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M
ick Harris has revisited Scorn as a solo elec-

tronic music project throughout the years, 

but 1994’s Evanescence marked the end of a 

combustible partnership with multi-instru-

mentalist and vocalist Nicholas Bullen. Of 

course, Harris and Bullen had some history 

as two-thirds of the short-lived Napalm Death lineup 

represented on Side A of Scum. Both had a shared interest 

in punk rock, industrial, dub and avant-garde art, all of 

which filtered into two full-lengths of minimalist music 

(1992’s Vae Solis and 1993’s Colossus) before reaching the apo-

theosis of that sound on the more polished Evanescence.

For Bullen and Harris, the continued quest for extrem-

ity on Evanescence meant slowing things down, not speed-

ing them up. The sound of Scorn’s third and most fully 

realized album is best described as “narcotic,” which is 

evident from the jump on opener “Silver Rain Fell.” On 

Evanescence, the pair explore tension and release with cas-

cading patterns and trance-like rhythms. The album also 

marked the introduction of James Plotkin as a member 

of Scorn, playing guitar and guitar synth; he and Harris 

had first met through tape-trading and continued to col-

laborate in subsequent projects after the break-up of this 

version in Scorn.

Almost 30 years after it was recorded, Evanescence still 

sounds newly minted, but it admittedly isn’t the easiest 

album to get into—it can be as cold and unwelcoming as 

the city that birthed it. Echoes of Birmingham’s roots as 

a key factory site during the Industrial Revolution can be 

heard in the mechanical noises of “Automata,” which also 

channels the Bhagavad Gita and J. Robert Oppenheimer. 

The content of Bullen’s lyrics take on an extra-sinister 

dimension with his vocal contortions. On Evanescence, they 

offer Scorn’s ripest avenue for exploration; tracks like 

“Days Passed” and “Exodus” seem to presage the band’s 

impending demise.

1994 was an absolutely bonkers year for electronic and 

ambient music, including Portishead’s Dummy, Massive 

Attack’s Protection and Aphex Twin’s Selected Ambient Works 

Volume II, not to mention early works by Tricky, Autechre 

and Roni Size. Despite Harris, Bullen and Plotkin’s firm 

roots in grindcore, Evanescence is more closely aligned 

with artists like those and the more hip-hop-influenced, 

breakbeat-heavy scene later showcased on the Mo’ Wax 

label. This connection was further underscored/explored 

on 1995’s Ellipsis, which contained a series of Evanescence 

remixes by the likes of Meat Beat Manifesto and Scanner.

What might have happened if circumstances allowed 

for Bullen, Harris and Plotkin to continue as Scorn? All 

three are mercurial personalities and guided by their 

own aesthetics. Harris is now back to recording under 

the Scorn moniker, and sometimes works out his inner 

demons in Lull and Fret. Bullen was off the radar for a 

long time, but has applied himself to the field of sound art 

and is now making some of the best music of his career 

with Rainbow Grave. And Plotkin has continued to push 

the envelope as a solo artist, and as the architect of influ-

ential acts like Khanate and Phantomsmasher. Together, 

they wrote one of electronic music’s darkest and most 

uncomfortable epitaphs, so we’re chuffed (and not at all 

weakened) to welcome Evanescence to the Hall of Fame.
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Dub and industrial were huge influences 
on Napalm Death in the early years, 
even if it wasn’t reflected in the music, 
so it makes sense to hear them reflected 
in the music of Scorn. But Scorn were 
also early pioneers of the style that 
became known as “trip-hop.” What were 
you listening to while you began to work 
on this album?
MICK HARRIS: Me and Nic both came from 

punk. We’re both around the same age, 

maybe eight months apart, and we were 

both turned on to John Peel around the 

same time. My cousin got me into some 

of the punk and new wave bands when 

he went to university in ’79, but Peel was 

our teacher. He guided us to look for the 

extremes in music. Peel is what inspired 

us most for Napalm Death. I think 

Napalm Death is what opened doors to 

Scorn, although it was purely a coinci-

dence that the first lineup of Scorn was 

the same trio on the A side of Scum. Things like 

Chrome, Swans, Meat Beat Manifesto and Coil 

were all influential throughout. 

