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CLAY MINING BEGAN AS A 30 MINUTES
PERCUSSION IMPROVISATION BY DRUM-
MER PETER STAVRUM NIELSEN. THIS 
SESSION, PERFORMED ON A DRUM KIT
COMPRISING FOUND PLASTIC, METAL 
AND WOODEN ITEMS, WAS CAPTURED BY 
A COMBINATION OF AMBIENT AND CLOSE 
RANGE MICROPHONES INSIDE A THEATRE 
IN LISBON, PORTUGAL AND RECORDED 
STRAIGHT TO STEREO VIA A YAMAHA M7CL 
MIXING DESK, WHILST MANIPULATING THE 
ON-BOARD EFFECTS LIVE  (FLANGE, PHASE, 
DELAY, DISTORTION) AT THE CONSOLE.



THIS INITIAL RECORDING GAVE ME 
THE IMPRESSION OF DRILLING A HOLE 
AND IS WHERE I BEGAN TO DEVELOP 
THE CONCEPT OF MINING. PETER WAS 
PLAYING AS THOUGH HIS PERFOR-
MANCE WOULD BE CUT INTO LOOPS 
AND USED SEPARATELY. HE COULD NOT 
HEAR MY MANIPULATIONS WHICH I WAS 
MONITORING ON HEADPHONES. LATER, 
I COULD ONLY ENVISAGE USING THIS 
PERCUSSION RECORDING AS A COM-
PLETE WORK. YOU CANNOT DIVIDE A 
HOLE UP INTO SEVERAL HOLES, ONCE IT 
HAS BEEN DRILLED. HAVING SAID THAT, 
DISTINCT ACOUSTIC ATMOSPHERES 
PRESENTED THEMSELVES WITHIN THE 
PIECE AND THESE BECAME THE FIVE 
TRACKS OR CHAMBERS OF CLAY MINING.



FROM THERE I EXPLORED MORE DEEPLY 
AND IN GREATER DETAIL. I “HUNG” 
ITEMS INSIDE THE HOLE, MAPPING THE 
CONTOURS OF THE RHYTHM. I INTRO-
DUCED FIELD RECORDINGS (MAINLY 
FROM WHERE I WAS LIVING AND WOR-
KING IN MACAU, CHINA) AND FOLEY PER-
FORMANCE TO CREATE DISTANCE AND 
DEPTH. I POURED SYNTHESIZER PADS 
INTO THE MINE, AND THEY RAN DOWN, 
DRIPPING FROM THE WALLS. THE FINAL 
MIX WAS COMPLETED AT FORT YEL-
LOW IN CANTERBURY, UK _CLAY GOLD




