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ON THE 85TH NIGHT of The Wall tour, Dave Gilmour finally honoured an

auspicious promise. Instead of the show’s regular guitarists, it was Gilmour who
appeared at the top of the wall on May 12, towering over Roger Waters as he
launched into “Comfortably Numb”. Gilmour, characteristically, had not arrived
at London’s Oz Arena alone. For the closing “Outside The Wall”, he and
Waters were joined in the rubble by Nick Mason, on tambourine. Pink Floyd
had once again reunited - not, perhaps, for the last time in a career which has
now lasted the best part of four and a halt decades.

BOBEY TALAMIMEWWW, BOBBY TALAMINE.COM

It feels, increasingly, as if 2011 is

[
8

shaping up to be a critical year in
the Floyd's history. Waters’ ) ;
momentous tour of The Wall rolls -
across Europe through the ._g
summer, while the autumn will
bring a mouth-wateringly v
thorough programme of album
reissues. Bizarrely, even their
tribute bands dwarf those of

other acts: on August 2, Brit Floyd follow in Waters'

and Gilmour,
Mayl2, 2011 v

footsteps and play the O5 Arena.

There's a persuasive idea that Pink Floyd's tribute
bands have been so successful because the band
themselves are, in a way, anonymous. Who cares
about the musicians playing these awe-inspiring
songs, runs the argument? Check out the light show!

Uncut's Ultimate Music Guide to Pink Floyd proves,
we think, that this is nonsense. The tale of Pink Floyd
is one as human, passionate and compelling as any in
the rock canon. It encompasses epic power
struggles, intimate confessions, preposterous
experiments and, of course, madness.

. )
Mason, Waters ) ‘
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The whole story can be found in
these pages, as we reprint - for
the first time in decades - classic
NME and Melody Maker
interviews with Pink Floyd. We
begin with the brief psychedelic
flowering of Syd Barrett, and
chart the band’s years of questing
until they arrive at the triumph of
The Dark Side... We dive into the
intensely personal psychodramas of Roger Waters
before, finally, reaching the more placid years when
David Gilmour took the helm. We also analyse in
detail the remarkable music of the band, with
extensive new reviews of every album.

“Looking through the Pink Floyd songbook
surprises me sometimes,” David Gilmour tells us.
“There are hundreds of songs, we go through lots of
different styles of music, three different leaders and
at least three different singers, and dozens of guests.
But everything’s linked by this collective psyche...
You have a sound in your head and you try to
replicate it. I'm always looking for new sounds.”
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Isthere anybody up there?
Gilmouratop The Wall -
and Waters — during
“Comfortably Numb”
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PINKFLOYD: THEALBUMS

The Piper
At The Gates
OfDawn

From a Cambridge meadow, via London’s
exoticunderground, The Pink Floyd achieve
lift-off, with Syd Barrett—fleetingly—at the
controls. By Neil Spencer

MEE ()5 | AUGUST 1967

flaming toits peak, justin time forits 11 tracks

and 42 minutes to become partofthe era’s
dizzysoundtrack. Swiftly, the fractured guitars and
hammering tom toms of “"Astronomy Domine”
joined the cosmicclang of Hendrix's “Third Stone
From The Sun”, while the whimsical “The
Scarecrow” sat snuglyalongside The Beatles’
“Fixing A Hole” and daffy hippyhitslike The Purple
Gang's "Granny Takes ATrip”. Pipercharted
immediately, The Pink Floyd’s mothership had
touched down,

[ntruth, the group were already established as
definingagents of pop's newmood - ‘psychedelic’ to
some, plain ‘weirdo’ to most-thanks to “Arnold
Layne” and "See Emily Play”, the hitsingles with
which the Floyd had announced themselvesin
spring. Around London-and the band'slive orbit
rarelystrayed farfromthe capital-theyfurther
gloried in theirrole as house band to the self-styled
‘Underground’, a nexus of artists, scene-makers,
and pranksters centred on the iree pressofthe
International Times.

Thosewhohad seen the Floyd play, notably at the
UFO Clubwhere the band held a semi-residency,
knewthat the singles were just chart-friendly

IT&RRWED ASthe Summer Of Love was
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capsulesof the far more challenging experience that
was The Pink Floyd live. Onstage, where the group
performed in the Technicolorblizzard of their own
light show, “Arnold Layne” regularlycameinat 15
minutes, its course swollen byimprovisation;
swirlingkeyboards, octave swooping bassruns,
tinkling hiatuses, feedback-laden guitarsolos.
Presiding over proceedings was Syd Barrett, a
puckish and charismaticfigure inkaftan and King's
Road velvet, the epitome ot hippy chic, alternately
attacking the fretsofhis Telecasterwitha Zippo
lighterand raisinghisrobed handslike a pagan
priestleading a psychedelicmass.
TheFloyd'sreputation asthe hippest actintown
did notstopwith the headsat the UFO cluborthe
7,000 people who attended the 14 Hour Technicolor
Dream at Alexandra Palace in April, where the
group played atdawn asclimaxtoahappening that
alsoincluded Yoko Ono havingher clothes snipped
away. After the Floyd had brought theirlight show
and spacerocktotheaugust classical venueofthe
Queen Elizabeth Hall, Barrett and Roger Waters
wereinterviewed bya BBCartsshowwithan
earnestness usuallyreserved for playwrights and
painters. Like The Beatles, Floyd weren'tjustpop,
theywereart. CONTINUES OVER #
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- Wrightand Nick Mason, fellow

. FORAGROUPTHAT hadbeen
. knockingoutR'n'Bstandardsa

. —
PINKFLOYD: THEALBUMS

scant 12 months previously, the
journey from “Louie Louie” to The
Piper At The Gates Of Dauvn had

THE CRITICS’
VERDICT

“Anew-sound-
sockingalbum,

the Floyd’s potential producer.
When Jenner and co-manager
AndrewKingraised the fundsto
enter Sound Techniques studio -
theideawasto entice EMIinto

been quite atrip, onefuelled in ju';:h F::iﬂ:r signing the group-itwasBoyd at
greatpartby Roger ‘Syd’ Barrett. It eprce [ Asbeiniiny the console overseeing "Arnold
was Barrettwho cameupwith the Domine’) to Arabic Layne”, Barrett'sdroll cameo ofa

band'sunusualname,an
amalgamation of two obscure

(‘MatildaMother) to
jazz('PowR.Toc

closet cross-dresserand washing-
line thief. Thesongwasdrawn

bluesmen, Pink Andersonand H*]ta The "‘"Ti“'ﬂ fromreal-life Cambridge, where
Floyd Council, though the group he E’:;h;:;": e thelaundrylines of the Barrettand

joined had been assembled by
Roger Waters, a schoolfriend from
Cambridge whohad recruited Rick

architecture students at London’s

vocalsarelargely
distorted. Shouts
and ravinglaughs
comeinsuddenly,
andthereissome

Watershomes (their mothersboth
tookin female student lodgers) had
been plundered by amysteryraider
who, unlike Arnold, was never
caught. The single’s cavernous

Regent Street Polytechnic. TLL“EHE;E;“ production and swirling,
With Barrett on board (original NME SEP 2,1967 mysteriosoorgan came topped

guitarist Rado ‘Bob’ Klose was soon
displaced), the Floyd morphed

from Rolling Stones copyistsinto something
more experimental, twisting their Bo Diddley
coversinto odd, electronic shapes. The

- formally trained Wright, a jazzbuffwithan

interest in Karlheinz Stockhausen, needed no
encouragement tostretch out. Onbassand
drums, Waters and Mason keptup gamely.
Meanwhile Barrett began towrite hisown
songs, amixof ‘spaceanthems’like
“Interstellar Overdrive”, which soon became
theirsignature number, or quirky pieces like

. “CandyAndA Currant Bun” whose ‘look at that

girl’ sentiments were more conventionally

' rooted in pop tradition.

Barrett, who hadwonascholarship to
Camberwell Art School, was the mid-'60s

- hipsterincarnate. Amonghisarty, middle-

class Cambridge sethe was the undisputed
star; ‘Syd The Beat’, a polymath painter, actor,

- musician, literary devotee and religious seeker
. blessed with Byronic goodlooks and limitless
- enthusiasm. Cambridge wasessentiallya

sleepy shire town, but the presenceofits
famous university brought anearly influx

of cannabis and high-quality LSD, of which Syd
and friendslike future Floyd designer Storm

. Thorgerson became eager consumers. There

iseven footage (available on YouTube) of

- al966acid tripamid the Cambridgeshire

countryside whose pastoral spellwould
shimmer through Piperand, later, the likes

- of “Grantchester Meadows”.

Afurther catalyst for the emergent The Pink
Floyd Sound, as theywere at first called, was

' manager Peter Jenner, who had got involved

- afterseeing the group at London’s Marqueein
| spring 1966. As co-founder of the Notting Hill

. FreeSchool (hisdayjobwaslecturingat the

LSE), Jennerwasa mover and shaker
inthe Underground alongside the likes of UFO

| Club organiser Joe Boyd, whowasdraftedinas

1. Astronomy Domine &. Take Up Thy Stethoscope
* W And Walk » -+

2. Lucifer Sam # %% & 7. Interstellar

3. Matilda Mother Overdrive + ¥
T 8. The Gnome + % *

4. Flaming * %% # . Chapter 24 %% &

5. Pow R. Tec H. 10. The Scarecraw # + 4+

+r i 1. Bike i %
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TRACKMARKS | The Piper At The Gates Of Dawn

withfacetious vocals deliveredina

distinctively English accent that
hovered between cockneyand artschool posh
—tones thatwould prove highlvinfluentialon
early Floyd fans David Bowie and Marc Bolan.

EMI took the baitand signed the Floyd,
though the company’sinsistence on using
in-house producers meant Joe Boyd wasmade
to “walk the plank” ashelater putit,anda
threatened re-recording of "Arnold Layne” was
scuppered onlybyBarrett’slack ofinterestin
repeating himself.

The Floyd's new producer, Norman Smith,
who'd engineered for George Martinand The
Beatles up until Rubber Sowld, had pushed EMI
tosignthe group afterseeing thematthe UFO
Club. Floyd’s music was too unconventional for
Smith, atradjazzeratheart, buthe recognised
talent, and brought much-needed technical
skills to the sessions at EMI's Abbey Rd, where
The Beatles were coincidentally recording Sgt
Pepperinthe adjacent studio. There was evena
cursoryintroduction between the Fab Four
and EMI's newsignings, recalled as "abitlike
meeting the royal family” by Nick Mason,
though amatey Paul McCartneyassured the
band theywere in gopod hands.

It quickly became apparent that Smithwould
need allhis expertise to capture the ideas of his
new charges, and to handle the mercurial
Barrett, who by springl967 wasalready
showingsigns of the breakdown that would
see hisdeparture from the group afewmonths
hence. "Working with Syd was sheer hell and
there are no pleasantmemories,” Smith
brusgely summarised later. Particularly
gallingwasBarrett'sunwillingness, or
inability, to play eventhe smallest partthe
same way twice. By then Barrett's ingestion of
LSD had escalated into
adailyevent. The
smilingcharmer
encountered by

RELEASED: Y ey i

August 5, 1967 ; ' _
LABEL: EMI " {guitar, vocals); Roger
PRODUCED BY: ' Waters (bass, vocal);
MNorman Smith . Richard Wright (organ,
RECORDED: Abbey . piano); Mick Mason (drums)
Road Studios « HIGHEST CHART

PERSONMEL: Syd Barrett | POSITION: UK & US 131
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Joe Boyd a few months earlier, a young man
with "areal joyous energy abouthim”,
presented an increasingly shambolic figure,
alternatingbetween manicenthusiasm and
glassy-eyed vacancy.

The sessionsat EMI focused initially on the
Floyd’slive freakout stand-bys, “Interstellar
Overdrive” and “Astronomy Domine”, their
length judiciously honed down. “Overdrive”
wasrecorded intwotakes, with one version
overdubbed onto the other. Forthe group’s
secondsingle, however, areturn to Sound
Technigquesstudios was deemed necessary (o
capture the “Arnold Layne” sound. “See Emily
Play” proved even more strikingthanits
predecessor, soaringtosixth spoton the UK
charts. Itsdreamy verses and frisky chorus
made a perfect fit for the unfolding summer,
conjuringa portraitof childhood innocence
straightoutof...Alice In Wonderland, aplace
where you “loseyour mind and where you
might “float down a river foreverand ever”—
sentiments thatwould prove sadly prophetic
for their creator.

Yet The Pink Floyd considered themselves
primarily “analbumsgroup”, astatus
confirmed instantly by the release of The Piper
At The Gaies Of Dawn. The title was, like so
miuch else, Barrett's doing, plucked froma
favourite childhood read, Kenneth Grahame's
The Wind fn The Willows, describing an episode
when Moleand Ratty hearthe great god Pan
welcoming the newday on hisreed pipe.

Like Pepper, the Floyd's debut seemed to
herald anew era in consciousness, one where
Wiliam Blake’s "doors of perception” were



flungopentoreveal splendour, magicand
possibility, where the outerworld of nature,
fromthestarryrealmsofdeep spacetothe
humblest dandelion, joined theinner space of
theindividual psyche. Even forthose who
hadn't taken the plunge into LSD (like Barrett’s
bandmates, forastart), Piper's mix of cosmic
voyaging and childlike delight offered an
equallyinstant, and way less dangerous,
sensoryderangement,

i e A A M N M e

John Lennon had reminisced on “She Said She
Said”, that “when lwasa boyeverythingwas
right”, later hymningthe “Strawberry Fields”
ofbovhood, while on “Hole In My Shoe” Traffic
had recalled “a place where happiness reigned
allyearround’.

Hippywhimsy-"buttercup sandwiches” in
Peter Jenner's shorthand - would soon getout
ofhand but, on Piper, Syd Barrett pulled it off.

¥

% A —— e,
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keyboards before the numberlifis off, its
constellations and planets entangled with “the
icy waters underground on planet Earth, Even
here childhood popsupinthefigureofDan
Dare, Eaglecomic’s fabled “pilot of the future”.
Among the other elementsin play, Waters’
“Take Up Thy Stethoscope And Walk™ 1shittle
more thanariff-based jam centred on Wright's

keyboards. “PowR. TocH.”, named after the
World Warl ‘Toc H’ refuges,

Incommon with “See Emily

suggestsawalk throughnight-

Play”, the albumcamesteeped
in allusions to childhood, most
explicitly on “Matilda Mother”,
whose crepuscularmoodand
echo-heavyvocals evoked
fairytalestoldinaroom

Like The Beatles’ Sgt
the Floyd’s debut seemed to herald
a new era in consciousness

Pepper,

time fenlands, Mason'sdrum
patterns (muted with tea towels,
atrick Smith hadlearned from
Beatlessessions) overlaid with
jazzykeyboards, Barrett's
ringing guitar and sound effects

filled with “doll’s house _ [

like Waters' “paranoid” chants.

darkness, old perfume”.

“Matilda Mother” wasnotitselfachild’ssong,
however, whereas “The Scarecrow”, “The
Gnome”, “Bike” and “Flaming” all had the sing-
songlarkiness ofinfancyto them. Indeed, their
nursery rhyme simplicity should have fallen
flaton what was widely described (though not
by The Pink Floyd) asa'psychedelic’ album.
Instead, led by Barrett's carefree vocals, they
beguilingly conjure up childhood experience.

Other pop actswereon the same path.
Whetheritwas the sensory overload brought
on byhashish and acid, orthe baby-boom
generation’s realisation that their 1950s
childhoods were history, therewasa
widespread nostalgia forwhatwas seen, inthe
manner of Wordsworth's The Preludeor Blake's

Songs Of Innocence, as a purer state of being.

Infectious melodies are one reason why,
togetherwith aninstinctive feel for the
cadenceoflanguageinlineslike "And thenone
day, hooray”. The Cambridge countrysideis
never faraway, whetherit's Barrett “lazing in
the foggydew”, orthescarecrowin a barleytield
unmoving “except when the wind cut up rough”.
The group and Norman Smith played their
part, Wright's Eastern-tinged organ curling
around “Scarecrow” inahailstorm of
clip-clopping, tick-tocking time signatures,
Incomplete contrastis the sonic assault of
“Astronomy Domine” and “Interstellar
Overdrive”. Introduced by Jenner barking star
names througha megaphone, the formerisa
storming opener, its power chordsarrivingin a
furious bleep of morse signals fromWright's

“LuciferSam” isanother
stalking, nocturnal piece, an ode to Barrett’s
Siamese catrooted in a downbeat bluesy
codathat harks backto Barrett's Bo Diddley
infatuation, descending and ascending chords
being one of Piper's trademarks. “Chapter24”
isits opposite, stately and sunlit, its lyricslifted
almostintact from the 24th hexagram of the

[ Ching—-ancient China's ‘book of changes’ -
withwhose prophetic powers Barrett, everthe
seeker, had developed a fascination.

“Bike” closes The Piper At The Gates Of Dawn
onanoteofglee, careeninground an eight-
year-old’sworld of bikes, pet miceand
gingerbread men, its chorus of “ You're the kind
of girl that fits in with my world" arriving from
Barrett's current, grown-up world. Zany but
irresistible, muchlikeits creator. W

GETTY IMAGES
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PINKFLOYD: ARCRIVE 1967

WERE PLAYING
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1967, and a few tenacious journalists venture into London’s
underground to meet The Pink Floyd. Frontman SYD BARRETT
strives for artistic freedom. Bassist ROGER WATERS claims he
lies and is “rather aggressive”. But as the year goes on, and the
polite veneers of the psychedelic architects begin to slip, it
becomes clearthat, already, allis not quite right with the band...

e saan— BEINGASKED TQ interview The Pink
yrivend m-l Floyd isan ordeal I would have wished
i only on my worst enemies, [ was shaking
like aleafan hour before our first midday
appointment. The thought of having to
talk to a psychedelic group brought me
outin sugarcube-shaped goose pimples.
Whatlanguage do these musical
Martians speak? Would their
hallucinatory gaze turn me into an
orange? What would be the horrible
consequences of freaking out with a bunch of transvestites
in Cambridge Circus? Preconceptions flooded my already
busting mind. This was going to be 16 hours of terrifying,
heart-halting experiences.

Nervously, I tiptoed to the door of lead guitarist Syd
Barrett's house just off busy Cambridge Circus in the
middle of London’s vice-ridden West End. The front door
was painted an ominous purple. Why wasn’t I being paid
danger money? Was this one trip on which all expenses
weren't going to be paid? Oh, to be golf correspondent on
International Times and forget these blasted astronomic,
hippy rebels.

Syd Barrett tumbled out ofhis bed and donned his socks.
[ peeked around the small attic room looking for women’s
clothing that The Pink Floyd say Arnold Layne tries onin
front of the mirror. Instead his girlfriend materialised at
the door and brought in a cup of coffee.

Well, so far there was little evidence of the terrible Arnold
Layne beingin the vicinity — The Pink Floyd were covering

[

=z |k

L
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e

i
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up well. I'll shoot Barrett a few quick questions while he's
still halfasleep.

Syd, why did youwrite such adirty, filthy smutty,
immoral and degrading song as “Arnold Layne"?

Syd blinked blankly: “Well, Ijust wrote it. I thought
‘Arnold Layne’ was anice name, and it fitted very well into
the musicl had already composed.”

“Butisn’tit true,” said I, “that Radio London, quite rightly,
banned the record because they thought it was ‘smutty'2”

Instead of reelinginto the wardrobe and revealing a
cupboard full of feminine clobber, Syd began to explain: “I
was at Cambridge at the time [ started to write the song, |
pinched the line about ‘moonshine washing line'from Rog,
our bass guitarist—because he has an enormous washing
line in the back garden ofhis house. Then I thought,
‘Arnold must have a hobby,” and it went on from there.

“Arnold Layne’ justhappens to digdressingup in
women's clothing. Alotof people do-solet’sfaceup to
reality. About the only otherlyric anybody could object to,
isthe bitabout, ‘it takes tivo to know,"- and there’s nothing
‘sutty’ about that!

“But then if more people like them dislike us, more
people like the underground lot are going to dig us, so we
hope they’ll cancel each other out.”

Organist Rick Wright walked in and said: “I think the
record was banned not because of the lyrics, because there's
nothing there you canreally object to—but because they're
againstus as agroup and against what we stand for.”

“It’s only a businesslike commercial insult anyway,”
thought Syd, “it doesn’t affect us personally.” continues over»
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"'1_‘.
Alien sounds: Pink Floyd '\I

atthe UFO Club,
December 1966

Roger the bass, and Nick Mason the
drummer joined the happy throng. Maybe
theywere the evil people, I thought.

“Let’sfaceit,” said Roger seriously, “the
pirate stations play records that are much
more smutty’ than ‘Arnold Layne’ will ever
be. Infactit’sonly Radio London that have
banned the record. The BBC and everybody
else playsit. [ thinkit's just different policies -
notanything againstus.”

Thatsounds like sense. Syd gotup and
moved stealthily to the taperecorder. Ah-hah,
they're going to try subliminal brainwashing!
They're going to lock me in a revolving echo
chamber full oflaughing gas and pipe
Stockhausen through the portholes while
Suzy Creamcheese writhes on the transparent
roof in a Matey bubble bath, being watched
intensely by the inmates of the Asylum of
Charenton under the direction of the Marquis
de Sade.

Syd puton one of the new Pink Floyd album
tracks instead. And, Gadzooks, it's foot-
tapping stuff. Quite interesting pop music
actually. “Avant garde”, [ thinkit's called.
Warming to the Floyd's tapes of numbers like
“Interstella” and “Flamin’ | began to think
that maybe [waswrong - maybe beneath the
hustle and bustle of the in-crowders and
newspaper reports, here was a group not quite
asweird as everyone makes out.

“Let’sgoforadrink,” theysaid. A drink?
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Surely hippies don't drink? But sure enough
there we were in the pub downing good
old-fashioned brown beer, And another, and
another, And then it was off to EMI Studios
for the group’s recording session. Quite a
normal affair. No kaleidoscopic lighting,

no happenings or freaking —just alot of

hard work.

Where does the group think they it in the
pop musicstructure?

“We would like to think that we're part of the
creative halfin that we write our own material
and don't just record other people’s numbers,
or copy American demo discs,” said Nick
Mason. “Our album shows partof The Pink
Floyd that haven’t been heard yet.”

“There’s parts we haven't even heard yet,”
chipped in Roger.

“It's bringing into flower many of the fruits
that have remained dormant for so long,”
added Nick.

“It all comes straight out of our heads,” says
Syd, “and it’s not too far out to understand. If
we play well onstage I think most people will

understand that what we play isn't just a noise.

Most audiences respond to a good set.”

And despite those terrifying premonitions
and the misinterpreted facts, and the
blown-up rumours, interviewing this
so-called “psychedelic” group was an
enjoyable experience. They were very
normal people. Nick fones

THE PINKFLOYD burst
onto the London club scene
" inakaleidoscope of colours
tex somemonthsago, Literally,
- becausecolour, shapes and
. light gave impact to the

o staggering, tumultuous

® waves of sound which made

AEbFil - =~ up theiract. Pop-orpopin
Britain, at least — was never
] : s >
DH@L like this before. Pre-Pink

Floyd groups were content to go onstage and
grind out a succession of old hits or bad copies
of American records.

The Floyd have denounced this visually
boring performance. "Our lighting man is the
fifth member of the group,” they say—and
engulf the audience ina symphony of weird
shapes and violent colours which confound
the senses as much as their driving,
30-minute-long songs. But are they just a brief
bubble on the pop scene, or have they the
ability to last?

Offstage and collectively they could be
just another group; individually they're
obviously intelligent. Well, what are they like?

P —

For astart, there’s the lead guitarist,

SYD BARRETT. Born 21 years agoin
Cambridge, Syd is the bestlooking of arather
ordinary bunch. His interest in music began at
seven with piano lessons and ended abruptly

GETTY.RETHA



after two weeks. Afterwards it was
artschoolin Cambridge, closely
followed by art schoolin London.
Hebecame a part of The Pink Floyd
because helived next door to bass
player Roger Waters.

The Pink Floyd have a definite
place in pop society despite the
apparent swing to the squares, he
says, "Teenagers in Britain are

w?_ﬁf_ﬁﬁ%'gE Perhaps there wasanidea

EF& g ér Elt images as well as sound, but

The UFO Club -
founded by John
‘Hoppy' Hopkins and
Joe Boyd - is partof
the Floyd legend, but

preconceived arrangement.
dreamed up in as much as we use

otherwise it'sallimprovisation.”

Roger, for the record, wasborn
at Great Bookham in Surrey but
moved to Cambridge when he
was still a baby, After Cambridge
schooling, he studied

great. Possibly, they are not buying t:'rfeb;ﬁ tl?.'::l:ti?it architecture at the Regent Street
the bulk of records, but they come e - Polytechnic before drifting into
tolife as audiences. Just because I TottenhamCowt  thegroup.

Humperdinck, closely followed by Road, was brief. They Was there any musical

the Ken Dodds, is doing so well is played just10 shows background inhis family?
notindicative of apathy on the part hﬁmmi‘ggg;‘j:ghﬂ “Well, my mother’s stone deaf,
of teenagers. Rrut over it s my father’s dead and my

Syd himselfis the most colour-
conscious of the colourful Pinks.
Hedressesin clothes like black
corduroy jackets, wine-red pants and
white shoes, “Freedom is what I'm after,”
he comments. “That’s why [ like working
in this group.

“There’s such freedom artistically.”

RICKWRIGHT plays organ.
Heisalso 21, rather quiet,

September1,1967

grandmother bought her first pop
record lastweek. [twasadisc
called ‘Arnold Layne’.”

NICKMASON, the 22-year-old drummer from
Birmingham, describes himselfasa “very
mediocre, ordinary youth” and thinks his
arrival in The Pink Floyd was possibly
remotely connected to his grandfather once

largely because he hated working inan office.
“lhad studied architecture for three years at
the Polytechnicand then spent a year working
inan office. It's only just lately, in fact, that
The Pink Floyd have been doing much work.
In the past we played about one date a
fortnight and spent the rest of the time sitting
in pubs and saying how nice it would be to be
famous. Only when we gota manager who
started organising us did we get beyond
justdreaming.”

He hopes, naturally, things will get bigger
and better for the group. Disc And Music Echo

@ forgiven for thinking: “What

05/08 ﬂ!lﬂ | The Pink Floyd being quite

and attractive records like “See Emily Play”

veryeasy-going and
exceedingly absent-minded,
which explains why he
locked the group’s carand
left the keysinside. He
went for education to
Haberdashers' and talkslike
it, too. “Then I went to Regent
Street Polytechnic to study
architecture and gave up inboredom aftera
year. So [ started going abroad, to placeslike
Greece. Then came home to earn a bit of
moneyin jobs like interior designing and
private decorating. But [ wasveryunhappy
and turned to studying music. [ gave that up
two months ago, but only because The Pink
Floyd had become a full-time occupation.”

He still hopes some day to complete
his musical studies “and write a symphony
orsomething.” Pink Floyding it, however, is
quite enough compensation for his future
plans. “We're playing something completely
different from what has gone before. Like jazz
musicians, we improvise all the time, both
vocally and instrumentally.”

A bit of adrifter, with his scarf stuffed
untidily into his shirt, but pretty content
at present with being a part of The Pink Floyd.

ROGERWATERS, 22 and the bass player, says
“Ilieand am rather aggressive,” and attempts
to act the part by shooting down questioners
ithe can.

Whydon't The Pink Floyd try to expand as
personalities? “We give the public what they
can see for themselves —we don’t want to
manufacture animage. We don't want to be
involved in some publicity build-up.”

Notevenadressimage?

“We dress aswe feel at the time.”

How did the concept of the stage act come
about?

“There is no conceptabout it. Our music just
comes from the fingers —there's no

“ON THE CLUB SCENE WE
RATE ABOUT TWO OUT OF TEN
AND‘MUST TRY HARDER..”

penning a “fine, regal march” entitled “Grand
State March™.

Being the grandson of such a composer, Nick

says sadly: “Ttake life easy but I am bit
paranoic. I feel everyone has adownonme. I
want to be successful and loved in everything
[ turnmy hand to.”

He may succeed. He is, for one thing, the
easiest to talk to. Joining the group came

The Floyd in "&7: (I-r) Mason, Wright,
Barrett and Waters, making music
Y “not too farout tounderstand...”

might not be all that they should be, and are
taking steps to rectily the situation.

Roger Waters, bass player, with rather
aesthetic good looks, and a taste for frequent
pints of bitter, grappled frankly with Floyd
problems this week.

“We're being frustrated at the moment by the
fact that to stay alive we have to play lots and
lots of places and venues that are conminues over»

||
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—1 ASTHOUSANDSIN

| ballrooms and assorted hell-
holes across the country are
deafened and blinded
nightly by The Pink Floyd,
the well-known psychedelic
group, thousands might be

the ell’sitall about?” Are
honest when they make coy

then proceed to make the night
hideous with a thunderous,
incomprehensible, screaming,
sonic torture that five American
doctors agree could permanently
damage the senses?

The Floyd do not wish to appear
dishonest, but they are worried.
Theyappreciate the contrast
between their records and live
performances, agree the latter




notsuitable. This can'tlast,
obviously, and we're hoping to
credte our own venues.”

Roger accepted a
government-approved
cigarette and warmed to his
theme. "We all like our music.
That's the only driving force
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Mick And Tich geta gold starin the
margin, or "Tick—Very Good’. On

the club scene we rate about two ThearchitectofFloyds  together and not the playing side.
out of ten and ‘Must try harder’ earty light shows So whatwe've got to do now is get
We've had problems with our was Sydarrett's together a stage act that has

. e it he PA former flatmate Peter hi dowith d
equipmentand we can't get the Wynne Willson, who nothing todowith ourrecords,
towork becausewe playextremely  grginallytrainedasan  thingslike ‘Interstellar Overdrive’
loudly. It's a pity because Syd electricianatBuxton  which isbeautiful, and
writesgreatlyricsandnobodyever ~ Rep.Anaward-winning  instrumentals thatare much
hears them. lightingdesigner.his  easier to play.”

inventions have since

“Maybeit's our fault because we
are trying too hard. After all, the
human voice can’t compete with
Fender Telecasters and double
drum kits. We're a young group,
notinage, butin experience. We're
trying to solve problems that
haven't existed before. Perhaps we should stop
trying to do our singles onstage. Even The
Beatles, when they worked live, sounded like
their records. But the sound of records we
make today are impossible to reproduce
onstage, so there’s no pointintrying.”

Isn't this being dishonest?

“Thisisthe point. We don't think so. We still
do ‘Arnold Layne’ and struggle through
‘Emily’ occasionally. We don't thinkit's
dishonest because we can’t play live what we
play onrecords. It's a perfectly OKscene. Can
youimagine somebodytrying to play ‘A Day In

Life-
lines of

FACTS
EUGENE

graced live shows by
U2, REM, Radiohead,
and Prince aswellas
American ldoland five
Eurovisions...

The Life'? Yet that's one of the greatest tracks
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NEW MUSICAL EXPRESS ¥

CAREFUL | —~ .

On sale Friday,

WITH THOSE

ever made. Alotofstuffonour LPis
completely impossible to do live.
We've gotthe recording side

Arethe group depressed when
they fail to communicate with
anaudience?

“It's sometimes depressing and
becomes adrag. There are various
things youcando. Youcan close
your mind to the fact you're not
happening with the audience and play for
yourself. When the music clicks, even ifit's
onlywith 10 or 12 people, it's such a gas. We're
trying to play music of which it can be said it
has freedom of feeling. That sounds corny, but
itisverytrue.”

What is the future of the Floyd?

“We can't go on doing clubs and ballrooms.
Wewant a brand new environment, and we've
hiton the idea of using a big top. We'll have a
huge tent and go around like a travelling
circus. We'll have a huge screen 120ft wide and
40ft high inside and project films and slides.

We'll play the big cities, or anywhere and

—

week ending August 19, 19¢7

TP

become an occasion, justlike a circus.
[t'll be a beautiful scene. It could even be the
salvation of the circus!

“The thingis, [don't think we cango on
doing what we are doing now. [f we do, we'll all
be on the dole.” Chris Welch

GIVING POP JOURNALISTS
ahard time is the blood
sports of groups. It's one of
the occupational hazards of
the job, as anyone who's ever
been on the receiving end
of The Beatles’ rapier
remarks will tell you.
| Lastweek, itwas The Pink
00/10/167 ' Floyd's turn, whichwas
e 511 PT1SINE, fOr their latest
record, “Apples And Oranges”, isn't exactly
setting the chartalight. Still, Imanaged to
penetrate theirinitial unreceptive attitude
and asked how they felt about the record
bombing after “Arnold Layne” and “See Emily
Play” had been so well received.
“Couldn’tcareless,” is Syd Barrett’s answer.
For the Floyd don't really regard themselves
asprimarily a record group. Barrettisan
advocate of musical anarchy. He believes all
the group can do is make arecord which
pleases them. Ifit’s not commercial - too bad.
“Allwe can do is make records which we like.
Ifthekids don't, then they won't buyit.”

GETTY



Ideally, believes Barrett, groups should
record their own music, press their own
records, distribute and sell them, He feels that
the application of commercial considerations
is harmful to the music. He'd like to cut out the
record company and the wholesalers and
retailers. “All middle men are bad,” he said.

Co-manager Peter Jenner said that, anyway,
the groups have far more idea of what the kids
want than the record companies. Barrett said
that the reason the kids dig The Beatles and
Mick Jagger is not so much because of their
music, but because they always do what they
want to do and to hellwith everyone else.
“That's why the kids dig them - because they
do what theywant. The kids know this.”

[ met Barrett and guitarist Roger Waters with
managers Jenner and AndrewKing at the
Central Office Of Information in Lambeth.
Theyhad beenviewing a colour film insert of
the group fora magazine programme on
Britain networked across the US and Canada.

The number they filmed was “Jug Band
Blues”, written by Barrett, which manager
Jenner said he had wanted to release as their
single instead of "Apples And Oranges”. He
said he was pressing for it to be their next
singlein the New Year. [tis almost a poetic
recitation by Barrett, with avant-garde sound
effects by the group. The centre passage is
almost freeform pop, with sixmembers of the
Salvation Army on the recording session told
to “play what you like".

After the filming, we retired to a nearby
coffee bar where Jenner said: “The group has
been through avery confusing stage over the
past few months and [ think this hasbeen
reflected in their work. You can't take four
people of this mentallevel - they used to
be architects, and artists and evenan
educational cyberneticist — give them big
success and not expect them to get confused.

“But they are coming through asort of
de-confusing period right now. They are not
just arecord group. They really pull people in
tosee them and theiralbum has been
terrifically received hereand in America. I
think they've gotalot oftremendous things
ahead of them. They are really just starting.”

The Floyd's entryinto the pop arena was asa
psychedelic group. Theycame inon the surge
oflights and psychedelia, whichis dwindling
rapidly today. Were they still using lights or
had they made any decision to abandon them?

“Notatall,” said Roger Waters. “With us,
lights were not, and are not, agimmick. We
believe that a light show enhances the music.
Groups who adopted lightsas a gimmick are
now being forced to drop them, but there's no
reason why we should. In this country, groups
were forced to provide their own light shows,
whereas in the States, it was the clubs who
provided the lights.”

“Really,” said Barrett, “we have only just
started to scrape the surface of effectsand
ideas of lights and music combined; we think
that the music and the lights are partofthe
same scene; one enhances and adds to the
other. But we feel thatin the future, groups are
going to have to offer much more thanjusta
pop show. They'll have to offer awell-
presented theatre show.” Alan Walsh

———
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Syd Barrett reviews the week’s singles

ART:“What'’s That Sound
(For What It's Worth)” {15140
Good, [ don't recognise it
and['ve no idea whoitis, but
itdrives along, Liked the
instrumental sound. A
medium hit. [ suspectit to be
American. [ dug.

GENE LATTER: “ALittle Piece
Of Leather” (5]

It's a great song. That'snice.
It'sonthesoulsceneand I think people will go
ondigging the soul scene. I hope the people
who listen to us will listen to this as well. The
new wave of musicis all-embracing. It gets
across and makes everybody feel good. I don't
think this will do well in the chartbutit'll be
OK for the clubs.  nearly guessed who it was -
(zene Latter?

ALEX HARVEY: “The Sunday Song” {If0H)

Nice sounds - yeah. Wow. Lots of drums, but it
avoids being cluttered. The people in the
background seem to be raving a bit more than
the peoplein the front. English? One of those
young groups like John's Children? It moved
me alittle bit, but I don't think it will be a hit.
Very snappy.

TOM JOMES: “I'll Never FallIn

Love Again” (DETA)

Idetect a Welsh influence in the strings. [ feel
it's one of those numbers you should play at
slowspeed, or backwards, or upside down. It's
Sandy McPherson. Everyone knows who itis.
Itwon't be ahit becauseit's
too emotional, [t'll sella
lot, but [won't buy one,
BLUES MAGOOS: “One Ry
Omne” {FINTARE)

It’s got amessage, but it
didn’t seem to branch out
anywhere. [t's nice, and I
digit, butitwon'tdo
anything Noideawho it
was. You're going to tell
meit's The Byrds. I really
dig The Byrds, Mothers
Of Invention and Fugs.
We have drawn quite

a bit from those groups. |
don’t see any reason for
this record being a big
floporabighit. ltwasa
nice record.

OLIVER NORMAMN:
“Drowning In

My Own Despair” (POT0R)
Crazy-veah. If pressed
tothinkaboutit, [ would
suggestitwas The Four
Tops., So, it s not The

Four Tops. lf youwant
tomake ahit, it’s best

to make your own
sounds. Thelabel is a
pretty colour.

DAVID BOWIE: “Love You Till Tuesday”

{DERAH)

Yeah, it's a joke number. Jokes are good.
Everybody likes jokes. The Pink Floyd like
jokes, It's very casual. lf you playit a second
time it might be even more of a joke. Jokes are
good. The Pink Floyd like jokes. [ think that
was a funny joke. I think people will like the bit
about it being Monday, when in factitwas
Tuesday. Very chirpy, but I don't think my toes
were tapping atall.

JiM REEVES: “Trying To Forget” [RCAVICTOR)
Verywayout record. [ think [ tapped my footto
that one, I don't know who it was. Well, let me
think-who's dead? [t must be Jim Reeves, |
don't think it will be a hit. It doesn’t matter if
an artistis dead or alive about records being
released. Butifyou're trendy, thisdoesn't
quite fit the bill. It's another that would sound
better at 33",

BARRY FANTOMI: “Nothing Today” (COLUMIA)
Verynegative. The middle jazzy bit was nice,
Apartfrom the saxophone bit, it was morbid. I
don't know what it was allabout. It seemed to
be about somebodykissingsomebody's feet.

I don'twant to hear it again. Maybe it should
be played at 78.

VIMCE HILL: “When The World

Is Ready™ [COIUKEIA)

Fadeitout. Vince Hill. Ididn’t understand the
lyricsat all. It's very well produced and very
well sung. It may be a hit, but I shouldn’t think
so, because the lyrics are sounconvincing. %

Barrettin '67:"We've only just
started toscrapethe surface
of effects and ideas of lights
and music combined”
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A Saucerful

ecrets

Explorers in transition, as Syd Barrett
departs, David Gilmour arrives, and the
unlikely figure of Richard Wright takes

centre stage. By Jon Dale

I8 29 | JUNE 11968

ASaucerful Of Secrets marks the beginning of
aslowbutsteadydeclinein the group’s

output. They'reahardcore bunch, headed up by the
world’s most dedicated Barrettophiles, but theyalso
touch onasignificant point, With Syd Barrettonly
appearing on three of Saucerful'sseven songs, you
canhearhistrademark combination of surrealism,
childlike poesyand pastorallanguor slowly
disappearing from the group’s collective voice.

That'snottosay Barrett’s presenceis completely
erased. Buthow Floyd gothere from their first three
singles, their classic debut The Piper At The Gates Of
Dawn and one brilliantly unhinged, unreleased,
‘greatlost’ 45, “Scream Thy Last Scream”/
“Vegetable Man”, isatalethat bearsrepeating.

“Scream Thy Last Scream™/ "Vegetable Man” isa
complicated beast itself. Recorded as a projected
third single, itwasrejected infavour of “Apples And
Oranges”. “Vegetable Man” wasatone point mooted
toappearonA Saucerful Of Secrets, butwas again
rejected; the master tape of the single, languishing
inthevaults, bearsthelegend ‘not to be used for LP".
And listening to bootlegs of the intended 45, you can
hearwhy-itreveals Barrettclose to the end of his
tether, thewrywordplay and dream-logic of "Arnold

F ORACERTAIN kind of Pink Floyd fan, 1968's
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Layne” and “Chapter24” givingway to afar more
unstabledose of surrealist-paranoiac vision.
“Apples And Oranges” is, ifanything, more
unwieldy, though it'sbacked with "Paint Box", one
of Richard Wright's mostaffectingmelodies.
Barrett's excessive LSDintake was blastingapart
analreadyfrail personality, and his behaviour
becameincreasingly erratic. An antagonistic sense
ofhumourcame to the fore during the rehearsals of
“Have You Got That Yet? ", whose song title, shouted
by Barrett, was met by the band memberswitha
chantof “No, no”, asthe songseemed to mouldand
maotphlike play-putty. The sessions for A Saucerful
Of Secretswere similarly disjointed, spread across
severalmonthsin 1967 and '68. It was during this
period that Barrett was quietly ousted from the
Floyd, firstunder the auspicesof becoming their
Brian Wilson-esque ‘silent songwriter’, while David
Gilmourwasinducted into the band as a shield for
Barrett's non-compliant behaviour.
Afundamental change camein the group
dynamicand aesthetic soon enough, but
ASaucerful OfSecretsis individualin the Floyd
discographyin that it shows the groupstill unable to
move out of Syd Barrett's shadow. Forwhile Barrett
onlyappearsonthreesongsonthe  cowntinuesover®
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album, hiswaywardspiritcastsa

proceedings, appearingtosteer
songs he doesn’tappear on, not

THE CRITICS’
VERDICT

“Therearaincreasing

middle of the song. “Remember A
Day” isso effective becauseit
never forgets that psychedelia
oftenworks bestinserviceto

least the psychedelic freefall of ﬁt“k:‘b:d ?"P‘d . melody, remembering that naive
“Set The Controls For The Heart Of b?;wm:?‘d:;w tunesofskipping and nursery
TheSun”. Tellingly, the closer A bitsof psych...as rhymeswork oddlywellasa
Saucerful Of Secrets gets to the cornyas Italian suits” launchpad for boundless, Peter
idyllic pantheismof Barrett, the NME, ALG10, 1968 Pan possibility.

dosed visionary, the better the
songs. By 1969's Moreand
Ummagumma, the Floyd had made fairly clear
moves toward the tone-floats and prog-rock
thatcrystallised, if such aword can beused, on
Meddle and Atom Heart Mother. On Saucerfud,
they sound gloriously confused and unsure.
Ifthere's anything decisive about A Sauecerful
Of Secretsatall, it's more to do with personnel
and business decisions. Itwould be the first
albumto feature David Gilmour (or David
Gilmore, ifyou believethe original credits
forthealbum). Anditwas the first time Pink
Floyd used Hipgnosis for their cover design,
initiatinganidiosyncraticand aesthetically
rigorous set ofalbum covers thatestablished
Hipgnosisdirector Storm Thorgersen as the
go-to cover artistofthe progressive rock
generation. The blurred, hazy collage of A
Saucerful Of Secrets’ cover, its orbiting solar
systemadrift alongside Marvel Comics

Waters' one great contribution to

the albumis “Set The Controls For
The Heart Of The Sun”, alow-slung maze of
snakecharmer bass, droplets of vibraphone,
andsome of Wright's most elevated organ, all
steepedin reverb. Waters' vocal simmers deep
inthe mix, pitched as anotherinstrumental
element, and eventhe addition of corny bird-
callsamples can't undo the song’s haunted
magic. Thatit'sfollowed by "Corporal Clegg”, a
slight, yet demonstrative piece of pro-forma
psychedelia, also written by Waters but sung by
the other membersofthe group, rather undoes
the magicof“Set The Controls..."” Yetitcastsa
shadow over much of the second side of A
Saucerful Of Secrets, placing the listenerat a
different altitude.

Half of side two is swallowed by “A Saucerful
Of Secrets” itself, whose length gifts it the
position of ‘album centrepiece’ by default.
Openingwith Wright'sskirlingorgan

Rotterdamon October 12, 1967) isavery
pointed response to the pop demands of their
audience. Soit'salittleironic that A Saucerful
Of Secrets” highlight, the following “See-Saw”,
manages somehowto feel even more vague
and sleepy-eyed than theirfree-form
moments, while containing one ofthe

most hypnoticallylachrymose pop melodies
oftheirentire career.