NICHOLAS BULLEN: With Evanescence, we wanted 

to create an album that incorporated aspects of 

rhythm-driven music, but operated outside of 

functionality on the dance floor, an album that 

used rhythm and bass to enter into an immer-

sive realm. At that time, we were particularly 

listening to music created by Black, Asian and 

minority ethnic artists: hip-hop, jungle, techno, 

dub and free jazz. Our intention was to diffuse 

particular aspects of those sounds—the drum 

breaks, the tone and minimalism of dub bass, 

the glacial spaces of production—through our 

own perspective. On any given day, you may 

have found us listening to productions by DJ 

Premier and Prince Paul, Giacinto Scelsi, Brian 

Eno, Public Image Ltd, Pharoah Sanders’ Black 

Unity, Hafler Trio, King Tubby, György Ligeti, 

Dillinja, the Eraserhead soundtrack, A Tribe Called 

Quest, Empreintes DIGITALes, Jeff Mills, Cabaret 

Voltaire, Miles Davis’ In a Silent Way and Get Up 

With It, Autechre, Cluster, Remarc, Nocturnal 

Emissions, Adrian Sherwood, the Acousmatrix 

archival series, the Truper, Scientist, Jon Hassell, 

PGR, Basic Channel or Herbie Hancock’s Sextant.

JAMES PLOTKIN: A lot of jazz, early-’70s Krautrock 

and electronic music/techno. Mick absolutely 

despised the tag “trip-hop,” and he really didn’t 

feel any connection to that scene whatsoever. 

According to him, it was full of wankers—and 

I’d have to agree. It was mainly just another 

group of people that were more concerned about 

image—and a terrible one, at that—than any-

thing else, creating music through intellectual 

property theft. That was of no interest to anyone 

in the band, and likely still isn’t.

Evanescence continues the theme of the album 
that preceded it, Colossus, but also seems like 
a great leap forward musically. What were the 
lessons learned from making Colossus that you 
wanted to put into practice here?
BULLEN: The psychic tone of Scorn remained 

constant, but musically we were effectively 

experimenting in public on our early records, 

working through areas that we wanted to explore 

and then jettisoning them as we moved onward. 

Colossus was a very bleak record that fused eroti-

cism, anger and alienation, and reflected these 

elements musically through bass pulses, robotic 

rhythms, disembodied and disassociated voices, 

damaged psychedelic guitars and dissonant sam-

ples. After working through it, we realized that 

we needed to lose some of the more “human” 

elements of our sound—such as the live drums 

and guitar—and to move further forwards 

towards the Scorn core of bass, beats, samples, 

electronics and effects. Scorn’s music was always 

immersed in a distant and cold space. But it also 

seemed necessary to introduce a certain quality 

of warmth, analogous to the fetid and fungal 

heat that exists in the writings of the French 

Decadents and J.G. Ballard. This is something 

that manifested itself on Evanescence through the 

glimpses of beatific melody in some of the sam-

ples and in James Plotkin’s soaring guitar lines. 

HARRIS: I was always looking for a heavier sound. 

To this day, it’s what keeps me coming back to 

doing this. I’ll never get it completely right; I’m 

never completely happy with it. Vae Solis was the 

start and mapped out the basic ideas—minimal-

ist dub music. With Colossus, we wanted to get 

more psychedelic and spacey. We were a lot more 

confident in the studio at that point and wanted 

to get involved with the engineer, Jon Wakelin, 

who we also worked with on Evanescence. The 

studio wasn’t a big place, but there was a vocal 

booth, a live room, a control room and a reel-to-

reel player. We took our own sampler and drum 

machine into the studio because me and Nic 

were comfortable doing things that way. I only 

ended up playing from a drum kit on two of the 

songs. I didn’t think that the material we had 

assembled needed it. I’m a basic punk rock 4/4 

drummer, so I didn’t feel like I had that “swing.”

Evanescence was recorded at Arena Productions 
in Birmingham and later mixed at the Square 
Centre in Nottingham. How much time was spent 
in the studio? And how much time did you set 
aside for pre-production?
PLOTKIN: I spent a few days tracking guitar. I 

hadn’t even heard any of the material before 

arriving at the studio… though knowing Mick 

for such a long time, I had a pretty good idea 

“Many of the fans from the Napalm Death era 
were long gone by Evanescence, but this was 

understandable—we had a vision and 
refused to compromise it.”

