary and thyme-into the cavity where the guts used to
be..." This passage continues the author’s vivid, sensory-saturated culinary
storytelling, fusing visual elegance with rustic flavour. Terms like "sprinkled

over", "dollop™, "nestled", and "rubbing up against" create a sensual mise-en-
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scene, where garnishes become part of a performance. At the same time, grounded
phrases like “tastes like a stable floor” or “where the guts used to be” contrast
refinement with earthy, visceral language—highlighting the dual nature of cooking
as both art and raw transformation. Semiotic richness is heightened by symbolic
gestures: mint for freshness, garlic for depth, and herbs as aromatic signatures—

culinary language acting as sensory shorthand.

In Kitchen Confidential, Anthony Bourdain transforms culinary storytelling
Into a visceral, high-stakes symphony of taste, heat, and grit. His language slices
through pretense, delivering raw textures, roaring kitchens, and searing emotion
with both poetic flair and streetwise sharpness. Every plate is a battleground, every
flavor a memory, and every motion a signifier in the chaotic grammar of
professional cooking. Bourdain doesn’t just recount how dishes are made—he
reveals how they are lived, suffered, and exalted. Through his unfiltered lens, the
kitchen becomes both crucible and cathedral, where food speaks in the language of

scars, steam, and soul.
2.2.4. The French Laundry Cookbook by Thomas Keller

In contrast to the gritty realism of Bourdain’s Kitchen Confidential and the
energetic charm of Ramsay’s memoir, The French Laundry Cookbook by Thomas
Keller elevates cooking to a form of sacred artistry. Here, food is not merely
prepared—it is revered. Keller’s approach transforms culinary practice into an
intimate, almost spiritual ritual, marked Dby delicacy, precision, and deep
appreciation. His language exudes elegance and devotion, unfolding each
technique and ingredient with tenderness and care. The result is a text that reads
less like a manual and more like a love letter to the art of cuisine—imbued with
poetic sensibility and an unmistakable sense of reverence. Thomas Keller's The
French Laundry Cookbook offers a profoundly embodied perspective on the

culinary arts, grounded in the multisensory experience of cooking.
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Keller starts by writing: "But to give pleasure, you have to take pleasure
yourself... tourneing a carrot, or cutting salmon, or portioning foie gras—the
mechanical jobs | do daily, year after year" (Keller, 1999, p. 2). This passage
expresses a deep embodiment of the culinary craft through tactile ritual and
sensory immersion. The chef finds joy not in spectacle but in repetition—tourneing
a carrot, cutting salmon, portioning foie gras—actions that become meditative
through their precision. Sensory modality is central: the aroma of floured meat, the
slow thick bubble, the clear layer of fat—all evoke a rich tapestry of sight, smell,
and texture. Cooking here is sensual and embodied; language like “pulling your
knife around its edge” turns technique into touch. Pleasure is not only the

product—it’s the process.

He describes: "In a separate bowl, whisk the softened butter until it is
completely smooth and mayonnaise-like in texture... until the batter is set and you
see it rippling from the heat" (Keller, 1999, p. 6). This description reflects a
procedural, tactile engagement with the materials—whisking butter until it is
“mayonnaise-like’” invokes a cross-modal texture comparison, blending visual and
haptic cues. The image of the batter “rippling from the heat™ introduces a subtle
synesthetic metaphor, where heat manifests visually, animating the surface.
Precision and sensory attentiveness structure the act, reinforcing how cooking

operates as a multimodal choreography of texture, timing, and transformation.

The directive "whisk the creme fraiche... until it holds soft peaks" (Keller,
1999, p. 7) exemplifies modality-specific instruction with tactile-visual
coordination. "Soft peaks" is a sensory cue often used in culinary discourse, relying
on visual shape metaphors to indicate consistency. The verb “whisk’ also engages
a kinetic dimension, suggesting sensorimotor precision. This concise directive
shows how chefs communicate readiness through embodied benchmarks rather

than objective measures—highlighting the intercorporeality of culinary experience.
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Keller notes: "Most chefs try to satisfy a customer's hunger in a short time...
But by the third bite... the flavors begin to deaden" (Keller, 1999, p. 14). This
reflection foregrounds sensory adaptation as a key experiential constraint in
culinary perception. The analogy of flavor habituation to thermal adaptation (“*hot
bath or cold pool™) is a clear example of conceptual projection, mapping bodily
thermosensation onto taste desensitization. The phrase ““flavors begin to deaden”
evokes tactile and gustatory synesthesia, suggesting a numbing, dulled texture to
taste. This insight aligns with hierarchies of sensory novelty, where initial intensity
fades with repetition, emphasizing the need for dynamic flavor architecture to

sustain interest—an implicit critique of static, mono-sensory dishes.