Hallucinatory and drifting, “See-Saw”,
alongside “Remember A Day”, suggests Rick
Wright wasthe secretbeating heart of thisPink
Floyd. It makes perfectsense thatit’s one of
Robert Wyatt's favourite Floyd songs—its
aquaticweightlessnessisatemplate for Wyatt's
own Rock Bottom. Tellingly, A Saticerful Of
Secretsfinds Wright closer to thespotlight than
onany other Floyd album, taking the majority
ofvocal performances. In some ways, it's his
record, and it'sacurious experience to find out
whathe'sallabout.

Saucerful'slast track, meanwhile, remains
oneof the greatest puzzlesinthe Floyd's
storied career. “Jugband Blues”, the sole Syd
Barrettsongtoappearon therecord, ends
thingsonanunsettling note, with Barrett's
songwriting by thisstagealmostmodularinits
approach, his off-hand melodic wisdom
collapsinginto aleatoryrhythm and phrasing.
Lyricallyit'sapuzzle, too: whileit'seasy to

bricolage and phased-out

psychoanalyselineslike

colourisation, both hints at the
complexdisjuncture of the music
within, and lookslikeastillfroma
particularly florid underground,
experimental film-the orbit from
which the Floyd had emerged, the
UFOCluband its hangers-on. It
would be thelast time they would
appearremotely tethered toa particularscene.
ASaucerful Of Secretsopenswith Roger
Waters' stalkingepic, "Let There Be More
Light”, where cyclicalbass and organ figures
and staccato phrasing build ominously toward
the great release in the chorus. Here, Wright
and Gilmourshare vocal duties, with Wright
the pensive architect ofthe verse, Gilmour
soaring acrossthe chorus’ majestic tenor. But
there's somethingslightly awkward about the
performance, too, as though Watersisstill
figuring out how to write a great song, rather
than cobble together riffsand phrasesintoa
kind of ‘exquisite corpse’. Itslackis shownup
by beingimmediately followed by Wright's
“Remember ADay”, the album’s first classic,
and abeautifully dreamyslice of psychedelic
pop. Barrett contributes some typically
astringentslide guitar, while Wright adds sighs
and vocal clicks to the spiraling wig-out in the

On A Saucerful Of Secrets,
the Floyd sound gloriously
confused and unsure

explorations, the group pullsin the full
complement ofinstrumental near-chaos—sea-
sick, lolling slide bass, cymbals thatspray fine
wash acrossthe audio spectrum, prepared
piano, wordless sirens—building toa
crescendo that cuts out, leaving Mason to
ploughthrough asectionofjagged, spiky
guitarand extemporised, free improvpiano.
Alongside “Flaming” and “Interstellar
Overdrive” from The Piper At The Gates

Of Dawn, "A Saucerful Of Secrets” best
indicates the formative influence that British
free music outfit AMM had on Pink Floyd's
early explorations.

The groupwould regularly protestatlive
requests for their hit singles and respond with
these kindsof formlessimprovisations. The
song “ReactionIn G", which sometimes turns
up onlive bootlegs from the Barrett-eraFloyd
(such as Aloy Hallen, recorded livein

TRACKMARKS | A Saucerful Of Secrets

1.Let There Be More Light ~ RELEASED: June 29,1968
LRk LABEL: EMI

2. Remember A Day PRODUCED BY:

4 ek MNorman Smith
3. 5et The Controls For RECORDED AT:
The Heart Of The Sun Abbey Road Studios
Ak ok PERSOMMEL: Syd Barrett
C [ Cleag %% (guitar, acoustic guitar,

;: A;’:{:ﬁdg? Secrets  Vocalsh David Gilmour
e (guitar, vocals, kazoo); Mick
See-S Mason (drums, percussion,

i it vocals); Roger Waters

7. Jugband Blues # * & A % (bass guiitar, percussion,
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vocals); Richard Wright
(piano, organ, mellotron,
vibraphone, vocals);
Merman Smith {drums, bk
vocals on “Remember A
Day"); The Salvation Army
International Staff Band
{on “Jugband Blues™): Ray .

+ lan Hankey (trombone);

Bowes (cornet); Terry
Camsey (cornet); Mac . George Whittingham
Carter (trombone); Les

» HIGHEST CHART
POSITION: UK 9; US -

Condon (E-flat bass); Mau-

E (E-flat bass)
rice Cooper (euphonium);

“And I'm wondering just who
iswritingthissong”, given
Barrett's state of mind,
there'san odd sense of
double-playaround lyrics
like “Idon'tecareifnothingis
mine."Isita Zen state, ora
cryptic allusion to being
frozenoutofthe group he co-formed?

[fthe front cover of Barrett'sfirstsolo album
The Madcap Laughs, photographed in his
barrenlivingroom, isanythingtogoby, atleast
hetookhislyricsto heart. Thesongisrentapart
by the Salvation Army Brass Band, who end up
playingatcross-purposesto both the songand
eachother, asif Barretthad been channeling
the maverick spiritof the recently deceased
American composer, Charles Ives. With aquiet
codaofsolo acoustic guitar and voice,
disappearinginto the folds ofhis own song,
Barrettall butsigns off from the Floyd story.

If ASaucerful OfSecretsisacurate’segg,
then, it'sabloody good one. Often, the
second Pink Floyd albumisreferred to as
documenting a group in transition, and there's
something ofthe patchwork quiltabout the
way the album isconstructed —itlacks the
holisticsplendourof The Piper At The Gates
Of Dawn, orthe popsmartsof "See Emily
Play"/"TheScarecrow” and "Arnold
Layne"/“CandyAnd A Currant Bun”.

Butperhaps itworks bestifyoustoplistening
after"See-Saw”, treat "Jugband Blues" asan
honorary solo Barrett side, and wallow in what
Simon Reynolds and Joy Press called the “pure
nostalgia for the halcyondaze ofinfancy, with
itseasyspiritof play”. That's A Saucerful Of
Secrets: aconsolidation ofthe Floyd's
exploratoryspirit, and of their ability to
transform bad situations into great music,
alchemically. %
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More

(Original Soundtrack)

For £600 each, the Floyd dash off their first
soundtrack —and discover which one of them
will steer their next momentous phase.

By Stephen Troussé

Mg 27 1JULY 11969

LTHOUGHHEWASbornin Tehranto
A German and Swiss parents, by thelate '60s

Barbet Schroedercertainlybehavedlikea
classic Parisian blend of playboy, philosopher and
charismatic culturalentrepreneur. In hisearly
twenties, hehad founded Films Du Losange, the
production companywhich supported the early
nouvellevagueryof Eric Rohmerand Jacques
Rivette; indeed, Schroeder'senduring cinematic
achievementmay be hisspectral appearancein
Rivette's Celine And Julie Go Boating. In 1968,
though, he felt the need to start directingmovies of
his own, beginning with one called More.

Moreis, by most standards, a terrible movie, The
tale ofan earnest German studentwho fallsin love
withanAmericanin Paris, pursues hertolbiza and
follows her descentinto hercin addictionand death,
it'sat best prettilyvacant (cinematographer Nestor
Almendros, thelight of Ibizaand the breasts of
Mimsy Farmer work areliable magic), and at worst
soturgid and inaneit's excruciating to sit through,
Youcanonly presume that, forall Schroeder's spiel
ofclassical subtexts—itwashisinterpretation of the
[carus myth, supposedly -he had astutely sensed
the moment of Easy Rider (the films eventually
opened two weelks apart) and concocted thewhole
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enterprise as alucrative exercise in freaksploitation.
MimsyFarmerhadrecently graduated froma
leadingrole in the shameless US exploitation pic
Riot On Sunset Strip, playing a girlwho takes LSD
and is promptlygang-raped. Ina cynical frame of
mind, who better could Schroedercommission for a
soundtrack todrawinthe freaks, the headsand
stray soixante-huitersthan-as theywere credited
onscreen— The Pink Floyd?

Stillapparently rudderless in the wake of Syd
Barrett'sdeparture, Pink Floyd's motives were
scarcely morenoble. “Wewould have done almost
anythingintermsoffilms,” said David Gilmour,
looking back, “Wewanted to breakinto big-time
movie scores so we said ‘OK’ and he gave us 600 quid
each orsomething and offwe trotted and we did it.”
Roger Waters, meanwhile, was supposedlystill
smarting that the band hadn't got the nod from
Stanley Kubrick to soundtrack 2001, despite the fact
thatthe band had onlyreleased a couple of singles at
the time the filmwasin production.

Soundtracks had always beenkeyto the
development ofthe Floyd. They famously appeared
in Peter Whitehead's 1967 psychedelic souvenir
Tonite Let's All Make Love In London. They
contributed stray tracksto Peter Sykes’ continues over »
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paranoid curio, The Committee.
Andthe 1966 recording of
“Interstellar Overdrive” ended up

soundtrack music, regardless of
the presence of moving pictures.
Detractors might have suggested that, inthe
London psychedelic scene, music was always
secondarytothedrugexperienceandthe
extravagantvisuals. Stern, though, believed
thatmultimedia was key: "ltwas mydesire to
make permanent the Pink Floyd lightshows
created at the UFO club by Peter Wynne
Willson. The LSD-triggered psychedelic
experience found its ultimate expressionin
thisfusionofsightand sound, which achieved
avisceral effecton the audience.”

Accepting Schroeder’s commission offered
the band achance to forget the loss of Syd
Barrettin the pragmatic exercise ofcreatinga
score. [talso gave themanopportunity to take
atime-outfromthe pained exercisein
democracy that Ummagummawas turning
outto be. EMIdidn't considerthe projecta
“proper” album, so Pink Floyd were able to
produce themselves, with help from engineer
Brian Humphries, insomethinglike private,

- away from Abbey Road and producer Norman
Smith. And because Morewas averydifferent
type offilm to the conceptual space opera they
seemed typecast for, italso suggesteda
possible wayahead for the Floyd: nolonger
astralvoyagers, butagroup embarkingon
some more intimate interior journey.

“Iwanted tolive. Twanted to burnall the
bridges, all the formulas, and if [ got burnt that
was OKtoo,” says More's protagonist Stefanin
voiceover, ashehitchhikes down therain-
drenched Autobahn from Liibeck in the film's
opening shot. “Iwanted to be warm. Iwanted
the sunandIwentafterit.” Youmight take this
asasensational cue for “Set The Controls For
The Heart Of The Sun”, butinstead thealbum
beginswith “Cirrus Minor”, with birdsong-a
nightingale sampled froman HMV sound
effectssingle—and David Gilmour murmuring
of churchyards, riverbanks and willows over
spare acoustic pickingand Richard Wright's
stately Hammond, on a dreamy drift to some
Swiftiancloudland that feelsratherlike
Grantchester Meadows.

It'simmediately clear thatthe albumbears
onlya passing relationship to the film it
supposedlysoundtracks—infact, all the songs

Y TRACKMARKS | More |

1. Cirrus Minor « & 4

2. The Nile Song * & %

. 12. A Spanish Piece * *

' 13. Dramatic Theme * &

3. Crying Song * &+ & .
4. Up The Khyber * * . RELEASED: July 27,1969
5. Green Is The Colour | LABEL: EMI
e ik o o PRODUCED BY
6. Cymbaline # # & & % . Pink Floyd
7.Party Sequence * # | RECORDED AT:
8. Main Theme * & & . Pye Studies, Londen
5. Ibiza Bar # # PERSONMEL: Roger
10. More Blues # # . Waters (bass guitar, guitar,
1. Quicksilver * & . tape and birdsong
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inspiring and soundtracking “Weird,outof the movie, “Seabirds” and
: i worldmusic...there B . "

Antheny Stern’s delirious short e Sk sotads Hollywood”, aren'tincluded on
film, San Francisco. folk soundsandjazz thealbum. Gallingly for the band,
But Stern himselfsuggested sounds-all Schroeder elected largely to use

the more profound way inwhich interesting...” theirmusicincidentally,
Pink Floyd had always made :ﬁ':m NME, diegetically; thatis, emerging

usedin thefilmwere re-recorded
indifferentversionsforthe album.
Acouple ofsongsfeaturedinthe

organically from bedroom radios

or divebarsoundsystems, rather
thaninanymore profound orintegral
dramaticfashion. Thus the proto-Zeppelin
stomp of “Nile Song” is the soundtrack to a
debauched Parisian party, and “Ibiza Bar” is,
asthetitleimplies, simplybackground music.

Butit'sinthealbum’s favour thatitdoesn't
rigorously chart the banality and bathosofthe
characters’ demise. Instead, the Floyd's Moreis
more accuratelyandinterestingly the
soundtrack to RogerWaters’ ascentto the helm
of Pink Floyd and emergence asan authentic
songwriter. Written and recorded inlittle over
aweek inthespring of 1969, in the midst of the
ongoing sessions for Ummagummaand fitted
inbetween live shows, the albumis almost
entirely Waters' work. Thoughthe band are
jointly credited for the instrumental tracks,
Waters receives sole credit for the five songs on
thealbum’sfirstside—amongthe finest things
the band ever produced.

Waters' emergence is remarkable for being so
unexpected. Inthe absence of Barrett, and
following key Saucerful... trackslike
“RememberADay” and "See-5aw”, ithad
seemed like Richard Wrightwould lead Floyd's
second phase, with Gilmour as able deputy.

Up to this point, Waters' songwriting credits
amounted to “Take Up Thy Stethoscope And
Walk” from Piper..., and amotley trio on
Saucerful, of which “Set The Controls For The
Heart Of The Sun” displayed a talent for
simmering atmosphere (and a genius for
titles), and “Corporal Clegg” signalled a
weakness for psych-pop pastiche. None really
indicated that Waters was about to casually
knockoffahandful of the band's bestsongsin
the space of aweek. How to explain thissudden
outpouring? It'slike some very English version
ofthe Robert Johnson myth, whereinstead of
selling one’s soulto the devil at some midnight
crossroads, yousensean opportunity, sit
down, apply vourselfand work bloody hard.
“Roger has always known how towork,” Mason
later demurred. “Which is quite unusualin
rock'n'roll.”

Though thesequenceis interrupted by the
crude Hendrix pastiche of “Nile Song”, and the
Mason/Wrightinstrumental “Up The Khyber”,

effects, bongos, gong,
backing vocals); Mick
Mason (percussion, drums,
bongos); Richard Wright
{(Hammeond and Farfisa
argans, piano, vibraphone,
bongos); David Gilmour
{acoustic, electrie, slide,
and Flamenco guitars, tape
effects, bongos, vocals).
HIGHEST CHART
POSITION: UK 9;: US 153

there's aunity of mood to the first side of the
album. “Crying Song” isanother beautifully
lazy meander, driftingon Richard Wright's
vibes and Gilmour’s acoustic guitar. "GreenIs
The Colour”, aided by some charminglywonky
tinwhistle by Nick Mason's then-wife Lindy, is
like a superior take on Donovan’s “Colours”,
dazzled, by some high noonrapture. It'salso,in
thelines “Heavy hung the canopy of blue/Shade
myeyesand I can seeyou/Whiteis the light that
shines through the dress that youwore” (and the
hints of dissolution in the reference
“moonshine beat her blind every time”), one of
thefewsongs thatconjures something of the
atmosphere of the film, capturing the fleeting
Ibizan bliss the doomed couple briefly find.
Finally “Cymbaline”, though hobbled by
some self-consciously clunkylyrics
("Apprehension creeping/ Likea tube train up
your spine/Will the tightrope reach the end/Will
thefinal couplet rhyme?”), capturesaperfect
balance between immaculate late-'60s pop
construction—the chorus could be something



from The Zombies' Odessey And Oracle- and
creepingdread. "Cymbaline™’s original title
was “Nightmare”, and already, in the

references to broken butterflies, - r

' was helped by Wright's apparent lack of

theinstrumental “Main Theme” and

interestinthe whole project. He contributed to

Floyd the soundtrack
artistes: architects of
“stoned English liberation”

and onlyafew placesbelow Ummagumma. It
also proved hugely popular in France, where
thefilm wasreceived as enthusiasticallyas
Easy Rider,and ensured the

agents and managersthereare
hints of Waters' weariness with
thestarmaker-machinery
behind the popularsong.
IfWatersis the auteurof More,
then Gilmourisits star. The
inessential (and casually Mind-
Your-Languageracist) flamenco

More is the soundtrack to
Roger Waters’ ascent to the helm
of Pink Floyd - and his emergence
as an authentic songwriter

band received further
soundtrack commissions from
Antonioni (for Zabriskie Point),
and Schroeder again, for his
more successful La Vallée.
Butthelasting significance of
thealbumisintheshift of power
itmarked and the futureit

sketch “Spanish Piece” mayhave  _ L
been hisfirst Floyd solo credit, buthissinging
and playingisall over the album, decisively
moving the band from fractured English
psych-popand creepyasiral jams to some
mellow, blissful, West Coast-tinged folksiness.
Inthe wayitdivines some stoned English
liberation via an Ibiza of the mind, you
could even make a case for Morebeingthe
veryfirst Balearic album.

Thisshift towards the Waters-Gilmour axis

“Quicksilver”, buthisvocals are almost
completelyabsent, and there were even
rumours that he was thinking ofleaving
the band.

Soundirack From The Filim Morewas
eventuallyreleased at the end of July 1969,
orphaned fromits parent movie which,
predictably, couldn't pass the British censors.
Nevertheless, it sold well enough, reachingthe
| same position-No 9-as A Saucerful Of Secrets,

. promised. Knocked off
opportunisticallyin eightdays, and
amountingto notmorethanoneside of truly
significantwork, Morewas nevertheless the
firstreal fruits ofan authentically post-Syd
Barrettincarnation of Pink Floyd. Alreadyin
1969, before Ummagummaand Atom Heart
Motherand Meddle, with the defining
emergence of Roger Waters, Morewas
pointing theway to the Floyd of the "70s and
The Dark Side Of The Moon. %
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Ummagumma

Are four heads better than one? Still searching
for the way forward, Waters, Gilmour, Wright
and Mason head off on radically different
paths. By Rob Young

W08 9% | OCTOBER | 1969

NAPRIL 14, 1969, audience members at
O London’s Royal Festival Hallwere treated to

anartyrock performance entitled - with
equal measures of pomp and whimsyso typical of
late British psychedelia—-The Massed Gadgets Of
Auximenes: More Furious Madness From Pink
Floyd. The event comprised two LP-length suites of
music, punctuated by carnivalesqueinterludes
including band members pausing foracup of
afternoon teaonstageand atablesawninhalfwitha
magicianly flourish. The two musical halves of the
piecewereseparatelytitled “The Man'and "The
Journey’, and were effectively semi-improvised
medleys of tracks from recent albums More, The
Piper At The Gates Of Dawn and A Saucerful Of
Secrets, plus the Floyd's soundtrack for Antonioni’s
Zabriskie Point. Theyalsoincorporated elements of
whatwould eventuallybereleased, that autumn, as
the double album, Urmagumra.

Whether, asisoftenreported, thetitlewasa
Cambridge underground slangword forwhatany
scholar ought surely to have called coitus, or
whetheritwassimply abit of Barrett babytalk,
Ummagunimawas an important record for Pink
Floyd. Ranged across foursides of vinyl, itwas the
group’s firstrelease after being shunted sideways
ontothe newlyfounded Harvestimprint— EMI's
recognition of the progressive underground.
Confusingly, though, what emerged wasa tasting
menu of four micro-solo projectsratherthana
cohesive group statement, with a side order of four
live cuts from their spring 1969 UK tour. The four
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cylinders were firing; it's just that theywere all
thrustingin different directions.

AsonThe Byrds' equally transitional Untitled,
there'sabit ofeverythingscattered around
Ummagumma:new studio recordingsonone LP,
live recordings on the other. The bittiness is further
enhancedbythe fact that not one of the studio
tracks features the band playing asawhole. Instead,
it'sdivided up intofour soloshowcasesrecorded
separately. Acombination of squeezed schedules
and ‘who'sweirdest?’ competitiveness makes the
whole thing feel enforcedlyeclectic; a concept
albumwithno discernible centre; something that
constantly intimates portentous significance while
rarely delivering onit. That's nottosay there aren't
great moments; it'sjustthatthe album’sidentity
seemsdiffused.

Unsatisfyingasawhole, the studio LPisbest
approached inshort bursts. “Therewasn'tactually
anyattempttoconnectthemall,” commented Rick
Wright at the time. *We didn'twrite together; we just
went into the studios on our own to record and then
we got together tolisten to them. We all played alone
on our pieces, infact. Again, wecouldn'tallagree on
this...Ithoughtitwasaveryvalid experimentand it
helped me.”

Theisolationist approach to the album’s
construction paintsa picture ofagroup possibly
avoiding the confrontational aspects of studio
work. In band members’ later recollections,
Ummagummahasinvariablybeensummarily
dismissed; acloud ofembarrassment cowntinues over»
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and dissatisfaction seemsto
hover overit.
Ponderous synthesised brassand
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River Cam: Rupert Brooke puftfing
collyweed. Its rusticityis made
stranger, though, by the dead, dry

bludgeoned kettle drums “Watere' tranquil airaround the field recordings:
introduce Rick Wright's S’:':It“hﬂmih that tweetingisonaveryshort
“Sysyphus”, aspeciesofclassical ﬂf:err::;;:' g loop. And as thelyricslater reveal,
rocksymphonyinfour beauty,and the thisisonlyameadow of the mind,
‘movements’, Ina 1970 Beat whole setcanbe recalledinthe chillofanurban
Instrumentalinterview, Wrightwas ~ recommended winter: "Baskingin the sunshine
cited as currently listening to asanexample *_E'f ‘ of a bygone afternoon/Bringing
Beethoven and Berlioz, and the “",PI'“;;“:"-" thinking oo ndsofyesterdayinto thiscity
short preamble threatens ﬂ;ﬂ H:lm room.” The dreamisshattered
belligerence and martial moods, MOV 8, 1969 by a thwackingfly-swatter.
butisswiftly succeeded by “Part Equal parts Pinky & Perkyand
Two", arhapsodic, Debussy/ “Their individual The Goon Show, a five-minute
Scriabinesque piano piece that offeringsonthe assemblage of sped-up tape loops,
descendsfromrolling, painterly ﬁ““d?il:“:‘sm microphone abuse and
chordsto deep-end plummets and ;I::g E':; Er:!;r: ied 2 ledonian wittering rejoices
Cecil Taylor-like splinteredivories. g5, -:H:Fzrent under the title “Several Species Of
Thefirst halfof “Part Four” is the styles...” Small Furry Animals Gathered
mostinterestingand innovative, DiISC AND MUSIC ECHO, Together In A Cave And Grooving
breakingawayfromvagueclassical =~ NOVILI969 With A Pict”. Thisslice of epically

allusivenessintoabecalmed,

proto-ambient drift of Mellotron streaks, slide
guitarand distant birdsong from a rustic field.
Halfway through, though, it's faded outin
favour of a catastrophic Phantom Of The Opera
organ blare and bully-beeftimpani. Atcertain
points, Wright's soundworld veers close to the
then-current British free improvisation groups
such as AMM and Spontaneous Music
Ensemble -also a biginfluence on Syd Barrett
inthelate’ 60s-but sounds too self-conscious
initsimitation ofthe ‘avantgarde’: the
freedoms hereare not hard-won butlanguidly
engineered. Like Ummagununa’s frontcover,
withits Escher-likeinfinite mirror featuring
subtlyaltered configurations of the quartet, it's
tryingtoo hard to be clever. And like the LP
sleeve of Broadway musical Gigi, which
Hipgnosis' Storm Thorgersonincludedin the
image for nosignificant reason whatsoever
~there are plentyofred herrings along the way
thatdon'tadd up to much.

Coincidentally, the first of Roger Waters' two
contributions picks up the outdoorsy feel of
“Sysyphus”. “Grantchester Meadows”, one of
the Floyd's mostcelebrated pieces, isan
acoustic pastoral reverie, sunginareverberant
chamber to the accompanimentofadouble-
tracked guitarand a tape loop ofachittering
skylark. Humming honeybees, honking
geese and runningwater fade inand out,
counterpointing Waters' solemn, chanted
evocation of the glorious stretch offield by the

TRACKMARKS | Ummagumma

1 Astronomy Domine e e ek
RN 10 Several Species Of
2 Careful With That Axe, Small Furry Animals
Eugene * & 4 & 4 Gathered Together In
3 Set The Controls For A Cave And Grooving
The Heart Of The Sun With A Pict +*
* ko 11 The Narrow Way
4 A Saucerful Of Secrets Part One *+
LR Rt 12 The Marrow Way
5 Sysyphus Part One # & & Part Two * + *
& Sysyphus Part Twe # %+ 13 The Marrow Way Part
7 Sysyphus Part Three Three * %
ek 14 The Grand Vizier's
8 Sysyphus Part Four Garden Party Part One
Yo i de (Entrance) # # &
9 Grantchester Meadows 15 The Grand Vizier's
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silly sound poetry—Waters
mutteringaboutclaymoresin Pythonesque
Scottish-helps fulfil the Floyd's eccentricity
quota but doesn’t repay repeat listening; four
anda halfminutesin, Waters” hyperventilated
voice can be heard boasting, “Thatwas pretty
avant-garde, wasn'tit?"”

Gilmour's effort, “The NarrowWay”, isone
that he appeared perpetuallyembarrassed by
in later years, before practicallydisowningitin
1983. Thefirstofits threesections wastitled
“Baby Blue Shuffle In D Minor” onaJohn Peel
sessionin 1968; aJohn Fahey-esque strum,
good natured, isaccompanied by high-pitched
slide swoops and sweepswith occasional
punctuationsof treated electricguitarraspson
sped-up tape. “Part Three” is the most
appealing, with Gilmour singing about weary
travellers following a path through the dark—
anticipating the shattering journey
undertaken by the charactersin Barbet
Schroeder’s La Vallée. Itslumbering rhythm
certainly looks forward to Wish You Were Here
and onward. Butthethreesectionsdon't really
cohere and Gilmourhas neverputupanykind
ofafight to defend this particularwork.

It's perhaps unfairfor Gilmour's rather
lumpendrumming, which closes the codaof
“The NarrowWay", to be followed immediately
by Nick Mason's piece, “The Grand Vizier's
Garden Party”. The
opening section
(“Entrance”} finds

Garden Party Part Two
{Entertainment) # » &
16 The Grand Yizier's
Garden Party Part
Three (Exit) # *
RELEASED:
October 25,1969
LABEL: Harvest
Produced by: Norman

|

' Manchester (Live)

+ PERSOMMEL: Roger
. Waters (bass guitar, vocals,
E acoustic guitar, tape

]

' effects); David Gilmour

g::::ﬁ:ﬁ?ﬁfﬂ} [guitm-.s,, vocals, u':-il"l.in‘ls,
RECORDED AT: etc); Richard Wright
Abbey Road, London, . (keyboards, vibraphone,
various home studios ' wvocals, etc); Nick Mason
(Studio); Mother's Club, " {drums, percussion, etc)
Birmingham, Manchester ; HIGHEST CHART
College Of Commerce, | POSITION: UK 5: US 74

Mason prestidigitating with hisarray of
Chinese-hatcymbals, tuned tom-toms and
exoticwoodblocks to create a clattering,
lysergic gamelan. Mason'slatent theatricality
isletoffthe chain: runningamokwith Abbey
Road’s selection of orchestral components, he
constructsarumblingnoise drone from the
reverberant aftershock of tympaniand chopsit
into amusique concrete battlescape of bursters
and flares. Studio boffin Ron Geesin—soon to
become avital presence on Afom Heart Mother
—hadahandin composing the firstand third
parts, whichinclude multi-layered flute parts
for Mason's wife Lindy.

Masonused to performthe opening section
of "Grand Vizier” at Pink Floyd's The Man And
TheJourneylive shows, where itwas often
referred to as "Doing It!”. Culled from two of
thosesamespring 1969 gigs, Ummagumma's
live album offers a crowd-pleasing reprise of
the Floyd’s most cosmic Barrett-era material.
Wrightcommented: “Thelive partofthe
albumwe had torecord twice. The first time, at
Mothersin Birmingham, we felt we'd played
reallywell, but theequipment didn't work so
we couldn’tuse nearlyallofthatone. The
second time, at Manchester College of
Commerce, wasareallybad gigbutasthe
recording equipmentwasworking well, we had
to useit... partsof “Saucer” on Unnmagumima
came from the Birmingham gigwhich we put
together with the Manchester stuff... but the



stuffonthealbumisn’thalfasgood aswecan
play.” That'sas may be, butifthe studio sides
portrayed the group asafragmented and
fumbling towards altered states, the Floyd
rarely sounded so unified and locked-inas on
theselive cuts.

Evenifsome oftheir presenceisinevitably
loston tape—they were usinga quadraphonic
PAsystemat the time, controlled from thestage
by Rick Wrightwith a custom-

improvisationalwilderness. Gilmour's
guitarsoloisallcrackleand phlegm and there's
somedemonic heavybreathing towards

the end-FEugenerarelysounded this
psychotically disturbed.

In “Set The Contrels For The Heart Of The
Sun”, Wright's keys spin offinto North African/
Turkish modesand scales. War-hungry
drummers from just beyond a desertridge

The four heads: distinct
inthe studio, but
j locked-in and unified live

¥

Masonwrestlesa monotonous, Cro-magnon
thud-orgyonthe toms. The final “Celestial
Voices” passageis also expertly controlled,
fromits mournful, church-organ germtothe
grand elegyinwhich Waters’ bassnotes jutin
under Gilmour'swordless chant.

Despite theinconsistencyofthestudioLP,
Ummagummaleelslike a necessaryinterlude
during a period of slippage and indecision. As
the '60s closed, the Syd-less

builtapparatusthatcould
circulate sounds spatially
around thehall-thelive album
isascintillating testament to
their powers to reproduce and
transcend their most
psychedelic, spaced-out

Ummagumma pointed the way
forward by, in part, showing the

Floyd remained abrilliantlive
outfitwhowere nevertheless
increasingly soughtafteras
sonicscientists and soundtrack
suppliers-rock musicians
thrustinto the mould of ‘proper’
composers, Even when their

band the paths not to follow

material in frontofan audience.
“Astronomy Domine”, taped at Birmingham's
Mothers Club on April 27, features some
beautiful keyboard passages from Wright,
whose textures provide the background hum
and squelch behind the greater proportion of
these galacticvoyages.

Onaserpentine rendition of “Careful With
That Axe, Eugene” (from Manchester College of
Commerceon May 2), hisorgandribbles
mazilyinsimilarmannerto Ray Manzarekon
“The End”. Mason’s jazzily swinging touch on
theride cymbaland rimshot keeps the motion
slitheryandlithe, before adiabolical screech
from Waters tipsthe track into a blasted

materialisein Mason'stribal poundingon
slackened drum heads. When Mason drops out
after five minutes, the music briefly gapes upon
anotherdimension, assparkling, ectoplasmic
synthesisers pirouette and the guitarmeddling
approaches dog-whistlefrequencies. Dark
matter and cosmic dust whirlinroving eddies.
There-entryis beautifully piloted and fades
out beforeany applause.

Aspiky, 12-minute “A Saucerful Of Secrets”
{again from Birmingham) is the cue forsome
astral guitarsolos from Gilmour, jettingup the
fretboard with a bottleneck slide during the
“Syncopated Pandemonium” section while

experimentsfail, they at least
serve toindicate the group’s collective breadth
ofscope, theirwidely tuned radar systems
bevond the worlds ofrockand popinto
improvisation, free jazz, avant-garde electronic
music, field recordingand ethnicrhythms,
Justas the album’sback cover photo provided
anexploded viewofthe band’s instrumental
arsenal, meticulouslylaid outinfrontofa Land
Roveronasunnyevening at Biggin Hill
Airport, so Ummagummalaid out the group
members’ individual waresand allowed them
towork certain caprices outof their system. It
pointed the way forward by, in part, showing

. themthe paths not to follow. &
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Heart

Mother

Or “Argument In E Minor For Band And
Orchestra”... An ambitious triumph,
or The Cud, The Bad & The Ugly?

By Rob Young

SGHE 10 [OCTOBER 11370

Vaughan Williams, the criticand composer

PeterWarlock sniped that his forebearwas
“chieflyremarkable forhaving portrayed, notinone
work, butinnearlyall, the peculiarstate of mind
engendered by prolonged contemplationofacowin
afield onafoggvevening... Heaimsat the sublime
by sheer ponderosity, butwhere Handelachieved a
colossus, Vaughan Williams only manages arather
uncomfortablerhinoceros with flabby legs.”

Well, there'sthat cowin thefield again. Thisone
goes by thenameof Lulubelle I1l, and stands on the
Hipgnosissleeve ofone of Pink Floyd's most
contentiousalbums-the onethattendstoseparate
the bulls from the heifers among Floyd's fan-herd. In
the mid-"70s,some might say, Floyd beganaiming at
the sublime by sheer ponderosity, and Aterm Heart
Motheriswhere the rhino began to put on weight.

Analternative hearing, though, would place Atom
Heart Motherasanoasisin the middle of one of their
mostvolatile periods, ajoyous and gentle
reconciliation between the group’s fervent
jamming skills and their experimentalimpulses. As
with Ummagumma,inlateryears band members
seemed tosquirmat the memoryofthisrecord. “If
somebodysaid to me now: ‘Right... here'samillion

I N 1917, WRITING about his contemporary Ralph
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pounds, go out and play Atom Heart Mother', I'd say,
‘Youmust be fuckingjoking... I'm not playing that
rubbish!™ Roger Waters told a BBCradio interviewer
in 1984. “Ilistened to thatalbumrecently,” averred
Dave Gilmourin2001. “God, it's shit- possiblyour
lowest point artistically. Afom Heart Mother sounds
like we didn'thave anyideabetweenus..." With
advocates like this, who needs critics?

Like Ummagumina, Atom Heart Mother splits
down the middle: oneside was given overto the
continuous 25-minute “Atom Heart Mother (Suite)”;
the other side featured three tracks, written one
apiece by Waters, Gilmourand Wright, plus one
free-range collage, allrunning the gamut from
blissed-out psychedelic pop to overttape
experimentation. Side two containssome
great songwriting andavant-gardisms, ably
redeeming the Suite, which franklyis, from the
circumstances ofits creation to the finished
product, abitofa cow'sbreakfast.

What is the “Atom Heart Mother (Suite)”, exactly?
Like Ummagummea’s most self-consciously ‘out
there' moments, itappearstobeanexample of
worthyboundary-crossingwithnoclearaimin
sight, other thanthe satisfyingofwhimsand the

confounding ofexpectations. Toget  conTINUES OVER »
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the mostout ofit, itmakessenseto
hearitasasketchpad,asonlyone of
several potential outcomes, Asa

THE CRITICS'

VERDICT

John Aldiss himselfwas
summoned to take over, and he
acted as the conductorinorderto

sequenceofideashalfresolvedbut ~ “Themostmature get the job completed.
abandoned duetolackofenergy :fdf'"t'li'ed i) of FromGeesin's point of view, the
and then handed to others for them r;:m : S;LFF;‘I: whole endeavourendedin

tosand down therough edges.
Understanding how it came into
beingis thebest clue to the odd

work has plenty of
shiftsof texture, but
maintains amood of

traumatic failure. Inthe Suite’s
final sections, “"Mind Your Throats
Please” and “Remergence”, the

twistsand turns of this at times superbrelaxation.” brassand thedrumrhythm

maddening piece. E;n:;;u;us become entirely uncoupled, asif
Sinceunveilingitata Parisgigin 0CTI0,1970 theyaretwo piecesaccidentally

January 1970, Pink Floyd had been stored onthesametape.

mucking aroundwith alongform “Oneof the Floyd's Apparently, Mason played this

piececalled “The Amazing most grandiose passage lagging behind the beat,

Pudding”. Itbegan aroundariffof compositionsto which jarred with Geesin'shearing

Gilmour's which he dubbed
“Theme From AnImaginary

date...[ithas] funky

soul, superborgan

ofthe pulse. Hewas leftuncredited
asacomposer on the outer sleeve of

andtight guitar that
Western”, but which ended up md;gghi B b T theresultantLP, althoughhe was
titled “Father’s Shout”. As Waters arunforhismoney..” included asaco-writer onthe
later putit, the motitfsounded “like NME, OCT 10,1970 centrelabel copy. Atthe piece’s

athemefrom some awful Western;

ithad thatkind of... slight pastiche,

heroic, plodding quality toit... ofhorses
silhouetted against the sunset.” During March
and April, insessions snatched between hectic
touring, the group blocked out the skeleton
shape ofthe piece. Butthese works-in-progress
really should have been leftas dummytryouts;
instead, the recordings, riddled with tempo
inconsistencies, became the groundwork used
in the final product. Divided into sixlinked
sections, the Suite lacked focusand chromatic
diversity; Gilmour's ‘Western’ theme didn't
come acrossinthewayheintended. They
decided to callin afixer,

Ron Geesinhad already collaborated with
Nick Mason on Ummagummathe previous
year, and had since takenup golfing with Roger
Waters. The 26-year-old Scotsman was already
a Peel favourite and occupied an odd niche - as
a Dixieland pianistwho specialisedin avant-
garde tapemanipulation and electronic
composition, aswellas being somethingofa
comic, surreal raconteur. With his perspective
asasympathetic outsider, Dr Geesinwas hired
to give acreative second opinion on the “Atom
Heart Mother Suite”. He set to work writing
embellishmentsfora 10-piece brass ensembile,
20-piece choir and asinglecello, played by
Caroline Dale. Members of the Abbey Road
Session Pops Orchestrawere teamed up with
TheJohn Aldiss Choir, avocal ensemble who
had made aspeciality of singing the music of
contemporary English composers. Geesin,
acting as musical director, found the classical
playersrecalcitrantand obstructive, resistant
tothe score’scharms, At the session’s most
heated moment, Geesinthreatenedtotake one
of them outside for a punch-up. At that point,

English premierewith afull brass

section and choir, at the Blackhill
Garden PartyinJuly, Geesinleft Hyde Parkin
tears. Decadeslater, he offered analternative
title for the Suite: “Argument In E Minor For
Band And Orchestra”.

TheSuite went through several name
changes before its finalincarnation. Geesin
scrawled “Epic” at the top ofhisfirst draftscore.
Thegroup continued to use the ‘awaywith the
fairies’ name “The Amazing Pudding” until
theycame to record parts of it for a Johin Peel
InConcertprogramme on the BBC. After
wracking their collective brains foraname
with less teapotwhimsyand more gravitas,
Peel pointed out astoryin the Evening Standard
aboutawoman who had had a new, plutonium-
powered pacemaker fitted while pregnant,
headlined “Atom Heart Mother Named”,

Despite its problematic conception, the
Suitestandsup asanintriguingand often
entertaining musical oddity, arealone ofa
kind. Lacking the macho puffery offull-on
progressive rock; gentler and funkier thanany
contemporary composition; too abstractand
un-programmatic toworkas a ‘soundtrack to
animaginaryfilm”: therewasnothingelse
guite likeitatthe time. The nearest equivalent
was, perhaps, the orchestral work of David
Bedford, acomposerinthe English tradition
who straddled rock, progand classicalinhis
collaborationswith Kevin Aversand Mike
Oldfield, still a couple of years off. Its
segueways between becalmed, beatless
moods and funkinterludes alsoprovided a
model forthe colossalambient odysseys of The
Orbintheearly 1990s.

Althoughitrunsasa
continuous 24- |

" TRACKMARKS | Atom Heart Mother

1. Atom Heart Mother . Summer 68 & & & &

(Suite)} 4. Fat Old Sun # & &
a) Father’s Shout * # 5. Alan's Psychedelic
b) Breast Milky + -+ » Brealfast # % & %
c) Mother Fore # # %
d) Funky Dung * %% %% | np pasep.
e) Mind Your Throats ' October 10, 1970
Please # # % LABEL: Harvest
f} Remergence * & * PRODUCED BY: Pink
2, B 4% ek Floyel; executive producer
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Marman Smith
RECCRDED AT: Abbey
Road, London
PERSONNEL: David
Gilmour (guitars, bass
guitar, drums, vecals); Nick
Mason {drums, percussion,
tape editing, tape
collage); Richard Wright
(keyboards, piano,

argan, vibraphone,
orchestration, vocals):
Roger Waters (bass guitar,
acoustic guitar, effects,
tape collage, vocals)
HIGHEST CHART

POSITION: UK1; US55
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The Floyd play the International |
| Jazz Festival, Juan-les-Pins, '
Antibes, France, July 26,1970

minutework, the sleeve subdivides the Suite
intosixsections, opening with “Father's Shout™
(Geesin suggested the name in homage to his
favouritestride pianist, Earl ‘Fatha’ Hines). The
brassstate the main theme—awidescreen
establishingshot—and asecondary motif
contains more thanawhiffof Ennio
Morricone's mariachi-like Spaghetti Western
hornarrangements of the time. Around two
minutes, whinnying horses, gunshots, sirens
and amotorbike flash across the stereo picture,
before the musicdraws a breath, changesdown
agearand ploughsinto “Breast Milky”, the first
of twotitlesto bedirectly suggested by Storm
Thorgerson’s bovine coverart. “Mother Fore”
features oceanic, clear-watered choral layers
from Geesin, while Wright, Waters and Mason
chafeatits edgeswith a deep, laborious groove.
Wright'sdamp Hammond organ bridges into
“Funky Dung": slack-as-a-sack Ziggy
Modeliste backbeat, porkyorganand a
Gilmour guitar solo that'’s cheek-suckinglytart.
The “Father'sShout” riffisreprised briefly prior
to “Mind Your Throats Please”, a Brownian
motion swirlofsynth dischords, train whistles,
cut-up celloand reverbed guitarabstractions.
Adalekvoicecommands “Silencein the
studio” asthe main themeisrepeated for the
finaltime bythe assembled company, signing
offwithagrand trumpetfanfare.

Far from attempting the complexities of prog,
the Suite was “averydirectattemptat hitting
emotions, touching offemotional reactions



withfairlyordinarysounds”, as Waters later
explained. With thatin mind, they instructed
Hipgnosis' Storm Thorgerson to come up with
acoverthat forsook the spaceyimagervof
Saucerfuland the gratuitous visual games of
Ummagummaforsomethingasdowntoearth
as possible. Respondingfairly
literally and unthinkinglyto the
brief, Thorgerson drove outto
Potters Barand snapped aherd
of grazing Friesians. In the event,
Arom Heart Mother's front cover
—Lulubelle, presenting her
ample arse and udders, gazing
balefullyatthe viewer—has

hotel-room encounter with a groupie. The
arrangementissurprisingly upbeat psych-pop
with a brassy sheen, with the whole group
crashing in onthe “Howdoe you feel"chorus.
“Fat Old Sun” could be seen as Gilmour’s
“Grantchester Meadows™. It paints a Samuel

A joyous and gentle recanci]iaﬁon
between the group’s fervent
jamming skills and their

' descendssuccessive rungs of jazz-tinged

chords thatrecall Soft Machine or Caravan.
But "Alan’s Psychedelic Breakfast” achieved a
perfect pitch between adventurous and rockist
impulses. All self-consciousness about being
‘experimental hasvanished. No-oneissaying
“Thatwasreallyavant-garde”,
andthere'snoattempttobe
humorous orquirky. The pieceis
simply presented and left
dangling; the musical sections
are beautiful butworkona
domestic, rather than cosmic
scale-charminginstead of
dazzling. The original vinyl

becomeaniconic, instantly
memorable image: an enigmatic, eerie picture
oftheunchanging English landscape, an
unconsciousallusion to Warlock's famous dig
atVaughan Williams, and the suggestion that
the musicwithin could bea mildly
confrontational fartin your general direction.
Asfortherest ofthe album, the second side
holds asmall nest-egg of fine Floyd songs. “If”
isone of Waters's intimate acoustic self-
examinations, a series of metaphors detailing
howhewould beifhe wereabetterman. Lines
such as “Pleasedon’t putyour wires inmy brain”
and, especially, “Ifl go insane/Will you still let
mejoin inwith the game " may allude tothe
recent condition of Syd Barrettaround the time
ofhisexclusion fromthe group. “Summer 68"
finds Wright at the piano, recalling a hollow

experimental impulses

Palmer-like panorama of a blisstul English
summerevening: “Distant bells, new mown
grasssmellsso sweet/By the river holding
hands...”. Backing himselfwith some beautiful
lap steel glides, Gilmour's closing electricsolo
recalls HendrixcircaAxis: Bold As Love.