N I C  B U L L E N
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what to expect. Still, I don’t think I had antici-

pated how accessible the new material would 

be. I was incredibly impressed with what they 

had put together and thrilled that a more atmo-

spheric style of guitar work would be possible on 

the album. Songs were fully formed by the time I 

had arrived—and I was given free rein over the 

guitar recordings, which is always a great thing. 

Some of the tracking was done in a more “sup-

plied guitar” style, meant to be edited down as 

needed, while some of it was tracked specifically 

to the arrangements.

HARRIS: We’d finished up a bit of the album 

before Jim came over to record his guitar parts. 

Jim was in England for a couple of weeks and 

then went back to America. Me and Nic started 

mixing, and a couple of tracks in, things didn’t 

feel right. It sounded good in the room when 

we mixed and sounded very thin when we’d 

listen back to the tracks in the hotel. I remem-

ber telling Nic that we were going to have to 

break it to Jon Wakelin that we couldn’t use the 

recordings. I tried taking my own DAT machine 

and running it through the mixing board to add 

a bit more bottom end to the recording, but I 

wasn’t confident with that process. I eventually 

called Digby Pearson of Earache and explained 

what was happening, and he said, “I’ll book 

you a couple of weeks in Nottingham, yep, no 

problem.” The studio in Nottingham was nice, 

and we got on better with the engineer there. 

We spent 10 days mixing the album and com-

pleted one track every day. For this part of it, 

we never asked for revised mixes—what was 

produced in the Nottingham sessions always 

sounded good. 

BULLEN: Scorn did not work like a conventional 

group where you’d write, rehearse and then 

record material. We tended to have long periods 

where the material slowly gestated inside our 

minds as we discussed the overall direction 

and gathered samples. We would work together 

to program the pieces during pre-production 

sessions, which I would then organize into 

structures. The studio sessions themselves were 

short, but focused and intense. In the studio, I 

knew that Mick had a keen interest in produc-

tion and that he understood intimately how 

everything should sound and would be guar-

anteed to make the right choices. So, I would 

often withdraw from the desk to listen from the 

room so that he could direct the flow of pro-

duction, only making interjections on points 

of production where I felt it was appropriate; 

in retrospect, this may have been an incorrect 

decision, as it perhaps meant that Mick may 

have felt a lack of contribution or support on 

my part. When it came to final mixes, both of 

us worked together and mixed hands-on at the 

desk. Both Mick and I would probably accept 

that we can have challenging aspects to our 

personalities. However, our dynamic was at its 

best when working on our compositions; and 

consequently, my memories of those times are 

overwhelmingly positive. 

Scorn were wildly prolific early on, releasing 
eight albums and EPs within the first few years 
of the band’s existence. What do you recall from 
the writing sessions for Evanescence?
HARRIS: We did have specific conversations 

about wanting the beats in this album to be in 

the vein of hip-hop breaks. We were still very 

primitive in our approach to programming. The 

loops were pretty minimalist. I think we did 

well with the tools that we had at the time. The 

loops and samples were quite rudimentary, but 

it worked. We made a good foundation for Nic 

to play bass and Jim to play guitar over. I’d gone 

down the route of working exclusively with the 

sampler and the drum machine. So, we’d get 

together and pick samples and try to figure out 

how we were going to process it and where we’d 

put it in the sequencer. Nic was always really 

easy to work with, as was Jim, so that helped 

with songwriting. Nic always had a clear vision 

for how he wanted things to sound. It was a joy 

working with someone who always brought good 

ideas to the table, and we had a good rapport 

and rhythm in bouncing ideas off each other. All 

three of us worked pretty quickly and were com-

mitted to getting things down.

BULLEN: Scorn was viewed by both of us as an 

equal partnership. The credits reflected our 

equal contribution to each piece and the albums 

as a whole. The combination of our interests and 

approaches created the Scorn sound up through 

Evanescence. After my departure, the sound of 

Scorn shifted to reflect Mick’s perspective, 

resulting in recordings that are noticeably differ-

ent—but equally rewarding and successful. On 

Evanescence, we both contributed drumbeats and 

samples in largely equal measure, using a process 

of collage and bricolage to merge our choices. 