Keller further writes: "When | decide to make liver and onions, for instance, |
might roast a whole foie gras and serve it with four different onion preparations—
confit, roasted, glazed red, and glazed white" (Keller, 1999, p. 15). This passage
illustrates a refined sensory differentiation strategy, where the chef curates
multiple textural and gustatory profiles of a single ingredient (onion) to
complement the richness of liver. Each preparation—confit, roasted, glazed red,
glazed white—evokes distinct tactile and olfactory nuances, inviting a multimodal
exploration of a single flavor domain. The phrase “isolate and enhance flavors™
signals a deliberate rejection of excessive complexity in favor of semiotic clarity,
where each element speaks with its own sensory ‘voice’. This is a prime example
of modality-specific expression constraints, ensuring perceptual balance rather

than overload.

Keller notes: "I infuse the mint into a deep emerald oil... | make a stuffing of
sultana raisins (dried grapes) and brioche croutons, fold the sole around it to
make a kind of package, and serve it with a classic glacage" (Keller, 1999, p. 15).
This excerpt showcases a layered sensory orchestration where color, texture, and
taste are foregrounded with precision. The deep emerald oil not only signals visual
vividness (leveraging color iconicity) but also encapsulates the olfactory freshness

of mint—an indexical cue to its flavor. The sole, structured into a package around
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a stuffing of sultanas and brioche, evokes tactile and gustatory contrasts—soft fish,
chewy raisins, crisp croutons—activating multimodal perception. The classic
glacage adds visual gloss and umami depth, functioning as a semiotic coat that
blends elegance with richness. Overall, the dish illustrates culinary synesthesia,
where structure, aroma, and appearance interweave into a cohesive, expressive

Sensory message.

Keller shares: "When friends brought us an unexpected gift of farm-fresh
eggs, we immediately thought to feature them in a custard” (Keller, 1999, p. 16).
This dish is really that simple: two components, the most fundamental and the
most rarefied, come together in an extraordinary way. This passage presents a
culinary minimalism rich in sensory and symbolic layering. The farm-fresh eggs
serve as both a literal ingredient and a symbolic token of purity and origin,
grounding the dish in authenticity and tactile freshness. The contrast between
“fundamental” and “‘rarefied” reflects a conceptual projection from simple
ingredient to elevated outcome, transforming basic elements into an extraordinary
experience—an instance of experiential intensification. The custard becomes a
semiotic fusion of humble and refined, where taste, texture, and memory intertwine

into a unified sensory event.

Keller further instructs: "Brush two Silpats [...] with the clarified butter and
sprinkle each lightly with kosher salt [...] rest an egg on its side on a towel. Let the
custard sit for a few minutes and then skim off any foam that has risen to the top"
(Keller, 1999, p. 17). This excerpt subtly emphasizes tactile precision and sensory
attentiveness in culinary execution. The brushing of Silpats with clarified butter
and sprinkling with salt reflects a source-based strategy—actions that directly
engage texture, gloss, and control over surface resistance. Resting an egg ““on its
side on a towel” invokes kinesthetic delicacy, projecting care through gesture,
reinforcing the idea of embodied expertise. Finally, skimming foam off custard ties

into visual and textural refinement, invoking visual dominance in sensory
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hierarchy and a chef’s pursuit of clarity, purity, and control. These small steps

communicate culinary finesse through a semiotics of precision.

Keller also explains the subtleties of egg poaching: “Simmer for about 2
minutes, or until the whites are just set but the yolks are still runny... The deeper
the water, the farther the egg travels before it stops, and the more the poached egg
will resemble its original shape” (Keller, 1999, p. 18). This observation reflects a
multi-sensory choreography, emphasizing visual, tactile, and Kkinesthetic
modalities. The process of the egg white encircling the yolk functions as a kind of
Kinesthetic iconicity, where gravity becomes an elegant co-chef. Trimming the
“tails” of the eggs with scissors introduces a detail-oriented, visual-tactile
refinement—a semiotic act that transforms biological irregularity into aesthetic
precision. The inclusion of brunoise—a fine dice of vegetables—adds a chromatic
and textural punctuation, showcasing Keller’s commitment to visual modality and

micro-level sensory enhancement.