Which justleaves "Alan’s Psychedelic
Breakfast”, a 13-minute compendium of sound
effects and voices, linked by poignantly
tuneful rock passages. Floyd roadie Alan Stiles
is heard casually musing over his favourite
cereals andspreadsintheopening “Rise And
Shine” section, and later can be heard shaking
outand noisilymunchinghiscornflakes,
washing them down with some tea, and
cooking a crackling fry-up. The final “Morning
Glory” isa piano/organdriven slow jam that

bade farewell to listenerswith a

e i
drippingtap inalocked groove: water torture

for heads too stoned to change the record.
Thelastwords heard on the albumare "My
head'sablank’, spoken by Alan Stiles just
before he slams the doorand drives off after
washing up his mind-expanding breakfast.
Thatanticipated the ‘nothing’ state of mind
with which theywould embarkonthe
following vear's Medddle. Meanwhile, thevhad
the baffled publicresponse to Atom Heart
Motherto contend with. One particularly
scathingpiece by Melody Maker's Michael
Watts wasanswered bysendingthe critica
package containingaboxing gloveona
spring. Areminder that cows, forall their
ponderosity, are equipped with powerful teeth

| tochewthatcud. %
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Syd Barrett

The Madcap

Laughs &

Barrett

As his old bandmates wonder where to go next,
Syd Barrett embarks on a brief, troubling,
magical solo career. “Please leave us here...”
By Allan Jones

i 23 1JAN 11970 & 141 N0V 1370

time ofhisenforced departure from Pink

Floyd in April 1968 was ofatalent made
haggard bylysergic excess, dishevelled by drugs. As
farasthe Floyd were concerned, thearchitect of
theirearly triumphs had become ahindranceto
theirviable future, aliability, someone theycould
no longer counton orwas useful to have around. He
was, in the opinion of the band, you were given to
understand, washed up, or something close toit.

His final contribution to the Floyd had been the
eerily crepuscular “Jugband Blues” on ASaucerful Of
Secrets, which sounded like it belonged to adifferent
record entirelyand had only beenincluded to make
publicly evident Barrett's fragmenting personality,
the unbridgeable distance that now separated him
from the group. This, the Floyd seemed to be saying
viathe song's strategic positioningatthe album’s
end, iswhat Syd had become-withdrawn, too far
outtoreach, wholly askew. The LSD he'd taken to
free hisimagination, the hintwas, had also
unmoored hismind.

“Itsawfullyconsiderate of you to think of me here,”
Barrettsangwith poignant formality, asifin
apology to hissoon to be erstwhile bandmates, for
becomingsuch anuisance, abitofaburden. "And
I'm muchobliged toyou for makingitclear that I'm
not here,"he went on, in somewhat forlorn
acknowledgement ofhisimminent displacement. It

T HERECEIVED IMAGE of Syd Barrettat the
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wasalmostasifheknewtherewas nowaybackfrom
wherever it was he now found himself.

Not everyone at the time, however, thought Syd
was beyond recall. Peter Jenner and AndrewKing,
the band’s managerssince September 1966, didn't
fancythe Floyd's future withouthim, saw them only
floundering, They dropped the band and stuck with
Syd, in the apparent beliethis problems were
temporary, thatevenashewas fallingaparthe
might yet pullhimselftogether. Theyduly had him
backin the studio by May 6, 1968, for the first of six
sessions at Abbey Road’s Studio 3, produced by
Jenner. The initial results were not discouraging,
Syd recording anew songcalled “Silas Lang”,
inspired by Longfellow’s poem “Hiawatha”, andan
instrumental backing track forwhatwould become
“Late Night”, eventually a plaintive highlight of The
Madecap Laughs, Syd’sfirst solo album.

Thefollowing day was more dispiriting, yielding
therambling “Rhamadan”, an 18-minute bluesjam,
the version of the unremarkable “LankyPart One”
thatsubsequentlyappeared on the Opelalbum of
puttakes, and “LankyPart Two", another aimless
instrumental. Much more promising at subsequent
sessionswas an early passat Syd’s haunting musical
setting of the James Joyce poem, “Golden Hair”, and
on July 20 two takes of another new song, “Clowns
AndJugglers”, dazzling even atthis early stage.

Thesessions, however, were CONTINUES OVER »
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increasingly fraught. Syd often didn’t showup,
andwhenhe didwasusuallyinastate that
maderecording pointless. Jennerand King's
optimism for hisrehabilitation faltered
accordingly. The July 20 sessionwas hislast for
almost ayear, during which time he became
furtherlostin the druggyfogfriends now
feared he would inhabit indefinitely.

InMarch 1969, however, 23-year-old
Malcolm Jones, who'd justlaunched Harvest,
EMI's bespoke underground label, was told
that Syd wanted to go backinto the studio. As
herecalled in his privately published memoir,
The Making OfAMadcap Laughs, Jones had
heard much gossip about Barrett'sruinous
state, hisunreliability, howdifficult he'd been
toworkwith inhis latter days with the Floyd.
Hewas encouraged, however, byhowtogether
Syd seemed when they met to review the

Jenner tapes and impressed enough by the new

songs Syd played him to book studio time at
Abbey Road. Jones originallywanted “See
Emily Play” and The Piper At The Gates Of
Dawn producer Norman Smithtorun the
sessions. ButSmithwas already prepping the
Floyd's Ummagummaand unavailable. Jones
laterregretted not thinking of Joe Boyd, who'd
helmed “Arnold Layne”, and in the immediate

absence of any other plausible candidates
ended up producing Syd himself.
Inhisaccount ofthe eight sessions he
supervised between April 10 and May6, 1969,
Jones dispelsthe popular notion of Syd as
wayward, ill-disciplined or otherwise
troubled, unstable and adrift. He remembers
instead Syd’s humour, enthusiasm, focus and

application. With Jonesin

sympatheticattendance, he

worked onimproved iterations
of “Silas Lang”, nowretitled
“Swan Lee”, “ClownsAnd
Jugglers”, “Golden Hair" and
“Late Night” and eight new
songs, allofwhichin more
finished versionsappeared on

The Madcap Laughs.

Sydinthe studio:

“Wistfulness had given way
toan awful melancholy...”

with Gilmour, on June 12 and 13, and Gilmour
and Waters co-producinga final session on
June 26, the three sessions producing a further
four newsongs. The Pink Floyd duoalso
reworked theversions Jones had produced of
“Clowns And Jugglers”, by nowretitled
“Octopus”, and “Golden Hair”,

[twasnow over ayear since Barretthad first
gone into the studio to work with Peter Jenner
anditwould be another four frustrating
months because ofthe Floyd'sownrecording
and touring schedules before Gilmourand
Waters were able todeliver theirfinalmixto

M&dmp’s sound was ofteli a
scrappy reduction of the blazing
glories Syd had essayed with Floyd

T —

disappointed and disturbed many fans of Syd
inhis psychedelic pomp. The sound ofthe
record was often ascrappy reduction of the
blazing glories he had essayed with Pink Floyd,
inplacesramshackle and scruffy, reflecting its
fragmentary, disjointed gestation. Malcolm
Jones’ productioninexperience wasalso
evident, aswas the only partial attention
Gilmour and Waters were able to devote to it.
Norwere things much helped by the
sometimessketchyarrangementsand the
indifferent contributions ofsome of the
backing musicians, including Soft Machine,
whose performanceson “Not
Good Trying” and “Love You”
were notablyunder-rehearsed.
What people found most
alarming, however, waswhat
appeared to be distressing
confirmation of Barrett’s much-
rumoured unravelling, the

For reasons thatareunclear, Malcolm Jones
wassoonreplaced by David Gilmour and Roger
Waters, thenatwork at Abbey Road on
Ummagumma. What became The Madcap
Laughswas then completedin two sessions

TRACKMARKS | Syd Barrett Solo Albums

Harvest, too late to meet the album’s original
pre-Christmasrelease date, which was
rescheduled for January 1970,

When The Madcap Laughs, solonginthe
making, finally came out, it baffled,

THE MADCAP LAUGHS

1 Terrapin %% %

2. No Good Trying * *+

3. Love You & & & #

4. Mo Man's Land # & +

5 Dark Globe # % # & 4

6. Here | Go wir+

7. Octopus ¥k

8. Golden Hair + % &+

9. Long Gone # # & %

10.5he Toock A Long
Cold Look 4%+

. Fael %

12. If It's In You # 4

13. Late Night + & % & &

RELEASED: January 23,

1970

LABEL: Harvest

RECORDED AT: Abbey

Road Studios

PRODUCED BY: David

Gilmour and Roger

Waters

EXECUTIVE PRODUCER:

. Malcalm Jones

PERSOMNEL: Syd Barrett

. (guitar, vocals); David

. Gilmour (bass, 12-string
. acoustic guitar, arums

. on“Octopus"); Roger

. Waters (bass); Jerry

. Shirley (drums); John

. Wilson (drums); Vic

. Saywell (horn); Robert

. Wyatt {(drums on “No

. Good Trying” and “Love
. You"); Hugh Hopper {bass
- on“No Good Trying”

. and “Love You™); Mike

. Ratledge (keyboards on
- “No Good Trying” and

. “Love You")

, HIGHEST CHART

. POSITION: UK 40; US -

 BARRETT

1. Baby Lemonade +

. 2. Love Song w %
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3. Dominoes # %
4. Itls Obvious + %+
5. Rats %i¥

6. Maisie & &

7. Gigolo Aunt * *

8. Waving My Arms

In The Air ++
9. Wined And Dined # %+ |
10. Wolfpack ## I
1. Effervescent Elephant :
# . bass, organ {on "It Is
RELEASED: November - Obvious”, “Gigolo Aunt”,
14,1970 - “Wined And Dined”),

LABEL: Harvest
PRODUCED BY: David
Gilmour and Richard

. drums (on “"Dominoes"”),
. backing vocals; Richard
Wright (keybards, piano

Wright - harmonium, Hammond
RECORDED AT: Abbey . organ); Vic Saywell
Road Studios . {tuba on "Effervescent

PERSOMMEL: Syd Barrett
{(guitars, lead vocals);
David Gilmour (12-string
acoustic guitar on “Baby
Lemonade”),

. Elephant"); Jerry Shirley

. (drums and percussion),

. John Wilson (drums)
HIGHEST CHART

. POSITION: UK - US-

PARRLIT |

conspicuousunspoolingofa
spectacularsongwriting talent,
lost tosomewhere lonely, disturbing and
strange. There'd always been something
otherworldly about Syd, thatinterstellarstare,
the saturnine look, sexy and slightly sinister, a
vaguely dangerous stoned dandyismhe shared
with Jimi Hendrix, Keith Richards and Brian
Jones. On The Madcap Laughs, Syd’s
otherworldliness has become inmany ways
positively extra-terrestrial, a voice reachingus
fromoutthereinaspace Syd shareswith things
thatshineinthedark butarealreadydead,
their light reaching us from who knows where.
Thiswasanideaof Barrett much enhanced by
Mick Rock’s cover images of him, goblin-
crouched onthe bare floorboards of the
unadorned Earls Cour flathe'd recently
painted blackand purple, ascarynetherworld
where helooked like he mightlive with only
ghosts and spiders for friends.

Gilmour and Waters also inadvertently
supported the idea that Syd had fully become
themadcap of the LP's title by contentiously
includingin theirfinal version of the album
suchupsettinginstancesas the falsestart to
“IfIt'sIn You". Barrett's tunelesswailing is
followed by an agitated conversation with his




producers thatmakes youthink of the
tormented writhingof someoneinapainting
by Francis Bacon. Itsuggested such
incoherence typified the sessions, something
anappalled Malcolm Jones strongly contested.
Gilmourdefended theirinclusion to Rob
Chapmanin hisilluminating biography, Syd
Barrett: A Very Irregular Head: "Rogerand |
both thoughtsome of Syd’s state of mind
should be presentintherecord—tobea
documentofSyd at thatmoment—and to
explain whysome of the songs had these, how
shouldIsayit, unprofessional moments.”
Whatever the producers’ intentions, there
wasstillsomething ghoulish about these
moments, which were alsosuperfluous. The
songs told you everything youneeded to know
about Syd and his state of mind. What's so
uniquely unsettling about The Madcap Laughs
was the sense that Syd was quite acutely aware
of the awful emptiness openingupin front of
him and found alanguage to describeit.
Thewistfulness thathad been an appealing
aspect of, say, "See Emily Play”, had given way to
an eternal melancholy. The songswere
inflectedwith the sadness attachedto
something precious passing, almostgone, the
slippingaway of a golden time, childhood’s last

THE CRITICS’
VERDICT

“There'sagood
doseof Floydin[The
Madcap Laughs]
backings, butmany
otherinfluencesas
well...lt'sthekind of
LPyoucoulddevelop
afondnessfor, butit
sticksinthe same

song's cleverlyaccumulated lyricdrewon
diverseliterary sources, folklore, nursery
rhymes, and the hallucinatory vernacular of
dream states to create a whollyrealised,
enraptured universe, halcyon and unique.

As aformer artstudent, Barrett would have
been conversant with notions of spontaneous
writing, Dadaistliterary collage and cut-ups,
techniques he fullyand capablyemployed
here. “What Syd Barrettcreatedin his post-
Pink Floyd output,” Chapman claims without
exaggeration, “wasamode ofexpression that
simply hasno parallelinthe English popsong.”

The Madcap Laughsbarely made the Top 40.
Butenough peoplelikedittor EMIto green-
lighta follow-up. Syd wasbackinthe studio
with David Gilmourand Rick Wrightas earlyas
February 26, 1970, forthefirstof 15 sessions
that produced the Barrettalbum, work on
whichwas again predictably interrupted by
Gilmour and Wright's other commitments -
the Floyd were simultaneously recording Afom
Heart Motherand from late April through May
were on tour in America.

The LP they finally made was less obviously
fragmented thanits predecessor, withamore
uniformsound - Gilmourand Wright provided
mostofthe instrumentation, with the heavy-
handed Jerry Shirley, who'd appeared on The
Madcap Laughs, ondrums.

Whatitlacked, however, were enough songs
good enough tobenefitfromthe
greater musical continuity. Syd’s
writing on Barrettis often atbest
half-hearted. Even some ofits
bettertracks - “Dominoes”,
“Wined And Dined”, “Baby
Lemonade” and “[tIs Obvious” -
offer jaded evidence ofhis palpably
waninginterestinboth
songwriting and performance. For
muostoftherecord, as Chapman

moodtoomuch..” pithilyobserves, Syd appears

NME, JAN24,1970 contenttoresorttowhathad
summetr, uncomplicated 1 becomehis “all-purpose lick, his
happiness replaced bybleak “Barrettcontainsa underpassbuskerstrum”, which
uncertainty. “Inside me, [feelalone ?f:ﬁd:fiﬁi?ﬁf :E:”;\E reached adesultorynadironthe
andunreal,” Syd sangon “Late Sor g s aratitihat somnambulent blues of "Maisie”.
Night”, hisisolation somethingyou strong,andthe Therewas adented charmto some
couldreachoutand touch. The majority are golden aspectsofthealbum, butalsoan
lyrics of manyofthe songsand the goodies, the : ill-suited galumphing jauntiness
arch cadence oftheir deliverywas ?ﬁ?;fj:ﬁ‘:”“es ontrackslike “Gigolo Aunt” that
oftenredolentofanancient NMENOY T.F;? " was presumably the best Gilmour

courtliness, through whose polite
phrasingsalone he might conjurea
better reminiscent of more
reasonable times, whose quaint etiquettes have
beenreplaced by ruder banter, unrulyvoices,
vulgarchatter, hoarse and disinclined towards
the grace, innocence and beauty he clearly
pined for but were now out of reach.
Occasionally, the songs were cryptic, defied
logical interpretation, seemed randomly
assembled from poetic scraps, extemporised
clusters ofassociative phrases, sometimes
surely meaningless. It would be amistake,
however, to confuse them even at their most
abstruse withsomethingscratchedonan
asylumwall. Rob Chapman’s close reading of
theremarkable “Octopus”, forexample,
revealed the craft, wit, intelligence and
imagination of which Syd was still capable. The

inthe circumstances could come

upwith to somehow pepthingsup.

Therestwasmerely drizzle and
damp, with the startlingexceptions ofthe
exclamatory "Rats” and the terrifving
“Wolfpack”, which offered tantalisingif
unsettlingglimpses of Syd'sfleeing genius.

Barrettwasreleasedin November 1970, to
sales so miserableit didn'teven showup onthe
charts. Since no-one waslistening, Syd
stopped making music. There was one more
attemptto coaxanotheralbumoutofhimin
August 1974, when Peter Jenner booked studio
time at Abbey Road, but one night he walked
outofthe studio and never returned.,

Theheart palesnearly 40 yearsontobe
reminded thatSydwasonly 22 when he started
The Madcap Laughsand not much olderwhen
he entered the twilight ofthe rest ofhis life. S
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ONE THINKS OF [T

ALL AS ADREAM...

In his last published interview, a fading SYD BARRETT is gently
encouraged by MICHAEL WATTS to reflect on art, his stalled
musical career and “rather unexciting” old bandmates. Meanwhile,
ROGER WATERS contemplates a turbulent world and tells
CHRIS WELCH, “Iwork to keep my mind off a doomy situation.”

STORIESABOUT SYD Barrett are legion.
That he became overbearingly
egotistical, impossible to work with. That
he was thrown out of Pink Floyd. That he
suffered a psychological crack-up. That
he once went for an afternoon drive and
ended upin Ibiza. That hewent back to
live with his motherin Cambridge asa
part of amental healing process. That
occasionally he goes to the house of

= Richard Wright, the Floyd's organist, and
sits there silently for hours without speaking,

Some of the stories are true.

Roger Waters: “When he was still in the band in the later
stages, we got to the point where any one of us waslikely to
tear his throat out at any minute because he was so
impossible... When ‘Emily’ was a hit and we were third for
three weeks, we did Top Of The Pops, and the third week we
did it, he didn't want to know. He got down there in an
incredible state and said he discovered the reasonwas that
John Lennondidn't have to do TOTP, so he didn't.”

Inthe pasttwo years he has made a couple of albums.
One of them was called Barrett. The other was The Madcap
Laughs. The cover of Madcap has a picture of him
crouching watchfully on the bare floorboards of a naked
room. Anude girl stretches her body in the background.
The picture encapsulates the mood of his songs, whichare
pared-down and unembellished, unfashionably stripped
of refined production values, so that oneis left to
concentrate on the words and stream-of-consciousness
effect. His work engenders asense of gentle, brooding
intimacy; a hesitant, but intense, awareness,

Syd Barrett came up to London last week and talked in
the office of his music publisher - his first pressinterview
forabout a year. His hair is cut very short now, almost like a
skinhead. Symbolic? Of what, then? He is very aware of
what is going on around him, but his conversation is often
obscure; it doesn't always progress in linear fashion.

He is painfully conscious ofhisindeterminate role
in the music world - “I've never really proved myself

wrong, [ really need to prove myselfright,” he says.
Maybe he hasitall figured. Ashe saysin “Octopus”, “The
madcap laughed at the iman on the water.”

What have you been doing since you left the Floyd, apart
from making your two albums? Well, I'm a painter, [ was
trained as a painter... [ seemto have spent alittle less time
painting than I might've done... youknow, it might have
been atremendous release getting absorbed in painting.
Anyway, ['ve beensitting about and writing. The fine arts
thing at college was always too much for me to think about.
What I was more involved in was being successful at art
school. Butitdidn't transcend the feeling of playing at UFO
and those sorts of places with the lights and that, the fact
that the group was getting better and bigger... I've been at
home in Cambridge with my mother. I've got lots of, well,
childreninasense. My uncle... I've been gettingusedtoa
family existence, generally. Pretty unexciting. [work in a
cellar, downinacellar.

What would you sooner be - a painter or musician?
Well, I think of me being a painter eventually.

Do vyou see the last two years as aprocessof getting
yourself together again? No. Perhaps it has something to
dowith what I felt could be better as regards music, asfaras
my job goes generally, as [ did find I needed a job. T wanted
todo ajob. Inever admitted it because I'm a personwho
doesn’tadmit it.

There were stories you were going to go back to college, or
get ajobin afactory, Well, of course, living in Cambridge

[ have to find something to do. T suppose I could've done a
job. Thaven't been doing any work. I'm not used to doing
quick jobs and then stopping, but 'm sure it'd be possible.

Tell me about the Pink Floyd - how did theystart?

Roger Waters is older than I am. He was at the architecture
schoolin London. [ was studying at Cambridge -1 think it
was beforeThad setup at Camberwell (art  conmnues over»
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college).  was moving backwards and
forwards to London. I wasliving in Highgate
with him, we shared a place there, and gota
van, and spent a lot of ourgranton pubsand
thatsort of thing. We were playing Stones
numbers. | suppose we were interested in
playing guitars [ picked up playing guitar
quite quickly. [didn't play much in Cambridge
because [was from the art school, youknow.
But Iwassoon playing on the professional
scene and began to write from there,

Yourwriting's always been concerned purely
with songs rather than long instrumental
pieces like the rest of the Floyd, hasn’t it?
Their choice of material was always very much
todowith what they were thinking as
architecture students. Rather unexciting
people I'would've thought, primarily. [ mean,
anybodywalking into an art school like that
would've been tricked - maybe they were
working their entryinto an art school.

But the choice of material was restricted, 1
suppose, by the fact that Roger and lwrote
different things. We wrote our own songs,
played our own music. They were older, by
about two vears, [ think. [was 18 or 19. [ don't
know that there was much conflict, except
that perhaps the waywe started to playwasn't
asimpressive as it was tous, even, wasn't as
full of impact asitmight've been. I mean, it
was done very well, rather than considerably
exciting. One thinks ofitallasadream.

Did you like what they were doing—the fact
that the music was gradually moving away
fromsongslike “See Emily Play”?
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ended up on the floor or anywhere
else in London. The general
concept, [ didn't feel so conscious

necessary. Theywere very exciting. in November 20086, ofit as perhaps [ should. Imean,

That’s all really. The whole thing at shortly after his one’s position as amember of

the time was playing onstage., death. shiftie Wit London'syoung people's—Idunno
gﬁ-{ .l J‘ﬂ what you'd callit- underground
A50 0T Y S SIghea

Was it only you who wanted to
malke singles? [t was probably me

-

singles. | think "Emily” was fourth
inthe hits.

Whydid youleave them? It wasn't really a war,
justa matter of being a little offhand about
things. We didn't feel there was one thing
which was gonna make the decision at the
minute. [ mean, we did splitup, and there was
alot of trouble. [ don’t think Pink Floyd had
any trouble, but L had an awful scene, probably
self-inflicted, havinga Mini and going all over
England and things...

Did the glamour go toyour head at all?

I dunno. Perhaps you could seeitas
something went to one’s head, but [ don't
knowthat it was relevant,

There were stories that you'd left because
you'd been freaked out by acid trips.

Well, [ dunno, itdoesn’t seem to have much to
do with the job. I only know the thing of
playing, of being a musician, was very exciting.
Obviously, one was better off with a silver

£9.500,whilehis
alone, I think. Obviously, beinga nainted artists
pop group one wanted to have macle £4,

wasn'tit—wasn't necessarily
realised and telt, I don’t think,
_______ especially from the point of views
of groups.
[remember at UFO - one week

one group, then another week
another group, going in and out, making that
set-up, and Ididn't thinkitwas asactive asit
could've been. I was really surprised that UFO
finished. I only read last week that it’s not
finished. Joe Boyd did all the work onitand 1
was amazed when he left. What we were doing
was a microcosm of the whole sort of
philosophy and it tended to be a little bit
cheap. The fact that the show had to be put
together: the fact that we weren'tliving in
luxurious places with luxurious things around
us. I think [ would always advocate that sort of
thing - the luxurious life. It's probably because
[ don’tdo much work.

s el o
oy ][] .':'_'!'1

Were you not at all involved in acid, then,
duringits heyday among rock bands?

No, itwas all, [ suppose, related to living in
London. I was lucky enough... I've always
thought of going back to a place where you can
drink tea and sit on the carpet. I've been

. fortunate enough to do that. All that time. ..




you've just reminded me ofit. [ thought it was
good fun. I thought The Soft Machine were
good fun. Theywere playing on Madcap,
except for Kevin Ayers.

Areyou trying to create amood in your songs,
rather than tell a story? Yes, very much. It
would be terrific to do much more mood stuff.
They're very pure, you know, the words... [ feel
I'm jabbering. The whole thing is based on me
being a guitarist and having done the last
thing about two or three years agoinagroup
around England, Europe and the US, and then
coming back and hardly having done
anything, so Idon't know what to say. I feel,
perhaps, I could be claimed as being
redundant almost. I don'tfeel active, and that
my public conscience is fully satisfied.

Don’t you think people still remember you?
Yes, Ishould think so.

Then why don’t you get some musicians, go
on the road and dosome gigs? I feel, though,
the record would still be the thing to do. And
touring and playing might mmake that
impossible to do.

Don’t you fancy playing live again after
twoyears? Yes, very much.

What'’s the hang-up then? Is it getting the
right musicians around you? Yeah.

What would be of primaryimportance —
whether they were brilliant musicians or
whether you could get on with them?
I'mafraid I thinkI'd have to get on with them.
They'd have to be good musicians. They'd be
difficultto find. They'd have to belively.

Would you say, therefore, you were adifficult
person to getonwith? No. Probably my own
impatience is the only thing, becauseithasto
be very easy. You can play guitar in your
canteen, you know, your hair might be longer,
butthere'salotmore to playing than travelling
around universities.

Why don't you go out on your own playing
acoustic? You might be very successful.
Yeah... that's nice. Well, I've only got an
electric. I've got a black Fender which needs
replacing. [ haven't got any blue jeans... I
really prefer electric music.

What records do you listen to? Well, T haven't
boughtalot. I've got things like Ma Rainey
recently. Terrific, really fantastic.

Areyougoing into the blues, then, in your
writing? I suppose so. Different groups do
different things... one feels that Slade would
be an interesting thing to hear, you know.

Will there be a third solo album? Yeah. I've got
some songs in the studio, still. And I've got a
couple of tapes. It should be 12 singles, and
jolly good singles. 1 think 1 shall be able to
produce thisonemyself. I thinkitwas always
easier to do that.

Michael Watis

=
PINKFLOYD: ARCRIVE 1967

1D LIKE TOHELP THE REVOLUTION,

WHEN [T COMES

From an Islington garden, ROGER WATERS
plans for the future...

WHITHERTHE WAY of the
world? Asthe rock
generation get older, if they
don't get wiser, they get
sadder. Roger Waters of the
¢ ancient and venerable Pink

~~  Floyd occasionally emerges

++ fromhis VC3 synthesiser,
stares about in disbeliefand
returns hastily to the
inhuman and therefore
clean world of sound. Like many marching
through the twenties to thirty, violence,
intolerance and sheer incompetence, instead
ofrecedingin the face of progress, seemto be
expanding. Thus the intelligent and sensitive
grow more despairing, evenin England, quiet
backwater of world events.

Says Roger: “Iwork to keep my mind offa
doomy situation. All over the globe it gets
crazier every day. And the craziness seems to
be accelerating at a fantastic rate. But it might
just be that as you get older your perception
gets faster, until the whole thing seems unreal,
as Ileaf through my Guardian every morning,

“It’'s running a series at the moment on the
new taboos. [ read the piece on Lord Longford,
which seemed quite a laugh. One gets the
impression everything has got out of control
and nobodyisin control of anything.™”

Roger lives with his wife Judy in a beautifully
cosy house in one of the broad, seedy streets of
Islington. In the garden, in the soundproofed
studio that Roger has assembled, was a synth,
amixer, tape recorders, drums etc, all crying
out to be switched on, fiddled and beaten.

But the crumpets were ready and we
adjourned to the morning room, there to
discuss the future of Floyd and the world.

“Thereisso much goingon, it's hard to
evaluate anything specific. That whole
Festival Of Light business. It's hard to evaluate
how important itis. From my standpoint it is
ofverylittle importance. But you can't tell its
effect on other people. Theyare trying to
‘clean up the country’. But the whole thing is
pathetic. So many important things need
doing... But why get worried about the odd
pubichairon TV and the growth of dirty
bookshops when they could put their energies
into something that clearly needs reforming?
What about housing? And a job here and there
would be nice. The whole tenor of their
movement is repression, on the basis that
people are corruptible and need protecting,
which [ don't believe. Alot more harmis done
through repressing people’s sexual attitudes,
than by public displays of pornography.

“We actually went to alive show in Denmark
which was extraordinary. [t went on too long,
and certainly before the end we were ready for

hamburgers and chips. Let's go now, It was

all very schoolboyish and patently obvious it
was for people who didn’t have the right
schooldays. The shows are just a tourist thing
anyway. [ can’timagine the Danes going. [t's
only for old geezers of about 50. It's all unreal.”

What are Roger's own plans for a better,
sanerworld?

“Well, I'd like to help the revolution, when it
comes. [twould be nice if somebody could
visualise the revolution, so we could have a
slightidea of what to do.”

Hadn’t all the revolutionary theories been
written?

“Thetroubleis, theyall smell a bit. I'd sooner
live here than in Russia and I'm not really into
Soviet Marxism. The double bind is that
people who tend to involve themselves in
politics do it for strong personal motives. Some
have a social context, butlargelyit's an ego
thing and the people who should be running
the country are just pottering about in their
gardens and reading The Guardian! Altruism
and power politics just don’t go together.”

What was the nature of the pottering Floyd
had been doing lately in the garden of rock?

“We've been rehearsing a John Peel showand
recording. We go to America this week for our
fifth tour. We'll be playing Carnegie Hall. The
first time we went in 1967 we played the Scene
Club, in New York. We've got three new pieces
and as much stuff as before. We've just started
to rehearse again. [ can’t remember the last
time we had arehearsal. [ think that often the
cause of groups splitting up is when people
freak and can’t come up with new stuff, which
has nearly happened to us. The Who flipped
once and did that New Vic thing, which fell
through. But no—we're very healthy now.

“We'd like to getinto a theatre thing. We'lldo
itsometime, butI can't see it happening yet.
It's really back to the old mixed media trip. The
logistics of it are so complex. You have to get
quadraphonics and projectors and you need a
clear vision rather than avague idea thatit'd
be nice to dosomething different. Creating
something like that would be bloody hard.”

One of the problems of Floyd and their
special music is the space their equipment
takes up. It cost them thousands to ship their
six tons of equipment to Australia this year.

“We're trving to cut it down,” says Roger,
without much conviction. In January we'll be
doing awhole tour of England, about 12 days,
andwe may do the Festival Hall again.”

But what of the future of Floyd music, that
weird revolutionary sound that set the rock
world back onits earsin the mid-'60s?

“Tdunno really, I have no idea whatis going
to happen next. We're just going to be much
lighter and more efficient.” Chris Welch ™
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Meddle

Ping! The stars align, “Echoes” comes from
“Nothing”, and the sonic architects finally
reunite in unusual harmony.
ByJohn Robinson

MERES0 [ 0CTOBER 11971

writingand recording material for what would

become theirnew album, Meddle, EMI's budget
release arm, Starline, released acompilation album
oftheirearliestwork, called Relics. Ifit wasstrange
asamarketing strategy, Relicswas oddly successful
asameasure of Pink Floyd'ssituationinthe first
partofthatyear. [t was neither one thing, northe
other: itcontained music from the Syd Barrettera
that theywereincreasingly distancing themselves
from. Butitalsofeatured "Careful With That Axe,
Eugene”, anumber the band were still playinglive.
On the cover, drummer Nick Mason had neatly
summarised the band’scharacter:hehad drawna
curipus machine that puffed smoke, and - almost
incidentally—played music.

With hindsight, we have come to applaud Floyd's
searchingnature, theirlongform compositions,
theirimaginative soundworlds, and their break
from traditional songforms. As 1971 began,
however, the only thing the band seemed to be
searching for, in the absence ofasongwriter ofany
stature, was anidea of howto proceed next. With
Ummagummatheyhad experimented with
democracy, and demonstrated the continued power
oftheirlive show. On Atom Heart Mother, theyhad
tried miusique concrete, and a sidelong composition

I N MAY 1971, while Pink Floyd were at work
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with brass orchestra, and had had to be rescued by
their friend, Ron Geesin, What could they do next?
Ablues band, said Rick Wright in 1972, could simply
get better at playing the blues. Abandlike Pink
Floyd, however, was “completelyin the dark. We're
foreversearching forwhatwe're goingtodo.”
Certainly, at thestartof 1971, theband had noidea
what that might be. Whenwe think of 1970s
recording studio excess, we probablyhave inmind a
scenario not unlike thatinwhich Pink Floyd began
work at Abbey Road studios that January. Kit, the
band had in abundance: David Gilmour,
acquainted with Jimi Hendrix, had seen the worlds
beyond that might be accessed by guitar technology
and camearmedwitha combination of fuzzand
wah-wah thathe would incorrectly assemble to
novel effect. ASyd-era contraption, the Binson
Echorec, would add an ominous reverb. A rotating
Leslie speakerwouldflange their sounds.
Onlyatthestartofthe Abbey Road sessions, Pink
Floyd had no sounds to distort, notevenany
snippetstoflange. Whetheryouchoosetocallita
spectacular failure of pre-production ora
democraticapproach to collective composition, at
the startofthe Meddlesessions, Pink Floyd had few
ideas and no actual songs atall. Instead, the band
embracedstrategy. Theyattempteda continues over®



= i = s |
" . L] - H

e
T
i ..'|_"

y Pl T
L L _! 3 e i g -,- i =
o R e Ty LR
L gy s S A
[¥] -F.% ug-' e .'. —5
Rl e LR _..;f‘:_p'- il

il

i .l-¢ ; ¥
M 8 g S inmn o T

PINKFLOYD | ULTIMATE MUSIC GUIDE | 41




[
| PINKFLOYD: THE ALBUNS

kind of blindfolded compaosition,
wherein theyrecorded their parts
separatelytoseeif theysparked
anythingwhen put together (they
didn’t). When things didntwork
ouf, the band discussed their next
move. Thesessions, from 2pm to
4am, engineer John Leckie
remembered later, found
accommodation for sustained
periods of unrelieved boredom.

“Itwaslikea Monty Python skit,”
remembered Mike Butcher, an
engineer at Morgan, another ofthe
threestudios used forthe album.
“Oneofthem would have anidea,
presentittotheband and then
someone would say ‘No, wecan't
dothat.” And thatwasit. Theidea
wasdead.”

I[fanything, the materialwhich
was gathered from the first Meddle
sessions relished in howbereft it

THE CRITICS'
VERDICT

“Interasting, even
aesthetic, they may
ba, butsuperficial
ultimatety, like
backgroundnoisesin
aRadio s play. When
thereislttlereal
musicalsubstanceto
sustainthose effects,
how canthe resultbe
anything buta
soundtracktoanon-
existentmovie?”
MICHAEL WATTS, MELODY
MAKER NOVIZ. 9N

“Floyd have created
dramatic music
without having
to drawoff the
5lr‘Elngt}1 of full brass

andachoir...an

exceptionally good
album.” ALLENEYANS,

on the conversational straightand
narrow. [fthere'sa positive note to
draw from it, however, it would be
tosay that byvirtue of mental
illness, Syd had effortlessly
achieved what his former
bandmateswerestrugglinglong
hoursinthestudio to accomplish:
blockingoutthe memoryofa

Syd Barrett-fronted Pink Floyd.
AsSyd distractedly told Watts, his
own talentwas more amercurial
artschool kind ofthing. The
current Pink Floyd, meanwhile,
were making work that was very
much morein theline ofwhat one
might expect from “architecture
students”.

Asungraciousasit mighthave
been (David Gilmour, Roger
Waters and Richard Wright had
worked on Barrett's soloalbums as
recentlyas four months before},

wasofinspiration. The working
materials for thealbum came from
acollage of 30 orso song fragments
and sketches, each called, inwhat would seem
tobe the band’scustomary deadpan tone,
“Nothing”. This material, worked and
reworked, would then heap itselfinto a Golem-
like aggregate compaosition, with a title to befit
amonster movie: “"Return Of Son Of Nothing”,
The eureka moment, thatturned thisinto the
side-long Meddle piece “Echoes”, was
apparentlyarrived atafter manyhours
recording and treating a single Rick Wright

piano note through a Leslie speaker, If the band

were seeking asignature for thealbum, they
had found one. Some were reminded of the
chillymensuration ofa sonar pulse. To the
naked ear, itsounded, in the distance, likea
noise thatwent “ping".

While it may have been absurd that thisone
noteshould have been the sumoftheband’s
breakthroughs, itwasaspringboard for
Meddle'sunifying conceptual heaviness.
Wright's pinging sound provided a focusfora
lot ofadjectives that had previouslytloated
rathercloudilyaround Pink Floyd. Evenifthe
band werebeginning to shy awayfrom “space”
asacatch-alltropefor the exploratory journey
their musicwas makinginto the unknown, it
had a celestial power toit. It sounded antique
and curiously nostalgic, amessage fromastar
that had longago collapsed, butwhose light
could bestill beseen. Itwas ghostly, remote,
and unaccountably sad.

Atthistime, nolessremote, Syd Barrett was
found and interviewed for a piecein Melody
Maker |reprinted on pp36-39)]. It makes for sad,
ifcharming, reading, as Michael Watts
attempts to keep anincreasingly vaporous Syd

L TRACKMARKS | Meddle

1. One Of These Days
e A Ak

' RELEASED: October
. 30, 1970

2. A Pillow Of Winds ' LABEL: Harvest

e e e A PRODUCED BY:

3. Fearless # % * ' Pink Floyd

4. San Tropez » + » ' RECORDED AT:

5. Seamus * ' Abbey Road Studios,
6. Echoes # & & & ' Morgan Studios,
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. lead vocals and guitar on

Barretthad hitonsomething. His
ownrecordings had beenakind of
fortuitous, ifhard-won capturing
ofthoughtsand momentsastheycame
tumbling out. The activity the Floyd were now
engaged in genuinelywas more like building:
creating an edifice fromthe smallest unit
parts. Ratherasthe Victorians made pumping
stationsbeautiful asatestamentto the
soundness and modernity oftheir engineering,
s0 Pink Floyd made statuesque music—as a
hard-to-shiftrecord oftheirtime on earth.

Theband’sinterestin technology, however,
was bothablessinganda curse. InAdrian
Maben's film, Pink Floyd Live At Pompeii, we
observe the band doingseveral things: playing
liveinthe Roman Ampitheatre three weeks
before the October release of Meddle, atwork
on The Dark Side Of The Moon, but also, forlong
segments of stoned conversation, opposing
theideathat Pink Floyd was aband that needed
no real members, and that could happily
operate onautopilot, their manymachines
simply running themselves. “We've spent five
yearsmastering them,” Waters contended,
hotly. 5till, when the machines crashed, as they
oftendidlive, theband would fall back on
material of several years' vintage—likethe
faithful "Careful With That Axe, Eugene”.

The comfortof the familiar versus the desire
toembrace the future... Man's quest for
technological advances thatultimately only
make himsmaller... These, and astrange blues
song accompanied by the baleful moans of
Steve Marriott's dog,
arethematerials with
which Meddlewas
built. Their progress
was tentative making

AR Studios London

PERSONNEL: David Wright (Hammeond organ,
Gilmour (guitar, bass on plano, vocals an “Echoes”);
“One Of These Days”, lead ~ Nick Mason {drums,

percussion, vocal on "One
Of These Days™)
HIGHEST CHART
POSITION: UK 3:US 70

vacals, harmanica on “Sea-
mus"); Roger Waters (bass,

“San Tropez™); Richard
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it, buthindsighthasrightly conferred on
Meddleanepochalimportance:akind of
velvet revolution, achanging of the guard.
“There was a point when we sat about not
knowingwhattodo,” said Wright to Disc And
Music Echoin 1972, “Then Meddle came along
and since then we've been quite excited about
whatwe've beendoing.”

Wrightdidn't mention Atom Heart Mother (as
timewenton, fewer and fewer peopledid), but
there were still stronglinks betweenitand
Meddle. Bothhad compositions takingup a
whole side of the record, while the otherside
was largely given over to more traditional song
forms. Unlike Atornn, though, Meddlemade
impressive steps towards integrating the
band’sexperimental music with its more
lyrical compositions, where formerly they had
beenisolated from one another. On "Fearless”,
the mellow acousticreverieisaugmented by
theinspired use of crowd noise, the Liverpool
FC "Kop” singing “You'll Never Walk Alone”.
“One Of These Days”, meanwhile, is thought to
haveitsoriginsinan “Alan’s Psychedelic
Breakfast”-style collage piece malevolently
directed at D] Jimmy Young.

More significantly perhaps, Meddiefound
PinkFloyd bringingdown semeofthebarriers
between the group’s members. Aside from
songs that self-evidently had theiroriginsin
improvisations {“Saucerful”; "Eugene”) the
band's post-Syd songs had all been individually
credited to either Wright, Gilmour or Waters.
Meddlechanged allthat, withall of the songs
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appearingas co-writes. All co-writeswith
Roger Waters, admittedly, butall co-writes
nonetheless. “One Of These Days”, that begins
thealbumwith the synthetically generated
sound ofaragingstorm, and featuresthe twin
bass guitars of Waters and Gilmour, with the
manipulated vocals of Nick Mason was, David
Gilmour later stated, the most

prominent features one can note in successtul
Floyd recordings to follow. An unhurried
buildingofatmospheres (11.24). An
unembarrassed unk{7.05). An otherworldly
releaseof tension via David Gilmour's guitar (at
18.14). "Echoes” isa place for soundscapes both
lyrical and scientific, its covert topicman and

Nonetheless, Meddle, thoughborntrom the
collective musical mind, wasaverylongway
from the chaoticimprovisations in purple
sunglassesof The Pink Floyd. Rather, it
proposed a new typeof collective music, a
paradigm shift wherein one stopped thinking
of Pink Floyd as agroup with asinger, who

fronted the band and wrote their

genuinely collaborative work the

hitsongs, butinstead proposed

grouphadeverdone.
[twasanimportantstep. While
aprogressive group like Yes
could happily give over partofan
album-astheydidwith 1971's
Fragile-toindividual

At the start of the Meddle sessions,
Pink Floyd had few ideas and no

actual songs at all...

Pink Floyd asamysteriousand
powerfulentity, somethingabit
like MI6. You could seeithad a
employees and a corporate
headquarters-butonlyavery
select few knowwhatwas going

compositionsthat boosted the
band’s reputation for virtuosity,
theirindividualwork on Ummagummaand
Atom had shown Floyd couldn'twork in quite
the same way. The middle-class holiday song
“St Tropez”, the slyly catchy "Pillow Of Winds”,
and “Seamus” (thetitle of this widely disliked
blueswas, incidentally, canine-specific: when
Seamus wasunavailable, as at Pompelii, it
became “Mademoiselle Nobs"}, allbore some
stamp of Meddle's collaborative spirit. It's not
until you flip therecord, though, thatyou
experience quite how far this collaboration
could take Pink Floyd.

“Echoes” hadbeenalongtimeinthe making,
butover its 23 graceful minutes, vouwouldn't
necessarily knowithad been painstakingly
assembled from small segments. Instead, the
songcreates anunfoldinglandscapewhose

machine, andits ripples would befelt all the
way to Dark Side, The Walland beyond.
[ronically, for those who have skipped ahead
in the group's history, the predominant tone of
“Echoes” isone of reconciliation. Gilmour and
Wrightsoftlyintonelyrics of pacificcalmand
good omen, expressing an omniscient
awareness of the past, butlooking forward
to afuture of meaningful human contact.
Thesongwasamonument to the experience
thathad givenrise toit: much asthey had done
in theirearliest experimental pieces, with
“Echoes” Pink Floyd had found a way forward
working together. "Our best music comes from
thatmethod of working,” Wright said at the
time. “Everyoneisthrowinginideasand
rejectingideas; Saucerwas done the same way.”

oninside.

After Meddle, photographs of
PinkFloyd's members vanished from itsalbum
sleeves, as theyretreated into the anonymity of
theumbrella organisation. ltwas asif they had
simply come to realise that what theyworked
forwas farmore influential than who theywere
asindividuals. This was their newboss: the
power of theunifyingconcept.

Inthisnewincarnation of Pink Floyd lay the
means forcreating the band's most successful
LPs, but also theseeds oftheirlater problems.
Thiswas astrange, evolving organisation: it
beganassomethinglikeahappening, but
ended upassomethingmorelikea
government. Thoseinvolved shared a great
manycommon ideasand began the enterprise
as equals. Astime went on, however, some

. would prove to be moreequal than others.
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Meddle is only a few months old, but already the Floyd are moving on.
TONY STEWART witnesses an early performance of a new piece,
tentatively called ‘The Dark Side Of The Moon’, then talks
about the band’s past, present and future with NICK MASON.
“We wanted to be stars; the whole lot, fantastic!”
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THEATMOSPHEREAT
Brighton Dome was one of
indifference. As Pink Floyd
ran through “Echoes”, the
uniformed officials sat
stone-faced andsilent at the
back. There were afew,
unimpressed chicks down
the front. And Floyd just
couldn’tget the effects to
combine with the music,
although theywere trying hard.