I was generally responsible for the arrange-

ment for each piece, allowing the structure to be 

guided by the sonic content and by the thematic 

concerns of the piece. I also chose the album 

titles and defined the sequence of songs on the 

albums to present a passage through the mate-

rial that mirrored the title of the album and the 

content. The lyrics were generally the last ele-

ment to be put in place. I always carried a note-

book, which I would use to capture ideas as they 

emerged, but I would often rewrite aspects of the 

lyrics in the studio in response to the developing 

pieces. At the time of Evanescence, I was experi-

encing a very strange and disquieting period 

and this manifested itself in the fragmented 

and repetitive structure of the lyrics, as well as 

the thematic concerns of alienation and despair, 

reflecting French Symbolist literature, Samuel 

Beckett and alchemy.

One of the unquestionable high points is 
“Exodus,” which features Nick Garnett on 
didgeridoo. How did this come about?
BULLEN: “Exodus” has a quality of melancholy, 

an almost elegiac tone intended to convey a 

simultaneous sense of movement and eternity: 

an endless exodus to nowhere, weighed down by 

the body and time. Mick had met Nick Garnett 

and we knew that the qualities of the didgeridoo 

would contribute to the structure and tone of the 

piece—the shifting waves of air passing through 

the instrument complementing the forward 

motion of the rhythms, and the drone aspect 

linking to the sense of endlessness. 

HARRIS: He lived above the flat me and my wife 

Helen used to rent. He was a real nice lad. I liked 

the low-frequency sound of the didgeridoo, so 

I asked Nic if we could have my mate come in 

and play on a track. Nic only knew him as the 

hippie that used to live above me and Helen. 

Nick Garnett would occasionally come down to 

my apartment and listen to some experimental 

music and have a smoke and hang out. We actu-

ally made a whole album together, which was 

never released. I have it on DAT somewhere and 

it was sort of in the vein of [ambient group] 

Zoviet France. So, I’d already recorded with him 

and thought the sound of the didgeridoo might 

fit. Nic chose “Exodus” as the track to incorpo-

rate it on, and I think it works really well there.

Evanescence also features guitar work by 
James Plotkin, who played in a band named 
O.L.D. that started as a grindcore act and 
evolved into something a little more like 
Scorn. You shared a label at the time; was this 
something suggested by Earache?
BULLEN: James is a very skilled and creative musi-

cian, and Mick and James had been friends since 

the Napalm Death era. We knew that his extended 

techniques—both in terms of playing and elec-

tronic processing and looping—would mesh with 

the sound of Scorn, bringing the feeling of dam-

aged psychedelia that we were looking for. For 

each piece, we discussed the direction and tone 

that we sought to create and the kind of sounds 

we were looking for, and then trusted James to 

create his guitar lines with minimal interven-

tion on our part, resulting in absolutely essential 

contributions to the recordings. Scorn always had 

an unstable relationship to the guitar, though; 

even by Evanescence, we’d grown progressively 

disenchanted with the idea of incorporating it as 

a component of our sound, as it seemed to offer 

a reduced textural palette when compared to the 

sonic landscapes available through samples.

PLOTKIN: I highly doubt Earache had anything 

to do with this—I don’t think the label had any 

creative input on their releases, especially any-

thing involving Mick. He knew plenty of capable 

guitarists that would be able to take care of 

whatever might be required from that particular 

instrument on their recordings.

DBHOF215   SCORN  evanescence
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HARRIS: Me and Nic may have written the foun-

dations of this album before bringing Jim into 

the fold—the beats and the samples and the 

loops. Nic always played bass and did vocals live. 

We chose Jim for this record because he brought 

another dynamic to Scorn’s sound. Jim is a really 

wonderful guitarist. I think he was a bit ahead 

of his time with his technique, using loops to 

layer sounds, and also using synth guitar. He had 

an evolving sound, and he was constantly experi-

menting. I called his style of guitar playing “the 

drift.” It was perfect for what Scorn needed. 

Considering that Nic never really picked up 

a guitar on a daily basis, he had laid down some 

wicked parts on Colossus; we decided he’d play 

guitar on that album because [ex-Godflesh gui-

tarist] Paul Neville couldn’t fit it into his sched-

ule. So, Nic played guitar there, but we decided 

that we wanted to bring someone else in for 

Evanescence because we wanted to play live and 

have that person tour with us. Jim was a simple 

choice, really. He has an expansive mind and he 

was interested in pushing the envelope. It was 

perfect to have him involved. Jim and I had been 

friends since ’86 or ’87 from tape-trading. He’d 

discovered Napalm Death and sent me [his pre-

O.L.D. band] Regurgitation demos.