Keller reflects on a failed yet instructive attempt to layer cauliflower purée
beneath a “mirror’” of lobster consomme: “I was hoping to make a cold lobster-
cauliflower soup—cauliflower puree on the bottom with a clear 'mirror' of lobster
consomme on top, finished with caviar—but the cream in the cauliflower puree
clouded the consomme™ (Keller, 1999, p. 22). This passage highlights Keller’s
sensitivity to the visual dimension of culinary form. The metaphor of a “mirror”
introduces a conceptual projection: consommeé as a reflective surface becomes a
visual icon of clarity and control. The dish is later reimagined through panna
cotta—a projection from dessert to savory—while oyster jelly and suspended
pepper bits reinforce visuotactile elegance. The instruction “Don’t jam the knife

In” emphasizes intersubjective tactility: it is not just about touch, but about

understanding material resistance—a form of haptic ethics.

Keller describes: “Whisk vigorously over medium heat for 2 to 3 minutes to

incorporate as much air as possible... heat in the oven for 4 to 5 minutes, or until
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they just begin to puff up” (Keller, 1999, p. 23). These instructions foreground
transformation through aeration—a sensory metamorphosis where air becomes a
tactile and visual agent of refinement. The *““puffing up” of tapioca conveys volume
as a semiotic indicator of doneness. Culinary success is not only tasted but seen
and felt; source-based modality fuses heat, expansion, and lightness into a coherent

perceptual narrative.

The precision to oyster preparation is extended further: “Wash the trimmed
oysters (the noix) under cold running water to remove the milky residue, which
would coagulate with the vinegar in the pickling liquid and create an unwanted
coating...” (Keller, 1999, p. 24). The warning against coagulation illustrates a
tactile-chemical awareness of ingredient behavior. At the same time, the shells
“nestling comfortably in the salt” presents a thermal and olfactory staging, where
heated salt stabilizes the shellfish while emitting aromatic cues. This
environmental semiotics—integrating visual, thermal, olfactory, and spatial
elements—exemplifies how plating becomes an immersive, multisensory mise-en-

scene.

Moreover, Keller writes: ““Spread the rock salt on a baking sheet, place in the
oven, and heat for about 5 minutes, or until hot and aromatic... cook [the pasta]
for about 2 minutes, or until tender. Gently reheat the clams™ (Keller, 1999, p. 25).
Here, timing and temperature form the architecture of precision. Heating the rock
salt activates olfactory anticipation, while the brief boil for pasta highlights textural
calibration (al dente). “Gently” reheating the clams implies Kkinesthetic care, a
respect for the integrity of texture and taste. Every gesture—down to the tempo of

reheating—becomes a semiotic marker of professionalism.

Besides, Thomas Keller introduces the candy cap mushroom as "a mushroom
that smells and tastes like maple syrup™ (Keller, 1999, p. 29). This mention
highlights olfactory-gustatory synesthesia—a fungus described in terms of a sweet,

familiar flavor. The sensory metaphor maps an unexpected domain (earthy, umami
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mushroom) onto a sugary scent, illustrating conceptual projection and the
ineffability of flavor. Using maple syrup as a cultural anchor makes the rare flavor

intelligible, exemplifying cross-modal perception in culinary language.

Keller describes: "It's the explosion of flavor that's so exciting—taking an
ingredient and making it more than what it was to begin with... A case of
watercress makes only twelve ounces of puree. It then needs to be diluted, like an
artist's paint that needs to be thinned with a neutral oil before it can be put on the
canvas” (Keller, 1999, p. 31). This reflects culinary synesthesia and conceptual
metaphor: food as artistic medium, taste as intensified experience. The artist's paint
metaphor projects visual art onto cuisine, while the tension between cream muting
flavor and enhancing body reflects the interplay of gustatory and tactile modalities.
Strategic ingredient pairings—Ilike turnips with chicken stock—demonstrate
Keller's sensory logic: robust ingredients maintain their voice within complex

flavor hierarchies.

Keller gives procedural direction: "Whisk the egg whites and the 1/4 cup coral
in a bowl until frothy, then stir in the ground vegetables... Cut a 1 - to 2-inch
‘breather' hole in the side of the raft" (Keller, 1999, p. 32). This illustrates visual
and tactile culinary reasoning. Frothiness is a visual and auditory marker of
readiness, while the "coral™ (lobster roe) adds chromatic and gustatory depth. The
breather hole, an indexical sign, controls internal pressure and allows visual
monitoring of transformation. This passage shows how even unseen processes are

managed through tactile and semiotic means.