Acouple of times they stopped. Gilmour
shouted suggestions at the sound crew,
situated at the back of the front stalls. Finally,
things started to go well; the music slowly took
on the unmistakeable Floyd force and
cohesion. But that was temporary.

With a blaze of white, eye-disturbing light,
the hall was illuminated. The sound

500 MeCRETIET S
) NOVETTY

[
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disintegrated. Gilmour rushed up to the
control desk, Mason, Wright and Waters
disappeared offstage. Rehearsals for the first
date of their British tour were over, and the
kids swarmed in, shouting, screaming and
pushinglike rush-hour business gents on the
Central Line. They too were not unduly
concerned who got shoved to the floor.

The band had arrived early afternoon,
preceded by roadies at nine in the morning.
Things justhad to be right. Floyd always strive
for perfection. The combination of technology
and musicianship has to be total - otherwise
the resulting sound loses all impactand
interest. And Floyd know that too well, The
openerof a tour can be a hairy experience.

Since their return from the States they have
worked hard on new material, and rehearsed
forseveral days at London’s Rainbow, and also
atthe Rolling Stones’ factory, in downtown

il

.EW

Bermondsey. The new material waslong
overdue; they had still been playing “Careful
With That Axe, Fugene” and “Set The Controls
For The Heart Of The Sun”. And they don't dig
a complacent approach to creativity.

Aspirit of revitalisation had come into the
band. “[think,” explained Nick Mason, “all of
us feel more excited than we have for ages, as
we have new material and new equipment.”

Floyd's Atorm Heart Mother-"Echoes” period
hasbeen described as unproductive. Certainly
there are similarities in structure between the
two pieces. But the “unproductive” questionis
crap, because that whole period, which dates
back to 1970, made it so obvious that the band
were creating original material. “Echoes” was
only possible because of Mother, and it
expressed more. And as Floyd opened the first
set ofthe British tour —incidentally the first
timel've seen them since 1970~ contmues overs»
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‘The Dark Side Of The
Moon', Copenhagen.
MNovember1972

anew piece, tentatively titled "The Dark Side
Of The Moon', showed that their writing had
taken onanew and againinnovatory form. A
pulsating bass beat, pre-recorded, pounded
around the hall's speaker system. Avoice
declared Chapter Five, Verses 15to 17 from the
Book Of Athenians. The organ built up;
suddenly it soared, like ajumbao jet leaving
Heathrow; the lights, just behind the
equipment, rose like an elevator. Floyd were
onstage playing a medium-paced piece.

The Floyd inventiveness had returned, and it
astounded the capacity house, From the easy-
paced tempo, the music gained exuberance,
and theywentinto aracing, jazz-based riff.
Rick Wright on piano provided delightful
filling, with Gilmour's guitar interweaving
well, and the team of Mason and Waters solid
as ever, The song's structure bore little
resemblance to earlier material. Therewasa
jazz feel throughout many of the passages.

Noteverythingin the piece flowed. The
church organ part seemed to come all of a
sudden, rather than as a continuation ofthe
theme. Yet that too added a new dimension to
the Floyd music. The instrumentation was
magnificent, and although the vocals were
indistinctive, the harmonisation between
Wright and Gilmour was good and emotional.
Atthe beginning we had the quasi-religious
element, and this became more apparentin
the middle. “Let the Holy Spirit fill you,” the
voice urged, “Speak to one another. Sing and
mke music in your hearts to the Lord.” Other
voices, on the quadraphonic system,
professed other feelings. At one time three
voices fused into complete confusion, and
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CAREFUL e
WITH THOSE
FACTS
EUGENE

ended with the Lord’s Prayer,
Pretty hot stuff.

All that the band said in that
piece wasdirectlyrelated to
themselves. And it's so new that
theywerestillarrangingiton the
way down to Brighton.

Mason told me after the show:
“The pieceisrelated to the
pressures that form on us and
other people generally. Thatis the
very rough theme - although it
doesn'trelate to us as muchaswe'd
originally planned. The various
pressures that we talked about when we wrote
it were physical violence, travelling, money;,
religion. Those were the things which we
thought sidetracked people from the things
we thought might be important. And religion
forusis one of those things. [ mean, not
religion as much as Christianity as practised
by a large section of the population of Britain.”

Unfortunately those profound sentiments
were lost as aresult of two things. One was that
the vocals were none too clear, and secondly,
the number broke down 30 minutes through.

Adrone and a hissing sound filled the hall as
Floyd went into a simple riff. Gilmour turned
to Waters and spoke. We didn’t catch what it
was he said, butithad astaggering effect.
Waters removed his guitar and he and Gilmour
left the stage. Until then the music had been
fine. A mood had captivated the crowd, and
now they didn't quite know what to make of it.

“Thatwasn't pretty,” said Waters. “We'll fix
that.” And later, asthe band returned to the
stage, he explained: “Due to severe

The first ‘complete’
performanceof The
Dark Side Of The
Moon —without the
technical issues — took
place the night after
thisinterviewon 21
January, 1972 at the
Guildhall, Portsmouth,
By the time the album
was released14
months later, abootleg
~ Best Of Tour'72-
had already shifted
120,000 copies.

mechanical and electrichorrorwe
can'tdo any more of that bit, so
we'll dosomething else.”

The Biblical references lost all
relevance. Only halfofthe new
piece had been completed. Floyd
were using alight show, which
seemed OK but nothing
spectacular. And itwas that which
caused the electrical mess.

“Idon'tknowifyou heard,”
Mason edified, “but basically
what happened was the most
incredible tone started rushing
through the PA. The scene is the newlighting
system is run off a separate circuit, and due to
some power failure we had to double up on the
circuit, soitwas on the same circuit. There
was avariac on the lighting system that went
wrong and shorted the PA. So itwas impossible
to get tapes through, any sounds through, and
we stopped because there was nothing we
could do. I think, in that situation, you have to
decide whether the show must go on, or
whether it's better to stop the show and sort
things out, which is what we decided to do.”

They restarted the showwith partof the
Atom Heart Mother suite. And they were a new
band. The beginning was not too good, but
then Floyd flew high. The music flowed
naturally, and Gilmour did one hell of a job on
vocals during the normal choir piece. Butit
was disappointing that such aremarkable
new piece should collapse abysmally part way
through. Even more disappointingwas the
fact they restarted the second halfwith
“Careful With That Axe, Eugene”.




Mason told me atterwards, "We were all
tensed up. And we decided thatif we started
off with “Cut You Into Little Pieces” —whichis a
very loud, slightly complex number in terms of
getting the electrics right - we might get into
trouble and start, well, banging about. So we
thought we'd use "Axe”, Basically it was abig
disappointment to use old stuff. Butit couldn’t
be helped. Probably it was better to do that.”

This nervous pressure onthe band resulted
in one of the most brilliant sets | have ever
heard them perform. “Echoes” was masterful.
The vocals came over clearly. What they
achieved on the album they strove to perfect,
and did so successfully. Floyd always seem to
work best under an awe-inspiring
atmosphere. Even their writing comes out
better when a dead line has to be kept.

Masonsaid: “Frankly, [ thought some of
tonight was fantastic, Like there’s all sorts of
cueing things that we have to sort out, but the
lighting system is amazing, [t's a newstart.”

Oh, he's right. That new piece expressed
succinctly in musical terms the innermost
feelings of a person, including the strain of

What was Floyd's musical policy when the
band started? We had no policy whatsoever
and we don'treally have one now, apart from
not doing other people’s material. Obviously,
our own interests us more. Butin the early
dayswe had verylittle idea of what we were
doing, or how to do it. The sort of lucky break,
though it's not a lucky break at all, that got us
off the ground, was the fact that Syd Barrett
wrote songs, but we could have spent years
playing old Stones albums and Bo Diddley
tunesand anything else, and we wouldn't
have achieved anything. The factthat Syd was
asongwriter changed the whole thing.

But vou alsoincluded a light show. Yes, ata
slightly later stage.

There was the belief that yourepresented a
new art movement in London. Canyou
expand alittle about that? Yes, that's true. It
has alot to do with the media. The press atthe
time had discovered the underground and we
were sort of house band of the underground,
because of UFO and the Gardens and so on. It
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into powerful bulbs and so on. When the idea
got taken along further, it was slightly more
balanced, and then it would fluctuate wildly
between a smaller place where there was a
high intensity of light and a good balance
between light and sound, otherwise it can just
be sort of a murky, inky, darkness.

Howimportant a part was Syd Barrett to the
band then? I know he wrote “Arnold Layne”
which was your first single in'67. Very
important. I mean, he wrote everything,
everything excepta couple of numbers.

Was “Arnold Layne” asingle that you wanted
to putout? [t's hard to describe the complete
open madness of us at that time; we just had
no ideawhat was going on at all, really; we
knowwe wanted to be rock'n'roll stars, we
wanted to make singles, so we thought
“Arnold Layne” was a great single. After the
"Emily” single, when Syd had left, we hadn’ta
good follow-up. We were being asked to
produce a new single by our label but we
couldn't find anything suitable. By the time
we'd done Saucerwe realised we

being one of this country’s

top bands. At no time during
the performance were Floyd
untogether. The musicians
go togetherlike salt and
vinegar on fish and chips-
it's that sort of tasteful
relationship. Floyd proved to
me that they're the leading
explorers of electronic
music. Their effects, which
are always used economically, create
anintriguing interest. And that music; it's so
good. Tony Stewart

== Sixyears ago, an evening
&% with Floyd resembled ariot,
with bottles, glasses and
verbalabuse being hurled in
their direction. Regarded as
“cranky freaks” then, they're
recognised now throughout
=% the world for inventiveness,
7 F qu originalityand technical
ol fﬂ;?{-'*iﬂr?“ brilliance. At the Lanchester

FENEE S  Arts Festival they dispelled
the myth onceand for all that theywereina
stagnant period by playinga completely new
masterpiece, ‘Dark Side Of The Moon’.

Theiraim at the outset, says drummer Nick
Mason, was to become “rock'n'roll stars” and
nobody can dispute they have achieved that
position. In my mind the past and present of
the group relates closely, and even after the
departure of Syd Barrett, replaced by Dave
Gilmour, their evolution has been consistent.

Mason disagrees, saying: “I don't think that
there's some important pattern that relates,
but obviously you can draw patterns with the
music and our development; I don't thinkit’s
veryimportant, though. The future is much
more important than getting bogged downin
what's happened. In fact there is a real danger
of getting stuck in the ‘Golden Oldies’ routine
of old numbers and old attitudes.”

Here he talks of the past, present and future
with a keen awareness of the band’s situation.

iy
b

“WE HAD NO POLICY
WHATSOEVER, AND WE DON'T
REALLY HAVE ONE NOW...”

- NICK MASON

was the beginning of talk about mixed media
events, music and light shows, and we
happened to have alight show. It just
somehow happened, in the same way that
everything somehow happened. Imean, there
was no direction, policy or planning or
anything. Things just happened.

Thelight show was due to various
influences, like someone coming over from
the States, heard the band and liked it, and
had got a projector and knew howto makea
water slide up and did so. Like the gig at Essex
University where someone had built a flashing
light system and controlled and showed a film
atthe same time. Like some work at Hornsey
College Of Art, where they were into amuch
more serious mixed media thing oflightand
sound workshop with special projectors.

We never got into that in the same way that
they did. They were taking it seriously (laughs)
and we were far too busy being arock'n’roll
band, who were getting some success.”

Sothelight showwasn’t an essential part of
the act? Well, it became a very essential partof
us. It represented Floyd and an attitude to life.

Yousaid that it was people comingalong to
vouwith the light shows and that itwasn’t
your idea. I take it that the lights were firstly
to combine with the music, but did theyreach
a point when the music you were creatingwas
linked to the lights? Well, not really, because
atthe beginning there was the music with a
few people flashing lights over it, but the lights
were insignificant because no-one had got

couldn’twrite singles and our
interest switched much more to
long tracks and elaborate pieces.

Was this the reason for doing

“Interstellar Overdrive” and that

sortof thing? There is a pattern

there. The Floyd thing of building

pieces up, easing down and the

electronic effect comingin. I
thinkit's continued through all the albums,
right through to “Echoes” on Meddle. Yes,
perhaps thatis a partofit; part of us. But there
isalso the songwriting part ofus. Idon't know
what to add to that. OK, so this is really what I
mean abouthistory. OKyou can look back and
say, mminim, ves, there’s a pattern there, long
track "Interstellar”, a sort of number that
seems a bit constructed, but “Interstellar” is
the least constructive of the pieces.

You've also mentioned that one part of you
was songwriters, and Syd Barrettdid alot of
the writing, so did it put astrainon the band
when he left? Yeah, everyvone was umm...
well, we weren't really frightened, because
think we'd agreed that we thought we could
manage, you know, do something, butit
precipitated the sort of next stage that might
not have happened if Syd had stayed.

After heleft, youdropped thelight show, and
got more into concert performances... thisis
just partof the next stage? Yes, it was. The
light show had stagnated by then, we hadn't
got any new equipment. [t was becoming such
acircus anyway with the amount of audio
equipment. Thisisinteresting in terms of
what we re doing now, because on this British
tour we're using lights. Itwon't be the same
sort oflight show, but we've just bought our
own complete lighting set-up, and it's six
times as strong as our original effort.

You said that you wanted to be rock’n'roll
stars at the outset, but thenin cownmnues over»
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'68 and '69 you started to compose the
themes for films which suggested emotion.
There was a quote at the time, that you felt the
musicshould be useful and living. Yes, you
used the term rock’n’roll star a bit loosely. In
the early days that was our goal; to be on Top
Of The Pops. We wanted to be stars; the whole
lot, fantastic!

'69 was a significant year, because you were
getting more into the sounds of the music by
equipment. Youworked on the 360° stereo.
How important were the soundslinked with
the music? [ think the mostimportant thing
was the move towards concert appearances,
of taking the whole evening and creating
somesortof awareness. [t'sbetter to takea
concert hall, get the audience comfortable
and, hopefully, the sound system right, and
doitall properly with nothing to break the
mood; with no other bands, different sorts
of things. The best nights are when there'sa
huge feeling of togetherness, and not one of
the audience looking at the stars, although
there obviously are personalities involved.
The occasion can become wonderful, and
when those four wonderfullads onstage
have doneit the audience has become
involved in helping them make it good. [ felt
that very strongly on agigat the Albert Hall
about two-and-a-half years ago, and it all
feltlike a wonderful occasion.

In 1970 with Atom Heart
Motheritwas averystagnant
period for you, whereas
previous to that you had
developed very well. Yes, well
Atom Heart Motherwas a
specific exercise. [don't think it
was a stagnant period, really. It

gear. One is desperate to have good sounds,
like most bands. In the first placeitbecamea
matter of getting enough equipment to be able
to drive everything, but not to its limit. It's
almostimpossible to describe how it came
about becauseit’s a process of an increasing
interestin the sounds that are put out, coupled
with anincreasing awareness ofhowto
achieve it. Today, there’s nothing really newin
the system. It's basically a mixing desk taken
out into the hall so that it gets a true balance.
At the moment the thingis to tryand make
the whole system extremely compact, and
versatile, so that organ, guitar, vocals or
drums or anything can be put through the

constructions were similar. You're right about
the construction. There are various things
that have a Pink Floyd flavour, butare also
very dangerous Pink Floyd clichés. Oneis the
possible tendency to get stuck into a sort of
slow four tempo. And the other thing is to take
amelodyline or the chorus orsomething and
flogit to death. Maybe we'll play it once slow
and quiet, the next time a bitharder, third time
really heavy which tends to come alittle bit
into Meddle and in AHM. But it's slightly more
forgivable with choir and orchestra ‘causeit’s
nice building an orchestra and bringing in
extra brass and playing more complexlines.
There are various sectionson AHM thatI'm
very happy with. [ love the choir section, both
the singing and the spoken choir section.

Do you think, in view of the similarities,
that you're slow in producing new material?
The constructing of “Echoes” israther
similar in terms of it running through

- various movements. But the movements are

sodifferent that I don't feel thatwe've had to
milk AHM to produce “Echoes”.

How much discussion by the band goes into
the creation of the numbers? Lots. We do
- more talk than anything else, really.

How does a piece like “Atom Heart” or

“Echoes” come about? Well

“IN THE EARLY DAYS, OUR

GOAL WAS TO BE ON

TOP OF THE POPS. WE
WANTED TO BE STARS..”

“Echoes” wasaspecific attempt
to sortof do something bya
slightly different method. What
we did, in fact, was book a studio
for January; and throughout
Januarywe went inand played.
Anytime thatanyone had any
sortof rough idea of something
we would putit down. At the end

was well worth doing. ltwasn't
entirely successtul, but I think some people
were frightened that we were going to stick
with a choirand orchestra.

What was the exercise? Just to work with it...

Was therea different phase again? Yes. [t was
just something that seemed like a good idea at
the time.

That was the firstalbum which had a
complete side dedicated to one theme, Wasit
something that you consciously attempted at
the outset or did the idea just develop?

We didn't consciously set offto do it, but it
became apparent that we'd need at least a side
to get it all down. You have, to some extent, to
work in album terms which means that a piece
can'tbelonger than 40 minutes. Maximum
unbroken length is 23 minutes or whatever.

From the group's point of view, do you think
it was successful? Well, we'd all like to do it
again and re-record it. [t wasn't entirely
successful but it was extremely educational.

Could you tell me how the equipment side
developed through toits present form?2 The
same way as with everything else, by a gradual
process of acquiring an enormous quantity of
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system and everything goes out viathe mixing
desk and can be switched through
quadraphonic or stereo or double track. It's
enormously expensive and time-consuming.
The Who have been heavily involvedin
mixing and finding methods of mixing. They
started ahead of usand they're still struggling.
1 know they were having their desk built by the
same people who did ours but it's difficult, and
they've got amuch bigger problem thanwe
have, because they've gota much
more powerful sound to organise.
If bands of that calibre get hung up
thenit's obviously quite difficult.

EUGENE

Yousaid that AHMwas something

CAREFUL
WITH THOSE
FACTS

of January we listened back and
we'd got 36 different bits and pieces that
sometimes cross-related and sometimes
didn't. “Echoes” was made up from that.

Say Dave Gilmour writes a piece, howdo the
others become involved with it? Well, it
depends very much. We'd have to talk about
each piece specifically; Dave maybe comes in
with song A, which he’s recorded already at
home. He's got guitar, possible drums and
vocalsonit. In the case of "San
Tropez”, Roger came in and the
songwas complete. There was
almostno arranging todo onit. It
was just a matter of learning the
chords. On other songsthe thing is

that you did as an exercise but I NickMason'ssuperb  prettyloose. We may have arough

thought “Echoes” onthe new carcollectionincludes  idea for the chorus and not for the

album did asimilar thing but aBugattiT35B,a middle eight.

without the brass and choir. Yes, NISSIATIC DA IS

R BRM (oneof only three

there are similarities between inexistence), aFerrari Was Dave Gilmour broughtin for

AHM and Meddle.1don't think we 250GTO(hisfavourite,  hiswritingability? No. Dave

could have done Meddlewithout andworth perhaps Gilmourwas broughtin because

doing AHM. £20m),theT3inwhich  we knew he could singand we
Gilles Villeneuvewon  \new he could play the guitar,

AHM, with the use ofbrass and the1978 Montreal which was what we badly needed.

\ Grand Prix, plus a

choir, suggested that youdidn't Trabant and.aModel We also thought he was someone

want to do it allon your own. Then TFord Clown —the we could get on with. It's probably

with Meddleyoudid everything more important to get people you

onyour own, though the

Keystone Cops'car...

can getonwith than to get good




musicians, That's certainly true of us. [think
the reason we're still runningis because, after
afashion, we canalllive together,

Thereis also acertain amountof simplicityin
Floyd’s music which has oftenled to the
comparisonwith Britten and Beethoven. Do
you think that one of the strong things about
Floyd's music is its simplicity? Yeah. There's
nothing very elaborate there, There'sno
wonderwhizz kid electrician onanyofour
equipment; no Stockhausen. There obviously
is a simplicity butit's notbanal. It's very hard
totryand talk about the music and say, “right,
that's jolly good”, because obviously I thinkit's
extremely good. That's what I'm doing, that’s
what 'minterested in. There’s alot of reasons
why I think whatwe dois better than what
other people do. | mean, otherwise we'd
probably be copying.

Do youfind that numbers like “Controls” and
“Axe”, which you still do, have more added to
them as yougoon? Yes. Butl think they're old
now. Theyare likely to trapusin a morass of
old numbers. Audiences are a bit divided
between getting bored with old numbers and
reliving their childhood, or reliving their
golden era of psychedelia, or even wanting to
hear what it was all about. These are OK
reasons for wanting to hear something, but
thatain't very valid for us.

You've already said that you are happywith
Floyd music. Does that mean to say youare
happywith the stageit’sreached at the
moment? Well. I'm not in a state of depression
about it, which can happen. At the moment we
are writing great new stuff. Yes, 'm happy.

Doyou think there have been any pressures
on the band that have restricted the music?
In terms of working too hard, yes. It's difficult
to find the right way of working anyway. We
don't know whether to give ourselves lots and
lots of free time or to put on a lot of pressure,
specifically for new material. This seems to
work and has donein the past, butit'sa much
less pleasant method of working.

It’s true to say that recently you haven't
composed any material specifically for stage
appearances, it has been from the albums.
We've only once composed specifically forlive
appearances. Thealbumis usually a sort of
pressure thing, which is why things are built
upinalbum form.

You onlyreleased one album ayear or
something like that? Yeah, we'dlove to issue
more, if we could possibly write more and
record itand do everything else. Pray. Butwe
haven’t been able to.

You don’t seem to do much touringin
England? That isalot to do with knocking off
new material, or being embarrassed of
standing on a stage for the fourth year running
and playing “Set The Controls”, “Careful With
That Axe”, “Saucerful Of Secrets” etc, ete.
don'tlikeit. [ like it occasionally, but not
enough to do a British tour with it.

I gather you're also working on aballet? We
haven't started work on it yet. We've had
innumerable discussions; a number of
lunches; a number of dinners; very high-
powered meetings; and [ think we've got the
sortof storyline forit. The idea is Roland Petit’s

and I think Roland issettled on the ideahe
wants to use for the thing, so [ thinkwe're
going to get started. Balletis alittle like a film,
actually. The more information you have to
start with, the easier it becomes to write. The
difficulty about doing albums is that youare
so totally open, it's very difficult to get started.

You are now in the position to play anywhere
in the world (except America). Do you think
this has put too much responsibility on the
band? Obviouslyit's a great position to bein. |
don't think it puts a great responsibility on the
band, there’s nothing magical about the
position. It has to be seeninterms of agencies
and managers and promoters. In America, for
instance, we've still alot of work to do. There's
still very few bands who can command any
price. Any other place in the world we can ask
our price, but only every so often.

You have to decide how you want to use
the power. You caneither use it to extract
maximumcash onasortofhitand runlevel,
oryoucanuseit to try and fortify your
position, which is obviously the most sensible
thing to do. The fact that you want to go back
againis the governor on the whole thing,
because it means that when you're organising
a tour youwant to get the best halls, because
you want to get as many people as possible.

France, forexample, is a huge problem for us,
because it's somewhere that we're popular,
and we'd like to work, but we can’t get the
places to work. We haven't worked in France
forso long thatitisn't true, asit's sodifficult to
find the places to work. French audiences tend
to destroy the good places, so they won't have
rock’n'roll groups there and there’s no pointin
usworking in bad places. Tony Stewart §
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Obscured

By Clouds

A Piece For Assorted Lunatics isin the works.
But first, the Floyd take a detour to New
Guinea, and David Gilmour languidlyleads the
expedition. By David Cavanagh

S0 | JUNE 1977

IVIANEIS FRENCH. She'san ambassador’s
‘ ? wife, one ofthose aestheteswho come

straight tothe point. We see her buying
indigenous artefacts froma traderin New Guinea
(“30dollarsismyfinal offer... and don't forget this
one!”), Shehears of an expedition to aremotevalley,
alost paradise inthe bush, where exotic birds grow
peach-coloured feathers. Oh! Feathers! She must
have them. But you knowthese ambassadors’ wives.
Asearchforfeatherscanso easily becomeasearch
for quelque chose plus sauvage, plus. .. primitif.

Meanwhile, en Angleterre, Pink Floyd are satisfied,

toronce, with their latest album, Meddle, feeling
they've turnedacornerand banished theirrecent
bouts of confusion andlethargy. “Afterthe
doldrumswe had encountered around the time of
Atom Heart Mother, wehad arevitalised sense of
purpose,” Nick Mason will later write. Ashi-fiand
headphone buffs excitedlyevangelise about
“Echoes”, the Floyd end 1971 insecond place to
Emerson, Lake & Palmerin Melody Maker's Readers’
Poll, whichisabigger compliment thanit sounds,
Vis-a-vistheir future plans, however, the band
appearratherinthedark. “Ireallyhave noideawhat
isgoingto happennext,” Roger Waters tells MM, “but
we're goingto be much lighter and more efficient.”
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Days after hiswordsare published, Floyd begin
work on the famouslylight The Dark Side Of The
Moon, whichwill efficiently take them 14 months.
Itwas at this point, in February 1972, that they
accepteda commission to travel to France to write
soundtrack music for Barbet Schroeder'sfilm La
Vailée, starring hiswife Bulle Ogier as the feather-
fixated Viviane.Ifitseems bizarre that the Floyd
should take a furlough from... Moonalmost assoon
asthey'dstartedrecordingit, the decision makes
more sense when seen in context. Not yvet catapulted
into super-wealth, Floyd regarded themselves as
“active, professional musicians” (Mason) whowere
open to offers of work, Theywere curious to
investigate ways in which their music might suit (or
complement) other art forms, and itwasno
coincidence that theywere particularly receptive to
approaches from France. Adrian Maben, the young
directorof Pink Floyd: Live At Pompeii, wasa
Frenchman. David Gilmourspoke thelanguage. In
November, the band would interruptworkon...
Moononce again to perform five concerts with
Roland Petit's Ballets de Marseille (asequence of
music known as the ‘Pink Floyd Ballet'). They'd
alreadymade the acquaintance of Franco-Swiss
filmmaker Schroederin 1969, finding cowntinuesover®
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him "aneasyman to workwith”
(Mason) onhis directorial debut,
More. “The French have amore
emotional, moreintellectual edge
tothearts,” Floyd'sdrummer
explained to aninterviewer. [t was
anobservation one couldn’t
imagine coming from John
Bonhamorlan Paice,
Inthelastweek of February, the
four Francophileschecked inat
Chéateaud Heérouville,an
18th-centurycastle to the north of
Paris, where a 16-track residential
recording studio had been
installed. The mood within the
band wasupbeat, conduciveto
creativity. Thiswasjustaswell,
becauseT. Rexwere dueat the
Chéateauin Marchto make The
Stider, sothe Floyd's projecthad a
two-week time limit. Having left
‘Dark Side Of The Moon, A Piece
ForAssorted Lunatics' (asitwas

THE CRITICS’
VERDICT

“Therearestill
examples ofthose
soaring whirling Floyd
numbers, justtodispel
any doubtsthey're

‘becomingtoo
commercial’. Thetitle
track blaststhrough
your head witha
penetrating burring
bassbackgroundand
aural sunbursts,
synthesised forsome
darksinister cornerof
the solarsystem.”
PETER ERSKINE, DI5C,
JUNET7,1972

“lt contains some of
the mostaggressive
instrumentalsthe
Floyd have recorded!”
ANDREW MEANS, HELODY
MAKER, JUNEY7,1972

Pompeii transplanted to the
jungle, inevitably find the use of
musicinthe film disappointing.
Afterallthe effortswith the
stopwatch, the cuesfadeinand out
inapparentlyrandom fashion
(sometimes midwaythrougha
verse) and the excerptsof Floyd are
generally briefand, worse, barely
audible. Witha rainforest full of
animalstolegislate for, the sound
mixof La Valléewas probablya
tricky balanceto getright, butit’s
to nobody’s credit that two of the
songsare almostdrownedout by
grasshoppers. Video and audio are
operatingwith separate agendas
here; historyhas bornethat out. La
Vallée, availableasaFrench DVD
with Germansubtitles, isa hippy
picnicinwhich the central
dilemma (arewestern materialists
missingthe pointoflife?) is
underlined with scenesofan

stillcalled) on aslowsimmer back

in 5t John's Wood, theywere thrownintoa
much more rigorous regime on La Vallée.
Schroederhad giventhemarough cutofthe
film; they'd brought along a stopwatchto
calculate where the musiccuesshould go. "We
satinaroom,wrote, recorded, like a production
line,” Gilmourlaterrecalled, and he wasn't
necessarily being critical of the process. The
tight deadline stimulated rather than
paralysed them. Atthe end of the fortnight,
they presented Schroederwith ten pieces—six
songs and fourinstrumentals—which EMI
planned to release asasoundtrackalbum, a
semi-official hyphen between Meddleand the
Assorted Lunatics. This, then, was the “lighter
and more efficient” Floyd that Waters had
foreseen. After the recording was over, and
prior toaweek of post-production, they even
found time tosqueeze in ashort tourof Japan.

VIVIANE, OLIVIER, Gaétan and the other
explorersaresittingin their Land Rover,
deliberatingwhether to abandonitand
continue theirjourney on horseback. Viviane
hesitates. Sheis no longer the self-composed
metropolitanice-maiden. She'ssleeping with
Olivier —-whichwon't prevent her from sleeping
with Gaétan inafew minutes-and she has
eccentrically taken to wearing a poisonous
snakeasanecklace. We hearrockmusic. Isita
radio? Can Land Roversin the New Guinea
bush pickup local FM stations? Butifitisn'ta
radio, why doesitsoundsofaint, so tinny?
Floyd fans who come to La Vallée expecting
anextended promovideo, asortof Live At

unspoilt Eden populated by New
Guinea’s Magupa bushmen, who dance
around naked and carefree. By contrast, the
soundtrack album, Obscured By Clouds,lacking
anymessage except music, fallsback onthe
westernmaterialistic device of putting 10
tracksonadiscand charging moneyforit, and
endsup being the more profound proposition
by far. What do the Floyd like to say? “Music
thatwill move people.” Move, not patronise.

Attimes, Obscured By Cloudssharesan
English churchyard meditativenesswith the
1969 More LP, hardly surprising since stoned
tranquility and slow-shifting late-evening
shadows were the bedrock of the Floyd's sound
inthelate '60sand early '70s. Atothertimesit’s
onanabstractplane, and nowand thenit's a bit
sentimental, deliciously laidbackand
decidedly West Coast. The dominant Floyd
memberis Gilmour, who sings and solos as
though he feels he's thoroughly grasped the
exact measurements of melody, tension,
sensualityand dramathatthe band require
from him. On analbumwhere the subtlety of
the keyboardsis vital, Rick Wrightisathis
modest, sensitive best, butwhenhe does step
forward—and the charming pianosoloon
“Wot’s... Uh The Deal” is one of the sweetest
things he ever played-we canalmost see him
smile ashis hands design Michel Legrand
butterfly trills, pushing the beat.

Crucially, whereas Morehas 'film
soundtrack’ written all over it, Obscured By
Clouds goesforatighter, more song-orientated
structure thatmakesitless ofan atmospheric
mélange, more ofa fully rounded album. And,

TRACKMARKS | Obscured By Clouds

1. Obscured By Clouds 7. Childhood's

* ¥ End # % & %%
2. When You're In # & & % 8. Free Four *## % *
3. Burning Bridges 9. Stay &k d*

KRR AN 10. Absolutely Curtains
4. The Gold It's In The... *

e RELEASED: June 3,1972
5. Wot's... Uh The Deal LABEL: EMI

o PRODUCED BY:
6. Mudmen * & % RECORDED AT:

Strawberry Studios,
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Chateau d'Herouville,
France

PERSONNEL: David
Gilmour (guitars,
synthesiser vocals); Roger
Waters (bass, synthesiser,
vocals); Richard Wright
(keyboards, synthesiser,
vocals); Mick Mason
(drums, percussion).
HIGHEST CHART '
POSITION: UK&;US46

yes, admittedly, that wasn'tenough tosecure it
areputationasacutting-edge Floyd
meisterwerk; and ves, it got buried under
several tonnes of conceptual rubble by the four
mighty polemics that followed. Butlet'snotdo
ita posthumous disservice: Obscured. .. wasno
mere stopgap. Wonderful passages abound.
The handover from Gilmour to Wright as lead
vocalistin “Burning Bridges™. The elegant gear
changein“Wol's... UhThe Deal” when Mason
moves from rimshots to sticks, justas Gilmour
sighstheline "Letmein from the cold”. The way,
on “Stay”, that Gilmour's wah-wah miaowslike
acatasWrighturges the girl tostickaround for
aglassofwine. The sudden, startling entrance
of the Magupabushmen’s voices on
“Absolutely Curtains”, turning a half-decent
psychedelicinstrumental into something
quite awe-1nspiring.

Obscured By Cloudshasan interesting
deception atits heart. The lion's share ofthe
miaterialiswritten, orco-written, by Roger
Waters—vetitbearsall the hallmarksof‘a
Gilmour album’. Gilmour is the principal
vocalist, the central identity inthe music, the
chiefsoloist. He plays more solos on Clouds
than he doesonsome ofhissolo albums. He
rocks, he aches, he paints skies and women and
countryroads, he presses a pedal with his foot
and off he goes again. Supported by Wright, the



otherdreamerin the band, Gilmourbuilds
Obscured By Cloudsin hisownimage—an
emotional Floyd rather thanadidacticone—or
atleastthisiswhatappearstobehappening.

Butwhat of Waters, the writer who put the
wordsin Gilmour's mouth? Waters, as the
Floyd'slyricistand ideas man, is still not quite
therevet. There's some cynicism,

the gloom of the sick room and talk to yourself till
youdie”), partly because of the Eeyore tone of
Waters' voice, butalso becausethe songisso
stunningly at odds with thealbum’s
harmonious mood. It's as if Waters couldn’t
help himself. He'd met Gilmour haliwayon the
romantic stuff; now he simply had to get some

“Deliciously laidback
and decidedly West
Coast” —and even Roger
Watersmanagesasmile

o |

was “buried likea moleinafoxhole”can onlybe
one person, Eric Fletcher Waters, Roger'slate
father, who wastoreappearas aninfluence on
hisson'swritingmany times afterwards.
Obscured By Cloudstakesitstitlefromamap
consulted by the explorersin La Vallée, which
denotestheirdestination-thelostvalley-as
being ‘obscured by cloud’ {and

but not much, and no mention of

thereforeimpossible to chart

brutal schools or cold steel rails
inhisvocabulary. We must
remember he was writing lyrics
toatwo-week deadline, so
unless he had them prepared,
hissentiments on Obscured By

Clouds goes for a tighter, song-
orientated structure that makes it
less of an atmospheric mélange

from theair). Oneofthe
explorersis half-glimpsed on
the album’s cover, climbinga
tree, obscured not by clouds but
by heavyblurring caused by the
filmslide gettingjammedin the

Cloudsare straight from his

Hipgnosis projector. The cover

head. What makes thealbum so

likeable—and historically significantin Floyd
terms—is that Waters, for the last time, is
writing lyrics thatare tailored to Gilmour's
voice and Gilmour's personality, instead of
using Gilmour’'s voice as the conduit for
Waters' own personality. Their personae clash
only once, when the excellently funkybut
lyrically woaolly “Childhood’s End” (which
(rilmourwrote himself) is followed by Waters'
“Free Four”, amordantswipe atlife’s futility
thattramples Gilmour's Seven Ages Of Man
platitudesinto the dirt. “Free Four” isthe
album’s woebegone aberration ("You shufflein

bleakness and vitriol offhis chest.
Imaginatively arranged to include
synthesiser, handclapsand a glam-rock
middle section, “Free Four” proved a prescient
songforthree reasons. Firstly, Mickie Most
would use the glam-rock parts as the basis for
his production of Suzi Quatro’s No 1 hit“Can
TheCan”in 1973. Secondly, Watersinsertsa
verse about the Floyd joylesslytouring America
(‘and maybeyou'llmakeitto the top”), which
tookon adifferentslantwhen.. Moon topped
the USalbumcharts 11 months later. And
thirdly, the “dead man”in the next verse, who

has beencriticised over the
years for being one of Hipgnosis'laziest, but the
original LP sleeve did have oneadvantage: its
fabricky texture made it the one Floyd album
thatcould be located in the dark.

Ofthealbum itself, Gilmour, forone, isafan-
and surely notjustbecause hisguitarsareall
overitlikearash. It'sapure, natural pleasure
to puton Obscured By Clouds, to tilt the head
backinthe general direction ofa strategically
placed cushion, and torealise that sometimes
agraceful tune canemotionally override a
career-defining conceptorapigabove
a power station. &
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The Dark Side
Of The

“Ithink Ineed a Learjet”... How Pink Floyd
eclipsed their competitors, and Roger Waters
left his bandmates in the shadows.

By Stephen Dalton

SEE 10 [MARCH 1373

N THECUSP of turning 30, Roger Waters
0 appeared tosufferakind of early midlife

crisis. Hewas nolonger rehearsing for
adulthood, he grasped, he wasalreadydeepinto
it. As Pink Floyd emerged from Meddle, and
especially from “Echoes”, inuncharacteristically
harmonious shape, Waters approached his
bandmateswith the idea of basing their nextalbum
(Obscured By Clouds would prove to be a fruitful
diversion}around the guidingthemes ofmadness,
mortalityand the need for universalhuman
empathy. He proposed writing emotionally direct
lyricsinsuitably simple language.

“It'sdriven by emotion,” Waters reflected in 2003,
duringa Classic Albumsdocumentaryon The Dark
Side Of The Moon. “There'snothing plastic aboutit,
nothing contrived.” Somehow, these naive, nakedly
earnestsentiments—abit “Lower Sixth”, he
conceded in 2003 -coalesced into aloose
concept album, “an expression of political,
philosophical, humanitarianempathythatwas
desperate to getout.”

On Meddle, Pink Floyd had worked outawayto
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become a kind of anonymous supergroup, abandin
which individual members seemed to have been
absorbed into a shadowy conceptual hivemind.,
With The Dark Side Of The Moon, the essential
paradox of '70s Pink Floyd came to the fore: how
couldaband - oneofthe biggestbandsonthe
planet, in fact—seem to be amorphous, faceless,
while at the same time being driven by the
anguished confessionsof one member?

For Roger Waters had quietlybegun to assert
himselfas the group’salpha-male musicaldirector.
The first signsofhis ascendancyhad comeas far
back asthe sountrack to More, but now Waters was
dictating the overallthemes and writing all the
lyricshimself. The Dark Side Of The Moon's sessions
were generally positive and creatively fertile,

Butin theirwake, the Floyd, or at least the Floyd
featuring Roger Waters, would never collaborate so
closelyagain.

Inasmartearly example of focus-group
marketing, the band roadtested a prototype live
version of The Dark Side Of The Moon during a short
UKtourinearly 1972, Initially titled  coninues over »
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‘Dark Side Of The Moon: A Piece For Assorted
Lunatics’, the name was briefly switched
to'Eclipse’ thanksto aclash with aMedicine
Head album, but thenrestored intime

for the tour. Although several tracks were
stillin gestation, early press reviews were
mostly positive.

By the time recording sessions began at
AbbeyRoad studiosin May 1972, The Dark Side
Of The Moonwas already halfway tobecoming
aliving, breathing, full-bodied piece of work.
Pushing thelimitsofstudio technologyin the
16-trackanalogue era, the Floyd augmented
theirusual guitar-heavy sound with two
primitive but groundbreaking EMS keyboard-
sequencers, the SynthiAand VCS3. Abbey
Road’sin-house engineer Alan Parsons, a
Beatles veteran who would later form his own
prog-rock vehicle The Alan Parsons Project,
helped assemble the album’s bedrock of sound
effects, musique concréfecollages, quarter-
inch tape loops and pre-digital samples.

Watersalsoenlisted Parsons for one ofhis
moreinspired leftfield ideas: flash-card
interviews of studio statf, band employees and
passingstrangers on the themesof thealbum.
His questionsincluded: “When was thelast
time youwere violent?”, “Doyou ever thinkyou
are goingmad?”, “Areyouafraid of dying?”
Amongtheinterviewees were Abbey Road
doorman GerryO'Driscoll, Floyd roadie Roger
“The Hat' Manifold and tour manager Peter
Watts, father of actress Naomi.

Pauland Linda McCartneyalso consented to
beinterviewed, as theywere recording the
Wings album Red Rose Speedivay in the studio
nextdoor. Waters laterrejected theirreplies as
too guarded and “trying toohard
tobe funny”. But McCartney's

Storm Thorgerson on designing
Dark Side’s iconic sleeve

IR “The Dark Side Of The Moon was
our seventh collaboration [Thorg-
~ erson had been a school friend of
_ Waters and Barrett]. The cover
image was one of seven or eight
% ideas, some of which were more
photographic and pictorial. My favourite was
‘The Silver Surfer’, after a comic character, which
| wanted to do for real with big waves. They
turned it down and | tried to persuade them
to have one of the others, but they wanted the
prism. They were probably relieved to be able to
make a decision together.

“It's very simple. It didn't take long. It's a cool
graphic rather than a hot photo - maybe a bit
too cool and dry. It's not particularly artistic or
challenging. | don't dislike it. It may be one of
the most identifiable sleeve images ever, but the
cover for Wish You Were Here is a lot more inter-
esting. The triangle is the symbol for ambition.
It's also about being more ordered in their work.
Since pyramids are a similar shape, we had them
on the inner sleeve to go with the lyrics about
madness and greed. What's more greedy than a
king who thinks he can take it with him?

“The iconography, the cleanliness of line and
simplicity is hard to change. For the 20th birthday
reissue, | photographed a real prism. For the
[2003] remix, | made a stained glass window -
ideal because it's all about light coming in.”

awarm-blooded surge of gospel voices wells up
behind him. The album’s four female backing
singers—Lesley Duncan, Barry St John, Liza
Strike and Doris Troy—were all London session
regularswhose creditsincluded John Lennon,
Elton John and Rod Stewart. Their soulful,
honey-blended voices help boostthe album'’s
overall sense of humane uplift, even on the
most lyrically bleak tracks.

Imploring us to shake off our soul-deadening
rat-race blinkers, Waters coins another
eminently quotableline (albeitdrawing
heavilyon a passage from Henry David
Thoreau’s Walden), “Hangingon in quiet
desperation is the English way,” confirming
“Time” as aloosesister piece to “Breathe”. This
may explain the earlier song’sslightreturn
here as “Breathe Reprise”, a pastoral sketch of
village-green England with itscomforting
religioussuperstitions. But far from being
critical of stuffy old ways, the achingly tender
tone faintly echoes poet Philip Larkin's elegy
“Church Going", yearning forlost certaintiesin
anageofalienation.

Wright'sclatteryjazzoid instrumental on
the theme of mortality, “The Great Gig In The
Sky", closes thefirstsong cycle onthe original
vinyl album. After multiple unsatisfactory
incarnations, thefinal version only coalesced
inJanuary 1973 when the 22-year-old session
singer Clare Torrywas called intoslather the
track inemotionally charged vocal
gobbledegook. Torryleftwithaprincely £30
andasneakingfearthathercontribution had
been “screechy screechy” and unusable. In
fact, herorgasmic exertions wouldlater emerge
asone ofthe album’s experimental peaks.
Three decadeslater,
shesued foraco-writing

bandmate Henry McCullough did
popupinthe ghostly scattering of
vacalsoundbites that pepperthe
album, lendingextra credenceto
the underlyinglyrical themes

of collective empathy and
universal humanity.

