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In the spring of 2006 artist Fast 
Forward staged a Feeding Frenzy at 
Landmark at Bergen Kunsthall. A 
Feeding Frenzy is a 'culinary concert' 
which involves cooks, musicians, 
waiters and the audience. During the 
90 minute work, 400 plates of food 
were created and served to the 
assembled audience. The musicians 
were following a musical score 
written especially for the event and 
the audience were invited to do 
whatever they pleased. Live video of 
the procedure was projected for all 
to see. The sold out event served as 
a meeting ground for music, art, 
performance, food, media and 
intense social activity.

Fast Forward writes about the origins and rudiments of Feeding Frenzy :

The first Feeding Frenzy took place in 1990 in New York at a space called Lotus Arts. I was the only cook and I 
invited two musicians Ikue Mori and Guy Klucevsek to join me. As far as I was concerned, I was the third musician - 
I just happened to be using non-traditional instruments. There was one waiter and an audience of about 70 people. 
I prepared ten different dishes and the musicians improvised on multiple drum machines and accordion. Since 
then, Feeding Frenzy has grown to fifteen performers (five cooks, five musicians, five waiters) for most productions 
and includes a score for the musicians, live video and refinements that are implemented for each successive 
performance. Being flexible is an inherent part of Feeding Frenzy. For the performance at Landmark, the best 
arrangement was 4x4x4 (four musicians, four cooks, four waiters).

Food for music
During the 1980s, my work centered around giving live concerts for acoustic percussion. The origins of Feeding 
Frenzy evolved out of a natural progression towards incorporating food in that music. Often, I would use vegetables 
as mallets, such as leeks, or carrots and subsequently added a wok to the battery and started 'wokking up' items 
and handing them out to the audience. The flash-fried almonds were hissing and popping sympathetically with the 
electronic sounds being produced by my collaborator at the time Takehisa Kosugi. This was an enlightening 
experience on a performative level as it broke down the usual barrier between performer and spectator and allowed 
a pathway to 'sharing with' and 'providing for' a group of people. Actual items from the stage were given to the 
audience, who in turn ate them and welcomed them as part of their metabolism. In essence, they 'ate the sounds' 
and by doing so, were far more an integral part of the performance. We were collaborators to a very small degree - 
partners in crime if you will - and they destroyed the evidence. But the most important aspect of this interface was 
the disturbance of the invisible yet long established protocol of keeping the performer and the onlooker separated. 
Not separate on a metaphysical level, but most certainly on an interactive level. I suppose this protocol is related to 
respecting the performer, the unwritten code which stipulates that audience members are to be seen, but not 
heard. You are allowed to observe, but please don't think about infiltrating the moment. It might 'unbalance' the 
performer/s, or distract them from their concentration of presenting the best rendition that is humanly possible at 
that moment. It was definitely time for me to assist in liberating at least my own audiences.
   



Moment to moment
So Feeding Frenzy was born and we'd break as many rules as we could in the process. Number one: The entire 
audience is invited to do whatever they wish to do during the performance. The one exception is usually smoking, 
but other than that - no holds are barred. This means that the work itself must be conducive to such a situation. 
Moments of subtlety are hard to guarantee when you have no control over what the majority of people in the room 
are about to do. That's fine, if those moments happen at all, they will happen naturally on a collective level. There 
are almost always 'waves' in a Feeding Frenzy, unplanned stretches which are initiated by one group and quickly 
spread to others like a real-time virus, including silences. During a performance in Dijon, one of the cooks kept 
striking a bell with his knife for more than five minutes with the audience playing along in unison on their glasses.
There are also no particular episodes, or movements, in a Feeding Frenzy. It starts at zero and ends at 90 minutes. 
Musical moments, or delivery of a particular dish, come and go, they ebb and flow. Serving as a type of anchor, 
there is a large projection of the elapsed time which allows everyone to reference their position in the piece at any 
given moment. When you attend a Feeding Frenzy, you are also active as a performer within that context. It is an 
active rather than a passive role, but at the same time it is also obligation free.