Keller warns however: "This soup should be served the same day it's made, as
it will oxidize, or discolor, over time... | like to enrich it with white truffle oil,
which enhances its luxurious flavor and texture" (Keller, 1999, p. 37). This
reflects visual-gustatory hierarchy. Vivid color becomes an index of freshness,
while oxidation threatens the sensory harmony. White truffle oil intensifies flavor

and mouthfeel, symbolizing refinement. Quick chilling preserves texture,
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reinforcing thermal-tactile semiotics. Golden-brown crisps serve as a visual signal

of completion, confirming how color marks culinary success.

Keller reflects on blini in the following way: "They're light, creamy, and
refined... they almost dissolve on your tongue, leaving the flavors of the garnishes”
(Keller, 1999, p. 39). This fuses gustatory, tactile, and conceptual projection. The
blini's ephemeral texture lets the garnish take center stage, positioning it as a
semiotic carrier rather than a dominant flavor. Calling it a "luxurious potato"
reclassifies the humble ingredient through refinement. The sensory hierarchy
privileges texture and mouthfeel, showing culinary synesthesia where elegance is

conveyed through dissolving delicacy.

Keller explains that the blini batter is best used immediately but can be held
for two hours if kept warm—otherwise, the cream may clot. The warning
highlights temperature as a tactile modality, where improper storage leads to
textural degradation. The ideal blini is "evenly browned with a small ring of white"
(Keller, 1999, p. 40), using visual cues as indexical signs of doneness and

precision.

The same page describes bottarga as "salty and...pleasantly fishy", likening it
to anchovies. This invokes gustatory and olfactory perception, using metaphorical
anchoring to tie a rare flavor to a familiar culinary referent. It reflects Keller’s

strategy of sensory translation through cross-modal association.

Keller additionally instructs cooks to "sprinkle the plates with the pepper
confetti” and to score eggplant in a crisscross pattern before roasting (Keller, 1999,
p. 42). The term "pepper confetti" is both visual and metaphorical, suggesting
color, playfulness, and dispersal. The eggplant's readiness is described through
tactile-visual signs: softness, wrinkled skin, and lack of resistance, reinforcing

embodied perception as a key culinary logic.
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Keller provides instructions for making béarnaise sauce: "It should be as thick
as mayonnaise... the ribbons should be thick... the mixture should taste cooked”
(Keller, 1999, p. 43). These phrases use multisensory indicators—texture (thick,
ribbons), temperature (hot), and gustatory feedback (cooked flavor)—to guide
cooking, privileging bodily intuition over objective time. The comparison to
mayonnaise leverages cross-modal familiarity to ground expert practice in sensory

legibility.

Keller describes garden canapes as "simple and elegant bites you can eat
standing” (Keller, 1999, p. 45). This sentence fuses kinesthetic modality
(standing, ease of movement) with visual and gustatory refinement (elegance, bite-
sized delicacy). The term "garden" evokes freshness and seasonal specificity,
while the canapés’ form reflects semiotic economy: minimal components

communicating maximum sensory and aesthetic value.

Furthermore, Keller instructs: "Add all the flour at once, reduce the heat to
medium, and stir with a wooden spoon for 2 minutes, or until the mixture forms a
ball and the excess moisture has evaporated” (Keller, 1999, p. 48). This sentence
exemplifies sensory-rich procedural discourse, combining tactile, visual, and
kinesthetic modalities. The moment of dough forming a "ball" provides a tactile-
visual cue of transformation, where readiness is felt and seen, not just timed. The
phrase "smooth, silky texture" activates tactile expectation, drawing attention to
embodied sensory knowledge. Further, when Keller writes, "When you break one
open, it should be hollow; the inside should be cooked but still slightly moist," he
offers a semiotic checkpoint: visual and tactile verification confirms culinary

success, a source-based sensory strategy.

Also, the instructions to "brush the potatoes generously with clarified butter
and place a second Silpat over them" (Keller, 1999, p. 48) evoke motor schemas
and tactile layering. The brushing is a gesture of care and uniformity, while the

layering introduces pressure, evenness, and controlled heat application. These
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movements exemplify embodied cognition, where the chef’s body enacts meaning

through repeated, meaningful gestures.