These interviewsare woveninto
the briefopeningtrack “Speak To Me”, which
introduces some ofthe recurring sonic maotifs
ahead. Asagentle bass drum mimics ahuman
heartbeat, frapmentaryvoices float through a
fog of treated noise. This slender preface soon
expandsinto thelanguorous “Breathe”, which
grew outofa pre-existing soundtrack piece
that Waters had composed for Roy Battershy's
1970s science documentary, The Body. David
Gilmour addsvast treacle-slicks of slo-mo
guitar, while Richard Wrightinsertsa
suspended jazz chord borrowed from Miles
Davis. Thevocal, drenched in drowsy ennui,

Roger Waters had quietly begun
to assert himself as the group’s
alpha-male musical director

condenses the album’s keymessage into five
compactwords: “Don't be afraid tocare.”
Asharp gear-change then follows with “On
The Run”, aninstrumental keyboard throb
inspired by Wright's fear of flying that could
stilljustabout passasacontemporary piece of
Krautrock-influenced techno-like Radiohead
remixed by Underworld, perhaps.
Parsonsrecorded the clashing cacophony of
chiming clocks which opens “Time", another
cautionary reflection on missed opportunities
andwasted lives. As Gilmour lays reverb-heavy
bluesritfsovera
white-reggae rhythm,

| TRACKMARKS | The Dark Side Of The Moon

1. Speak To Me ++
2. Breathe # % %
3. On The Run #+

9. Brain Damage # %% %
- 10. Eclipse ##+*

4. Time e RELEASED:
5. The Great GigInThe | March10,1973
Sky ki LABEL: Harvest
6. Money # % ! E.'EE;U{:EQ BY:
7.Us And Them #* % + % i Egcc;:;t::n i
8. Any Colour You Like #x Abbey Road Studios
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PERSOMMEL: David
Gilmour (guitar, vocals,
VC53); Mick Mason
{percussion, tape effects);
Roger Waters (bass,
vocals, VCS3, tape
effects); Richard Wright
(keyboards, vocals, VC53};
Clare Torry (vocal on The
Great Gig In The Sky);

Dick Parry (saxophone on
Us And Them and Money);
Lesley Duncan, Barry 5t
John, Liza Strike, Doris
Troy (backing vocals).
HIGHEST CHART
POSITION: UK 2; US1

creditonthe track,
settling foran undisclosed
sumin 2005.

Another milestone Floyd
track, “Money", opens the
album’s second halfwith
slap-in-the-face directness.
Bedded inapercussive
tape-loopofclattering cash registers and
jangling coins, the mostlyrically barbed tune
on The Dark Side Of The Moon is also the most
instantly infectious, despite mostly adhering
toanunorthodox, lopsided, shuddering 7/8
time signature. Withitsraunchysaxophone
andvaguely R'n'B feel, David Gilmouronce
described the track as “nice white English
architecturestudents getting funky”. The
Roger Waters lyric, an acerbicattackon greedy
rock superstars, would later come back to
haunt theentire band.

Pickingupwhere “Breathe” and “Time" left
off, the expansive “Us And Them" returns to
thealbum’s broader themes of alienation,
social division and madness. Itwas based on
“The Violent Sequence”, arejected
instrumental originally composed in 1970 for
Michelangelo Antonioni’s Zabriskie Point.
Between crashing gospel-style peaks, the
dreamyvocal managestolink the horrors
ofwar, injustice and homelessness. In its
closing stages the track morphsinto “Any
Colour You Like”, an instrumental two-chord
psychedelic jam and the closest thing to



makeweight filler on The Dark Side Of
The Moon.

Thesethemesreach an emotional crescendo
on the climactic confessional “Brain Damage”,
thelyric towhich gives the albumits title, and
pays poignant homage to Syd Barrett. “It’'s
obviously abit to do with Syd,” Waters admitted
in the 2003 Classic Albumsdocumentary, “and
defending the notion of being different”. The
line “the lunaticis on the grass”evenlocates
Barretton aspecific Cambridge green, while
another ponders what happens “if the band

yoti re instarts playing different

“Ittook ninemonths
tomakeat Abbey
Road andisworth
everysecond of
studiotime. A spacey
trip, continuing the
formulasetby Atom
Heart Mother..."
MELODY MAKER,
APRILT, 1973

tunes." The Floyd would pay more
directtributeto Barrett two years

later with “Shine On You Crazy Diamond”,
buthisshattered mental stateisarguably
better reflected by many tracks on The Dark
Side Of The Moon.

Momentum then buildsfor the shortfinal
piece "Eclipse”, once considered asthe title for
the entire album. This thunderous gallop to
thefinishlineisstyledlike anaccusatory
chargesheetaimed ata topsy-turvyuniverse,

THE CRiTICS'
VERDICT

“Floyd's most
successful artistic
venture.Notonlyare
the lyrics statements
of opinion,usually
guite discernible, but
they're enhancedby
someclever tapeand
sound effects.”
TONYSTEWART, NME,
MARCHI7,1973

signing off with the cautionary
yin-and-yvangriddle: "And everything
under the sun isin tune/But the sun is
eclipsed by the moon.” The closing
fade-out features another flurry of
heartbeatsand interview fragments,
including studio doorman Gerry
O'Donnell’s priceless snippetof
folkwisdom: “Thereisno dark side

in the moon really. Asa matterof fact
it salldark,..”

Towards the end of recording, the
former Beatles and Roxy Music
co-producer Chris Thomaswas
broughtintofinesse thealbum’s
mix, sequencing itinto two seamless
symphonic movements to fit the
vinyl format. Some biographers
claim this “fresh pairofears” also
served asa cool-headed referee
between the Waters-favoured option
ofadry, upfront mixand Gilmour’s
preference for a softer, more liquid
soundscape. Thomaslater denied
therewas anyfriction, but the band
stillremember itas aminor power
struggle—thefirstofmany.

Inafinal stroke of marketing
genius, Floyd's regulardesign
team Hipgnosis clothed The Dark
Side Of The Moon in one of the most
iconicsleeve designsofalltime, a
triangular prismrefracting abeam of
lightinto arainbow. This striking
graphicradiated vaguely mystical
hippyovertones, butalso feltlike
acoolcorporatelogo: band
becomingbrand.

The Dark Side Of The Moon was

released to almostuniversally

positivereviews in March 1973,

includingweeks of rave coveragein

the NME. A pessimistic Gilmour
bet the band’'s manager Steve

O’'Rourke that the album would not

crack the US Top 10, butitbecame

theirfirstever Americanchart-
topper, and climbed to No 2in

Britain. Thiswas partlydowntoan

unprecedented promotional push

tromtheir record label, who even
persuaded Floyd to release their
tirst USsingle inyears, a cleaned-
upradioedit of “Money”.

The band cemented this
breakthrough hitby touring
Americawith the kind of
blockbuster stadium spectacle
thatlater became a Floyd
hallmark. The Dark Side Of The
Mooneventuallyspent 741 weeks -
14 years—onthe US Billhoard
charts. Boosted by various

remasters and reissues, sales now stand at45
million, making it the best-selling British
albumofall time. Theironyof “Money”, asnide
attack onwealthy celebrities, catapulting them
into the mega-rich rock-star superleague was
notlostonthese politically conflicted hippy
capitalists. As Waters later ad mitted, “We still
had acommon goal, whichwastobecomerich
andfamous.”
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OH FLOYD-WHEREFORE
art thou? What lies yonder—
onthe darkside of the
moon? Madness they do say,
and present death. In their
seventh year together,

gL k. * paranoia and fear seem to

b | haunt their music, despite,

- or perhaps because of,

success. Much of the Pink
HAVER Floyd'slatest album
(actually over ayear old in terms of studio
time) reflects the pressures and obsessions
that afflict the itinerant rock
musician, Without the lifestyle,
there would not be music; and
without the music, the lifestyle
could not be supported.

Mad laughter and sanevoices
intermingle in the Floyd's
measured, timeless
compositions, and it would be
easytoread into the characters
of the men who make up one of
the most original and fulfilling of groups, a
kind of omniscience. Fans—and journalists -
canand have been disappointed, or surprised
to find that the Pink Floyd are but human.
Their outputis not prolific, they have been
known to repeat material at concerts, they
have yet to announce details ofanyplanto
save the world, and what is more, they operate
and enjoy taking partin a moderately
successful football team.

Time wasted, the curse of money, ambitions
unfulfilled, these are all matters that concern
the Floyd, and form the basis of many of their
musical ideas. They are not esoteric subjects
and should be easily assimilated
without recourse to mystical
interpretation.

Yet even today, the Floyd
occasionally feel misunderstood.
But they can also feel a tremendous
satisfaction in the knowledge that
the band said to be “finished” when
Syd Barrettleft them all those years
ago hasreached apeakthatis
impressive even in this age of
supergroups. Acceptance of the
Floyd’s poised and delicate music
has never been greater. On their last
American tour they casually sold
out massive venues from coast to
coast; The Dark Side Of The Moon
has taken world chartsinits stride,
while their forthcoming London
concerts at Earls Court - for charity-
sold out as quickly as tickets could
be passed over the counter.

The Floyd have doubtless earned
an attractive penny in their time,
but unlike many other successful
artists, they do not wallow in riches.
Roger Waters lives in a modest house
in Islington, where his wife bakes
potsin the garden shed. And while
David Gilmourlives onafarmin the
country, it is through his own efforts
that the establishment has been
made habitable. He might boastan
ornamental poolinthe garden,

s
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stocked with gaily coloured fish, but he dug
it himself.

[twas tothis rural retreat that 1 drove one
sunny day last week, wending through the
fields of Hertfordshire, made fearful by
juggernauts wallowing on S-bends and locals
driving dented grey Cortinasatspeed.

Arriving at the village at the appointed hour,
a further 60 minutes were spent following the
conflicting directions of rustics pushing
bicycles. Still lost, [ consulted a map that
seemed to have beendrawnupin 1932.
Hurling this aside, my gaze perceived afissure

“I'™M SURE OUR PUBLIC IMAGE IS
OF 100 PER CENT SPACED-OUT
DRUG ADDICTS, OUT OF OUR

MINDS ON ACID...

in the hedge opposite. It seemed scarcely
possible I was parked outside the Gilmour
estate and had passed itinnumerable timesin
the last hour.

Such was the case. In a secluded courtyard
an alsatian stood guard and a venerable old
horse clomped about. Ayouth in faded blue
jeansand straggly black hairappeared
like Heathcliffe at the cottage door. "Mr
Gilmour'sabode?”

“Yesindeed. Comeinand have acup oftea. It
will calmyou.”

My motorist’s furybegan to abate, as I drank
in the ornate but tasteful décor. Lowbeams, a

Memonesof atree
festival Gilmourwith
the Floyd, Hyde Park,
Julyl8, 1970

jukebox here, wood-carvings there—since
taking over the abandoned Victorian
farmhouse a couple of years ago, the guitarist
had worked hard at improvements. When he
moved in there was no electricity or heating,
and he lived rough as he created an open-plan
living area, constructed a music room, dug the
aforementioned pool and cleaned out stables
for Vim, his retired brewers’ dray horse. He
had even permitted himself the luxuryofa
swimming pool, following the satisfactory
sale of many of the Pink Floyd albums.

Then came Nemesis, notin the shapeofa
writer to Mailbag, butaman
from the council, only minutes
before my arrival. He had
presented a copy of the council’s
plans to build a housing estate
on the surrounding greenbelt
land, and to compulsorily
purchase great chunks of the
Floydian paradise.

“We'll have to pack our
bags and move,” he said with
hopeless resignation.

Our eyes turned to megalopolis creeping
over the horizon, the threatening blocks of
Harlow, poised ready to march. We toyed with
ideas to build a wall of fire around the
premises, to be touched off ataninstant the
bulldozers arrived, and I suggested sowing
landmines in Vim's meadow. Eventually we
decided it would be more cheering to speak to
the Pink Floyd.

FOR THE BENEFIT of new reader George Loaf
(12), it should be explained that the group was
bornin 1967 during the heady days of flower
power and UFO. Mr Gilmour
replaced the legendary Syd Barrett
on guitar, who had written such
charthitsas “See Emily Play”. The
Floyd went through a bleak period
when they were written off but
quietly drew about them an army of
fans, and went about their creative
work, wholly unmoved by the
shifting fortunes and fashions that
affect their contemporaries. They
are a proud, pioneering and
somewhat detached group who
sometimes look upon the cavortings
of some of their fellow groups

with faint dismay, not out of

sour grapes, but from purely
aesthetic considerations.

Butfirst, what had the Floyd been
doing these last few months, and
how long had it taken them to
conceive The Dark Side Of The Moon,
which I believed was their best yet?

“We did the American tour,” said
Dave. "We only ever do three-week
tours now, but that one was 18 dates
in21 days, which is quite hard. We
started recording the LP in May last
year, and finished it around January.
We didn't work at it all the time, of
course. We hadn't had a holiday in
three years and we were determined
totake one. On the whole, the album
hasagood concept...”




\ i
Floyd, circa Saucerfiul: “People
were down onus after Syd left

=evenourmanagement. They
were hard times”

o B

[sn'tit their best yet?

“I guess so, Alot of the material had already
been performed when we recorded it, and
usually we go into the studio and write and
record at the same time. We started writing
the basic idea ages ago, and it changed quite a
lot. It was pretty rough to begin with. The
songs are about being in rockn'roll, and apply
to being what we are on the road. Roger wrote
‘Money’ from the heart.”

Moneyseemed to be a touchy subject
for musicians and fans alike. Were the
Floyd cynics?

“Oh no-notreally. [ just think that money’s
the biggest single pressure on people. Even if
you've got it, you have the pressure of not
knowing whether you should have it, and you
don’tknow the rights and wrongs of your
situation. It can be a moral problem, but
remember the Pink Floyd were broke fora
pretty long time. We were in debt when [
joined and nine months afterwards 1
remember when we gave ourselves £30 a week,
and for the first time we were earning more
than theroadies.”

Fora band that relies oncreating
moads, good sound was essential for the
embryonic Floyd.

“We hardly had any equipment of our own.
We had a light show, butwe had to scrap it for

two years, We've had lights again
for the last couple of years, butin
the meantime we developed the
basicidea of the Azimuth
co-ordinator. We did a concert at
the Festival Hallwith the new
sound system, and none of us had

anyidea what we were doing. | theBBChroadeasta  particularmilestones. It'sall gone

remember sitting on the stage for showecalled But What  rather smoothly. We've always felt

two hours feeling totally Ifit's Made Of Green like we have led some sort of cult

embarrassed. Butwe developed Cheese7tfeatured  here, butin Americait'sbeen slow

the ideas, and it was purely down “Moonhead’, an but sure. This yearin the States it's
instrumental Floyd

tosetting moods and creating
an atmosphere.”

To digress, what did Dave think of
Hawkwind, the newest prophets of
the UFQ tradition?

“I'don’teverlisten to them, but
theyseem to be havingjolly good
fun,” said Dave without the trace
ofasmile.

What about The Moody Blues?

“I'm not too keen on The Moody Blues. [don't
knowwhy-Ithinkit’sall that talking that gets
my goat. It's a bit like poets’ corner.”

Dave did not want to be drawn on the
subject of rivalry, but he did admit to hearing
with pleasure that an expensive piece of
equipment belonging to another group
had collapsed. The group in question had

CAREFUL
WITH THOSE

EI:LJ’&i E Eﬁk or so with the group, what

milestones did he see in their
development?
“There haven't been any

While covering the
1969 mopn landing,

track, also known as
“Trip OnMars”, which
remains unreleased.
The band also
occasionally played
the song live, underthe
title “Corrosion”.

recently tried to poach the Floyd's
road crew.
Looking back over his six years

been tremendous, but I can’t say
why-specifically. We have been
able to sell out 10- to 15,000
seaters every night on the tour—
quite suddenly.

“We have always done well in
Los Angeles or New York but this
was in places we had never been
to before. Suddenly the LP was No 1 there
and they have always beeninthe 40sand
50s before.

“No -success doesn't make much difference
to us. [tdoesn’'t make any difference to our
output, or general attitudes. There are four
attitudes in the band that are quite different.
But we allwant to push forward and there are
all sorts of things we'd like to do. For Roger

Watersitis moreimportantto  coNTINUES OVER»
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do thingsthansay
something. Richard Wright
is more into putting out good
music and I'min the middle
with Nick. Iwanttodoitall,
butsometimes [ think Roger
can feel the musical content
islessimportantand can
slide around it.

“IT TOOK A LONG
TO FEEL PART OF THE BAND
AFTER SYD LEFT.IT WAS SUCH

AS

RANGE BAND...”

IME FOR ME

per cent spaced out drug addicts,
out of our minds on acid, People do
get strange ideasaboutus. InSan
Francisco we had a reputation from
the Gay Liberation Front: ‘Thear
you guys are into Gay Lib’; [don’t
know how they could tell...”

As a guitarist Dave had been
somewhat overshadowed by the

“Roger and Nick tend to
make the tapes or eflects like the heartbeat on
the LP. At concerts we have quad tapes and
four-track tape machines. So we can mix the
sound and panitaround. The heartbeat
alludes to the human condition and sets the
mood for the music, which describes the
emotions experienced during a lifetime.
Amid the chaos there is beauty and hope for
mankind. The effects are purely to help the
listener understand what the whole thing
is about.

“It’'samazing... at the final mixing stage we
thought itwas obvious what the album was
about, but stillalot of people, including the
engineers and the roadies, when we asked
them, didn't knowwhat the LP was about.
Theyjust couldn'tsay-and [wasreally
surprised. Theydidn't see it was about the
pressures that can drive a young chap mad.

“Ireally don't know if our things get through,
but you have to carry on hoping. Our music is
about neuroses, but that doesn't mean that we
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are neurotic. We are able to see it, and discuss
it. The Dark Side Of The Moon itselfisan
allusion to the moon and lunacy. The dark side
is generally related to what goes on inside
people’'sheads - the subconscious and

the unknown.

“We changed the title. Atone time, it was
ooing to be called ‘Eclipse’, because Medicine
Head did an album called Dark Side Of The
Moon, but it didn't sell well, so what the hell. 1
was against ‘Eclipse’ and we felt a bit annoyed
because we had already thought of the ‘Dark’
title before Medicine Head came out. Not
annoyed at them, but because we wanted to
use the title. There are a lot of songs with the
same title. We did one called ‘Fearless’ and
Familyhad asingle called that.”

Did the Floyd argue among themselves
much?

“Afair bit, I suppose, but not too traumatic.
We're bound to argue because we are all very
different. I'm sure our public image is of 100

Floyd's strong corporate image. But
hisvirile, cutting lines are one of their
hallmarks and a vital human element. Did he
ever fancy working out on asolo album, or
forming arocktrio?

“I getall sorts of urges but really nothing
strong. Put it down to excessive laziness.

No, [don't do sessions. [ don't get asked. Any
frustrations I might have about just banging
outsome rock’n'roll are inevitable, butare

not a destructive element to our band. [ have a
lot of scope in Pink Floyd to let things out.
There are specially designated places where [
cando that.”

In the past the Floyd have been subject to
criticism, not the least appearingin the
Melody Maker. How do they react to that?

“React? Violently! People tend to say we play
the same old stuff- that we do the same
numbers for years. We don’t. We are playing all
new numbers now, except for 'Set The
Controls For The Heart Of The Sun’. The Who
are still playing "My Generation’ and nobody




complains about that. We can take criticism
whenit's valid, but we are only human and we
canonly do so much, Sometimes it surprises
me when we play really well, and spend some
time on presenting a special show, like we did
at Radio City in New York, and we get knocked.

“Some people dislike the basic premise of
whatwe are all about. Then their criticismis a
waste of time, For someone to criticise you
who understands you, and can say where you
have fallen down - that’s valid. There are some
people who come to our shows with noreal
interest in what we are doing, don'tlike the
group, so don'tlike the concert. We putall the
bad reviews into a little blue book.”

This time Dave was smiling. (George Loaf,
please note. Musician's joke: Gilmour does not
really have a ‘little blue book’. He was speaking
lightly, in fun).

“Iremember after Mick Watts did his piece
onus, we all gave hima complete blankinan
aeroplane. [twasn't deliberate. We just didn’t
recognise him. But he made some snide
remarkin the MM, sowesenthima boxwith a
boxing glove inside on a spring. Nick got them
specially made. Butitwasn't taken in good
humour. Syd Barrett would never have done a
thinglike that. Allvery childish really.

“We don't get uptight at constructive
reviews, but when somebody isn't the smallish
piece interested in what you are doing, then
it's no help to themor to us, We did get uptight
at what Mick Watts said - it was very savage.
Butyou can’t stay angry for long, We tried to
turn the feud into akind of joke with the
boxing glove. You've got to have a sense of
humour,” said Dave scowlinginto his tea.
“There's humour in our music, but I don't
know if any ofit gets through.”

Asakey member ofaband withits gaze fixed
firmly on the future, it seemed unlikely Dave
would want to reminisce, yet he was happy
enough to recall their origins.

“Nick Mason had got a date sheet 10 yards
long with all the gigs inred ink—-every one
since 1967. It's quite extraordinary when you
look at the gigs we got through - four or five a
week. We couldn't do that now, not when you
think of the equipment we carry. The roadies
have to be there by eight in the morning to
start setting up. [t's a very complicated
business. Things still go wrong, but we
virtually carry awhole recording studio
around with us all the time.

“In 1967 no-one realised that sound could
get better. There was just noise, and that's
how rock'n'roll was. As soon as you educate
people to something better, they want it better
—permanently. PAs were terrible in those days
~butwe've got an amazing one now.

“Before we do a gig, we have a four-page rider
inourcontract with awhole stack of things
that have to be got together by the promoter.
We have to send people round two weeks
beforehand to make sure they've gotitright,
otherwise they don't take any notice.

“There have to be two power systems, for the
lights and PA. Otherwise the lighting will
cause a buzz through the speakers. Usually a
stage has to be built—to the right size. We've
got 11 tons of equipment, and on ourlast
American tourit had to be carriedinan

articulated truck. Ohyes, it's the
death of rock’n’roll. Big bands are
coming back.

“There was a long period of time
when [ was not really sure what I
was around to do, and played sort
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doing. People were very down on
us after Syd left. Everyone thought
Syd was all the group had, and
dismissed us. Theywere hard
times. Even our management,
Blackhill, believed in Syd more

Dark side of the desk!
ofback-up guitar. Following Nick Masonproduced  thantheband.Itreally didn’tstart
someone like Syd Barrettinto that Robert Wyatt's Rock coming back until A Sawucerful
band wasa strange experience. At Bottom(1974),Gong’s  Of Secrets and the first Hyde Park
firstIfelt] had to change alotand it DSFTHM:‘:; [15?5] TEE free concert.
. : " ; i . amned’s Music For i o ; ’
was a paranoic experience. After Pleasure(1977) and The bigkick was to play for our

all, Sydwas aliving legend, and I
had started off playing basic rock

SteveHillage's Green
(1978), while Gilmour

audiences at Middle Earth.1
remember one terrible night

music—-Beach Boys, Bo Diddley, workedonKateBush's  when Syd came and stood in front
and “The Midnight Hour”. I wasn't TheKickInside(1978),  ofthe stage. Hestared atmeall
inanygroups worth talking about, DollByDolfsGrand  nightlong. Horrible!

although I had a three-piece with PT;;‘;EE fif}[ﬂgxm “The free concerts werereally a
Ricky Wills, who's now with Peter AcademyandUnicom. 525 The firstone had 5,000 people,

Frampton's Camel.

“Iknew Syd from Cambridge
since I'was 15, and my old band supported the
Floyd on gigs. [ knew them all well. They asked
me if [ wanted to join when Syd left, and not
being completely mad, I said yes, and joined in
Christmas '68. [ later did the two solo albums
with Syd. God, whatan experience. God
knows what he was doing. Various people
have tried to see him and get him together,
and found it beyond their capabilities.

“Iremember when the band was recording
‘See Emily Play’, Syd rang me up and asked me
along to the studio. When [ got there he gave
me a complete blank. He was one of the great
rock'n'roll tragedies. He was one of the most
talented people and could have given a
fantastic amount. He really could write songs
and if he had stayed right, could have beaten
Ray Davies at his own game.

“Ittook a long time for me to feel partofthe
band after Syd left. It was such a strange band,
and very hard for me to know what we were

“For Roger Waters, itis !
moreimportanttodo :
things thansaythings...”

e ¥
.

e

the second 150,000. But the first
was more fun. We tried to do two
more singles around this time, but they didn't
mean athing, They're now on the Relics LP."

Where lay the future for Floyd?

“God knows, 'm nota prophet. We have lots
of good ideas. It's a matter of trying to fulfill
them. It's dangerous to talk about ideas, or you
getit thrown at you when you don'tdo it. We
have vague ideas for a much more theatrical
thing, averyimmobile thingwe'd puton in
one place. Also we want to buy a workshop and
rehearsal place in London. We've been trying
to getone for some time.

“No we don't want our own label-but we do
have our own football team! We beat Quiver
9-1 recently, and now there’s talk of a music
industry cup. Oh —and we played the North
London Marxists. What a violent bunch. I bit
my tongue—and had to have stitches.”

S0 that'swhat lies on the dark side of the
moon—a pairof goalposts. But the Floyd will be
allright—aslongastheykeep their heads. %
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IFWEPUT OUT

AN ALBUM OF

PURE [RIPE 1D

SELL VASTLY

MORE THAN LOTS

OF OTHER BANDS!

This time, it’s war! NME unleashes the big guns on Pink Floyd
and DAVE GILMOUR fights back. In two tense encounters
with PETE ERSKINE, Gilmour-in his lastinterviews for
years —confronts his band’s failings and takes issue with
NME’s criticisms. Beginning with the state of his hair...

Intheir November 23, 1974 issue, NME ran fiwo pieces
on Pink Floyd. One was a review by Nick Kent of the
band’s November 14 and 15 shows at the Empire
Pool, Wembley. Kent was notimpressed, to putit
mildly, slating everything from the band’s technigue
and motivation to Dave Gilmour’s “stringy
unwashed hair”, “I can’t think of another rock group
who live a more desperately bourgeois existence,” he
wrote, unmoved by The Dark Side Of The Moon in its
entirety and a premiere for “Shine On You Crazy
Diamond’”, Pink Floyd, he argued, made “facile,
soulless music” that would be “touted as fineartin
{Orwell’s] vision of 1984.” “No other [band],” he
concluded, “quite sums up the rampant sense
of doomed mediocrity in this country’s current
outlook right now.”

Following this assault, NME ran an interview with
Dave Gilmour, conducted by Pete Erskine betiveen
the two shows—when, of course, Gilmour was

unaware of the substance of Kent's review. When he
did discover the extent of the vitriol, he granted
Erskinea second, furious inferview; the last he
would give the British music press for many years.

= DAVID GILMOURIS almost by
!mnﬁ accident probably the most
proficient musicianin the Floyd -
x| without, interms of his guitar
g work, everimposing any kind of
“personality” on the group. Past
history reveals his styleand
approach as being, to say the
least, malleable.

Gilmour joined the band in '67 as
replacement for Syd Barrett.

W

They'd all known each other from the band’s
embryonic Cambridge days. Prior to this, Gilmour

had been giggingin France and was, coNTINUES OVER»
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“We're capable of blowing
agig, andwere capable of
doingagreatgig...” The
Dark Side Tour, 74

on hisown admission, a fairly
stock rock guitarist whose roots
extended no further than Hank
Marvin. "Atthe time,” reports
the Floyd’s then co-manager,
Pete Jenner, “Dave was doing
effective take-ofis of Hendrix-
style guitar playing. So the band
said, ‘play like Syd Barrett’.”
The familiar slide and echo-
boxes were purely of Syd's invention.
Subsequently, in an interview conducted last
year, Gilmour stated that his joining such an
apparently disparate unit as the Floyd was in
noway anything more than a minorwrench
for him. Which is possibly why he finds it so
easy to [itin with such other apparently
disparate elements as Unicorn, Sutherland
Brothers, Quiver and Roy Harper. Hence the
term “malleability” mayalso imply (a) alack of
personality in musical style and therefore (b) a
suspicion ofan “it’s-only-a-gig” philosophy.
Inaway, you could say that Gilmourwas a
geezer who struck lucky -whichis why, I've
always felt, he'sregarded the band, and his
role within it - with a certain tinge of cynicism,
It'salmost asif the Floyd, having loafed about
half-seriouslyin the beginning as “The
Architectural Abdabs” (sic), garnered their
persona from Barrett and, whenhe dropped
out, forwant of anything better to do clung on
to the momentum he provided. Until-ina
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“I'VE ALWAYS FELT, RIGHT FROM
THE WORD GO, THAT THE MUSICAL
SIDE OF DARK SIDEWASN'T THAT

HOT IN SOME PARTS”

manner of speaking - success crept up from
behind and goosed them.

Sometime in between, of course, they must
have realised, that theywere On To A Good
Thing. The Floyd are nothing if not shrewd.
More, even, than Brian Eno, they're well aware
of the benefits of concocting a low-profile
Emperor's New Clothes syndrome - which is
why, ['d guess, Roger Waters makes nolittle
show onstage of his apparent disdain for their
audiences. And why, too (you'll have noticed)
that the band do few interviews and, when
they do, tryand avoid discussing the intrinsic
grits of their music too much...

Theylike, you see, for you to make your own
deductions—and with intellectual paranoiain
the ascendant (possibly as a result of The Rise
0Of The Reefer) how can they fail?

Thus confronted, Gilmour's attitude
remains uniformly laissez-faire.

“Cynical?” he says querulously. “So. I mean,
last night onstage [ was just so hung up.

Becauseitwasn't very good.”

At one point—the night before
the Thursday gig, the first of the
Wembley shows -he'd raised his
evebrows asifto say, “Let's pack
it in and piss off home.” But now
it's Friday morning and we're
camped down inthe bedroom of
his recently renovated Notting
Hill townhouse.

Concert licks first, please Dave, how about
the gaps between numbers—Roger stalling
over lighting a cigarette with his “well-we-
can-do-this-we're-artists” attitude?

“Ohyeah. But Idon't really think that's what
it'sdownto. [t'sjust... ah... well, [dunno...
Roger likes smoking cigarettes. He can’t get
through a gig without a few straights.”

He is, however, more than willing to admit
that Thursday night’s gig was “probably the
worst we've done on the whole tour”.

“The first half..."” he continues languidly
“...when thatwasn’t very good it didn't
particularly worry me because they're all new
thingsand we're not doing them very well yet.
But we have done them better than that.
thought the second halfwould click into place
because it has done on a couple of other nights
when the first halfwasn't good.”

The standard of musicianship was very low—
for example Rick Wright's solo on the end of
“Us And Them” which didn’'t approximate to




the recorded version in any way. Yes?

“Inthefirsthalf... the sound wasn'tvery
good and the vocal mics were pretty terrible -
which makes it that much harder to sing and
that much harder towork. And also itdidn’t
sound as if there was any bass and drumes.
Unlessthere’s a bitof that ‘'ooomph’ you can't
really getoff. .. it was one of those nights where
you bumble around and don’t get anything
together. [t sounded ragged all the way
through. It doesn't worry me particularly, it
justhappens, Justchemistry really, innit?

Mmmm. Well, OK, was the audience’s
response an accurate one, then?

“Ithink they enjoyed it reasonably - but |
thinkalot of people didn’t think it was very
good. There's a difference between going
home and thinking it was pretty gopod and
going home thinking ‘wow’. And [ knowwe do
get that pretty often. More nights thannot [
know mostofthe people there are going to go
home and say ‘what a groove!” They probably
want to convince themselves theyhad a
groove just so that they don't think they hit on
abadone... and wasted theirmoney.”

Right. Onto the Big Picture. The band has
reached a level now -with ... Moon-where,
inevitably, when you're at a party, someone
will putiton and everyone will say ‘Jeepers,
THEFLOYD! —almostas a conditioned reflex,
ie, whatever-the-Floyd-do-is-hallowed. How
do you feel about it?

“It'sadrag.”

It's almost asif the band could putouta
double LP of Roger tuning his bass and it'd sell.

“I'm sure there would be people who'd react
that way—but I'm sure sales figures would
reflectabad albumin the end. But I don't
mean that 100 per cent. 'm sure that ifwe put
outan album of pure tripe it would sell vastly

more thanlots and lots of other band's records.

Butin relation to our sales, a bad record would
sell badly. It has done in the past.

With what?

“Well, Afom Heart Mother.'d say that was the
worst record we've made. [didn't likeitand [
don'tlike it much now. 'mnot very keen on
Ummagummaeaeither,”

Well, how about ... Moon? Did its musical
content really merit its universal popularity -
orwas it the Floyd album that coincided with
the peak ofinterest in the band?

“(Quite possibly. You may be right. But it
certainly was avery good all-round... uh...
package. Everything about it was very well
done. It was one continuous idea. It was
recorded well, it was pretty well mixed, hada
good cover and all that sort of stuff.

“ButI've always felt, right from the word Go,
that the musical side ofit wasn't that hot in
some parts. And Istill feel that. Some parts are
abitweak. We'd have a lyrical idea but no real
idea of a musical piece to put to it, so we'd just
make something up and take the first thing
that came —rather than being critical about
the musical side asitwas being done. But then
some of those bits got knocked out during the
months we were playing it onstage before we
recorded it. The original travel section we
played for months onstage and even recorded
itbefore deciding to scrapitand start again.”

Yes. But getting back to this bland

acceptance thing... surely the
band is to blame? Onstage the
musicisalmost moving towardsa
kind of Automation Rock, towards
akind of non-participatory, non-
thinking music—where all the

; ; s David Gilmourwas a b
audience has to doiswalkin, sit suestonBBCRadio4’s  any other,isalittleincongruous.
down and watch it all exploding Desert Island Discsin “Ahwell,” replies Mr G. “I think
infrontofthem. Interms of 2003, choosingsongs  that’s all down to what youwant
presentation you could be getting by —among others - to do. I mean, I certainly don't
to the point where youwalk Oylan("BalladinPlain 51t 10 do alot of things we did
onstage, throw a few switches and {En}’ LI imn?.ﬂsgh;“m earlieron.I'm justinterested in
walk out. Will it come to that? Lemonheads (“Rudi actually writing music and getting
“MNo.Idon't think the audience With A Flashlight”). the music done that we do.”
have a great participation in what His ‘luxury item’ was Ahem.
we do butI don't think that'sa bad aMartin D35guitar, “You know, I think everyone’s
thing necessarily.” whilehis ‘book'wasan i eregts have gone more towards
Don't you thinkit promotes Bland E@%&mﬁmﬂ o thatsortof thingrather thansome

Acceptance?

“No. Listen,” he says (perhaps
beginning to get alittle riled}, "we still have to
gel off. I mean you know what the difference is
between a good gig and a bad gig. And it’s not
mechanical. We're quite capable of blowing a
gigandwe'realso capable of doing a great gig.”

Butin the main it tends to glut the listener’s
faculties, promoting a glazed ‘OK feed-it-to-
me’ attitude, which, taken toits fullest extent, I
might add, is positively somnambulist. I noted
four people sound asleep in my row.

“You think so?” he replies (perhaps stallinga
little). “I think it's up to them. I think theyre
free to take itanyway theywant. Alotof people
don’t, though. We had someone the other
nightwho must've known that we're football
fans who was shouting ‘cyyyomon you
Floyd!!!" just like they do on the North Bank.”

The new material sounded a bit recycled -
like some of the more tangible stuffon...
Moon. Does that mean you're having trouble
sorting out new ideas?

“Umm, yeah. I don'tknow... uh... ‘Raving
And Drooling’ - the middle one of the three—
sounds a bit recycled, but they 're not there yet.
I'mnotvery keen on that one at the moment. ..
but, I dunno, these things get worked into
shape. I know one or two of them are gonna
sound great recorded. The last one, ‘Gotta Be
Crazy’, isvery different to a lot of stuffwe've
done, but I don't think the words gorightat the
moment. [ mean, the singing thing's been
worked outabitquickly. Rogerwrote the
words tofitoveracertain partand I'm notsure
thatwe did it quite the right way.”

But how can you equate doing something
like “Gotta Be Crazy” —or “Money”, even—
from the relatively secure position you're in
asaband?

“Well, "Money' is obviously asatire on...
money. And itis asell-satire. Obviously. It's
easy o tell that because alotofthe lyrics relate
specifically to things that various of us have
done, butI mean, Idon't think we're as
capitalistas... [ thinkitmocksus, the song
says that we're more than we are, in fact. It just
keepsus aware of itall.

““You Gotta Be Crazy’ isabout business
pressurereally. It doesrelate tous—I'm sure—
vou Il have to ask Roger, he wrote it. The way |
understand the words is that you have to
harden yourself up to, you know, Make Itin
thisworld, if that's what you call Making It..."

CAREFUL
WITH THOSE

EFL?g E ﬁ E any musical risks which, fora

group thatclaimsits main appeal
is thatit “sounds different” from
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The other thing about the new
material is thatit sounds “safe”.
It's years since the band's taken

of the old rubbish we used to do.

Like weused todo anencore
where we'd just go on and not decide what we
were going to do until we'd started...”

How long ago was that?

“Oh, fouryears ago, at least. ButI don't really
want to go through that thing of doing five
loads of rubbish and just once getting
something that's pretty good and new. Or
getting a half-hour numberwith about three
minutes of worthwhile music onit.”

But don'tyou think that if you'd have kept on
progressing from the original improvising
basis that by now you could've achieved a
personal empathy that would alleviate most of
those duff patches?

“Idon’tknow. I really don't know... I've just
got memories of standing onstage farting
about, plonking away on stuffand feeling
terribly embarrassed for long periods of time—
and looking across at everyone else realising
theywere all obviously feeling the same way.

“Maybe guaranteeing that what vou play is
something that you'll enjoyis ‘playing safe’.
But Idon't think we've got an intentional
play-safe policy.”

ASHORT WHILE ago, Pink
Floyd, darlings of the
intelligentsia, the stereo-
minded and lots of others,
were victims of two NME

Y hitmen- Benedicto Nicolini
(aka Nicky the K} and
Sneaky Pete Erskine, who

L stabbed Floyd viciouslyin
AT the hair, the musical
integrity and in the dryice.
Aninquest took place this week.

There'sno dandruffon this band, claims
guitarist Dave Gilmour (no split ends either)
before delivering key evidence as to the merits
and defects of Pink Floyd, defending their
music, and denying all rumours that they were
killedin the attack.

Hi Dave, have youwashed your hair?

“No.” Gilmour flashes a thin-lipped grin as
he takes hisseat, “and ifhe can find any split
endsin here (liftinga clump of hair}, then...”

Thenwhat, DAVE?

Buthe's already scanning the menu and
doesn’thear. His free hand, however, is
worrying over a plastic teaspoon.
Unconsciously, he gradually  contmnues over»
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Livein1974: “We're not
sneering at the audience,
butthe adulation bands
likeusget...”

crushes it, letting the pieces slip through his
fingers and fall onto the tabletop. Gilmouris
nothing if not self-controlled. Placid even. But
not quite,

His anger is of the sullen, smouldering
variety and yet, the weird thingis thateven
during such moments he’ll often make way for
a broad smile which can be utterly disarming
because it might be a harbinger of doom, the
herald for a personal close-up of one of the
robust Gilmour flails. Although I can't
imagine it ever happening.

Heisangry, though. He told me so by phonea
couple of minutes after he'd read the piece.

“I'vejust read the piece,” he said, “and I'm
very angry aboutit.”

The 'piece’ in question-an actionreplay for
those who missedit—appearedonthe
24/11/74 NMEissue, written by myselfand Mr
Kentindirect response to our witnessing of
the Floyd on the first two nights of their four-
dayresidencyat Wembley. I'm afraid we werea
little rude about them.

Mr Kentwrote an extended review cum
critique, and I, through the back door,
managed to secure an audience with Gilmour
inwhich I confronted him with the
accusations to be aired in the piece, The
overallintention, see, had been, in the words
of the introductory blurb, “to get the Floyd
backinto perspective”, a sentiment which
Gilmour himself says he thoroughly
condones. [t was the approach thatriled him,

68 | ULTIMATE MUSIC GUIDE | PINKFLOYD

Ultimately the phone call resulted in myself
inviting Gilmour to lunch-partlyasa
placatory gesture, partly to prove that Mr Kent
and myseli could, and would, stand by what'd
beenwritten, and mainly because arematch
might prove to be interesting.

Theaxis of the criticism in the piece layupon
the fact (self-confessed by Gilmour) that on
two consecutive nights the Floyd made music
of such low quality that it cast rather anvil-like
aspirations on (a) their motivation (b) their
overall musicianship (c) the feeling
engendered by them in their audiences {both
shortand long-term) and admirers—one of
whom, Sunday Times critic Derek Jewell,
pulled out some florid prose inan appraisal of
the debut Thursday night gig (described
subsequently by Gilmour as “probably the
worst we've done on the whole tour™).

Jewell wrote: “Richly they merit their place
among the symphonic overlords of today’s
popular hierarchy... theyreeled off,
apparently effortlessly, a performance with
musical textures so ravishing and visual
accompaniments so surprising that, for once,
the thunderous standing ovation was
completely justified.”

Such bland acceptanceirritates the band,
says Gilmour, equally, if not more so, thanits
denigrators. “I don't think anyone onourlevel
feels deserving of that superhuman adulation
number,” he claims, hacking at a piece of steak.
“But alot of them probably digit. Sure, I'm

cynical of our position. [ don't think we deserve
it. But I'm no more cynical of our position than
[amofanyoneelse’s onourlevel. Imean... to
try and maintain your own perspective on
what you are is totally different.”

The lyrics of “Gotta Be Crazy” - as Nick Kent
pointed out-reveal a very great deal of
cynicism, particularly the line “gotta keep
people buying this shit”, which is tantamount
to asneer at the audience.

“Mmm. Yeah. Itis possibly a sneer... but not
at the audience as awhole, but at the type of
adulation bandslike us get. Imean, I think
there is something wrong with that... people
needing hero-figures like that, thinking that
rock musicians have all the answers.”

Butdon't you think that while not being
responsible for that element, the fact that it
hasn't been challenged means that bands like
the Floyd, through neglect, are helping
compound it?

“Yes. Probably. But [ think we're less guilty
than most. Il mean, we've made conscious
attempts at fighting it.”

Such as?

“Inthingswe've said in interviews... We've
always said that we don’t believe in that whole
number, but it's very hard to get away from the
image people putonyou.”

How large a proportion of record-buyers and
concert-goers buy music papers, though? A
question [ did in fact neglect to add. Still seems
a bit lame though, eh? One would've thought
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thata couple of finely honed satires would at
least help... But then, really, how concerned
are bands about these kind of things? Motives
schmotives, It helps sell records, And vou don't
gnaw the digits that feed you.

Anyway, we're messing around here. To the
specifics. Gilmourisraking through the
apposite issue as he eats. He'sinclined
towards the John Peel reaction (thinly
disguised in his mildly self-congratulatory
Diary (M The Domestic unfolded each week in
Sounds) that the piece was "hysterical’, overly-
personal, laced with supposed inaccuracies.

Thefirst 11 of Kent'’s opening paragraphs
make Gilmour particularly mad. He claims
thatdescription of his personal appearance
and that of a member of the audience (and his
attitudes) is totally superfluous.

The offending words ran thus: "On
November 14, 1974, approximately 7,000
peoplewashed their hair and travelled down
to the Empire Pool, Wembley, to witness the
Pink Floyd live. Almost everyone, that is,
except Dave Gilmour - his hair looked filthy
there onstage, seemingly anchored down by a
surfeit of scalp grease and tapering off below
the shoulders with
spectacular festooning of

up.Ahhadt'read it, y'’know?”

Back to Syd.

“The band just before Syd
departed had gotinto a totally
impossible situation. No-one
wanted to book them. After the
success of the summer of '67 the
band sanklike a stone; the gigs
theywere doing at the time were all
empty because they were so bad.

CAREFUL
WITH THOSE

E|:|:‘|!I‘Il (E: E Ei t courtesy of former Floyd manager

According to Gilmour's
official wehsite,
www.davidgiimour.
com, Davidisan
Arsenal fan, counts
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This had been partofaquoteI'd
happened across while writing up
the originalinterview. It came

Pete Jenner. Ithad appeared as
part of Mr Kent's epic Syd Barrett
piece last March and, to my
knowledge, hadn't been contested
then. I presumed it to be accurate.
Another part of the same quote

The only way out wasto getrid of Its d‘“{"_’“fzgﬂ;’mﬁ; L#Tﬁ had claimed that Syd’s guitar
Syd, so they asked me to join and ::'H}ﬂ.:ghi of :f ourite technique of using slide and echo

gotrid of Syd...”

This, by the way, is also Gilmour's
comeback to my assertion that:
“I'salmost as if the Floyd, having

films, is conversantin
French, German and

italian, still gets stage
fright, andis arather

boxes was of his own invention,
My quote had been: “The familiar
slide and echo-boxes were purely
of Syd's invention” which, in

loafed about half-seriously as the E#andy Em“- :r_with retrospect was, perhaps, a bit
Architectural Abdabs (sic), parjt?;flisr::' egi:}igt;a strong. Gilmour, anyway, hotly

garnered their persona from
Barrettand, when he dropped out,
forwant of anvthing better to do, clung on to
the momentum he provided.”

Says Gilmour: "By the time Syd left, the ball
had definitely stopped rolling. We had to start
itall over again. A Saucerful Of Secrets, the first
album without him, was the start back on the

denies this. "Why didn't you ask
me about things like that during
the interview?” he asks, righteously indignant.
“The facts of the matter are that I was using an
echo-box years before Syd was. I also used
slide. Talso taught Syd quite alot about guitar. T
mean, peaple say that I pinched his style when
our backgrounds are so similar... yet we spent
alotof time together as teenagers
listening to the same music. Our

splitends...”