Do you have a favorite song on this album, 
and why?
HARRIS: “The End.” Jimmy’s guitar is fucking 

wicked on that song. Nic’s bass sound reminds 

me a bit of Jah Wobble’s work in Public Image 

Ltd, but also is distinctly Nic Bullen. The beat on 

there is really simple, but memorable: a poppy 

kick drum and snare thing. The melody is quite 

sad. I remember listening to the mix and being 

wistful that the record was almost finished, 

because it was such a great experience putting it 

together. There’s a lot of influences on that song 

and it has a lot going on, but I think it works. 

BULLEN: “Silver Rain Fell” is a piece that reso-

nates for me. It has a strange tone. It’s bleak, 

hard, cold, dissociated, alien. It conveys an 

endless sadness that permeates everything, like 

psychic mercury flowing through the macrocosm 

of endless universes and the microcosm of the 

inner space of an individual. Musically, the piece 

has a sense of the inescapable eternal, ampli-

fied by the fusion of samples, where repeated 

small motifs and cells of sound merge together 

into a larger whole. This is underpinned by the 

combined pulse of the breakbeat and the robotic 

pointillism of the drum programming, plus the 

insistent bassline, which I had originally used 

on our first Peel Session for the piece “Wall of 

Silence.” In terms of the album, it was a natural 

choice as an opening piece, setting the tone for 

the whole. “The End” also provided a suitably 

mournful ending. 

Technology, of course, was a lot different nearly 
30 years ago. What type of gear did you use for 
sampling, looping and drum programming?
HARRIS: When we did Evanescence, I decided I 

wasn’t going to do any drums at all and that 

we’d just get deeper into the programming. We’d 

moved into using an Atari sample sequencer 

and an Akai sampler. Our process became more 

refined. We had more of an idea of how we 

wanted the grooves, the basslines and the vocal 

effects to sound. We liked to record all of the 

samples to tape to give things a warmer sound 

and a bit of saturation. 

PLOTKIN: A lot of the guitar work was done with 

a crusty old DigiTech 7.8 second looping rack 

unit—it was extremely unstable, which could 

work to my advantage as far as making unique 

sounds, but could also crash and burn at any 

time. If you left the loop playing long enough, 

the pitch would end up about at least a semitone 

higher than where it started… nightmarish for 

most musicians, I suppose. 

BULLEN: The earliest Scorn recordings were made 

on minimal equipment: an Ensoniq sampler 

for sampling and looping and an Alesis drum 

machine for drum programming. It worked for 

us, but perhaps placed some limitations on 

 The End
Though their most 

commercially and critically 
successful album in its time, 

Evanescence and its 
remix album Elipsis 

would be the final album 
of the Harris (l) and 
Bullen era of Scorn
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the palette of sounds and how we could approach 

their transformation. On Evanescence, we moved 

on to using an Akai sampler and Cubase as a digi-

tal workspace, which allowed us greater freedom 

in terms of editing samples and programming. 

As always, we also made use of the studio as an 

instrument, working the faders and EQ on the 

mixing desk to create and alter sounds. 

The album cover features a super creepy 
vintage-looking photograph of a mother and 
child. What type of input did you give to Ruth 
Collins for the album visuals?
HARRIS: Ruth Collins was Nic’s partner at the 

time. I had absolutely no input into the design—

that was always Nic’s department. Nic was the 

lyricist. There was something behind his lyrics. I 

never questioned anything when it came to that. 

He was a very intelligent, deep guy. He had his 

lyrics and often ideas about what he wanted visu-

ally to represent those lyrics. Ruth Collins was 

great—she later did the art for Gyral and Ellipsis. 

I’d love to have some of her work today. I do think 

that Evanescence is a particularly beautiful sleeve. 

BULLEN: We had created the artwork for the 

preceding releases by Scorn, but it seemed appro-

priate that Evanescence would take a different 

approach. We gave Ruth relatively free rein in 

terms of the images. She knew the mood and 

tone that we were attempting to convey, and 

her style echoed elements in our compositional 

approach—a certain tone in the imagery, over-

laid elements, shifts in perspective, mingling 

of past and present into a different future. She 

produced a range of hand-tinted photographs, 

and we then selected the different elements 

for the album cover—the end result perfectly 

complemented the music. 