Keller advises: "One by one, remove the crisps and gently press each one into
a hollow in the egg carton to form a tulip shape” (Keller, 1999, p. 49). This
passage illustrates visuo-tactile engagement and kinesthetic delicacy. The shaping
of crisps into tulips offers visual iconicity—culinary craft echoes floral aesthetics.
The egg carton functions as a tactile mold, repurposed as a tool for edible design,

exemplifying source-based creativity and semiotic mediation.

Finally, Keller writes: "Spear each shrimp half on the tip of a fork. Arrange
the forks on a platter and garnish each mound of salsa with a tomato diamond"
(Keller, 1999, p. 50). Here, kinesthetic and visual modalities dominate. "Spear"
suggests precise manual control, while “garnish with a tomato diamond™ uses
geometric metaphor to elevate a mundane ingredient. The diamond shape indexes
refinement and intentionality. This passage reflects a layered semiotic event:
shrimp (texture), salsa (color and taste), and tomato (form) construct a
multisensory tableau. Food here becomes not just nourishment but communicative

design.

Thomas Keller’s The French Laundry Cookbook stands apart in its treatment
of cooking as an act of profound artistic and sensory devotion. Unlike the
exuberant energy of Ramsay or the raw candor of Bourdain, Keller offers an
elevated, almost meditative engagement with the culinary craft. His language, rich
with visual, tactile, and gustatory cues, reflects an unwavering commitment to
precision and beauty. Every gesture, from skimming custard to shaping crisps into
tulips, becomes an expression of reverence. Through this intricate choreography of
the senses, Keller invites readers not merely to cook, but to embody cuisine as an
aesthetic and intimate ritual—where the kitchen transforms into a sanctuary and

each dish into a multisensory offering.
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2.3. Sensory Descriptions in Social Media Posts

In the contemporary culinary discourse, social media platforms such as X
(formerly Twitter) and YouTube Shorts function as key sites of performative,
expressive, and multimodal language. Chefs like Gordon Ramsay and Jamie Oliver
use these platforms to maintain public engagement, to educate, and to stylize food
through sensory-rich language and embodied semiotic strategies. This section
explores how sensory experience is encoded in short-form online culinary content,
paying particular attention to how humour, embodiment, emotional tonality, and

visual aesthetics are employed to mediate taste, texture, and atmosphere.

Gordon Ramsay’s interactions on X (Twitter) are emblematic of his direct and
often acerbic public persona. Through a series of short, humorous insults, Ramsay
creates vivid, if abstract, sensory impressions of poorly prepared food. His
metaphors are not culinary in a traditional sense but are affectively charged and
often grotesque. For example, comparing overcooked fried chicken to “‘my
granddad’s elbows in the crematorium” (@GordonRamsay, 2017) is a striking
instance of metaphorical synesthesia: a visual image (dry, cracked, burnt)
combined with the macabre to provoke visceral reaction. Similarly, calling a
poached egg ““toxic scum on a stagnant pool” (@GordonRamsay, 2017) employs

contamination metaphors to evoke olfactory disgust and visual revulsion.

These comparisons activate sensory modalities (particularly visual and
olfactory) through conceptual projection: food is not evaluated by its intrinsic
qualities, but via mappings from domains of decay, horror, and absurdity. The tone
Is performative and exaggerated, reinforcing Ramsay’s culinary authority by
contrasting his standards with amateur efforts. This style also draws on phonetic
expressivity and rhythm (e.g. “Chicken I’'m afraido to eat) to entertain while
establishing dominance through satire. Humour thus operates as a vehicle for

sensory judgment, where evaluation is swift, emotional, and indirectly embodied.
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In Ramsay’s YouTube Shorts, however, the tone is more pedagogical and
affective. His short-form cooking demonstrations display an efficient yet
expressive style, combining rapid verbal narration with coordinated bodily gestures
and close-up visuals of food transformations. The short “The perfect breakfast
sandwich” (Ramsay, 2025) exemplifies this. Here, Ramsay guides the viewer
through a sequence of cooking steps using multisensory descriptors: “crispy
underneath, runny in the middle” (eggs), “crush those tomatoes, so the water
comes out”, and “a slice of your life’. The language activates tactile (crush,
crispy), visual (golden, runny), gustatory (butter, siracha), and auditory modalities
(onomatopoeic “woosh to shu shush sauce’), reinforcing Bodo Winter’s (2019)
concept of modality-specific constraints — that each sensory channel has

preferred verbal strategies.