Thisled on to a description
ofa Floyd lookalike in the
audience, held up as a Floyd
fanarchetype who smokes
dope, prattles on about the
cosmos and gets offon the
stereo production quirks

“BY THE TIME SYD LEFT, THE BALL
HAD DEFINITELY STOPPED
ROLLING. WE HAD TO START IT ALL
OVER AGAIN WITH SAUCERFUL...”

influences are pretty much the
same —and [ was a couple of streets
ahead of him at the time and was
teaching him to play Stones riffs
every lunchtime for a year at
technical college. That kind of
thing’s bound to get my back up-
especiallyifyou don'tcheckit.

inherentin all Floyd albums.

“Idon’t see any of it being in any way
relevant,” says Gilmour in that sullen/placid
tone of voice that could be either. Or both. “So
there's a guy like thatin the audience. Sowhat?

There were probably others like him, but you

find people like that at any concert—but then
Kent probably set out to find one and he did.”

[assure him that our approach was in no way
premeditated. There was no question ofa pre-
planned axe-job onanyone’s part.

“Well, [justdon't believe it of Nick Kent. I
really don’t. He's still really involved with Syd
Barrett and the whole 1967 thing. [don't even
know if he saw the Floyd with Syd. He goes on
about Syd too much and yet, asfarasl cansee,
there's no relevance in talking about Syd in
reviewing one of our concerts.”

But one of the new songs is about him.

“Yes, but that'sall. In the beginning the
songs were all his and they were brilliant.
No-one disputes that. ButI don't think the
actual sound ofthe whole band stems from
Syd. Ithinkitstems justas much from Rick
(Wright}. Imean, Syd’s thing was short songs.”

As for hairwashing. Well, the subject got
shortshrift. [ think, though, that dressing for a
gigis something that Gilmour subconsciously
associates with ‘showbusiness’—about which,
more later. Meanwhile, in subsequent
conversation with Carlena Williams, one of
The Blackberries, the two black backup chicks
they hired for the tour, Carlena expressed
delight at the opening paras.

“Sheeut!” she observed daintily, “when ah
saw that bitabout Dave's hairah jus cracked

road to some kind of return. It was the LP we
began building from. The whole conception of
ASaucerful Of Secrets has nothing to do with
what Syd believed in orliked.

“We continued playing some ofhis songs
because none of us were getting good enough
material fast enough to be able to do without
them. Which also, therefore, meant thatI had
to fitinwith his style to an extent because his
songs were sorigidly structured around it. Oh,
and by the way, the band, when I joined, never
ever said ‘play like Syd Barrett". Thatwas the
verylast thing they wanted!”

Backstagein
Edinburgh,1974

“Idon’'twantto go in print saying
[ taught Syd Barrett everything he knows, 'cos
it’s patently untrue, but there are one or two
thingsin Syd's style I know came from me.”

In the original, I'd prefaced these suggestions
by intimating thatas aguitarist Gilmour
appears tolackany immediately identifiable
personality. The word I'd used was ‘malleable’,
He says he feels that such aword applied to his
style(s) isacompliment. Most guitarists, he
claims, are pretty narrow-minded, restricting
their range of operations. In that case he could
beaccused of spreading himself too thinly—ie,
capable of mostthings, butnot cownrnues over»
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particularly outstandingatany
onething, Oristhatthe way
he'sintended it?

“No. But [work within my
limitations. But then, whether
I'm a good orbad guitaristisn't
really relevant. If] trymy
damnedest to do my best,
although for the first halfof that

“BY THE WAY, THE BAND, WI-
JOINED, NEVER EVER SAID ‘PLAY
LIKE SYD BARRETT'. THAT WAS THE
VERY LAST THING THEY WANTED!”

EN |

para, which starts, “OK boys, nowthisisreally
going to hurt”. If [ may remind you: “What the
two Floyd shows amounted to in the final
analysis was not merely a kind of utterly
morose laziness which is ultimately even more
obnoxious than callow superstar ‘flash’, but a
pallid excuse for creative music which comes
dangerously closes to the Orwellian mean for
a facile soulless music that would doubtless
rule the airwaves and moreover be touted as
fineartin the latter's vision of 1984.

“Imean,” he continued, “one can easily
envisage a Floyd concertin future consisting
ofthe band simply wandering onstage, setting
all their tapes into action, putting their
instruments on remote control and then
walking off behind the amps to talk football
or play billiards.”

“Personally,” Gilmour states stoically, “Idon't
believe any of that rubbish about 1984.”

[really do.

“But, I mean, what differenceis there
between our sort of music and anyone else’s,
apart fromthe fact that maybe most of the
other bands just play music for the body?-and
they're hardly progressive at all. Not that [ think
we te wildly progressive, either.”

But atits worst, a stage showlike Floyd'sonly
dullsanaudience’ssensibilitieseven tothe
extentof sending them to sleep. Nothing is left for
themto project theirimagination into—it's the
difference between the holding power of a radio
playandaTV play. And in any case, how does it
feel to be partofashowwherethe
crowd doesn’teven give youa
ripple for a good solo, yetapplauds
abucketofdryice everytime?

“Yeah. That'sall partof
dramatic effect, isn'tit?”

And that's alame comeback.

“Wewent through a period
where we blew out our entire light
show for two years and there was

tour Iwas, well=rusty. [hadn't
played for along time and my fingers were
really stiff. Butalso Iwould say that got very
good by the time we were halfway through.”
And the accusation that from where you all
stand it’s impossible for you to relate any more
to the thoughts of the average punter?
“Ifyourereferring to that bit which says
something about out ‘desperately bourgeois
existences'?... (The original quote - Kent's -
runs, “I can't think of another rock group who
live a more desperately bourgeois existencein
the privacy of theirown homes.”} Well, Imean,
how do you or he know how we live our lives?
Apart fromyoumarginally - about me? Do
you? Does Nick? He hasn't been to anyof our
houses. He's absolutely no idea ot how I spend
my life apart fromwhat you might've told him
—and you don't know how the others live. Do
you think my life is so desperately bourgeois?
“My house is not particularly grand. Have
you seen Roger’s house? He livesin a five grand
terraced house inIslington. So I reallycan't
see how Kent can sit there and say things like
that. He's no idea of what he's talking about.”
He does admit to a kind of lazinessin the
band, though. He’s also realistic about their
individual instrumental prowess.
“In terms of musical virtuosity we're not
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really anywhere, [ think; individual
musicianship is below par.”

And no, theyre not *bereft ofideas’ - just
resting. And worrying about a follow-up to
Dark Side. .., which has, he claims, “trapped us
creatively”. In passing, he says thelyrics are
obvious intentionally. “We tried to make
them assimple and direct as possible yet, as
we were writing them, we knew they'd be
misunderstood. We still get people coming up
touswho think ‘Money-itsa gas'is adirect
and literal statement that ‘we like money’.”

The point-a good one [ thought - about the
appeal of Floyd (and similar bands) being
associated with the rapid sophistication in
stereo equipment is tossed out entirely.

“Sixyearsago,” says Gilmour impatiently,
“westill sold albums yet hardly anyone in this
country had a stereo. [t was all Dansettes....”

Andyet, from random sampling of friends
with Floyd albums, invariably the first thing
saidis, ‘Ohsuchand such track sounds great
onmy stereo. Surely thisis a case of packaging
to some extent taking priority over contents?

“No. That's ridiculous. I suppose the same
criticismwould apply to Stevie Wonder...?”

Well, as it happens...

To Kent’srather brilliant summingup. The

no real difference. lknow fora
factitwouldn’'tmake any difference if we did it
again. We've never been hyped. There's been
no great publicity campaign. It's builtup purely
on the strength of gigs.

“Idon’t think we're remotely close to that
thing abouttapes, doyou?”

On the strength of the Wembley things, ves.
You looked bored and dispirited.

“Not bored. Dispirited. It's depressing when
you're fighting odds like dud equipment.
Energysoon flags. Weweren't pleased todoan
encore, because we didn't deserve it.”

Why didn't they say so, then? You know, don
the olde showbiz batcape?

“I'mnotinterested in disguisingmy feelings
onstage with showbiz devices. I've seen
hundreds of bands do that. Does anybody
respect them? From what he writes, Nick Kent
seems to believe init all - the old thing of The
Show Must Go On, Never Let The Public See
Your Feelings and things like that?”

Wouldn'tthe discipline of forcing justa
little of that attitude on yourselves help in
situationslike that?

“No. When I'm standing there I'm conscious
of trying to give the most I can,” says Gilmour
emphatically. "And I don't need to have clean
hair for that." %

ROBERT ELLIS
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In2003, ROGER WATERS, DAVE GILMOUR, RICHARD
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2 ROGER WATERS

BASS, VOCALS, VOS3, TAPEEFFECTS, LYRICS
Uncut meets Roger Waters at
the five-star Berkeley Hotel

- in London’'s Knightsbridge.
We are taken to his suite by
his manager, Mark Fenwick,
4 aloofand businesslikeina
suit as he supervises his
client’s appointments. Mr
Fenwick reappearsinthe
room 15 minutes before the interview s
dueto end, discreetly standing by the door so
you know that the clockis ticking just as
loudly as any of those on The Dark Side Of

The Moon.

Asilver-haired Waters looks distinguished,
and relaxed injeans. There's a headmasterly
airabout him, an unquestionable authority,
asense of purpose and aninclination to get
the job done rather than indulge in any
introductory small-talk, which he
tolerates, just.

Like his former bandmates in Pink Floyd,
Watersrecallslittle of thedry
dates and details, the sessions
and the sequence of events that
produced their classic album.
Askabout Abbey Road, where it
was recorded, and he will
remember more about the
studio’s cricket teams than
which recording facility they
used and when.

Hethinks and talksvisually,
personally, sometimes tangentially, and with
a serious and single-minded commitment to
theideas at the heart of this most celebrated
concept album. Waters is prepared to enter
immediately into weighty territory and he
smiles rarely, but unexpectedly bursts into
laughter at the memory of Wings guitarist
Henry McCullough'simmortal line on the
record: "I don't know. lwas really drunk
at the time.”

UNCUT: What was your original vision for
the album?

WATERS: I'm not sure when it came to me that
one could make an entire album about things
that could impinge upon one’s life in an
emotional or physical way. We

ABOUT, TI

It's been suggested that while you were eager
towrite meaningfully, other members of
Pink Floyd were less interested in the lyrical
content of the album. Rick, I remember, did
interviews at that time saying, “We don’t care
about thelyrics.” And Iwas thinking, “You
speak foryourself, [ care about them.”

Always have.

How much did you resent this attitude? We
always had our differences - witness what
happened later on, the wayswe parted in 1979,
1980 or whenever it was [1979, when Rick
Wright left the band for some years over his
hostilities with Waters]. He and Dave, I think,
always resented the idea that I putalot of
emphasis upon emotion, politics, philosophy
and all those things that they felt shouldn't
reallybe a component. They've always been
central to all my work.

It was called a concept album, although
there’s more than one theme running
through it— madness, sadness, time, life,

“DARK SIDE|S MY BABY. IN TERMS
OF WHAT THE RECORDS WERE
EY WERE MY IDEAS AND
| WROTE THEM"” WA

death. Isit possible to summarise everything
that you wanted to express on The Dark Side
Of The Moon? [f there's any central message,
it's this: thisis notarehearsal. As far as we
know—and I know there are some Hindus that
would disagree with this—youonly getone
shot, and vou've got to make choices based on
whatever moral, philosophical or political
position you may adopt.

AsIsayinthe veryfirstlyric, “Breathe,
breathe in the air, don't be afraid to care.” You
make choices during your life, and those
choices are influenced by political
considerations and by money and by the dark
side of all our natures. You get the chance to
make the world alighter or adarker place in

some small way. We all getthe

had ameeting in Nick Mason’s flat opportunity to transcend our

somewhere in Camden Town | St
Augustine’s Road]. [ remember
sitting in his kitchen, looking out
at the garden and saying, “Hey,
boys, [think I've got the answer,”
and describing what it could

be about.

How did you describeit? That it
was about all the pressures and
difficulties and questions that
crop up inone’s life and create
anxiety, and the potential you
have to solve them or to choose
the path that you're going towalk.

What was their reaction? There

was a feeling of, “Well, yeah,
all right.”
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WATERE |t5 a kind of
classical overture, a
standard device used for
hundreds of years - put
some elements of the

work together at the
beginning, as a taster.
MASOM: The extra voices,
the chink of money, the
heartbeat, ticking clocks,
the big, backward chora
that introduces “Breathe”. ..
WRIGHT: The snippet ot
Clare [Torry] singing is, to
me, the best part.
GILMOUR:
about what should be init,
and | think then Roger put
mast of it together with

We talked

Mick and gave hirmn

the credit. 'm sure Mick
played his part.

tendencies to be self-involved
and mean and greedy. We all
make a small mark on the great
painting of life.

If The Dark Side Of The Moon is
anything, it'sanexhortation to
join the flow of the river of natural
historyinaway that'’s positive,
and to embrace the positive and
reject the negative, given that
one might be able to identify with
the things which seemto bea
matter of great confusion to alot
of peaple.

[Quoting from “Breathe Reprise”]
“Far away across the field, the
tolling of the iron bell, calls the
faithful to their knees, to hear the
softly spoken magic spells.” People

E (Mason)

are confused as much byreligion as politics.
Wehave to be so aware of this now with the
coming of the next crusade. In 2003, you know,
600 years later, we're looking ata new crusade.

Presumably youw’re talking about Irag.
Iraq or Bradford. Take your pick.

Your lines about cannon fodder in “Us And
Them"” have taken on a renewed, albeit
slightly different, resonance today: “Forward
he cried from the rear and the frontrank

died.” Absolutely. Usually for short-term
political ends.

Thelyrics alternate between big, universal
topics and local ones—in “Us And Them”
there’s the old guy on the street who doesn’t
have the price of acup of tea, or the general,
sitting and moving the lines on the map. Did
you use these specific portrayals to bring the
wider issues closer to home? Yeah, [ guess so.
All those political questions can always be
reduced to some kind of microcosm. It's all
very well to be involved in grand
political thoughts or acts, but it
allcomes back to one’s own life
and howyou lead it and how you
treat people on a personal level.
Ilike to give people moneyon
the streets, but that's ‘cosit’s
really easy.

[stayin this hotel sometimes
whenIcome to London and my
doctor's just round the corner,
sooccasionally T go and see him. There's
usually a couple of people sleeping in
doorways. lalways give them some mnoney.
Theyre not coping. They re not professional
beggars who situnderneath cash machines. If
you re sleeping in doorways, you just haven't
gotit together. Most of them are alcoholics, but
[like to thinkif I was sleeping in a doorway
and someone gave me £20, it would lighten the
load slightly, for a few minutes even. At a
certain point, you find yourselfirritated by
people. I getasirritated as anybody else when
someone cleans the windscreen.

In “Time”, youwarn young people about
squandering precious years- “You fritter and
waste the hours in anoffhand way”—and you
encourage initiative. Do youseeanyironyin
the fact that an entire generation of hippies
and students spent weeks and months lying
on floors, stoned or tripping, listening to The
Dark Side Of The Moon?1don't see anything
wrong, when you're in your adolescence, with
getting stoned, if you're aware of the fact that
you're getting stoned because you want to,
and because you can have that luxury. You
have no responsibilities at that age,
particularly. It may well be thatit'simportant
to lie around stoned, listening to music for a
year or two. But that’s notreally the point of
the song. It's actually about understanding
your own autonomy. [ wouldn't want to preach
to anybody.

[used to go and stand on the South Bank at
Arsenal every week. It was great; [loved it.
Some people would say, “What a waste of
time.” Soit's not about that. I suddenly




Entering the Dark Side:
The Rainbow, London,
Fehruary 1972 —an
early TDSOTM show

realised at 29 that I had been fulfilling
someone else's prophecy. I was programmed
by my childhood and educationinto believing
that I'was preparing for a life that was going
tostartlater. [t was never explained to me

as achild that Iwas actually, moment by
moment, init.

Alsoin “Time"”, yousay, “Every yearis getting
shorter, never seem to find thetime...”That'sa
very depressing discovery for a person only
in their twenties. [ still have those feelings. I
realise now they're something of an illusion. A
lot of writers say, “I've gotta get up at sixin the
morning, ['ve gotta start at eightand work
until lunchtime, I've gotta do 400 words a day.”
I've never been able to worklike that.

Sometimesit'saconcern. [t may be thatl
could have produced another 20 albums. [ like
tothink that maybe some of the connections [
make are because  want to go fishing, and I'm
more positive about my work like that. [ allow
the pressure to build upand when [ feel
pregnant pressure, [ actually sit down at the
piano and work at something.

It's OK to go fishing, because “Breathe”
seems to say, don't forget to stop and smell
the roses. Actually... it does mean that. It's
veryeasy to wake up in the morning and get
onwith whatever you have to do. Tused to go
on the Underground from Goldhawk Road on

L

the Hammersmith& Cityline towards
Paddington, and some artist had written on
the concrete beside thatline, “Same thing day
after day, get up, get on the Tube, come home,
watch TV, go to bed.” Itrepeated all along the
side of the tube line until you were going so
fastyou couldn’t read it any more and then you
went into the tunnel. [twas a great piece of art.

Solthinkit’s important to encourage people
to be aware of what's goingon... [feel we're
increasinglyin danger of finding ourselvesin
Huxley’s Brave New World. We're controlled
with diet and television, and it would be
very easy for this to be the millennium of the
living dead.

You see McDonald's on the Champs Elysée.
What the fuck’s going on with the French? The
last bastion of culinary standards, and they
trudge into McDonald's and buy this shit.
Why? [don't understand it. People need to be
encouraged not to be pawns in the game.

“Time” ends with the lines: “The time is gone,
the songis over, thought I'd something more to
say.”So you're saying that before death -
“The Great Gig In The Sky” - most people run
out of time to fulfil their hopes and dreams?
That’s achilling thought. Maybe it is.

Maybe we all suffer from the feeling of lost
opportunities, or you could have done better,
or done more. Maybeit's comforting to

| hear that feeling expressed in a piece of work

[ — -

#7

that’s been as successful as this one.

People often think, ‘Ifonly... [ could write
the hitsong, or have the success, everything
would be OK." It's very nice, but it doesn't solve
any of the problems youmight feel about
yourself. The feelings that you have
fundamentally spring from the nature of the
relationship you had with loved ones when
yvouwere babies and children, and you
transcend that through an inward journey
and not through connections to the world of
commerce or entertainment.

The phrase “dark side of the moon”arises
in “Brain Damage”. Does itrefer to the dark
side of the mind that has the potential for
insanity, or is it a catch-all phrase to describe
anynumber of bad things that can befall
the personality? [t's more a general catch-all.
It'salsoto suggest that there's a camaraderie
involved in the idea of people who are
prepared to walk the dark placesalone. You're
notalone! Anumberofus are prepared to
open ourselves up to all those possibilities. So
when I say, “I'll see vou on the dark side of the
moon”, what I mean, [ suppose, is, “If you
feel thatyou're the only one... thatyouseem
crazy cosyouthinkeverythingis crazy -
you're notalone.”

It's all Star Wars—the light side and the dark
sideinus all. That's the good thing about
Lucas’ work, that these ideas get contnues over»

ROBERT ELLIS
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to be expressed-whichwasabig
part of science-fiction writing in
the '60s and '70s.

Your most famousreference to
Syd Barrettis “Shine On You
CrazyDiamond” [ from 1975's
Wish You Were Here|, but the
“lunatic” theme of “Brain
Damage” was clearly areference
to him. You were obviously
severely affected by what
happened to Syd. Absolutely. It
was a huge shock to me to see the
ravages of schizophrenia at those
close quarters.

Is the general thread ofinsanity
running through the albumalso
linked to your experience of Syd's
illness? Yeah, maybe. [ think
that’s certainlyoneofthe
elements. There's noway todeal
with it [schizophrenia). Certainly
therewasn’twith Syd.

BREATHE {Waters,
'-'..:ﬂmc:ur Wright)
WATERS: | remember
doing that in Pittsburgh in a
stadium with a mechanical,
npnm ng root. As we started

“Breathe”, the root opened.
It was a starlit night, a
stunning moment.
MASOMN: The stadium
owner said at hrst it was too
expensive. We established
it would cost $750 and
decided it was worth it.
GILMOUR: It was summer
and it was very hot and
smoky in the hall. When the
root opened, a real breeze
went through the whole
place. | stepped up to the
mic ana went, “Breathe,
breathe in the air.”
WRIGHT: There's a slightly
complicated sequence of
chords which were
inthuenced by Miles Davis’
Kinet Of Blue, which | loved.
MASOMN: It's rather a
Floyd thing, that slow,
languorous tlow.

T @ LI d Hereand The Wall. You know, that

stuffabout two strangers passing
in the street, that

we're connected, but we have
problems allowing that
connection to materialise.

Why has The Dark Side Of The
Moonremained relevant to
successive generations of
record-buyers? Is it because the
lyricalideas are eternal? It’s
interesting... Thave increasingly
come to believe that the sonic
and musical qualities of the
record in some way express the
underlying emotional and
political concerns. There's a
symbiosisabout it.

Howdoes that happen, or do you
not know? You getup in the
morning and you gointo the

studio and there's ablank canvas.

You get the palette out, mix the

Areyoustill in touch with him? No, 'm not.

Hedoesn'tlike to be reminded of his times
with the band.

The Dark Side Of The Moonoriginally went
under the title of ‘Eclipse (A Piece For
Assorted Lunatics)’ - before the closing track,
“Eclipse”, actually existed. How did it come
about as the finale? We'd started playing
everything on the road before we recorded the
album. [ suggested it all needed an ending, |
wrote “Eclipse” and brought itintoa gig, at the
Colston Hall in Bristol, on a piece of ined
paperwith the lyrics written

out. We learnt it.

Would you agree that the
album ends pessimistically,
butwith asmall ray of hope?
[tisn'tvery positive, butit’s
verytrue. ‘And everything
under the sun isin tune, but
the sun is eclipsed by the
moon” - saying that there’s the potential to
express the positive side of everything, but
that all the stuff that we have talked about on
the rest of the record has the potential to get in
the way, and it’s up to us to make a change. We
all get to choose to some extent... We getthe
chance to think through questions of how
usefulitis to invade Iraq or not. We all get that
opportunity —invade [raqor protest in some
way. We all get to choose our lives so long as
we're not being bombed. .

Do youremember a time when you realised
this album could be made as a complete piece
of music rather than a collection of separate
songs? [ thinkimmediately after “Echoes”,
which was one long piece of music. Within
that were a number of different musical
movements. [t was the whole of that side of the
record [1971's Meddle]. Lyrically, it expressed
some of the same preoccupations of
alienation and isolation that cropup in The
Dark Side Of The Moon-and Wish You Were

76 | ULTIMATE MUSIC GUIDE | PINKFLOYD

paints and start painting, and at
acertain point, you say, “It’s finished now.”
How all the elements come together in that
process of record-making... It's the same as
any other creative process, whether painting
ora classical composer writing a symphony. ..
There’s a bitof the brain that makes
connections that seem obvious once
they've been made but didn't seem
obvious before. That's what writing is.
That's why it's important, why you like to
read good novels.

There'sa poem that l wrote anumber of
yearsago that'sabout writing. It's about that

“RICK DID INTERVIEWS SAYING,
'WE DON'T CARE ABOUT THE
LYRICS.” AND | WAS THINKING, ‘YOU

SPEAK FOR YOURSELF™ W/

moment when you're reading a good book,
getting close to the end, and you start putting
itdown ‘cos you don'twant to finish it.

Inthat poem, Iwrote, "There’s a magic in
some books. .. A man will eke the reading out,
guard it like a canteen in the desert heat, but
sometimes needs must drink and then the
final drop falls sweet, the last page turns,
theend.” That's how I feel about writing. It's
thatimportant.

Was The Dark Side Of The Moonyour baby? It
was. This albumis my baby. In terms of what
the records were about - they were my ideas
and I wrote them. Dave particularly, but Rick
aswell, had major, important contributions.

By all accounts, you feel that you were too
generous with the songwriting credits on the
album. I've regretted it rather alot since, but
I'mover that now. I went through many years
when [ really regretted having given away half
the writing credits, particularly [Nick Mason's

 solo credit for] "Speak To Me". T gave it to him.

Nobody else had anything to dowith it atall.

Dave Gilmour has previously said he didn’t
contribute as fully as he could have to the
songwriting process; he wasabitlazy. Dave
likes to think that his lack of contribution has
to do withlaziness.

What's your reading of it? He doesn’t have
very many ideas. He's a great guitar player, but
he's not really a writer. However conscientious
or hard-working Dave was, he would never
actually write anything.

Was there any pointin the recording sessions
at which you realised that this album was
turning into something special? Certain
tracks started to turn out really well, like when
[trocalist] Clare Torry came in and we worked
on “The Great Gig In The Sky”. Alan Parsons
[the engineer] had invited her in for the
session. We were amazed atwhatshe did. I
didn't know her then. But we became friends
afterwards when I moved to East Sheen in
1980 and we lived a few doors away from

each other. [ used to see her walking her bull
terrier on Sheen Common. I'd have the cocker
spaniel with me.

When we finished the record,  had a very
strong feeling (a) that the work was really good
and (b} that it was going to be successful. It
was exciting to work on.

Did you realise that you were makinga
perfect soundtrack to people’s drug
experiences? We weren't aware of that
at the time.

Isittrue that you took no drugs
duringthe recordings? Probably
was taking something... no,
maybe not. Maybe I'd stopped
smoking dopeat that time. I'd
stopped taking acid. Tonly did
thatacouple of times, and that
was in the '60s. [ tried to give up
cigarettes, which I'd smoked since
['was 14. 1 tried cigarsforatime. 1
went through a couple of years pretending not
to smoke cigarettes. One of the ways I did this
was to smoke hash joints. T was addicted to
tobacco—the hash wasirrelevant. SoIwas
stoned fora couple of years, and then I realised
that, so I stopped smoking dope because I got
bored with being stoned all the time. For the
last few years of smoking cigarettes, | wasn't
smoking dope any more.

In 1975, Iwent to stay in my little house in
Greece and I bought 200 Marlboro Reds on the
plane going over. I said, “WhenIfinish these
200 fags, that'sit.,”" I finished them a few days
later. I came downstairs the next morning and
found the longest dog-end in the ashtray,
straightened itout, lititand thought, "What
are you doing?” I crushed it out and went cold
turkey. That was 28 vears ago. L have promised
myself whenI'm 75 or something, I'll start
smoking cigarettes again.

The album was recorded at Abbey Road. How
important was that? We were contracted to




Going, going, gong:"Dark Side
fulfilled the dream, and it was
downhill fromthenon...”

EMIand we recorded in Abbey Road willy-
nilly. There was always a great atmosphere
there, a very great feeling of family. We used to
have acricket match every yearagainst Abbey
Road. We had some extraordinary teams -
Chris Spedding in his green alligator, high-
heeled boots, Roy Harperinevitably outin the
first couple of balls who would go and sit
somewhere on a hillside and sulk...

[ developed a powerful attachment to
Abbey Road. Studio 2hasbeen kept as ashrine
to The Beatles. It's still exactly the same,
although the control room has changed
completely. [went back there a few weeks
ago. Hopefully, they'll keepitlike that. It'sa
great room.

Iftoday's technology had been atyour
disposal then, howwould this have affected
the album? Hardly at all.

Surelyitwould atleast have made life easier,
particularly with all the sound effects? Well,
yeah. We did all that work on old machines.
Some of the things 1 did on The Dark Side Of
The Moon... theloop with all the cash registers
[from “Money”] Idid at home on a Revox A77
with bits of quarter-inch tape. I had a loop
about four feet long, and [took it into EMI -
“Stick thaton the two-trackand runitonto a
track on the multi-track.” Thingslike that you
cando really, really quickly and simply now.
Inthose days, there were no long, digital
delays. You had to work with tape delays.

The sound of jangling coins on “Money” was
ahome-made effort too, wasn'tit? [ threw
moneyinto a mixing bowl made by my wife at
the time, who was a potter. | recreated the
sound effects for that. The cash registers came
off a sound-effects album, The footsteps [on

11 - _—
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“On The Run”] were recorded in
the underground tunnel from the
Natural History Museum that
runs through to South
Kensington Tube station,

Were the sound-effects
something that cropped up as
the recordings progressed, or
were they always going to be part
of thealbum? [ suspectIalways
had that in mind, but the
recording of the voices. .. |
absolutely remember the way [ got
the voices was to write a bunch of
questions onaseries of cards.

Famously, you showed the cards
to everyone you bumped into at
the Abbey Road studios -
doormen and superstars alike,
Theyjust had the cards to respond
to - "How do you feel about
dying?”, “When were you last
violent?”, “Were you in the right?”
Henry McCullough, when asked,
“Whenwere you last violent?” said,
“Lastnight.” “Were youin the right?”

k] TIHE Bl k]

WATERS: It's about fear
of Hlying, which we all
nr,—:-'-.n'r.—,:-[-'.,:-pr:!-r.;‘ at some time,
WRIGHT: | was exhausted
by the grind of travelling.
For me, it expressed that
rather than the fear of

LI i-.q:-il'H'n-;_} ir1 an i-]llr[.:t'i-!ﬂ.
MASOM: We had one
particularly scary flight
back trom Japanin a
thunderstorm. After that,
we were just dreadful.
Someaone said, “You need
to learn to fly.” So | did.
5o did Steve O'Rourke
and Dave. It cured me. |
absolutely love it now. |
still fly. Musically, the main
element is Rick on the
Farfisa, the rhythm thing
iz the VC53, and there are
backwards cymbals.
GILMOUR: | put an
eight-note sequence into
the Synthi and sped it up.
Roger thought it wasn't
auite right. He put in
another, quite like mine,
and | hate to say, it was
marginally better. We
added the footsteps, the

slide guitar zooming around

wildly, and the voices.

fundamental sense, it was over, soitwas all
downhill from then on.

“Idon’tknow, [ was really drunk at the time.”

[Laughs uproariouslyl.

Wings were in Studio 2 at the time, and that's
why Henry was there. The interesting thing is
that when [director] Adrian Maben made the
Pink Floyd Live At Pompeii film, there are some
shots of me working on the VCS3 synthesiser,
making “On The Run”, and there are shots of

What was the source of the problem between
yvouand Dave? [ think Dave's mum always
thought he should be aleader, but he was
notawriter, so he never could be. Dave
believed then, and when we finally split

he still believed, thatitwas wrong to make
political statements.

Dave overdubbing something-and we'rein

No 2. Maybe we mixed the album in Studio 3.

How do you feel now towards your former
bandmates? Nick and I have rekindled our

And at the same time, the frustrations over
publishing were beginning to surface. I talk
about it on [the 1992 solo album) Amused To
Death, in “What God Wants, Pt  coNTINUES OVER»

friendship and we have dinner
together and that's beena recent
thing, within thelast couple of
years, and ['m pleased about that.
He was the only close friend T had
inthe band. Dave and [ don't

really speak. We were always so at
odds philosophicallyand
politically, and it spread into all
kinds of bickering.

During the recordings? [ don't
thinkso. Maybe alittle bit. It
really developed after The Dark
Side Of The Moon.

Did that happen as aresultofthe
album’s success? [ thinkit did,
partly. We had fulfilled the basic
need we had towork togetherasa
group. We'd cracked it after The
Dark Side Of The Moon, and we
clung together. I'm quite glad we
did. We did some very good work
after that. But we'd fulfilled the
dream, and tous, insome
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Rick Wright: “Wewere
at the height of our
creativity...”

11" = “God wants friendship, God wants fame,
God wants credit, God wants blame, God wants
poverty, God wants wealth, God wanis
insurance, God warnts tocover himself.”
Friendship and fame, the creditand blame -
that's the ickystuff you get in rock'n'roll
bands. They're all very needy emotionally, so
the way that we claw each other’s eyes out over
the credit and wealth is quite ugly.

Areyouasguiltyas anybodyelse? Yeah,
yeah, yeah.

Roger Waters is currently working on a new
album; “I've written a bunch of songs, and |
find myself torn between allowingit to be
about problems with relationships and being
dragged into the whole polemic about Bush
and Iraq and Blair. I think it may end up being
about allthose things.”

KEYBOARDS, VOCALS, VE53
Richard Wright opens the front doorin
person. There are no managers,

Thisisclearly a family home: lived-in, like
hisjeans. In the hall, the chandelier, gleaming
above a shoe cupboard stuffed with pairs of
trainersand a display of children’s artwork on
the mantelpiece, offers an incongruous flash
of glamour. A cat padsinto the sittingroomto
pour itself round the ankles of the unfamiliar
company before Wright returns with a
caletiere, cups and saucers onatray, and sits
on the sofa.

Friendly cat you have here, offers Uncut.

“Theyre not that friendly. Which one was
it?” he retorts, going on to explain that the cat
15 overweight.

Richard - not Rick -is a stickler for detail: it
15, of course, “aprism” rather than "atriangle”
on the famous artwork. He is also patient, and
given to comprehensive explanationin the
interests of getting things right. Not wishing to
offend anyone, heis equally determined to
defend his own position in the history of The
Dark Side Of The Moon, He is likeably anxious,
almostjittery, confessing that he hasn'tdone
aninterviewinyears.

no minionsleapinginto viewashe REFULS:AARE:FY4 @ UNCUT: Rogerbelieves that

ushers Uncutinto hishouseina
leaty and exclusive areaof
London’s Notting Hill and
immediately rushes off to make
coffee. Thelarge, comfortable
sitting room seems to suit his
personality: it'snot at all
ostentatious. The laminated
wooden flooris made cosywith
rugs, a couple of paintings are
stacked against the wall,and a
modest collection of CDs is tucked
into ashelving unit.
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TIHE {Mason, Waters,
Wright, Gilmour)
WRIGHT: Those big, grand
keyboard chords are mine.
Dave used to complain I'd
write in these hard keys
and weird major and minor
sevenths, which is difficult
to play on a guitar. The
rototoms are great.
MASOM: | think they just
happened to be around
the studio. | went out and
bought my own afterwards
- the budget ran to it.

the music captures all of the
emotional content of his lyrics.
Where did all this emotion and
magic come from?

WRIGHT: lwould say they
happened spontaneously. When
we did Dark Side, we were at the
height of our creativity. It has the
best songs the Floyd have ever
written. Even though [wasn't
great friends with Roger, there
was a great working relationship.
We had respect foreach other.

= T

With Dark Side, Roger had a clear idea of
what he wanted to say. He wanted to keepitin
very simplelanguage and make a ‘concept’
album [winces)], and it was the first one we'd
really done.

[t expressed emotions that [ think we all felt
at the time. Hewas affected by us being on the
road all the time, losing touch with families,
and having memories of childhood. [ think the
musicand lyrics just came together.

Roger’s favourite track on the album s one he
wrote with you—-“Us And Them”. Funnily
enough, it'sone of my favourite tracks. lt'sa
great example of the musicand the lyrics
combining to create emotion. It's probably the
best song Roger and [ have written together.

Itwasn't originally written for Dark Side, was
it? The arrangements for the verses came from
a piece I'd done for Zabriskie Point |director
Michelangelo Antonioni’s cult movieof 1970]. 1t
was called "The Violence Sequence”, and it
was written for the scene where the students
were being beaten up by the police on campus.
[started off trying all this violent music. Then,
one evening, [ started playing this melancholy
chord sequence. [t was interesting to put
something really quite sweet behind the
violence. [t makes it more real. Antonioni
loved it, then he didn'tlikeitand itwasn't
used. So whenwe came to write “Us And
Them”, Istill had this piece in my head. Then
we needed amiddle-eight. [ came up with the
chords for that. It's very flowing and sweet if
you look at the verse, then there’s the contrast,
this big, harder chorus. With the lyrics about
the war and the general sitting back - it

- worked sowell.




“The Great Gig In The Sky” was your
composition. Did you know that you were
writing the soundtrack to Death? Not at the
time. My memorywas, “Wewantan
instrumental.” [ wentaway and came up with
this piece, and everyone liked the chord
sequence. [twas a question of, “What dowe do
withit?” and we decided to get someone to
sing. Clare Torry came in and she thought we
were going to give her the top line and lyrics.
We said, “Just buskit.” She was terrified -
don'tknowwhat to do.” “Justgoin and
improvise.” Which she did, and out came this
wonderful vocal,

[didn't, whenlwroteit, think, "Thisisall
about death, cosldon't think I would have
written that chord structure. I get so excited
when Lhear Clare singing. For me, it's not
necessarily death. L hear terror and fearand
huge emotion, in the middle bit especially,
and the way the voice blends with the band.
The way it was mixed helps.

Was there also a musical vision for the album,
existing alongside the concept, before the
writing began? [ would say there wasn't. We
started off like we always

started oif - in the studio or

- onit. Thad a nightmare once

where [ did have something in
Paris. I knew | had to go onstage in
acouple ofhours’ time and [ got
too stoned. I had a total treak-out.
[fThad nothing to do, literally
nothing, thenIcould havea joint
and relax. If had to do anything -
play music, go anywhere, drive a
car—-Iwould just get paranoid.
Darl: Side certainly wasn't
recorded or written under a haze
ofdrugs. [ couldn’t have made that
record if | was stoned outon dope.

Yet it became the essential stoner album of
the’70s. [twasn'tintended. People, [ suppose,
could say, “T'm going to listen to Dark Side, I'll
rollup ajoint and experienceit.” They would
have Dark Side partiesin America. Timothy
Leary, bless him, was saying, “You've got to
tunein, drop out,” etc etc. Idon't believe that
anyway. Butit's people’s choice to dowhatever
theylike. We're not responsible for it. In
Australia, it was voted Favourite Album To
Make Love To. [t wasn'talways about drugs.

TV E LA Tord weren'tnecessarily thingsI felt.

{Waters, Gilmour, Wright)
WATERS: It's about our
attachment to the idea

of being productive. Also
about how organised
religion can divert us from
our potential to have
empathy with other people.
WRIGHT: It was a good
idea to split the song up.
MASON: It was a bit avant-
garde. And it was a bloody
good device not to have to
write anything else.
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Thatwas certainly true of The
Weall. He was our lyricist on this
album and I was happy to go
along with that. There may have
been evenings whenI'd disagree
withwhat he was saying
politically, and still do. At the
time, I don’t think I really agreed
with the sentiments of “Money”.

Doesanything in particular
stillrankle? Nothingreally
rankles with me now, because
I'm older. Roger was probably
wiser than his 30 years. We were inarock’n’roll
band, we were sweptaway with the whole
lifestyle, so to have someocne seriously
thinkingaboutlife—I admire him for coming
up with these thoughts at that time. I can
sympathise more nowwith what he was
feeling and trying to say.

Some of his preoccupations were pretty

depressing for someone so young. Certainly,

he opened up all his traumas, which carried
on through Wish You Were Here
and into The Wall... Tcould

the rehearsal room, with
everyone just playing things.
Onceyou've gotastarting
point, and the band are
excited and flowing, it grows
byitself. It grows, it grows, it
grows. [ suspect that’s how
Dark Sidestarted. [don’t
remember a great deal about
the writing or the rehearsals or the whole
process of how it was put together. We were
performing most of it live before we started
recording it.

[twas averyexciting and creative timein
Abbey Road, a very happy time, very
harmonious. We weren't the best of friends,
butwe were very together. We were allinto this
project, and we worked extremely hard and
quite fast. [t was, quite honestly, the last time,
the end of that era of the band working very
closely and creatively together. Wish You Were
Herewas great, but the tensions were
beginning to come between us. But, 1
remember, not on Dark Side.

Were thereno disagreements during the
recordings? We had a few disagreements
on the publishing when we were close to
finishing it— “Well, who gets what?” Nick gets
credited on “Any Colour You Like” and “Speak
To Me”, when, in fact, that was just us giving
him some publishing because Dark Sideis
essentially Roger onlyrics and Dave and me
on the music.

It was a great working partnership. To
this day, I thinkit's sad we lost it, but it
does happen.

Rogerisn’t sure if he was smoking dope or not
during this period. Do youremember? [ have
no recollection of him or me smoking joints as
we recorded Dark Side. We were both smoking
cigarettes. [ did, of course, smoke dope, butit
doesn't agree with me. ['ve had terrible times

“DARK SIDEWAS THE END OF
THAT ERA OF THE BAND WORKING
CLOSELY AND CREATIVELY

TOGETHER™ GHIT

How did you achieve the integration of the
keyboards and synths into the overall
texture and drama of the album? Just playing
sowell together. I did quite alot of writing on
Dark Side, therefore it was written on
keyboards. Dave had to make his part to follow
my keyboard structures. Later on, it would
tend to be the other way round. Keyboards
play alarge partin the emotion of Dark Side.
I'mvery proud oftheir performance onit.
There’s great empathy and interplay between
the guitar and piano, and that quality bringsa
lovely warmth to the album. Although the
Ivricsare quite bleak and sad in places, I still
find ahuge warmthinit.

Roger resented the fact that while the
concept was of centralimportance to him, it
wasn’t to the rest ofthe band. [ don't
remember a huge dispute. Asamusicianand a
listener to music, I never laid that much
importance on lyrics. To this day I will not
often listen to the words, whoever the artist
may be. The musicality of the sound of the
words and tone of the voice I might like, but if
they jump outat me or if they're badly written,
[find itdisturbing, musically.

According to Roger, you told an interviewer
youweren't bothered about the lyrics. I may
well have said that, but Imight have meant
that, for me, they weren't as important as the
music. [don’t think I had a problem with the
quality of the lyrics at any time. Possibly
Roger’s feelings and what he was trying to say

empathise with those lyrics, but]
didn’tfind life so bleak as he was
perhaps suggesting.

Still, the lyrics hold out a degree of

choiceand hope. There'saray of

hope-"Be careful, these things

could happen” —and people did

feel uplifted, which I thinkis
because of the music.

How was it received live, before you recorded
it? [twas received extremely well, with
reverence. People were used to hearing five-
minute songs or loud guitar solos, but to sit
down and listen to one whole piece was in
those daysrare. It was a great piece to playlive.
[ think it came into the public consciousness
very quickly, Dark Side.

How vital was the VCS3 synthesiserto the
album? It was one of the first synthesisers. |
think we had the Mini-Moog as well. The VCS3
was the firstone that we found. Itwas
connected to the BBC Radiophonic Workshop.
They showed it to us, and we ook it back to the
studio. Itwas sitting there in the control room
and Roger, Dave and I would play around with
it. After that, the Mini-Moog was my job. The
VCS3 was anew toy. Forthen, it goptamazing
sounds. We spenthours putting plugsinit to
gel the tones. They were the first synths that
gave you these big, meaty tones.

Dark Sidehad a four-piece set-up—guitar,
keyboards, bass and drums—recording into a
16-track, plus the VCS3, and we used reverb
units and echo machines. Definitely, the fact
that we were solimited and we didn’t have
much technology was what made the music
sound so great. I would love to go back to
having that simple set-up.

The punks wanted to annihilate bands like
the Floyd. More than two CONTINUES OVER »
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decades later, The Dark Side Of
The Moonwas held up as a great,
ambient inspiration. Did this
surprise you? No, not really.
There'sahuge influence. [
wouldn'tsayit’s just Dark Side.
Clearly, the whole Syd Barrett
thing-the sound of the guitar and
keyboards - was influential, too.
People tend now to look baclk.,
But we were looking forward.
R'm’'B had aninfluence in the
first place, but we were trying to
break free fromall thatand do
something new,

Richard Wright is cuurrently
working on his own material, with
Pink Floyd out of action. Feeling
“fine” towards Gilmourand
Mason, hesays: “It's getting on for
10 years, and nothing's been
done. That's down to Dave, who

TRACK BY TRACK

SKY ['-.-"l.-"r[g ht)

MASON: It was called
“The Mortality Piece”
originally. We wanted that
keening wailing.
GILMOUR: We recorded
four or five tracks of Clare.
One belted and another
was soft. We mixed hits
trom each to make the
Hinal version.

WRIGHT: Clare did this

incredible screaming

and was then very
apologetic. We said, "It's
wondertul!” [t was a magical
imprevisation; you could
never repeat it. She did try
once at Knebworth, but
she couldn't do it. To my
regret, | did allow it once
to be used in an advert for
headache pills, which upset
the others. At the time |
thought, “Why not?” | got
paid a lot of money tor it.

MASON: A bit of rum and
blackcurrant, occasionally.

Youdidn't take any drugs? For
me, absolutely nothing. We were
verystraight, and [ think the
record reflects that. It's a carefully
constructed piece. It's
extraordinary - we were seen as
“the psychedelic band”. But the
Psychedelic Kid [Barrett] left after
about nine months. We only
started in March 1967 asa
professional band. Hewas

really on the way out at the end

of '67, early '68.