How was Evanescence received upon its release, 
especially from fans of Napalm Death? Did 
Digby Pearson view this as something that 
was commercially viable or a pet project with 
connections to other acts on his label?
BULLEN: It may be true to suggest that Earache 

often struggled to market Scorn; we did not fit 

with their core demographic or fit neatly into 

another scene of the period. But Evanescence 

seemed to be very well-received upon its release, 

garnering positive feedback from listeners and 

our peers and reviewers in the music press. Many 

of the fans from the Napalm Death era were long 

gone by Evanescence, but this was understand-

able—we had a vision and refused to compromise 

it. However, the Scorn albums acted as a gateway 

to other realms of music for some listeners, 

reminiscent of the effect that John Peel’s radio 

show had on many of us from Mick and I’s gen-

eration. It is hard to gauge how Evanescence would 

be received if it was released today, as music has 

developed in many different directions. There 

is a quality about the record that means that it 

continues to resonate for new listeners. 

HARRIS: To start, Dig was always into it. He didn’t 

put out anything that he didn’t believe in. Scorn 

was a challenge for Dig until Evanescence came 

out—I think he did see some commercial poten-

tial with it, because it had this sort of radio-

friendly poppy production. There was a big press 

storm. Earache had Pete Lee from Lawnmower 

Deth working on publicity, and he had good con-

tacts. Earache had a bunch of posters made to 

advertise the record. Along with Pete doing the 

press, we had a booking agent, and everything 

came together perfectly. It was actually pretty 

easy. We just had to do some press and go on tour 

to sell some records. We enjoyed getting into the 

back of the van and going on tour; it was really 

good fun. Out of all the Scorn records, this is the 

one that we had the most success with. I can’t 

really say why—it just grabbed people. 

“Isolationism” was a term that was frequently 
used to describe dark ambient/post-industrial 
music of the early ’90s. Indeed, the remix 
of “Silver Rain Fell” was included on an 
Isolationism compilation on Virgin the same 
year that Evanescence came out. Did you feel 
a sense of kinship with the rest of the artists 
included in that scene?
HARRIS: Kevin Martin [of GOD] was the one that 

came up with the term “isolationism.” What Kev 

meant by it was a way of grouping individuals 

that were making their work in isolation—the 

term later became a way of describing dark ambi-

ent music. I did feel kinship with those musi-

cians, because they were all forward-thinking 

artists that were pushing the envelope. To this 

day, I don’t really know what the fuck I’m doing. 

It’s all about experimentation. That’s how I work, 

and that’s how Kev works, and that’s what he saw 

in that group of people. I approach music the way 

I approach fishing—keep going a little further. 

You’re not going to know what you are capable of 

unless you go a bit out of your depth. 

PLOTKIN: It was a small-ish scene, and most of us 

knew each other, but I never really bought into 

the term or considered it any kind of artistic 

movement. It seemed like a typical marketing 

thing to me, or at least a question of, “How do we 

fit this music neatly into some kind of genre so 

it can be marketed?” 

BULLEN: Scorn were “isolationist” in the sense 

that we followed our own path without consider-

ation for outside elements. Our focus was internal 

rather than external, on our inner space and the 

dissociation that we felt. Combined with a certain 

quality of reticence in our personalities, we gener-

ally worked in isolation and were conscious of that 

fact, so it was hard to feel that we were involved in 

anything wider. I appreciated the work of many of 

the artists on the Ambient 4: Isolationism album, and 

perhaps did feel a sense of kinship if only in terms 

of making music that explored a particular vision. 

I do not know if this is how the other artists on 

that compilation felt about Scorn. 

Scorn did limited touring and played festivals 
during this era of the band. How did the songs 
from Evanescence fare in a live context?
BULLEN: Mick and I were always much more com-

fortable in the studio compared to the live setting, 

working without any need to engage with external 

responses. However, we always wanted to make 

our live performances something to remember. 

The Scorn live sound was always full and envelop-

ing, using volume and sub-bass to flood and vibrate 

the venue spaces. We deliberately restructured 

the songs from Evanescence for live performance to 

allow us to extend elements and to present new 

versions of the material rather than providing a 

duplicate of the recorded versions. This approach 

worked particularly well when James Plotkin 

was playing with us—those concerts are personal 

favorites. We received an incredible response from 

audiences. The sight of a packed venue moving to 

the inexorable pulse of beats, bass and abstracted 

sounds was completely energizing. 