Ramsay's embodied narration—grabbing, slicing, flipping, drizzling—
operates as a multimodal chain: each movement is timed with verbal emphasis and
supported by the sound of sizzling or knife contact. This synergy constructs
multisensory affordances for the viewer: the food is not only described, but felt

through simulated physicality and imagined taste.

Even in videos with less intense language, like his pork tutorial or fish and
chips short, Ramsay still relies on cross-modal descriptors (“‘nice, dense tartar

sauce

crispy”, “delicious lettuce™, “big chunks of mozzarella’) and evaluative
intensifiers (e.g. “beyond belief”, ““a sandwich to die for’’). His culinary language
is anchored in physicality and directness, aligning with his persona of confident
mastery and professional pragmatism. Descriptions such as ““a touch more pepper”
or “let that sit there” reflect both procedural calmness and sensorial intention, a

balance between instructional efficiency and experiential immersion.

In contrast to Ramsay’s energetic and often terse style, Jamie Oliver’s
YouTube Shorts are rich in aesthetic warmth, visual storytelling, and emotional

appeal. His video on the chocolate tart (Oliver, 2025), for instance, features slow-
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motion shots of chocolate and pastry folding, close-ups of his hands, soft music,
and golden lighting. He presents the tart as ““the ultimate expression of chocolate”,
pairing it with ““a beautiful lob of indulgent creme fraiche with that nice tang”.
The use of evaluative subjectivity (Winter, 2019) is pronounced: “ab-so-lu-te-ly
the most amazing thing”’, ““beautifully gold”, *““nice tang™, ““gorgeousness™. These
expressions foreground personal affect and visual engagement rather than technical

exactness.

Moreover, Oliver’s manner evokes not the heat of a professional kitchen but
the coziness of domestic space. He is not simply showing how to cook; he is
inviting the viewer into a sensory-rich, emotionally layered culinary experience.
The homey setting, slowed visuals, warm lighting, and gentle music foster
aesthetic intermodality, making viewers “feel” the food via multisensory
simulation — visual (slow chocolate pour), auditory (relaxed tone and music),
emotional (nostalgia, joy), and even haptic (imagined texture of tart and creme).
Jamie kinda wraps us in the dough together with the ingredients — the whole

process becomes an intimate sensory invitation.

This emotional openness also appears in his beef Stroganoff short (Oliver,
2025), where Oliver reminisces about childhood memories: ““I was like 10-11
years old... looking at these big chefs with pans and flames”. His phrases —
“blushing beef”, ““creamy, mushroomy’’, “vanilary, barely gorgeousness” — are
sensory fusions blending texture, colour, taste, and feeling. This exemplifies
linguistic synesthesia and conceptual blending, turning the act of eating into a
multisensory memoryscape. Unlike Ramsay, who often demands authority, Oliver

shares affect, creating trust through sincerity, vulnerability, and wonder.

Together, Ramsay and Oliver represent two expressive poles of culinary
multimodality. Ramsay’s style is dense with source-based strategies (actions,
materials, textures), sharp judgments, and humour-driven metaphor, while Oliver’s

expression leans toward symbolic and iconic signs of warmth, nostalgia, and
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sensory depth. Both activate a range of sensory modalities — but with distinct
semiotic profiles: Ramsay's being tactile, auditory, and gustatory with abrupt

energy, and Oliver’s being visual, emotional, and narrative with lingering affect.

In digital culinary discourse, these social media posts are not mere fragments
of cooking tips; they are condensed performances of sensory and emotional
meaning. Ramsay’s humour, sound effects, gestures, and saturated speech simulate
immediacy and physicality; Oliver’s visuals, prosody, and sentimental framing
invite aesthetic immersion and empathetic engagement. Through these expressive
modes, both chefs communicate the flavour of experience — using multimodal

cues to fill in the gaps where words alone might fall short.

Thus, the culinary content shared by Gordon Ramsay and Jamie Oliver across
social media platforms exemplifies how sensory language, gesture, and visual
framing converge to create immersive food experiences. These short-form videos
and posts demonstrate that sensory meaning in digital culinary discourse is not
conveyed through words alone but emerges through multimodal orchestration —
where tone, timing, movement, and affect all play a role. Ramsay’s sharp, kinetic
expressivity and Oliver’s warm, aesthetic storytelling offer distinct yet equally
compelling models of how chefs evoke taste, texture, and atmosphere online. Their
contrasting styles reveal the rich expressive potential of sensory language in digital
contexts and affirm the central role of embodied communication in making food

not only seen, but felt.