Did you have any inkling that
the albumwould become such
anintegral partofthedrug
culture? [t certainly wasn't
designed inthat way. In the
early '70s, alot of people listened

probably doesn’twant to doit at

the moment, and laziness on all our parts. 1
personally find it more of a struggle to create
now than | did when ['was 30."

NICK MASON

to all musicin a chemically-
altered state.

How do you think the album holds up after 30
years? There are two elementsto it. Oneis to

The album was made very quickly by today’s
standards. [t was. [ would say it was about
three months of work, in total. The recording
took place over quite along period of time, and
itwas broken up by other things. We spent
about three months touring, and five or six
weeks on the ballet [rehearsing and playing a
live accompaniment for Les Ballets de
Marseilles|. Live At Pompeiiwas two weeks'
work. We filmed there for aweek and finished
off with some time in the studio. The other
filmwas about a month [the soundtrack to
Barbet Schroeder’s La Vallée, released in 1972 as
Obsctired By Clouds).

Was there amoment of realisation for you,
personally, that youwere makinga
phenomenal album?2 I don’t think that
happened. Firstofall, you're fairly close to it.
Youdon't perceive it as being special. Youdo
onceit’s sold so many millions and voulook at
itin hindsight. With all the other stuff going
on, the most sense of it coming together would
have been at the final part—although towards
the end of it there were the arguments about
the mixing, until we brought Chris [Thomaas,
mixing supervisor] into it.

What arguments were those?

PERCUSEION, TAPEEFFECTS

It'sinan unprepossessing
backstreet not far from
Caledonian Road innorth
London, through a blue door.
You cross the courtyard, climb
the metal staircase and enter a
room that's not far offthe size
of awarehouse, and with
something of the atmosphere

of one, informally splitinto separate divisions.

The visitor isimmediately confronted by a
shiny, red, historic Formula 1 car, which we
later discover isfitted with a computer
simulator, Beyond itand to the leftis a table,
where Nick Mason is finishing lunch with his
colleagues. Thisis the head office of his own
enterprise, 10 Tenths, which supplies vehicles
-everything from supercars to airplanes-to
movie-makers, TV companies, advertisers

and anybody else who can afford to hire them,

He dabs his mouth with a serviette, stands
up to shake hands, and in minutes we are
retiring to the sofa zone at the far end of the
room. The back-wall shelves are stacked
with filed material, books and videos relating
to Pink Floyd, and to other things, too. His
desk and computer are just a few strides
across the room.

Mason has no affectations. Balding, tubby
and wearing conservative brown trousers,
precisely creased, he couldn'tlooklesslike the
wealthy rock star or the high-flying company
bossand racing driver that he is. And despite a
refined eloquence, he seems to be as
earthbound as his appearance would suggest,
offering a humorous overview of events
surrounding The Dark Side Of The Moonand a
propensity for self-deprecating one-liners.

UNCUT: Itappears that thiswas, largely, a

drug-free album for the band. What are your
memories of the time?
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"ROGER WAS NEVER KNOWN
FOR HIS REASONABLENESS...HE'S
ONE OF THE WORLD'S MOST
DIFFICULT MEN" MASC

listen and think you'd do that differently or
better, and the otheris to hearitas a product of
its time, It's held up incredibly well. The way
things cross-fade and the layering, which is
part of the special quality of it, still sounds
really good. Due to all the layering, it's almost
asifit’s been compressed —it's squished up,
and that's partofits attraction, [ think.

The album came to life at your home in
Camden, when Roger presented his
concept to the band. How did vou feel
aboutit? Reallyweird and peculiar [making
hands tremble] ...

Roger has complained that the restof the
band didn’t share his commitment to the
lyrics. Where did you stand on this? Firmlyin
the middle. I've always been well-known for
my fence-sitting and I'm certainly not going
to change now. I think the key element of The
Dark Sidle Of The Moon is that the sum was
greater than the parts. The lyrics are
veryimportant, but the music isimportant as
well, and so are the sound-effects, the voices,
the concept, the fact that these ideas are
rolled into one. We started playing the

VCS3 synthesiser. There's a bit of avant-garde,
abitofrock’n'roll. It'slike an air crash - you
need a whole bunch of things to go wrong
before you actually get the accident.

You've probably got five different things

that work for it.

Particularly Roger and Dave
disagreed fairly specifically.
Dave preferred a slightly more
orchestral feel, and Roger liked to
bring things to the front. That'sa
real generalisation. [t wouldn't be
about changing anything, but
about where things should be in
the mix. Rick was probably a
Dave supporter and [was
probably a Roger supporter, to put it into
simple terms. We're not big on discussions—
we tend to move straight into the argument. At
some point, there was this idea of bringing
Chrisin. Isuspect he sortof compromised.

Did the arguments ever get to the point of
anyone storming out? [ think we moved
on to thatlater [laughing]. That tended to
mean youd lostanyway. [don't remember
storming out.

At the same time, Roger and Rick say this was
a harmonious period for the group. I think
that’s true. It's partly due to the way the band
operated and what happened post-Dark Side,
and also due to the technical requirements of
the time. With more and more multi-tracking,
it started making sense to record everything
independentlyrather than together.

Apparently, there were disputes over
publishing and credits. What does one say,
really? No-one's ever going to get enough
credit forwhat they did on something that's
that successful. And italso depends upon how
the listener feels. If they think the lyrics are the
absolute crux of the whole record, then Roger
was under-credited, and so on.

Do you feel that you received the correct
acknowledgement for your contributions?
I'was probably over-credited.




Alan Parsons -who won a Grammy for
engineering the album - has said that your
contributions were crucial. Feigns pride, but
can't keep it up| I'm really happy to have been
partofitand I enjoyed making the record and
I stilllike the sound ofit.

Roger and Rick, however, have said that the
writing credits were given out almost like
gifts. They have contested the credit, for
example, on “Speak To Me". [t wasan
assembly that I did with the existing

music. You could say there’s no original
material there, or you could say it’s an entirely
original assembly.

Roger says it was his track, but he gave the
credit to you. That's hisview. Roger was never
well-known for his reasonableness. [ think, 30
years on, to be crabbing about who did what
when everyone knows that Roger wrote the
lyrics for the thing... I'd have to say he'sone of
the world’s most unreasonable and difficult
men, but I'm very fond of him.

You have dinner together,  believe. Yes, and
I'mreally happy about that. I'm happy with
the credit | received. Because [ suppose the
answeris, there'sa sort ofunfairness aboutit I
benefit from. The individuals are to some
extent hidden in [the band identity] and that's
probably why he gets warmed up about it.

TRACK BY TRACK

‘td MOMEY (Waters)
WATERS: It's light-hearted
and quite clever. | like the
seven/eight feel.
WRIGHT: It sounds like
a straight four/four beat.

How do you get on with Rick and
Dave? Rick, fine. Dave, when

[ see him, fine. I was more
interested in the areas that
Roger was interested in. The
contributions I made tended to
be along thelines of the special-
effects and voices and cutting
and editing of sound. They were
ofless interest to Dave and Rick.

Did youspend alotof timeat the
production end of things? We all did. We had
home studios, and bits and pieces would get
done at home, like the loops. We were all at the
studio throughout the making of the record,
whereasin later years. ..

What special-effects were you responsible
for? The heartbeat was famouslydoneon the
bass drum... [t was probably someone else
banging the drum. We setit up in the studio,
and we took turns. We probably ended up with
30 different heartbeats, but who, exactly, did
it? [t could've been me, or it might just as easily
have been Dave picking up the beat, or Roger. |
can remember constructing the loop for
“Money” at Roger’s. We might have done that
together or done various versions.

Doyou agree the music and the lyrics are
inseparable?

When we came to play it,
we couldn't work aut why
the drum beat was in the
wrong place. At the time |
felt it didn't fit with the rest
of the LP. It does stand out.
MASON: It was incredibly
difficult to play along with.
GILMOUR: Roger

presented it as a complete
demo. | added a guitar to
the riff to make it more
punchy. Then | had fun
adding all sorts of other
parts...

| MeCartney? We were

[think there's some synergy
between them, It'slike a film, say
Fantasia and The Sorcerer’s
Apprentice. If a film and its music
work together, you can never, ever
separate them. You can do untold
damage. Once it has worked, it
locksin so that you can never
imagine it any other way. It seems
absolutely perfect.

Towhat extent did Alan Parsons

| and Chris Thomasinfluence the finished

product? Chris came in quite late on, [don’t
think he influenced it very much, but hedid a
very, very good job on the final mix.

Alan, without doubt, would have done more
thansimply engineer the record. He would
have made suggestions about the music and
how it should be constructed, and so we were
extremely lucky to have him. Alan was
definitely an engineer/producer.

What was your mostimportant contribution
to the album? My ‘unique style of drumming’
and aninterest in the loops, the sound effects
and the voices.

Thevoices came from the responses to
Roger’s card-questions. Why did you reject
the answers given by Pauland Linda

CONTINUES OVER »
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enormously respectful of Paul
McCartneyandit’s extraordinary
that we managed to avoid putting
him on therecord. And I suppose
it'sa credit to us that we thought
about what would fit best, The
voices we used were the people
who really expressed themselves,
whereas Paul and Linda were much
more reserved, inevitably.

TRACK BY TRACK

US AND THEM (Waters,
Wright)

WATERS: | like the lyrics,
the chord sequence is
beautiful and the sax

solo’s great.

WRIGHT: It's a very
melancholic, emotional
piece. It has quite a simple
chord sequence, except
for the rather strange third
chord, influenced by jazz. It
was an augmented chord,
hardly ever used in pop
music then.

GILMOUR: | asked Dick
Parry to play beautiful,
quiet, breathy sax. It's
lovely. | worked really hard

on all the vocal harmenies
and backing vocals.

What songs did you most enjoy
playing live? “Time", with the
rototoms, was great fun to play,
whereas [ found "Us And Them”
incredibly tedious. Certainly, in
some of the live shows, you can
almost hear the drummer going to

sleep before he's woken up for the
next part. The memory for me is
the film that we showed when we played
itlive - people walking over Waterloo
Bridge. It's extraordinary watchinga
slow-motion footstep.

Why are people still listening to The Dark
Side Of The Moon? | thinkit’s the rototoms.

Isit surprising that the album continues to
influence young musicians? It's slightly
surprising. Despite my modest demeanour,
there’s always a bit of the old, “We were bloody
good, really.” [Sways shoulders, jokingly.]

[t's always interesting to hear an idea revisited,

apart from the tribute bands—an alien
life-form.

But you have to have a tribute band.
[ feel almost sad about them. Once you're
atribute band, you've given up your own
thing. A number of them are bloody good.
They can copy things we did. Theycanalso
play them better.
Butleaving the tribute bands aside, there are
influences where people have taken a sample,
or perhaps the idea that youdon't have to have
the rhythm section banging through the
entirety of the record. You can have layers and
cross-fades and mood swings—do this
business of drifting.
That's one thing that has lasted very well,
the way that things cross from oneidea to
another imperceptibly. Funnily enough, it's
something that was better done
manually than by a computer. A computer
rarely doesit quite as sensitively; it tries
to be accurate. Dark Side has a certain
hand-made quality.

Nick Mason is typically blunt when asked
what he's doing these days. Referring to the
releaseofthe 5.1 remix, he replies: "As my
manager succinctly putsit, 'min the
recycling business.”

JAVIL VOCALS, GUITARS, YC33

David Gilmour has invited us to hisriverside
studio - the splendid houseboat, Astoria,
moored on the Thames at Hampton. It's
surrounded by spectacular private gardens
complete with their own 18th-century tunnel,
leading the visitor safely underneath the busy
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road outside. In the groundsisalarge
conservatory with a TVlounge, kitchen,
dining area and all-day catering.

Gilmour enters in the manner of a country
squire and, despite areputation for being
difficult, he's immediately friendly,
welcoming, He's put on a few pounds over the
vears, he's greyer, hishairisshortand he's
braced against the fresh windsinashirtand
jumper-but heisinstantly identifiable as
David Gilmour.

We cross to the boat, a 90-foot craft builtin
1911 for music-hall impresario Fred Karno,
whose guests included Charlie Chaplin. The
interior houses a sitting room, kitchen and

athroom as well as control room and studio,
where we sit on along window seat beside a
drumkit that was recently used by Ringo
Starr. The water is at window level, and swans
float serenely past as Gilmour talks
expansively-graciously waiving the agreed

| don't, myseli

time limit. He has two guitars beside him; he
plucks at one, idly. The other, a Lewis, is the
very instrument that produced the third solo
on “Money”, Later, Gilmour demonstrates the
speeded-up, eight-note sequence from “On
The Run” on his “briefcase” VCS3 Synthi. He
also treats Uncutto a tape of Floyd playing
“On The Run” live in Brighton in 1972, when
itexisted purelyasajam.

UNCUT: Is The Dark Side Of The Moon

the performance ofalifetime?

GILMOUR: It's one of them. [ like the following
album [Wish You Were Here| just as much, and
there are moments before and after, even in
much more recent times, that [ think are
sublime. But its consistency, its subject matter,
its lyrics, the music and everything all tied
together to make one very original whole that
youcould sayis once inalifetime, although |

oy




Almost halfa million people a year still buy
thealbum intheUS alone. Why? ['m very
thankful;it's very strange. The subjects that it
addresses are pretty much eternal, and the
music is always fairly direct, certainly
compared to some of the things that we've
done. And although it has its own Pink Floyd
sound, there are no veryunusual devices
applied to it that can date it.

Isit true you bet your manager, Steve
(’Rourke, that it wouldn’t gointo the
American Top 107 Yes, it's true. The thing
about the betwas, [couldn’tlose, Ifithadn't
gone into the Top 10, then winning the bet
would've been handy. Andif I lost the bet, then
I won anyway.  was very conscious of that.

Did you payup? Yes, of course.

You've been quoted as saying thatyouwere a
little lazy during the writing of the album. Is
that right? [ would think I was a bitlazy during
the songwriting. Ididn't actually bring
anythingof mine into those rehearsal sessions
- “Listen to this, it's great, why don’t you write
some words forit, Roger?”
Butit’s notsomething I'm
wracked with guilt about.

It worked out perfectly. [was
partof writing “Breathe” and
“Time"” and stuff, and the
basic synthesiser part for

the “On The Run” sequence
wasmine.

“I'M VE

Why did you take aback seat

in the writing process? Wasit because Roger
and Rick had so manyideas? [don't thinkso. |
was just a bit flat — people go through these
periods—and [ think in the studio, while
making the album, my contribution was fine.
Itwas every bit as good as it should have been.

What was that contribution? It's veryhard to
tie down. [was veryactivein all the
production side. Most of the melodies that |
sangl madeup inthe studio at the time of
doing them, orin the rehearsal room. That's
the way we tended to work.

The guitaris the instrument that I chose or
that chose me, and the one [obviously have
the greatest facility with. [ always wantedit to
be awhole ensemble —an orchestra, if you like.
ldon'treally seeitas guitar playing as much as
creating awhole sound and a background. You
just hear sounds in your head and you try
different sounds and different guitarsand
different amplifier settings untilitall starts
sounding the way you imagine it. I took a great
deal of care and pride in putting together
different guitar parts that were sympathetic
and complementary, and doing solos was
more just the fun, arelease.

Which was the most satisfying track to play
live? I'm tempted to say it was doing the whole
thing that was good. It had a cohesionand a
meaning, and we had quadraphonic tapes
and we had the keyboardsrunningona
quadraphonicsystem that Rick could
manipulate himself. We'd have a tingle of

DID MOS

- anticipation when we knew we were going to

doit. Obviouslyit's nice when youcuttoa
guitarsolo and you get achance to turnit up
and jam for a minute or two.

One feature was aplane crashinginto the
stage. How easy was it to keep on playing with
all thatgoing on? [t was quite a large model
airplane coming down at the end of the “On
The Run” passage and disappearinginto the
dark, crashing onto a great big wodge of foam
rubber, and there was areal explosion
accompanied by a tape explosion happening
atthe same time. We've had all sorts of things
overthe years, soldon’t think it put any of us
off. Itwas jolly entertaining.

Nick believes you're the only natural
musician inthe group and that the others are
“averygifted amateurband” who havea
talent for playing in astyle that suits Pink
Floyd. I'm fairly musical. Rick's very musical,
too. Rickisless pushy thanlam. 'mvery
happy, I suppose, to be thought ofas the
musicalone. [ think 1 did most of the
arranging and cajoling.

RY HAPPY TO BE THOUGHT
OF AS THE MUSICAL ONE.| THINK |
OF THE ARRANGING

AND CAJOLING" GILM

Nick also says the female backing vocalists
on the LP “were always going toshine”. Did
you arrange and direct them? Yes. Allour
vocals are perfectlybalanced —for instance,
on “Us And Them". I did I don"t know how
many harmony vocals, thenthe girls on top.
[t'sreally great, really uplifting. You can move
one element afraction and the whole thing
falls to pieces.

Itwas you who brought in saxophone player
Dick Parry. Didn't you know him waybackin
Cambridge? | played with him. Hewasa jazz
player. You'd be in two or three different
groups at atime sometimes. My group in
Cambridge very rarely had a gig on aSunday
night, and Dick had aregularspotina
ballroom on Sunday night. We got

this jazz trio thing going on. Pink amazed we didn't push him

Floyd were so insular in some
ways. I can'tbelieve it, thinking
aboutit. We didn't know anyone.
We really didn't know how to get
hold of a sax player or anything.
We wanted to tryasaxon "Money”
and “Us And Them”, so we got Dick
in. He went on to play on the Wish
You Were Herealbum and he
toured with usin '94, He did some
dates with me. He's still playing.

Roger claims the rest of the band
were not supportive of the
philosophical and political ideas
he wanted to express. You have

{Gilmour, Mason, Wright)
WRIGHT: '
nothing tor this space...
what can we do? We'll have
a jam.” And that’s what it
was - it's just two chords.

It starts off with the synth,
which sets the mood. And

“We've got

you have this extraordinary
guitar selo trom Dave.
GILMOUR: It's not a vital
part of the narrative, but
there are moments when
it's nice to get off the leash
and just play. Having two

of those moments was
much tor the album, so we
changed "On The Run”.
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publicly upheld the album concept, but Rick
remembers feeling that the music was more
important, and Nick says he sat on the fence.
Nick's gota very sore bum, Iimagine. He spent
so many years sitting on that fence. Rick was
curmudgeonly about things and wanted us to
move inamore pure, maybe jazzy, direction.
He was always moaning and groaning, but he
didn't really mean it half the time. We all have
very different personalitiesis the truth of the
matter. We were all very, very happy to have a
driving force like Roger who wanted to push
for these concepts. Idon't remember it being a
bigissue at the time. Jointly and severally, we
wanted each piece of music to have its own
magic. Asan instrumental piece, we wanted it
to have those little hints of magic about it
before we tied it even into a lyric. Then,
thatlyric either has the same mood and
strengthens the mood of the music, or the
music then strengthens the lyric, or
sometimesit's because the music and the
words conflict that it creates it. It's notalways
the same way. If anything, at the end of Dark
Side, 1 thought there were one or two moments
where the lyric was stronger than the music
thatwas carryingit.

Canyousaywhat those moments
were? [twas just a general feeling
and I canremember statingitatthe
time, and trying to encourage all of
us to make the vehicles everybit as
good as the lyrics on the next one.
Maybe itwas just my own guilty
conscience about not feeling I'd
contributed enough to the writing
ofitanyway. It'savery tiny thing. Obviously,
it’s not a matter of big importance.

So despite what Roger has said, you
personally had no objection to his political
and philosophical themes? Absolutely not.
Thatwould have been a very strange attitude
to have after the '60s and moving into the early
"70s, and my absolute heroes were Bob Dylan
and other people who expressed their
philosophical and political ideas. If the
political ideas being expressed by one are not
the political ideas of another, you getintoa
slightly different minefield.

Were you thinking about Roger’s wordson
the tracks where you sang them? Of course. I
think back and I'm slightly

harder for explanations
sometimes.

What did you understand by the
“dark side of the moon”? The
moon and the lunacyare
obviously hard to get away from.
Itwas referring to the dark side of
the pressures of life thatcan
drive a poor boy to madness.

That lunacy, at least in parts, is
related to Syd Barrett. Did you
know thisat the time? There
are specific references to " Syd

oo

moments” iNsSOIMe coNTINUES OVER®
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of the lyrics of Dark Side. Syd was
aconstant presence in our minds
and consciences, [ imagine.

Wereyou his closest friend in the
band? [ would like to think so, We
were quite good friends from
when Iwasabout 14,

How distressing was it to witness
his decline? You know, one just
accepts things as theyhappen. 1
have noidea how much it affected
me at the time. | did spend quitea
lot of time - more with friends of
Syd’s than with the guys in the band -really
trying to think of ways of helping him, but the
ideasin psychiatry and psychological
counselling were rather ditferent to what they
are now. We tended to cling to rather trippy-
hippyideas of what was best for him, which [
don’t think many people would agree with
these days. Who knew?

Have you stayed in touch with him? I've been
in touch with people in his family.

Roger, Rick and Nickhaveno

great. It's very simple, and
also it has the Mini-Moog.
It's got a hotel orchestra
kind of sound. | love the
chorus, and the girls
blended in so beautitully.

MASON: | thought the

lyrics were tantastic.

probably gradually, that we had

TRACK BY TRACK i
_ GoBi iRl i e regs deet e

this was going to be a bigger,
better thing than we had
previously done.

' 1 D E (Waters)
WF!IGHT L,.-rlmll'-..l it was
the one | could least relate
to. Possibly, for me then, it
was the weakest link. Mow
| feel differently. | think it's

No one seems quite sure which
Abbey Road studio it was
recorded and mixed in. [t was
mostly recorded in Studio 3.
Probably some of it in Studio 2.
We did an awfullot of work in
both overthe years. ltwasn't

that essential thing, “We've got to
bein2,” or, “We'vegotto bein 3."
They were quite similar.

What were your musical priorities in the
production stages? [t was, [ felt, myrole

to do whatever [ could to emotionally
enhance whatever was going on and make
the music sound nice. There are moments
when real, ear-splitting, abrasive sound is
right and moments when it justisn’t.

You try to make each piece of music fulfil
its potential.

awetter, more echoey sound, and [ favoured
things like the |speaking| voices appearing
more subtly within the mush of the mix. Roger
wanted things to be drier and cleanerand
clearer. [t'sthe same argumentwe've been
having again over the 5.1 remix.

[think Steve suggested that we bring Chrisin
‘coshewas an expert and he'd worked with
The Beatles. He'd done a lot of The White
Album. He was more or less George Martin's
apprentice. He was basically broughtin to
help mediate between myself and Roger. We
alwaysargued. Arguments come out of
passion. They come out of one’s absolute belief
that one way is the right way, and the other
person has an absolute belief that it should be
different, and out of that compromise,
wonderful things can happen.

Were you and Roger both prepared to
compromise with each other? I don't myself
look on compromise as adirty word. In our
lives together in Pink Floyd, we argued and
fought and compromised on things. Whether
thingswould have been better done one way
or the other way, we canonly speculate.
During the making of The
Wall, we had some pretty

recollection of any great degree
of drug consumption around
the making of The Dark Side Of
The Moon. Is this your
recollection, too? To be really
honestwithvou, [can't
remember. All of us, for pretty
wellmost of our career, have
been very, very professionalin
the studio and I don’t think that any drugs
have played asignificant role in any ofit. It's
true that Roger and Nick were the drinkers,
and Rick and Iwould have a puffon a reefer
once inawhile.

It's nice to listen to the album that way
[stoned]. It's an accidental by-product,
really. There's alot going on, lots of stuff
semi-hidden, all sorts of layers... it's not that
simple to get it. The more you concentrate, the
better you listen and the more you'll get out of
it. The classic stoner thing of a reefer and a pair
ofheadphones does, I'm sure, get you an awful
lot out ofit.

The other guys don'trecall a lot about
rehearsals for the album, when the songs
started coming together. Doyou?l can
remember the rooms that we were in quite
vividly, We went to awarehouse in
Bermondsey, which belonged to The Rolling
Stones, and we were there for alittle while,
writing pieces of music and jamming. It was a
very dark room. We booked a different place
in Broadhurst Gardens, near St John's Wood,
which was alight area, on the ground floor.

It was aknocked-through, normalhouse. But
I can'tremember the details of what
happened when.

You jam, you knock stuff about, you plunder
your old rubbish library. The process went on,
the rehearsing, the writing, the performing
live, the recording sessions, the final mixing
moments and the cover. All these things came
together and it became clearer and clearer,

84| ULTIMATE MUSIC GUIDE | PINKFLOYD

“WE STRUGGLED AND SWEATED
AND ARGUED AND FOUGHT
OVER EVERY BAR, ALL THE WAY
THROUGH THE ALBUM" GIL|

Isit true that feelings started running high
during the mixing process? The stereo mix
was Roger and myself and Chris Thomas and
Alan Parsons engineering, mostly, with other
people dropping in and putting their oarin at
various times. We struggled and sweated and
argued and fought over every bar, all the way
through the whole album. We really, really
worked to get that as near perfect as we could.

We were fantastically busyin the run-up to
the release of the album, going ontours, and
when the quadraphonic mixbecamea
possibility, we just didn't have the time or the
energy or really the belief that the system was
going to take off and be in general use by
people—as turned out to be the case. And so
we let Alan Parsons do the quadraphonic mix
of the whole album.

How valuable was Alan’s role, and also Chris
Thomas'? Alan was the EMI staff engineer
assigned to our project. He was a very good
engineer, and he had one or two production
ideas thatwere very good. In a clock shop in
Hampstead, he had recorded the ticking
clocks and made these tapes up to offer

us asanidea, which was great. ButIthink
we all really knew what we were doing and
where we were going. We would have got
there with any good engineer operating the
knobs and buttons.

Chriswas, [ think, managed by Steve
[O'Rourke] even then. Roger and I were, as
usual, arguing and bickering about how
things should be in the overall mix. I favoured

heavy arguments, which
sometimes would culminate
in bad feeling that would last
foraday or two.

Did your professional
relationship with Roger work
because of orin spite of the
differences? Probably because
of... Itwas an extraordinarily successful
partnership. We had a good, valid working
relationship right through until the period
that’s well documented after The Wall album.

Were therecording sessions for The Dark
Side Of The Moon as happy as the other
members remember? You see... we had some
pretty good arguments, Roger and myself, on
that album, as we had had on "Echoes” and all
sorts of things before. They came from a
passion for getting it right. Obviously, one’s
passion is sometimes obscured by one’s
macho tendencies, as happens to everyone,

[ remember there being fantastic moments
of harmony after that—some of the moments
during the making of Wish You Were Here...
One inspired moment by one person would be
so obvious that itwould be picked up by
another person, and there would be genuine
harmony, and I can say that those moments
still even, for me, existed during the making of
The Wall. Obviously, there was a deterioration
in some elements of our relationship.

Roger feels that there was a power struggle
between you. It's a funny old thing, the idea of
apower struggle.

Heseesitas aleadership issue. [ didn't want
to be the leader, but Roger desperately did
want to be the leader, and I didn’t think that
ifsomeone wants to be the leader that that
then means he has the final say on everything
that goes on.




Us versus Them: the
Floyd football team,
Dijon, France, 1974

Roger claims he had to lead because he was
the one with the ideas. How do youreactto
that? In terms of drive and Iyrical concept
matters, he was the de [acto leader. But |
certainly had aresistance to stating, “Rogeris
ourleader,” asit creates a feeling that you have
to defer to him on other matters-andon
musical matters, Ididn'tfeel I should. I didn't
thinkitwas good for us for me to notargue
and try and push my case as | sawit. Those
moments were the exception rather than
therule.

There were also disagreements over
songwriting credits. We tended to think that
ifwe threwideas into the potwhile we were all
working together in the rehearsal studio,
unless they were specific things, vou didn't
hangon too tightly - if songs came up, then
you would split the credit equally. Inlater
years, the lyric came to count for half, so the
lyricist would get 50 per cent of a track and the
musicians would get 50 per cent. So if we
wrote a piece of music, all four of us jointly,
Rogerwould get 62.5 per cent of it, cos he'd
written the words and a quarter of the music,
and the rest of us would get 12.5 per cent. That
wasn't the case at the time of The Dark Side Of
The Moon. I'm very impressed by, say, U2,
where theyjust say, “We'reallinit together,”
and split it equally. Very brave. We never

quite managed that. Our fights at the end of
making a record to decide who had what
percentage of each songwere always the
worst arguments we ever had.

| Soisn't“Money” abitrich

L g
aaaaa

ECLIPSE (Waters)
WRIGHT: It's a great
ending. The music grows,

it gets bigger, it goes up
in decibels. We would lift
it up and up. If | ignore the
depression of the words,
which | tend to do, as I've
said, | think there's hope in
it, hecause of the music.
MASON: | remember
Roger coming in with it.

coming from Pink Floyd? So it
became, subsequently. We were
by no meansrich at that time.
“Money” was the single that
helped to reallybreak usin
America, [t was the track that
made us guilty of what it
propounds, funnily enough.

real ending.

There is some feeling that credits were given,
particularly to Nick, where they weren't
deserved. [ suppose it would be fair to say that
interms of actual writing, Nick has got some
credits onceinawhilewherehe... he certainly
didn't putinachord change. It seems daft to
worryaboutit. It's swings and roundabouts.
There are times when someone has donea
certain amount of one song, butit’s been
substantially written by another person. One
accepts not getting credited on that one, but
gets maybe a slightly bigger credit on another.

Roger says that, although he was annoyed for
along time about giving the credits away, he's
got over it now, He's lying. 'maverse to
gettinginto an argument about it all, but his
interpretation of equality tended to go up and
down alittle bit. Roger did go through periods
where he wanted to be very socialist and share
everything equally. There was a period long
after The Dark Side Of The Moonwhen he was
advocating for alittle while that we split the
profits of tours and records equally between
us, and all of our staff and everyone. [t never

The initial version was less
F..'.‘IE."i.E] erate. We wanted
something climactic, the

quite came to fruition. And then
something changed and he went
so farthe other way [ still don't
know exactly how one works out
the credits and percentages. It's
always been a cause of much
argument and bad feeling.

Was it more about actual credit
or recognition, as Nick suggests,
ratherthan cash? It was about credit, [ think,
to all of us.

How do you feel now about the other three
members? About the same as I've always felt.
I've gotalot of time for Rick. He's got soul and
musical talent. He's got some really irritating
features aswell. Nick and [ are very different
people and we just don't really see much of
each other when we're not working. Nickis
definitely the best drummer for Pink Floyd, as
Rickis the best keyboard player.

How about Roger? | won't go into what [ feel
about Roger. [ haven't seen him for so long that
[ don’t know what he'slike these days. [ don't
really have any feelings about him.

David Gilmour is currently writing for an
unspecified project and taking saxophone
lessonswith his teenage son, Charlie. While he
acknowledges that Pink Floyd still exist—
“whatever ‘exist’ means” —and could regroup
one day, itwon't be tomorrow: “We've all got
other things to do, lives to get on with.” &
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Wish You
Were Here

What could follow the staggering success
of Dark Side? An album about your own
dysfunction and discomfort with stardom,
naturally. By Bud Scoppa

SR 17 |SEPTEMBER 11975

OWDOESAN uncompromising art-rock
H band go about following up a completely

unanticipated commercial blockbuster?
Thatwas the challenge Pink Floyd struggled within
the wake of The Dark Side Of The Moon, theirordeal
beginningwithacollective stateof paralysisanda
complete lack of direction. Early on, they'd actually
entertained the notion of making a record without
using any musicalinstruments whatsoever before
comingto theirsenses. Leaveit to Roger Waters to
locatethe LP's themeintheband's verydysiunction,
and to harness their entropyasits driving force.

“We'dreached the pointwe'dallbeen aiming tor
ever since wewere teenagers, and therewas really
nothingmore to dointermsofrock’n’roll,” Waters
reflected inaninterview for the Wish You Were Here
songbook, conducted soon afterthe album’s
September 1975 release. “Theinteresting thing s
thatwhenwe finallydid do analbum, the albumis
actually about not comingup with anything,
becausethealbumisaboutnone ofusreallybeing
there, orbeing there only marginally.”

Atthat time, the dividingline between art and
commerceinrockwasallbut non-existent-astate
ofatfairsthathad taken shapeinthe artistic
eruptionof the mid-'60s andreached asortof apex
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with Dark Side. As aresult, therewas no pressure on
Pink Floyd to conform to any commercial
conventions to maintain their sales momentum-—
not that they would have had anything to do with
such acrassnotion. Instead, the pressure they were
teelingin 1974 and early 1975 was entirely of their
own making, feeding off theirennui.

How, then, to continue? Waters had emerged as
theband's pointmanin terms of material and
direction,and he once again felt the weight of that
responsibility. Asit turned out, whatinspired himto
shake offhisinertia was nothing more profound
than deadline pressure: the band had a British tour
coming upin October of '74 and needed some new
songs to play. So they gathered inarehearsal studio
in King's Cross and began bouncingideasoffeach
otherinwhat had become their customarymanner,
Things got moving when David Gilmour
spontaneously spunoffastriking guitar phrase,
catching the ear of Waters, who immediately—and
insightfully, asitturned out—suggested theybuilda
songaroundit. From there, “Shine OnYou Crazy
Diamond” began to take shape, progressively (soto
speak) expanding into a series of movements.

Ashe was comingup with thelyrics, Waters
realised he was writingabout Barrett- e iqmase o o
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mournfulness of Gilmour's guitar
phrase. Onlylaterin thealbum
process did ithitWaters that

THE CRITICS’
VERDICT

“Fromwhichever

individuallyunburdening
themselves as he took notes.

In relatively short order, Waters
managed to transform those notes

Barrett'sfragmented state could directionone into the songs “Welcome To The
beseen asbeingsymbolicofthe mﬂﬁ?ritﬁfir‘ You  Machine”, “HaveA Cigar” and
general state of the group. Allhe L onvincing “Wish YouWere Here", and from
knewat that pointwasthat he'd inits ponderous this pivotal moment they forged
broken through hislethargyand sincerity and displays ahead, the process of making the
that the band nowhad something acriticallack of recordimmediately shifted from
substantive to work from. Waters :ﬂ":g“"f‘m‘::; a:!' anarduous slog to ahopeful jog.
also broughtinasonghe'dstarted mpf“ JONES, E Dok Thematically on the money yet
athome, forwhich Gilmourcame MAKER, SEP 20,1975 sufficientlyintriguingin

up withanother chord sequence, themselves tostand on theirown,
and thatbecame "Raving And “Where...Moon thethreerelatively succinctnew
Drooling”. Hethen cameup with seemedflatulent, songswould be usedin sequence
“YouGottaBe Crazy” inthe "‘“’“""f*-a'"‘l%f" E_""d tofitin the slotbetween the
rehearsal studio, whichheand the sometimes positively dissected halves of “Shine

band worked into shape. The three
new pieces notonlysatisfied their
immediatelive performance
needs, butalso provided them
withareasonable starting point for
thealbum.

Pink Floyd entered Studio Three
atAbbeyRoadinJanuary'75 and promptlyhit
the wall, the momentum they'd generated
through theinitial writing sessions dead on
arrival, the four musicians feeling uninspired
individually and out of syne collectively. They
struggled forweeks to arrive ata point from
which they could getsomething going, while
engineer Brian Humphries washimself
preoccupied with trying to get his head around
the complexities ofthe recentlyinstalled
24-trackmachinein the Studio Three control
room (Dark Sidehad beenrecorded usinga
16-track desk). Those early sessions were “very
laboriousand tortured” according to Waters,
who got the impression that everyone of them
wished theywere somewhere, anywhere, else.
Thatrealisation turned out to be the “Eureka!”
momentinthemaking ofthealbum.

Watersdecided right then that the onlyway
he could retain interestin the projectwasto try
tomake the album relate towhatwasand
wash't going onwithin the group - their
unwillingness tolookeachotherinthe eye and
their tendency to merely go through the

' motions. So hesuggested that they dump the

- othertwosongs andfind awayto bridge the

firstand second halvesof “Shine On..." with

. material that related in some way to the state

theywereallinat the time. When Waters
presented his bandmates with his new premise
inameeting, Gilmour disagreed with the
suggested change of plans, but Wrightand
Masonwereallforit, and thatwas enough to
passthe motioninthe Floydian quasi-
democracy. At Waters' urging, theybegan

numbskull, Wish You
Were Hereisconcise,
highlymelodicandina
pleasingly simple
fashion.” PETE ERSKINE,
NME,SEP 20,1975

OnYou CrazyDiamond”, and that
would beallthey'd need to
populate thealbum. “Raving and
Drooling” and “GottaBe Crazy”
were summarily shelved,

turning up in reworked form

on 1977's Animals.

Two ofthe three songs Waters came up with
tofitin the opening turned out to be biting
commentaries onthe record business, with
which the band, thanks to Dark Side, now had
anunbreakable, ifunwanted, bond. The dead-
serious “Welcome To The Machine” expresses
Waters' extreme discomfort—presumably
shared by histhree colleagues—with the
radically ramped-up connection to the music
business thatwasthe inevitable residue of
their remarkable commercial breakthrough.
Thebusinesswasinthe processof
transformingitselfinto anindustry, and Pink
Floyd were intheironic position ofhaving
contributed to its mutation fromwhat had
beeninlarge partasynergistic relationship
betweenartistsand labelstoanimpersonal,
corporate behemoth. It's a tribute to Waters’
sensibility that what might have come offasa
polemic turns out to be one of his most
personal songs, an affectingly emotional study
ofanindividual caught betweenhisinternal
turmoil and aworld hewanted no partof.
“Have ACigar”, which followsin thealbum
sequence, tackles the same theme, butina
scathinglysatirical way.

Waters had struggled tolay down an
acceptablevocaltake on “Have A Cigar”. When
Gilmour passed on the invitation to do the
vocal, they had no choice but to look outside
the band for aringer. Their mate Roy Harper
was recording his ownalbumin anotherstudio
atthetime,and heagreed todaothe part. “Well
Fvealways had a deep respect/And I mean that
most sincerely,” Harpersang, convincingly

TRACKMARKS | Wish You Were Here

1. Shine On You Crazy
Diamond, Parts |-¥
% & A

2. Welcome To The
Machine * # %

. RELEASED: Snptini:mr
C 12,1975

i LABEL: Harvest

| PRODUCED BY: Pink Floyd
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4. Wish You Were Here | PERSOMNEL: Roger
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5. Shine On You Crazy . vocals, guitar); Dave
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Hrdrd ek ' vocalsk Richard Wright
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playing the partofalabel weaselin thelyric’s
most memorable passage. “The band is just
fantastic/That is really what I think/Oh, by the
way, whichone's Pink™? (Byallaccounts, the
punchlinewasadirect quote.) Waters then
returned to the theme of absence inwhat
would become the album’stitle song,
powerfully yet wistfully putacrossvia
Gilmour’sguitarand vocal, which sharea
compellinglyearnest tone.

Thisinitial set of recording sessions
continued untilthe middle of March, when
the band broke fora month-long American
tour. Returning from the April tour of the
States, they spentthe month of May back at
Abbey Road refining the tracks, and after yet
another American tour, they finished
off thealbumin three more weeks of work,
followingitslive premiére at Knebworth,
which had been a disaster, ruined by aseries
oftechnical glitches.

OnJune5, during the finalsession, asthey
werewrapping up the mixof “Shine On...", an
uninvited visitor showed up in the studio. He
was fat, with hishead and eyebrows shaved,
and he seemeda bit slow-witted. It took the
bandmembers several minutes torealise that
theinterloperwas Syd Barrett. Nick Mason,
who failed to recognise hisformer bandmate,
lateradmitted hewas “horrified” when
Gilmourtold him. According to theband’s



long-time album designer, Storm Thorgerson,
who by then had practically become the fifth
Floyd, “twoor three people cried. He sat round
and talked forabit, but he wasn't really there.”
Itwould bethelast contactany of them would
havewith Barrett.

Pink Floyd were the mostcinematic of bands,
and never moreso than on Wish You Were Here,
with Waters servingaswriter/director, Richard
Wright (making inventive use of
the “big, meaty tones” of the
then-revolutionary
EMSVCS3 synthesiser) as
cinematographer and Gilmour’s
Stratocaster—which has never
been more expressively visceral
—inthelead role. With thisband,
the sound never took a backseat
to the songs, and on thisrecord
thesonicrichnessfunctionedin partto
counterbalancetheunsettling messages
embedded in Waters' lyrics. “Ididn’'tfind lifeso
bleakashewas perhapssuggesting,” Wright
admitted in 2003, “[But] people did feel
uplifted, whichIthinkis becauseof the music.’

Oncethealbum began to take shape, the
frustration and monotony ofthe project’s early
stages werewiped cleanbya general sense of
excitemnent, along with a collective
determination to getitalldownontape. It'sa
good thing they had 24 tracks to work with,

because the players and Humphries
overloaded the two-inch multitrack tape with
the sounds theywere generating-from dense
electronicorchestrationstothe clankand hum
ofindustrial machinery. Inthe end, Wish You
Were Heremanaged to seem wholly
unprecedented while at the same time
advancing the extremes of their previous work.
Theband furtherrefined some ofthe

A beguiling anomaly - an
unguarded, heartfelt work from
the most coolly cerebral of bands

elements they'd introduced on The Dark Side
Of The Moon, including such commonplace
devices as standard song structures, a
saxophonesoloandsoulfulfemale backing
vocals, aswellassignature moves including
trippy stereo panning and orchestral synth
beds. Atthesametime, "Shine On You Crazy
Diamond” stands as the culmination ofan
elaborate form the band had been refining for
years: asort ofrock symphony consisting of
various movements thatintroduce and
recontextualise what ultimately reveal

Welcome tothe machine: a
state-of-the-art studio, for
astate-of-the-art album

themselves asinterrelated musical motifs.
Themostambitious previous undertaking,
“Echoes” from 1971's Meddle,ran more than 23
minutes and took up one entire LP side. The
nine movements of “Shine On You Crazy
Diamond” unfold over 26 minutes-plus.
Viewed as a tightknitamalgam of collective
musical decisions, captivating in themselves
while alsoproviding interlocking thematic
commentary, thealbumis
particularlyimpressive. To cite
one telling example, Waters and
Gilmoursing “WelcomeTo The
Machine” inunison butan
octaveapart, suggesting the
dichotomy ofintimacyand
distancevisually expressed
throughout Thorgerson’'s vividly
complementaryalbum design.
Though critically savaged atthetime,
Wish You Were Herehas gained in stature over
theyears, to the pointwhere it's nowas revered
in the Floyd canon as the history-making work
that precededit. Therecord’s breathtaking
depth and scale makeita quintessential
example ofanaloguerecording at its most
stunning, while the vibe it conjures up
remains so palpable you cangetlostinit.
It'sabeguiling anomaly-anunguarded
and heartfelt work from the most coolly
cerebralofbands. &
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Animals

Having passed judgment on the music biz,
Roger Waters casts a weather eye over society
in general. The prognosis? Not great...

By David Cavanagh

K73 | JANUARY 11377

EALISTICALLY, TOTHE coach party of
R second-formers chugging down the M6 for

the Pompeiil AD 79 exhibition at London’s
RoyalAcademyin February 1977, abandlike Pink
Floyd would have been of no consequence at all.
You're talking about a busload of Showaddaywaddy
fans. Butnotl. Whenwe stop at the motorway
services, 'l blowallmy spending money on two
cassettes: The Shadows’ 20 Golden Greats and Pink
Floyd's Animals. Then, forhours, I'lllookout the
window, straining to see Battersea Power Station,
unaware thatit’sinsouth London and we're
approaching from the north.

ThisishowlIfirst hear Animals. Ona noisycoach,
through abattery-operated Grundig tape recorder,
with a Leeds United fan sitting next to me. I still
recallthe adenoidal, bunged-up voice - it was Roger
Waters singing “Pigs OnThe Wing", buzzing out ofa
speakernotmuch biggerthan a Freddobar, "Putthe
othertapeon,”said theboy next to me. “This s
desperate.” Desperate would indeed be the word for
Animals, butnotin the sense hemeant. Desperate
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(adj). 1. extremelyanxious, fearfulordespairing.
2. veryserious, difficult, dangerous and almost
hopeless. 3. extremeand carried out asalast
resort because of the seriousness or hopelessness
af the sititation.