PLOTKIN: The actual music fared quite well, in 

my opinion. I think the visual aspect suffered a 

bit—Mick was planted behind the front-of-house 

mix console during the entire gig, in order to take 

full control of what the audience was hearing. 

Certainly not a bad idea if you’ve had enough 

experience with live sound engineers that can’t 

be bothered with your live mix, or fear cranking 

the bass up to a level that was suitable for the 

music... but I certainly wasn’t concerned with 

having any sort of stage presence, which left Nic 

as the sole visual point for anyone in the audience 

that needed to see a moving human form on stage. 

HARRIS: What we did for Evanescence is that we 

recorded down to a two-track, and for every 

track we’d mix the track that would go onto 

“Sometimes we’d 
end up hating each other, 

but that’s normal after 
you’ve spent that much 
time together in a van. 

You can only put up 
with so much of 
Mick Harris in 

the back of a van. 
It’s a small fuckin’ space 
and I’m a pain in the ass, 

I’ll tell ya that.”

M I C K  H A R R I S
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the album, flatten the board and move on to 

the next track. Before we moved on to the next 

track, we’d do a separate mix of the bass and all 

the loops and samples, so we were ready with a 

live backing DAT, which I would control through 

the mixing board. I’d take a sampler and a little 

midi keyboard. I wasn’t onstage—it was just Nic 

and Jimmy, along with the visuals. We started to 

use projections back then, which Nic was making 

on Super 8 and then balanced out on VHS 

because it was easier and more practical. I’d be 

front-of-house, pushing the DAT, adding samples, 

and mixing and dubbing the whole thing live. I 

loved that set-up. I finally had control over the 

volume and the bass levels, and we didn’t have 

to employ a sound man, so I didn’t have to con-

stantly worry about it sounding right. 

The tour was fun—we’d go to Europe for four 

to five weeks. Sometimes we’d end up hating 

each other, but that’s normal after you’ve spent 

that much time together in a van. You can only 

put up with so much of Mick Harris in the back 

of a van. It’s a small fuckin’ space and I’m a pain 

in the ass, I’ll tell ya that.

Evanescence marked the end of the Harris-
Bullen musical partnership, leaving things on a 
very high note. Why did you decide to put a stop 
to this version of Scorn here?
BULLEN: Evanescence was the high point of our 

collaboration together, and what Mick and I 

achieved with it still resonates for me to this 

day. Mick and I worked together very well 

creatively, but there were certainly some dif-

ferences at this time in terms of the future 

direction of Scorn. We would probably have 

worked through them and carried on, but cir-

cumstances in my personal life meant that we 

could no longer work together. They also caused 

me to realize that it was neither healthy nor 

desirable to continue to follow a professional 

career as a musician, so I withdrew from public 

releases and performances for the better part of 

a decade, focusing on composing and recording 

in private. 

HARRIS: The final day we mixed the record, Dig 

threw a little bit of a party for us, and I was just 

in a mood. I pulled Dig aside and said, “Look, I 

can’t work in a studio anymore. I need my own 

place.” Nic and I wanted to be more in control. 

We did find a place for a studio in an old factory 

in Birmingham, where they used to produce 

Bird’s Custard Powder. We’d found the studio 

space and someone to build it out for us. 

We already had an idea of how the record 

would’ve sounded, too. It would’ve been a heavy 

homage to PiL, stripped down like Metal Box. 

We’d made the decision to cut out the vocals; 

Nic wanted to sample more little lines and 

single words, with the idea of using the vocals 

as an instrument. That’s something Nic has 

picked up on in his work to this day. We also 

discussed sampling the bass, allowing Nic to 

have more freedom for other things. I think we 

would’ve been more comfortable with the sam-

pling and beat-making, especially with our own 

space to spread out in. We certainly would’ve 

had Jim on the next record—he always enjoyed 

visiting for a few bongs of Birmingham bud. 

It bothers me that we never got to do a 

follow-up to Evanescence. I’m very happy with 

how it turned out, but we never made our 

best record together. 

“I approach music the way I approach fishing—keep going a little further. 
You’re not going to know what you are capable of unless 

you go a bit out of your depth.”

M I C K  H A R R I S

 Multi-album collaborations
Scum-era Bullen (l) and Harris, 

circa 1986, begin their short but 
impactful collaborative career