Freedom of artistic expression
And control . . . just how much should a Feeding Frenzy be controlled? 
And how important is it for me to relinquish control? How much should 
I determine what takes place at any given moment? Actually, I would 
prefer to exercise no control whatsoever, because proclaiming 
freedom of expression and shrouding it with predetermined rules 
seems counteractive to the cause. But at the same time, having no 
rules or artistic choices prohibits a necessary structure. In the end, 
Feeding Frenzy itself teaches me just 'how much' control to exert over 
the work. I reached a type of middle ground at some point, using a 
skeleton structure which allows ultimate freedom to all involved while 
still allowing a stable framework in which to operate. And 'operate' is 
the operative word in this case as Feeding Frenzy is most certainly an 
operation. All the participants learn the rules, prepare in advance and 
eventually come together to execute the work. As a general rule, time 
has proven that the less artistic control I wield over something, the 
more I seem to appreciate it afterwards. So Feeding Frenzy is a useful 
vehicle to flex this control variable as each performance is unique. It 
almost never involves the same performers, food, music, images, 
audience or circumstance and in that sense, it is volatile. In most 
cases, I never meet the participants until the day of the performance 
and there are strictly no rehearsals. This lends towards the culmination 
of the moment, where all the pieces come together to form the whole, 
incorporating all the good and bad things that can possibly happen. 
Rehearsals would dilute that moment and incorporate learned 
behavior, potentially resulting in some of the essence being extracted 
before the main event.The sum of the parts
There is a new score for the musicians for each production. This 
consists of an instructional score written entirely in text, where the 
instructions lie within time parameters as short as fifteen seconds and 
as long as five minutes. The musicians are asked to adhere to those 
instructions, but are free to interpret them in any manner they choose. 
They have several days to reference the score and make choices for 
use in the concert. Their individuality and personal approach to the 
music brings diversity while remaining true to the overall musical 
direction of the work. For the most part, the musicians are working 
independently from each other unless there is an instruction to do 
otherwise. For the Bergen performance the musicians were Øle Ham 
on percussion, Thomas Dahl on guitar, Bjørnar Habbestad playing 
flute and electronics and KHiB's own Trond Lossius on mandolin, 
mandocello and slider.



 

Similarly, the cooks are working parallel to 
this procedure. They are given written 
guidelines which outline how they can 
approach cooking for the event, including 
information about quantity, preparation, 
hardware etc. Each cook is required to 
serve 100 plates of food during the 
duration of the event, ten courses 
providing ten servings per course. Other 
than requests in the guidelines, they are 
free to cook whatever they desire. The 
one caveat is that Feeding Frenzies are 
always strictly vegetarian. This simplifies 
the food in terms of dietary concerns for 
most people and there is no reason to 
contribute to the harming of animals for 
this art project. The cooks are given a 
shopping budget for ingredients and agree 
to arrive at the venue two hours 
beforehand to arrange their tables and 
offer their planned menu. During the 
performance, all the sounds produced 
from the cooking process are amplified 
and woven into the soundscape. Sizzling 
and frying, boiling and steaming, mixing 
and beating, chopping and dicing are all 
fodder for the composition - there is very 
little sonic discrimination in a Feeding 
Frenzy. The cooks who offered their 
services for the Bergen event were Alicia 
Rios from Madrid, Niklas Seglevi from 
Stockholm, and Mattias Thronsen and 
Paul Lidal, both from Bergen.
Simultaneously, the video crew are 
somehow behind and in front of the scene 
at the same time. Camera operators are 

surveying the events taking place live and 
offer them for large scale projection on the wall. The video element of the Bergen Feeding Frenzy was 
produced by Jeremy Welsh, Elin Solvang and Mattias Arvastsson (all from KHiB).
The most important people in the room by far at any Feeding Frenzy are the wait staff, for they determine who 
receives the food once it has been prepared. In this case the wait staff was headed by Sandra Trute and 
Laurence Welsh. When a cook signals that a course is ready, the waiters collect those ten plates and distribute 
them to members of the audience. This continues throughout the concert - diverse dishes being delivered from 
table to table, wines being poured. Feeding Frenzies often tend to be celebratory even though there is no 
guideline for that, I like to think that it is celebrating the freedom of the moment.

Fast Forward 