94



Summary to Chapter 2

Chapter 2 examined how sensory modalities are expressed in contemporary
culinary discourse across three distinct communicative platforms: television
cooking shows, culinary books, and social media content. Building on the
theoretical foundations laid in Chapter 1, this section explored how chefs use
language, gesture, and visual framing to convey multisensory experiences, often

compensating for the inherent ineffability of taste, smell, and texture.

The analysis revealed how each medium fosters specific expressive
tendencies. Television encouraged high-energy, embodied communication, where
chefs like Gordon Ramsay combined rapid speech, tactile metaphors, and assertive
gestures to convey urgency and authority. In contrast, culinary books allowed for
more reflective and metaphorical descriptions, as seen in the introspective prose of
authors like Anthony Bourdain and Thomas Keller. Social media posts and
YouTube Shorts, though brief, demonstrated how rhythm, humour, and visual
editing could evoke vivid sensory impressions with minimal verbal content. Across
all three platforms, sensory meaning emerged not through language alone but
through multimodal orchestration—where verbal, visual, and embodied cues

worked in tandem.

The chapter also highlighted the contrasting expressive styles of Gordon
Ramsay and Jamie Oliver. Ramsay’s discourse was marked by tactile immediacy,
emotional sharpness, and performative humour, while Oliver’s speech leaned
toward warmth, aesthetic sensuality, and personal narrative. These differences
underscore the role of individual voice and communicative context in shaping how

sensory experience is shared and stylized.

Ultimately, Chapter 2 demonstrated that sensory language in culinary
communication is not confined to objective description but serves broader
purposes: evoking emotion, creating atmosphere, building trust, and performing

identity. The findings affirm that sensory modality is a dynamic, multimodal
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resource—central not only to the language of food but to the lived and shared

experience of culinary culture.
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CONCLUSION

This thesis has investigated the linguistic, cognitive, and multimodal
dimensions of sensory modalities in chefs’ speech, demonstrating how sensory
language functions not only as a descriptive resource but as a creative, embodied,
and socially embedded tool in contemporary culinary discourse. The study
confirms that sensory expression in gastronomy operates far beyond lexical

inventory, encompassing metaphor, gesture, rhythm, and cultural association.

The theoretical chapters outlined the development of the concept of modality
in linguistics, tracing its evolution from grammatical categories toward cognitive
and sensory domains. Foundational perspectives by Lyons, Kratzer, Palmer, Nuyts,
Boye, and Winter were explored to establish a comprehensive framework for
understanding modality as both a linguistic and perceptual phenomenon. Special
attention was given to the classification of sensory modalities, with a critical
reflection on the limitations of the traditional five-sense model and the need for a
more integrative, multimodal approach. Concepts such as linguistic synesthesia,
ineffability, and embodiment were identified as central to how sensory experiences

are structured and communicated in language.

The practical part of the study focused on how chefs verbalize and perform
sensory perception across three communicative formats—TV shows, cookbooks,
and social media. A multimodal analysis of MasterChef US revealed how
language, prosody, gesture, and visual cues converge to create vivid culinary
performances. In contrast, culinary books by Ramsay, Oliver, Bourdain, and Keller
illustrated introspective, metaphor-rich narratives that foreground sensory memory
and individual voice. Social media examples showed condensed but highly
expressive strategies that rely on humor, rhythm, and visual immediacy. Across all
formats, sensory expression emerged as a deeply embodied and affectively charged

phenomenon, reflecting both personal identity and audience engagement.
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Despite the inherent ineffability of certain sensations—especially in olfactory
and gustatory modalities—chefs overcome linguistic limitations through source-
based strategies, metaphorical projection, and crossmodal associations. Their
speech is characterized by a blending of sensory codes that reflect the complex

integration of perception, memory, and emotion.

In sum, this research highlights the communicative power and conceptual
richness of sensory language in culinary settings. It contributes to sensory
linguistics, discourse analysis, and multimodal studies by showing how language
can encode highly subjective and embodied experience in ways that are
meaningful, persuasive, and socially resonant. Future research might build on this
foundation by exploring cross-linguistic patterns of culinary expression, expanding
corpus-based data, or examining how sensory language functions in culinary

education, advertising, or translation contexts.
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