There'ssomething callous, morally questionable
andentirely appropriate about selling cassettes of
Animalsto 12-year-old boys at motorway service
stations. Mostalbums inour childhoodslied to us.
You'llbefine, theysaid. Utopiaisout there; youcan
runwild and free. Animals, however, presenteda
more pessimistic analysis. It notified us ofthe
seriousness or hopelessness of the situation. It
made us extremelyanxious, fearful ordespairing.
[texplained to us thatlife would be afight to the
death, acut-throatcattle auction, aconveyorbelt of
lambs to theslaughter, with nothingat the end of it
except abandonment, cancerand a pensionifyou
were lucky. [t's reminiscent of Ralph Richardson’s
advicein O Lucky Man!afterhe has bestowed a gold
lameé suit on the ambitious youngsalesman,
Malcolm McDowell: “Trynottodie  cowntinuesover®
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BARRY PLUMMER

PINKFLOYD: THEALBUMS

likeadog.” McDowell staresback
inhorror, beforeshruggingoftthe
remark. Butasthelava-charred

THE CRITICS
VERDICT

particular: pigs, sheepand
dogs. Cutting through the
allegories, human beings

citizensof PompeiiinAD79could ~ “Attimestheshocks  aredividedintothree

have told him, sometimes there’s mj;“ 5*;1‘!;""9'* categories: porcine, ovine

nowheretorun, ;bbi:; this ot and canine. Look at the pigs
Roger Waters often talked about R R with theirsnoutsinthe

hisadolescent unease of thelife uncomfortabletaste trough. See how the sheep

ahead, thelifethathecouldseehis  ofrealityinamedium  meekly flocktogether,

mother shaping for him. A top (“progressive”rack)  gblivious to the sharpened

school. Aleading university. fj"““"'“"'fh“'lm“ 5 knivesthat await them.

Qualifications, grades. Afooton gﬁ;ﬁ;ﬁﬁ II ¥is The dogsthinkthey're

theladder. A promotion e L R wearing suits and ties, little

opportunity. Asuccessfulcareeras  PunkFloyd”. MELODY realisingthey're actually

abusinessexecutive. Imagesofthe  MAKER, JAN 29,1977 collarsandleads. And the

ratrace, thestressedemployeeand most these pigs, sheepand

the early grave began to crop upin Oneofthe ““t?; dogs canexpect, bethey

Waters' writingon The Dark Side Of ::::;:r'm;lmi&ht loval orferal ( “But you

The Moon, while “Welcome To The kunm;ﬁ%}: R ’ believe at hearteveryone'sa .

Machine”, on Wish You Were Here, of music this side of killer”), is to bebutchered ¥

confrontsthe newly established the Sun” inanabattoir ordrowned

rock starwith precisely the same ANGUS MACKINNON, inacanallike asurplus-to- -

NME FEB12, 1977

straitjackets and obligations that
he gotintorock'n'roll to avoid.

Songs about ‘working forthe boss
man’ areasoldasthe Americanrailroads, but
none of them quite wentinto detaillike “Dogs”,
on Animals. Waters getsinside the thought
processes of the sales force go-getter: "You got
to beable to pick out the easy meat with your eyes
closed/And then moving in silently, down wind
andoutofsight/You'vegot to strike when the
moment isright without thinking.”

Asithappens, there’sastrong possibility the
competitive Waters would have
beenruthlesslyeffectiveinthe
business world. Hewould have
bided his time, waited forhis
moment, takenover the
company, rebranded it,
quadrupledits profits, written
memorable advertising slogans
(We Don't Give You That
Do-Goody-Good Bullshit), made
itmandatory for the workforce to sing tributes
tothe fallen soldiers of World Warll, spatat the
customersand ended up sacking the head of
the keyboard department. Perhaps,ina
parallel universe, he's launchinga hostile
takeover bid as we speak.

The concept ot Animals can be seenasan
interior monologue, In essence Watersis
saying to himself, much like a quiz show host
toadisappointed contestant, “Here's what you
could have won.” The club tie, the executive
washroom, the Masonic handshake. There but
the grace of God and a moderate aptitude for
the bass guitar, Roger, goyou, But Waters goes
much further. Whether we operate in business
ornot, weare all herdlikein our social
tendencies, fears, prejudices and self-interest.
The album mentions threeanimalsin

¥ TRACKMARKS | Animals

1. Pigs On The Wing 1 RELEASED:
LA | January 23,1977

2. Dogs # & # & | LABEL: EMI

3. Pigs {Three Different PRODUCED BY:

' RECORDED AT: Britannia
Row Studios, London

' PERSONMEL: David

' Gilmour (guitars, bass,

ﬂnes] o
;LSHEQF e d ok
5. Pigs On The Wing 2
L
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requirements puppy.

Reading Animal Farmin
English classlaterthat
year, it beganto dawn onme-dimly
atfirst, becausewedon'treach
conclusionsabout societyuntil we're
older—thatifOrwell was warning usabout
political systems, Pink Floyd were warning us
about people. In Waters' view ofhumanity,
whatever goesupon twolegsis an enemy
beyond help. And when youbreakitdown,
what chance does that give us?

This is Pink Floyd at something
very near the summit of their
musical and structural abilities

PIGGYINTHEMIDDLE. Telling porkies.
Bringing home the bacon. Pigs will fly. Staged
by Hipgnosisafterclose consultation with
Waters, the photograph on the cover of Animals
shows aninflatable pig flying through the air
above one of London's mostominous
landscapes, thefour gigantic chimneys of
Battersea Power Station. The image is brilliant
—so brilliant that the pigisatiny distraction, an
irrelevance once you've got the joke. The image
is more about the chimneys, the shadows, the
peculiar jaundiced sunlight, the thunderstorm
skyand thelowclouds thatappeartobe
billowing acrossthe capital at ground level.
Meteorologically, the cover of Animalsisat
least sixweather forecastsinone.

The music begins withashort, bleak folk song
played on acoustic guitar. "Pigs On The Wing 1"

synthesiser, vocals);

Roger Waters (bass, guitar,
vocals); Richard Wright
(keyboards, synthesiser,

bk vocals) Nick Mason
{drurns, percussion).
HIGHEST CHART
POSITION: UK 2; US 3

.

”

%

hasbeen described by Waters, hilariously, asa
love song forhisgirlfriend Carolyne. Oh, to
have beenafly onthe wallwhen he playedit to
her. Darling, I've written a few words that I feel
encapsulate our romance. (Strum, strum.)
“Uyoudidn’t care what happened to me, and I
didn'tcare for you/We would
zigzagour way through the
boredom and pain/Occasionally
glancing up through the rain/
Wondering which of the buggers
to blame/And waltching for pigs
an the wing."Well, as they say,
it's the thought that counts.
Andthethoughtin Waters’
mind, apparently, isthat the
lineseparatingus fromalifetime of gloomy
solitudeisas thin ascottonfromareel. The
songreappears (as “PigsOnThe Wing2") atthe
album’sconclusion, with Waters sounding
like an elderly farmer admiring his fat

new bride: “I've found somewhere safe/

To bury my bone/And any fool knows adog
needsahome...”

The origins of Animals gobackto 1974,
Halfway through that year, Pink Floyd
introduced two lengthy new songs into their
concert setlist {"Raving And Drooling”, “Gotta
Be Crazy")which theyintended to featureon
their nextalbum. Held backin favour of
“Welcome To The Machine”, “Have A Cigar”
and “Wish You Were Here”, the two passed-
over songs wererevisited by theband during
recording sessionsin 1976 (at theirnew London
studio complex, Britannia Row) and were
rewritten by Waters to bringthemintoline
with his‘animals’ concept. “Raving And
Drooling” became “Sheep”. “Gotta Be Crazy”
became "Dogs”. David Gilmour, who has never
been enthusiastic about the suggestion that
Animalsis‘aWaters album, likesto stress that
he co-wrote the 17-minute “Dogs” and sings
lead vocals throughoutits first eight minutes
(until, after an eerie instrumental passage, a




Waters[inset] and Gilmour,
1977, combining to chilling
effect on Animals

harried-sounding Waters takes over). “Dogs”
isn't just Gilmourand Waters at theirmost
mutuallysupportive. It's Pink Floyd at
something verynear the summit oftheir
musicaland editorial/structural abilities.
Atmosphericand venom-spitting, the epic
performance movesfromsection tosection
aided by hauntinginterludesinwhich wehear

dogsbarking, weirdicysynthesisersand the
distant pops ofindustrial explosions, like
dynamite being detonated under disused
warehouses. AnimalswasaJanuaryalbum, a
winteralbum, and the guitars of Gilmour and
keyboards of Rick Wright have a bitter chill

about them. Theysound shivery, huddled in
overcoats, their breath creating water vapour
inthe music’s sub-zero temperatures. There's
somethingstricken, terminal about "Dogs”.
Thesound that Gilmour makes attheend
ofthesongislike the plugbeing pulled outofa
life-support machine.

Only Waters, we know, was totally committed
tothebrutality ofthe album’s message.
Gilmourand Wrightdidn't view mankind with
suchcynicism, so deserve creditfor givingthe
material theirrespect. Wright is ever so slightly
beginning to fade from the Floyd picture on
Animals (he wrotenone ofthe musicand

doesn'tsinganylead vocals), but
Gilmourisubiquitousand
masterful. Hisworkon “Dogs” puts
him amongthehighestranks of
illustrative guitarists; ifanything,
he’s even cleverer on “Pigs (Three
Different Ones"), tearing outaseries
of aggressive, confrontational
soundsto match the dislikeable
characters Waters is singing about.
ris possibly better still on
“Sheep”, whichrecalls the sinister
rolling pulse of “One Of These Days”
on Meddie, the song'slast two
minutesarean ecstasyofslashing
guitars and thrilling chord
progressions. Even Nick Mason,
who'd deteriorated into alazy
drummer by the late "70s—having
been one of the mostinnovative

English percussionistsofthelate
'60s-sounds energised enough by
Gilmour's climactic chords to give
his drumkit a good working over.

=7
i

Becauseitwasreleasedin 197

fy
there’'sa populartheorythat
Animalswas Pink Floyd's riposte to
punkrock. Yousometimesseeit
described as “channelling similar
inner-cityrage to Rotten, Strummer
and co” or “mirroring the zeitgeist of
the alienated No Future generation”.
The theoryisinteresting but holds
nowater. Animalsis a progressive-
rockalbum writtenin 1974 - 76 and
recorded in 1976, months before
Waters had exposure to any punk
recordsexcept “New Rose” and
“AnarchyInThe UK", neither of
which he would have found
inspirational. Waters needed no
punkto tell him aboutalienation.
Alienationwas his turf, In Waters’
eyes, the skies over London had
darkenedalongtimebefore The
Clash noticed stormyweather on
the Westway. He's closer to Dannyin
Withnail And I "The greatest decade
in the history of mankind is over.
And asPresuming Ed herehasso
consistently pointed out, we have
failed to paintitblack.”

leading back to the Velvets and Iggy,
began toseema more exciting
prospect than prog-rock, Animals
wasoneofthe fewalbumsl
exempted from the clearout. Mary
Whitehouse, the well-known clean-up
campaigner, whom Waters derisively
namechecksin “Pigs (Three Different Ones)”,
used to talk of ‘moral pollution’ -meaning the
way that the values of theright-thinking
society, the Daily Mail angry brigade, were
under threat from leftistinfluences
determined to poison children’s minds.

Well, like the Jesuits, Roger Waters got me
young. [was shocked and elated byhis
warnings on Animals, asTwas by Orwell,
andby Golding in Lord Of The Flies, and

I vowed never to find myselfin the pig pen,
thesheepdip orthe dog pound. &
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PINKFLOYD: ARCHIVETS77/78

HALI PIG!
REVOLVE PIG!

In which ROGER WATERS sets his flying pigs on meddling
Health & Safety officers! KARL DALLAS reports on the trials
facing the Floyd as their ‘Animals’ show arrivesin London. Then,
18 months later, Dallas talks to RICK WRIGHT about his solo
debut, only to find him preoccupied with a mysterious Floyd
project—The Wall - that will soon drive him out of the band.

ITWAS LATEAFTERNOON ON the day
¥ of Pink Floyd'sopening Wembley concert
=& and Roger Waters seemed finally to have
7 come offhis trolley. The whole dayhad

- been plagued with technical problems,
= and nowthe Greater London Council

5% representatives were asking to have all
the houselightsup in the middle of a
lighting rehearsal to make sure that the
flyinginflatable pig was secured by a
safetyline as theyhad ordered.

“Halt pig!” Waters ordered in best Star Trek command
module voice, as the GLC guys gazed upwards, stiff and
uncomfortable in their suitsin this
gathering where faded denims,
expensive leather jackets and French
Kickers training shoes seemed to be
standard dress.

“Revolve pig! (his voice takingon an
increasingly manic tone). Openrear
vent. Thphthphthphthphthphthph...!”
And he blew a huge raspberry.

Imperturbably, the GLC people
consulted their clipboards and
pretended not to notice.

“Bloodywankers!” Waters muttered
explosively to himself and strode away.

All Pink Floyd concerts are miracles
oflogistics, possibly more than any

WELODYMAKER

Waters: “"GLC
wankers!"”

otherbands’, Their musical perfectionism means they've
already got that side of the show right before they even
envisage going on the road, so each of the band devotes all
his energies towards making sure that the whole
production goes offasimmaculately as a show. At the best
of times, there isa certain amount of tension, but halfway
through last Tuesday afternocon it was positively explosive.

“Afterall,” explained manager Steve O'Rourke laterin the
weel, with three concerts down and two more to go, “other
concerts are just concerts, but thisis their home ground.
When they play London, it’s got to beright. No half-
measures are acceptable,”

Planning began last June, when it became clear that
neither Olympia nor Earls Court, the
favoured venues, were going to be

. available. A band that can sell 40,000
seats and still have people queueing

- outside allnight in the rain—until
turned away by the ever-efficient

- Wembley security statf—obviouslyhasa

limited number of places it can play.

It had to be this time of the year, to
come before the upcoming tour ofthe
States, so outdoor venues were out.
Rainbows and similar-sized theatres
- were too small, so ithad to be Wembley's
- Empire Pool, which the band had vowed
- theywould never play again after the last

time. But while they CONTINUES OVER %
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The ‘Animals’ show,
Empire Pool, Wembley
March 1977

couldn't do anything about the hall’s
noticeable lack ofambience, they could plan
well ahead to help things run smoothly.

By November the meetings were well
advanced. Requirements for power were laid
down, the GLC were consulted. Anew
electrical system was being installed, but this
oughtto be an advantage, even though by last
month the exact details still weren't available.

Pink Floyd do use an awiul lot of power.
Their PA gives out roughly 30,000 watts, and
foritto operate smoothly there have to be lots
of safety margins so that nothing is being
overloaded. There are atleast four major
consumers of power, in addition to the PA.

“We told them we wanted 200 amps,” said
Mick Kluczynski, who, in spite of his name,
has the soft Inverness accent of the place
where they're reputed to speak the best
English in the British Isles, “but they didn't
believe us. You'd think theywould realise we
knowwhat we are talking about by now, but
theyalways think theyknowbetter. Imadea
random check the other night and we were
drawing over 100 amps then.

“When we got here, we found thatinstead of
having a separate circuit for lights and sound,
itallcamein by the same cable, so we were
getting the most terrible buzzes, especially
when Dave Gilmour played. We broughtina
400 kVa generator so that we had separate
supplies, but that didn't get rid of the noise on
the first night. So that meant the power source
wasn't the real explanation. After the showon
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Tuesday night we went over the
entire circuitry to find out what
was going wrong. There were
approximately 20,000 soldered
joints in our entire system, 50 you
canimagine that wasn't easy. One
plug on one lamp onour
projection screen can foil you ifit's
notwired exactly right.

“Do you know what we found?

We had peopleworking all night

after the first show on Tuesday and
eventually we discovered that,

without telling us, the GLC people

had gone over it on Monday night,

putting these little earth wires onto
everything. Theysaid afterwards that they'd
done it for safety reasons, and when we
pointed out that they had ruined an entire
concert, they said they couldn’t care less. All
theycared aboutwas safety.”

Forthe technically minded, what the GLC
had done was to create a whole series of earth
loops, which is the most common source of
hum inany domestic hi-fi. A system without
an earth wire will probably have a slight hum.
But a system with two earths will often hum
worse than one without any.

“I'm the one who was most affected,” said
Dave Gilmour, “because I'm the one with all
the foot switches and special effects. They
steam in at the last moment, when you are
hoping to get the show on for 8,000 people who
have paid their money, and then they do

things like that without even
telling you. After all the trouble
and expense we go to, and then
they fuck you up.

“Inaband like this, everyone’s
got to be doing it, working at full
efficiency onstage, technically and
emotionally. I canget over things
like that, but Roger can't. He gets
veryhung up aboutit.”

Steve O'Rourke was quietly
furious about the way it had all
gone, though proud of the way his
crew had ridden with the punches
and got the show on the road.

“The position with Pink Floyd seems to be
that everyone knows that we bringin a lot of
equipment, so they try to use us as atest case
and say no to everything we want to do, in case
anyone else might want to do the same,” he
said. “We started loading in our equipment on
Friday, five days before the first concert. We'd
already had long planning meetings so that
they knew what we were intending to do. But
because the GLC staff wouldn't work over the
weekend, they refused to go through our
equipment while we were setting up.

“Then on Monday they hit us with a list of
things as long as your arm. They wouldn't
allow us to use our cherrypicker lighting rigs
unless they were rewired, the stage was too
big, we couldn’t hang the projection screen,
we couldn’tflyanything, they wouldn't
allow fireworks.”




Gradually, patiently, by a process of
negotiation, persuasion and -let's be honest -
dogged determination, ' Rourke and
promoter Harvey Goldsmith found ways of
satisfying the GLC objections while keeping
the basic conceptof the show. Every single
lamp had to be secured by a safety chain, for
instance. But plans to hangacousticdrapes
round the walls of the hall to kill the echo and
improve the acoustics were vetoed absolutely.

I sat behind Roger Waters as he supervised a
lighting rehearsal on the Tuesday. Roadies
stood in the positions where the band would
be for the show. Engineer Brian Humphries
rana tape of the Dortmund Floyd concert-the
second in the European series - and the lights
flashed and coruscated.

[jumped out of my skin at showopener
“Sheep”, because as the lights flashed up in
syncwith the sound of the drums, I really
thought foramomentitwas Nick Mason
drumming, despite the fact that my own eves
told me Nick was sitting in the row in front of
me, alongside Roger Waters. He'd been using
the band’slimo to do some personal shopping
in the West End earlier that day, and seemed
the mostrelaxed member of
the band at that point.

“Is thatit?” Waters
exploded to Steve O'Rourke
atthe end. “Is thatwhatit's
going to look like tonight?

Because ifit is, we're not
going on.”

“They THINK that’s what
it's going tolooklike,” replied
the manager reassuringly.

“We're working onit.”

Later, O'Rourke explained the problem to
me: “The last time we were here we had the
whole house blacked out apart from the exit
signs, Now the GLC have anew ruling, which
says that there’s got to be a level of lighting
equivalent to a bright moonlit night.

That's what they told me. But, apparently,
the actual regulation merely says there
must be a certain percentage of lighting, if
possible, and providingit's not detrimental
to the performance.

“Of course, there's got to be safety
regulations, but all our stuffis designed with
safetymargins. Take the pig. [t weighs 80
pounds, and it's carried by a three-quarter-
inch steel line with a breaking strain of several
tons. There is no regulation to say there’s got to
be a safety-line, but we had to work all night
putting one on in such away that it wouldn't
foul anything as it moved over the auditorium.
I asked fora copy of the regulations on
Monday, and they said ['d have to write in.

“Thissort of thing doesn't happen to us
anywhere else in the world. On 20 showsin
Europe we haven't had any of these problems.
Normally we setup, at a maximum the day
before, but often on the day of the show. Here
we had Saturday, Sunday and Monday before
the show on Tuesday, and we still had a
fucked-up show. [t was really dreadful, and a
large percentage of the blame is downto the
GLC. Fortunately last night (Wednesday) was
close to being avery, very good show.”

With all these problems, who needed an

attack of flu, pharyngitis and tonsillitis to
make life difficult? But thisis what Dave
Gilmourwas coping with as the show drew
nearer. He spent much of Tuesday afternoon
havingliquid cocaine pumped up his nostrils
—quite legally—in Harley Street as part ofa
course to get his vocal tubes functioning more
orless normally.

Though his voice had a sexy, Lauren Bacall
hoarseness afterwards, the treatment had its
desired effect, during the gig at least.

Infact, despite the problems, I thought the
Tuesday night show wasn't too bad, though by
Thursday the bugs had obviously been worked
outofthe system. Nor did the hang-ups
interfere with the playing onstage—afterall,
the main object ofthe exercise.

Rick Wright's keyboards, which had seemed
rather low-keyin Frankfurt, were particularly
outstanding, and Gilmour's guitar lines
were as blistering as ever, likewise Mason's
drumming. Strangely, though it was Gilmour’s
throat that was under medical attention, the
only real signs of strain were in Roger Waters’
singing. This mayhave been because he knew
the systems were operating generally atrather

less than full efficiency, and he seemed to be
working harder than ever to project what the
songs were allabout, which sometimes
succeeded remarkably, butalso added at
times a manic note that worked against, rather
thanwith, the subject-matter of the songs,
particularly in the Animals sequence, which
occupied the entire first half.

“Roger is the one who dreams up most of the
effects,” said Robbie Williams. Heappliesan
eye for detail that would be unthinkable in any
less complex, less structured show.

“Iwant the smoke to begin at the words ‘all
tight lips and cold feet’ at the beginning of the
second verse of ‘Pigs’,” Theard him instructing
some of the crew. “And [wantas much smoke
asyoucangive me. [ don't want the audience
to see the piguntil the loud solo from Dave that
comes after the verse.”

And sure enough, during the Tuesday run
through the pig emerges in smoke.

“There’s no way we're going to allow that
much smoke in the auditorium,” pronounces
a GLC official. Itis certainly rather murky.

“We'll open the doors at the back on the night
and the fans'll soon disperseit,” says Steve
O'Rourke, but Watersisn't listening.

“I prefer the pig to the aeroplane they had
last time we were at Wembley,” said sound
engineer Brian Humphries. “Every time it
came zooming over [ used to duck. It was my
first gigwith the band —and it was the first
time a lot of the music on this new album was
played, as a matter of fact—and I'was
convinced itwas going to crashright on the
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mixer. Finally, the GLC gave us fewer
problems over that than this pig.”

Humphries presides over a fantastic battery
of electronic equipment, some of it hired
specially, some of it cannibalised from the
Floyd's studios in Britannia Row, Islington,
within a30-square metre enclave in the centre
of the hallwhich also houses the lighting
desks controlled by Graeme Fleming. To lend
him an extra pair of hands, Nigel Walker had
been seconded from Air Studios in London to
help control the set-up.

Anothersource of sound is the film projector
showing Ralph Steadman cartoons, which is
operated by Andy Shields’ team from a 171t
tower behind the stage, projecting onto
a 32ft back projection screen suspended at the
back of the stage.

One of the reasons Roger Waters wears
headphones for so much of the setis that the
film carriesa “click track” which he hears to
keep the band in syncwith the film. The band
relies on him to give them the timing, and itis
sotight that until Andy told me, I didn't realise
that mostof the sound wasn'ton film.

Inaddition to Graeme Fleming's lighting

team, three or four other people
are likely to be gainfully employed
in the mixing area, such as Nigel
Taylor, the maintenance engineer
and general boffin from Britannia
Row, and Derek Unwin, who looks
after cassettes—every Floyd
concertisrecordedona
Nakamichi-andactsasa
communications channel between
the various parts of the hall, such
as Seth Goldman who is mixing the monitor
sound onstage, and the control area.

Therehearsal proceeds, and during the
“Dogs” sequence, three blown-up shapes
rise from stage left, a petty bourgeois family,
mum, dad and fat little boy.

“Thisisnothing compared to what we are
planning for the US tour,” said Fisher. “We'll
have nine extra blow-ups. One ofourideasisa
blow-up fridge with a door that opens and
spills outsausages. Anotherisa VW Beetle.”

On the night of the third concert, everyone
goes (o his controls like matelots going to
action stations on anuclear Dreadnought.
Dave Gilmour passes me on his way to the
stage to await his opening cue.

“Breakaleg,” I greet him, aware of the time-
honoured stage superstition that it’s unlucky
to wish people luck as they go on. He grunts, as
itwarding off the evil eye. Afterall, itmight
justhappen. Everything else has,

Asked to comment upon Pink Floyd's
allegations, the GLC denied that their officials
had touched any of the band’s equipment.

“Our officers were presented with a large
number of new effects for the show on Monday
morning,” said a spokesman, “which was the
first time they had a chance to examine them so
far as safety considerations were concerned.
Thesecondary lighting level was dimmed in
time for the Wednesday show because our
officers did agree that it was too high and

detracted from the progranmime.” conTiNnues over» |
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HAVINGJUST DIVESTED
himselfofhisfirstsolo
album, Rick Wright hasa
second project roaring and
ready to go. But he reckons it
will have to wait for at least
two years, when the Pink
Floyd have finished the
massive project - the most
massive, he thinks, ina
career not distinguished by
its beliefin the "small is beautiful” philosophy
—upon which theyare about to embark,

“I think most people would have expected
me to do asort ofkeyboard extravaganza,” he
told me, in the "relaxing room” above the
Floyd's Britannia Row studios. “Maybe similar
to what [ did on Ummagumima. 1 decided not
to do that because there wassomething in me
that | wanted to get out. Certainlyin the future
I'wouldlike to experiment with keyboards on
analbum.

“But the Floyd are working again next week,
the beginning of a whole new project that will
take, | can see, the next two years, fromwriting
it, to making a film, and doing a show, After
that, | don't know. As soon as
[ have another period of eight
months’ free time, I'll
probably make another
album, whenever the
opportunity comes up again,
like it did for this - unless the
Floyd decide to make yet
anotheralbum.

“The Floyd finished
working at the end of July
1977, and we had no plans for the rest of the
year. So David and myself, and Roger (Waters)
had been wanting to do solo albums for along
time. While David and [ were doing our solo
albums, Roger was working on the next Floyd
project. I can't say whatitis, it's tooearly. It'sa
very definite idea but lwouldn't like to talk
about it, basically, first becauseit’s Roger's
baby, his thing, and, two, it's too early to say
we're doing this and thisand this. In case it
doesn't happen.

“We haven'tactually come into the studio
and started working on it yet. Roger's done
demo tapes and we're listening to them, and
hopefully Dave and I and Nick {Mason) will
come inand we'llwork on it and pullit to
pieces, improve onitand add ourown thing
to it and whatever.

“Butitis averystrong ideawhich has
originally come from Roger. It's a very involved
thing and we're doing a film as well, which
always takes time —not just a film for the show,
butanactual feature film, with animation,
live action, there may be actors. That, again,
it's too early to say. It's still being formulated,
but it will be a feature film with a story, not just
astraight rock film ofa concertlike the
Pompeiifilm, afilmwithastoryand a plot. It's
a film based on the idea of the music that
Roger has written for the album.

“It’s just all starting new. It's Roger's project,
butIthink he worked on the music for the LP,
and out of that came the idea for the film.”

It'sinevitable, [ suppose, if only because of
their famous collective reticence about giving
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interviews, that when one finally does run one
of them down to earth, albeit to talk about a
solo project, one ends up, willy-nilly, talking
about the band rather than the individual
member. And Rick Wright's insistence that he
could never allow a solo project to get in

the way of a Pink Floyd album, even the next
two Pink Floyd albums, coupled with the
certain fact that it is Roger Waters'
commitment to the next Pink Floyd album
that has robbed us, so far, of his own planned
solo album, prompted me to askifthe band
was always to get this sort of top priority from
him and the rest of them.

“It has, up to now,” he replied, “and always
will do, untilany of us feel thatitis important
to work without the Floyd, which I certainly
don’tfeel. It was just something I've always
wanted to do, and there was the opportunity.
But still the foremost in my mind was working
with the Floyd, and will be until I decide
otherwise. IfTwasn't happy working with
them, Iwould stop. It's as simple as that. But
I'm very happy working with the Floyd.”

Another factor motivating this new album
from him at precisely this time is perhaps his

ownadmittedly lowlevel of contribution to
Animals, the last Floyd album.

“Yes,” he agreed, “Animalswas certainly
mostly Roger’s ideas, and Dave wrote the
music for ‘Dogs’. 1, infact, didn't contribute
anything, and thatwas partly because there
was enough material from Roger and also
because I wasn't feeling very creative anyway.
That’s the reason why I didn't write anything.”

[tstruck me as surprising, therefore, that
when he did getinto a creative groove, the
album thatresulted should sound so much
like the Floyd, even to details like the sax
playing of Mel Collins, so reminiscent of Dick
Parry'swork on The Dark Side Of The Moon.

“Iquite agree,” he said. “This has gotalot to
do with howIwas feeling, actually. I wrote all
the materialin Greece, where [wasliving. It'sa
very personal album. It's not to say that's what
[always wantto do, itwas just the way [ felt at
the time. Iwanted to feature saxophone on
this album because I played the saxophone
myself for a bit, but not successfully. The music
Ifirstlistened to thatmade me decide that
wanted to be a musician was backin the days
of Coltrane, Miles Davis and Eric Dolphy. If
yvou like, they are my heroes, funnily enough,
and not keyboard players.

“Ilike the sound of the sax that the Floyd had,
so obviously I tried to get that kind of sound. I
originally wrote ‘Waves’ on my album for the
saxophone, and he played it so well that I
brought him on to another couple of tracks.

“Thetitle? That's afunnyone. "‘Wet’ because
the record has a sortof watery feel to it. Some of

the Floyd does, aswell. ‘Dream’—there’s alotof
things on the songs where I'm questioning
where myroots are, where [ wantto live, if I
should be in England. It's about this place in
Greece. ‘Against The Odds’ is asongabout a
village where I originally went on holiday and
now it's my second home. Ilived there for six
months last year, writing this album.

“Soreally, it'snotawetdream, it’s justa play
on the words. It may have been amistake to
callit that, but I couldn'tget it out of my mind.
It's hard to say why, really.”

Mention of Rick's Greek domicile —and Dave
lives in the same village —raises, inevitably,
talk about the Floyd's supposed millionaire
status, the fact that they can own Greek
islands (as itis put), presumably hobnobbing
with Greek shipping magnates and the like,
Rick scoffed at theimage.

“Yes, T know,” he said, “the boring old farts
syndrome. I'm just waiting for someone to
knock us off the top. That's what should
happen. Millionaires? Living on Greek
Islands? Tjusthappen to have lived in Greece
for thelast six months. Iwould have tobea
millionaire to own a Greek island, and I'm not.

“It’s true that we've made

enough money to have time to
really consider what we're doing
rather than justrushing on and
on and on. We don't have to work,
but for howlong, I don'tknow. I
haven't really thought of that,
actually. Thaven'tactually
thought: ‘Ah, Ican stopnow.’ It's
never occurred to me.

“Butit’s true that we're not doing
this next Floyd project for money. We no longer
have that pressure, since The Dark Side Of The
Moon, because that was the biggie. That
pressure, to go out on the road because we had
to financially, is over, but the other pressures
that came, since Dark Side, were probably
even harder to cope with, because it was such
asuccess. What does one do now?

“Ithink, looking back at what we were like
when we started, and people I meet today, it's
all to do with: ‘Twant to be successful. T want to
sell lots of records.’ It seems to me that's the
goal. It was our goal, sure, when we started,
simply to be veryfamous, successful. And
after that one, youfind youreally have to sit
back and think: "Well, nowwhat happens?’ So
the pressure then is on: what to write, what to
play? And thev're harder pressures than
managers breathing down your neck to go
outand earn afew bob.

“That’s why it's so good that we give ourselves
time to do solo albums. It relieves that
pressure. [t did forme, anyway. [t was a great
relief, just to do somethinglike that. And doing
this album helped me to get back my creative
energies for doing the next Flovd thing.”

Allthe time, you'll note, we keep feeding
back to the band, to which all individual ends
must be ameans to the greater, collective end.
It prompted the question what, ifanything,
did he get out of making the solo album per se
that he didn’t get out of a Floyd production?

“The most obviousthingisthat onasolo
album you're producing it, you're playing on it.
With the Floyd when we work, obviously




Wright: "I'mvery
S happy working
o with the Floyd...”

there’s four ofus and there'sa compromise
involved. Also one day, mentally you're a bit
exhausted, someone else can take over. Soit's
a shared responsibility.

“On asolo project, you have to be on top of it,
all the time, constantly. 've neverbeenin
control before, totally, so that's one of the
reasons | did a solo album, to put myselfinto
thatsortof situation.  wanted to see if I could
copewithit. It was a challenge, becauseitis
such adifferent way of making arecord, than
working with a band like ourselves, who share
the production, and work together quite alot.”

Although Rick had belittled his contribution
to the last album, [ had noticed, during the live
concerts, that he stretched himselfout rather
more on keyboards, and he imparted the
surprising news - surprising, since it's
common knowledge that they dislike touring
almost as much as they hate interviews - that
he preferred touring to work in the studio, and
that, what’s more, so did Dave Gilmour.

This was surprising, also, because one had
always thought of Dave and he as the quiet
men of the Floyd, least likely to feel at homein

atall. It doesn't have the spark. And we've
done what we think are bad gigs and the
audience have reallyliked it. And also,
we've done gigs which I've thought were
bad, and the others thought were good.

“There's not room for what you might
call blowing, ‘cositis tightly structured,
and that's probably got alot to do with the
fact ofhaving so many effects, which you
have to time, narrows yourself. There
may be a bit where you can play a guitar
solo, say, butifit's goingwell you can’t go
onlonger because there's this huge pig
just about to fly up. Thatkind of thing.”

Didn’t this mean, as some had charged,
that the effects were getting in the way
of the music?

“No.Idon't think so. It's great when
everything works together. We've been
doing it for quite a long time now, right
from the beginning with the light show,
which was a haphazard affair, obviously.
Butwe've beeninterested in doing more
than just playing onstage. It's great fun
when it works. It doesn’t get in the way of
the music, that’s not the right expression.
[t just limits the amount of improvisation.
Itimposes a discipline, but within that
framework you can still performand
improvise justaswell.”

One legend about Rick Wright's new LP
which should be dispelled before it gains
any more credence is the thought that his
wife Juliette's "Pink’s Song” is in any way
a comment on the band, despite such

lines as "Thad to stay, I could not
leave/Give me time so I can leave/
Give me time so [can grieve/ I must
go, heon my way/ Let me go, I

GENE cannot stay...”Unfortunately for

the unreal, rave-up plastic bubble
world of the major touring band.
“Dave the quiet one?” he said.

the Floydologists, Pink also
happens to be the nickname ofthe
friend who went to Greece with the
Wrights as tutor for their two kids
during the six months they were
out of Britain and the song isabout

ig toany him. So now you knowthe answer

(“Have A Cigar”) to the question:
“By the way, which one's Pink?”
“Ithink what people are trying to

at '_!'\.-I:I'

“That'san interestingimpression. ... =0 findoutiswhether havingdone
Ican'tspeak for him but1dolike conoffendaiiang  this,Inowwantto carryon with
going on the road. It's still, for me, Hophirk Deceased the Floyd. It is simply that we had
the best partofbeingin the band, ctor Mike Pratt time. Now I'm going to putall my

actually playing onstage. [ always

love doing it, even ifit goes badly.

And, for Christ's sake, it does go badly at times.
Looking back at what I've done, in 10 years or
sowith the Floyd, the high points have
probablybeen on the road.”

With such tightly structured musicas the
Floyd's, one wondered how much scope there
was for real playing, blowing in the jazz sense,
and how one could tell a good gig from bad.

“There were some bad ones on the last tour.
The times when we came offstage and say
‘That wasincredible, don’t happen many
times. The times when we come off stage and
say ‘Thatwas pretty good’ happenalot. Partof
it is howmuch effort one puts into it. Because it
is tightly structured, one can just go through
the motions. You can play and hardly be there

energies into the next Floyd

project. Quite often, when people
startto come out with solo albums, the media
startthinking this is when a band starts
splitting up. Quite often it does happen like
that, people start doing solo albums because
they're dissatisfied with workingin aband. It's
notlike that with us.

“Look at Joe Walsh. He's still with The Eagles.
[thinkit's anideal situation—the Floyd have
been together now for 10, 12 years—thatwe
canwork like this, we can work as agroup, and
also work as individuals. We're lucky that
we're in the fortunate position that we can do
this, we don'thave to go out on the road every
day, we don't have to bring out an album every
sixmonths. We've worked for this situation.
It's the best position to be in, I think.” &
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Wall

Asthe band crumbles, Roger Waters builds
a great autobiographical monument. Hey!
People! Leave that genius alone! By John Lewis

SR 30| NOVEMBER 1979

NPAPER, THE Wallalbumlookslikea
O self-obsessed vanity project, the sound ofa

wealthy middle-aged man having amidlife
crisisin public. The narrativels pretty trite: waris
bad, women are worse, little boys need their
daddies, being famous and successful turns you
into abrutaltyrant.

Sowhyhas this solipsistic cry of pain becomesuch
aphenomenon?Itspentayearonthe UK chartsand
topped the US charts for 15weeks, whileitslead
single “Another BrickIn The Wall Pt 2" {the band’s
firstsinglein 13 years) topped the chartsin pretty
muchevery territoryon earth. According to Waters,
the albumstill “does a couple of million each year”.
Intotalithas sold marginally fewer copiesthan The
Dark Side Of The Moon but, as doublealbum sales
count double, it'sended up as the biggest grossing
LPintheFloydcanon. Infact, it's America's third
biggest grossingalbumofall time, justbehind
Thrillerand The Eagles’ Greatest Hits.

Waterswas 36 years old when The Wallwas
released, hardly the age that pop stars are supposed
tobewhen theyhave abighit single and connect
with mass audiences. That The Wallwassucha
phenomenon-and continues to be so three decades
on-suggests not justa piece ofwork with staying
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power but also animaginative piece of marketing.

Incorporatespeak, the brandingis magnificent.
Veryearlyinthe project, Waters developeda
40-pagescriptthathe feltwouldworkasanalbum, a
filmand a stage show. Cartoonist Gerald Scarfe-the
Jamie Hewlett to Waters’ DamonAlbarn, if youwill-
provided the elegantlyscabrous artwork that would
chimewith millions ofadolescent boys the world
over, plastering overanycracks inthe narrative.

Theword "conceptalbum” is often bandied
around about Pink Floyd'swork, in reference to
themed albumslike Animals or Wish You Were Here.
But thisis theirfirst properconceptalbum and one
ofthe fewgenuine “rock operas”. Waters plays
“Pink”, ascrewed up child who becomes an even
more screwed-up rock star.

The boundarybetween Waters and Pinkisn't
entirelydistinect. By 1979, itwas clear that Roger
Waters hated playing big venues, hated facing the
audience, hated his fanssinging along to his songs
and once -famously-spatin thefaceofan
unfortunate punterat agigin Montreal. He
fantasised about dropping bombs on his crowd and
declared thathe'd prefer to playanentire gig behind
awall. Where most people would have stopped
touring to count theirmillions-or

CONTINUES OVER &
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maybejustbooked a fewsmaller venues -
Waters decided to confronthis demons,

The album's overture plunges usin the thick
ofthestorywitha “live” rocksong, “InThe
Flesh?” (a piece thatis reprised, without the
question mark, in a moresinister formlaterin
the album}. The narrator of thesongisa
paranoid, disillusioned, clinically depressed
rockstar, treating his audience with contempt
ashefantasisesthatheisafascistdictator. “If
you want to find out what s behind these cold
eyes, hespits, “vou'll just have to claw yourway
through this disguise .

Wethenloop backto tell Pink’slife story. “The
Thin Ice” establishes a nuclearfamilywhichis
quicklyshattered by war, while "Another Brick
InThe WallPt 1" fleetingly introduces the
spectre of Pink's dead father. We are quickly
takenthroughPink’s childhood-"The
Happiest Days Of Our Lives” and “Another
BrickIn The Wall Pt 2" serve as embittered
attackson strictschooling, while “Mother” a
hate-filled attack on suffocating parenting
disguised asawaltzinglullaby. “Goodbye Blue
Sky” {(withits Crosby, Stills And Nash
harmonies) revisits the boy'sfather's death.

ThePinkcharacterthenentersadulthood, a
hate-filled child trapped inaman’s body
(“EmptySpaces”). We see himbeingabusive to
the womeninhislife—the groupies (“Young
Lust”), the girlfriends {"One OfMy Turns”), the

W TRACKMARKS | The Wall

1. In the Flesh? + # 13. Goodbye Cruel World
2. The Thin lce + * e
3. Another Brick In The 14. Hey You & & %

Wall Part 1 4 % » 15. Is There Anybody Out

4. The Happiest Days Of There? ++
Our Lives +* 16. Mobody Home # # #
5. Another Brick In The 17. Vera + &
Wall Part 2 # & &+ * 18. Bring the Boys Back
6. Mother % & % % Home # #
7. Goodbye Blue Sky 19. Comfortably Numb
A AN
8. Empty Spaces + +* 20. The Show Must Go
9. Young Lust # # # Omn &

10. One Of My Turns + 21. In The Flesh # & &« 4

. Don't Leave Me Mow 22. Run Like Hell # # & 4 %
e 2% WETtInB For The

12. Another Brick In The Worms * «
Wall Part 3 ok 24. 51:11[:& o
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wife (“Don’t Leave Me Now") - before ending
up alone andisolated. Themain themeis
reprised (“Another Brick In The Wall Part3") as
thelasthowl ofrage before he startsto build his
self-imposed wall ("Goodbye Cruel World”).
Side three of the old vinyl set starts by
celebrating Pink's splendidisolation, with the
blissful melancholy of“Hey You" and “Is There
Anybody Out There?”. Behind hiswall, Pink
watches a World War [l movie on television
{(“Nobody Home") and itkicks offa delusional
cycle. Theghost othis fatherreturns (“Vera”,
“Bring The Boys Back Home") before he seeks
solacein opiates (“Comfortably Numb”).
We're then thrown into the hallucinations of
Pinkthe rockstar. “The ShowMust GoOn" isa
gentle West Coast ballad, sweetened by Beach
Boys harmonies, whichseguesinto “In The
Flesh” and “Run Like Hell”, where Pink
mutatesintoafascistdictator. Soon Pinkis
overcome by his delusions of dictatorship
(“Waiting For The Worms”) before being
forced out ofhis hallucinations (“Stop”).
Next? A Brechtian operaset-piecein the form
of “The Trial”, inwhich Pink’s behaviourand
delusionsare confronted by ajudge and
assorted figures from Pink's past—his wife, his
mother, hisschool-
master—who force Pink |
to teardown hiswall |
(“Outside The Wall™). |

F.Il"_.r
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26. Outside The Wall + -+ +

sound effects); Mick
Mason {drums,/
percussion); Roger Waters
(vocals, guitars, synth
effects); Richard Wright
{organ, pianos, synths, bass
pedals): Bruce Johnston,
Toni Tennille, Joe Chemay,

RELEASED: Nov 30, 1979
LABEL: Harvest
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Baob Ezrin, David Gilmour,
Jarmes Guthrie and

Roger Waters
RECORDED AT: Super
Bear and Miraval (France),

CBS Studios (NYC), Jon Joyce (bk vocals);
Cherokee Studios, The Islington Green School
Village Recorder and (children's chaoir); Michael
F’md ucers Workshop {LA] Kamen, Bob Ezrin

CREDITED PERSOMME
ﬂr}‘wd Gilmour qull’f-.-lfhr
vocals, synths, clavinet, POSI

{orchestral arrangement)
HIGHEST CHART
NoM: UK 3; USy

Building and breaking
downwalls: Floydin
late'79 [inset], and the
astonishing live show

Inawaythisjustloopsusbackto thebeginning
ofthestory—the album starts with the opening
bars of “Outside The Wall”, which suggests that
the processwill beginall overagain.

Asastory, The Wallborrows extensively from
othersources: The Who's Tommyexplores the
territory of the fatherless war-baby-turned-
rock star; Bowie's Zigey Stardustgets under the
skinofthe rock star-turned-dictator (“I think
I'd have made a bloody good Hitler”, said Bowie
inal976interview), while Peter Watkins cult
1967 film Privilege, scripted by Johnny Speight
and starring Paul Jones, focuses on the rock gig
as Nurembergrally.

Butwhere certain 1970s stadiumrock acts
(Led Zeppelin, Queen, Bowie) actually
embraced acertainallure offascism-—its
Wagnerian bombast, its decadent aesthetics,
even the mystical romanticismofNazism -
Waterswasactivelyrepelled by it. Pink’s
Nurembergtendenciesare made as
unappealing as possible. He exhorts his fans to
victimise blacks, gaysand Jews (two years
before riots raged around the inner-cities of
England, Pink's fascistleaderisheard in{'iting
violence “outside Brixton Town Hall"), while
AlanParker’s film shows his fal]awers, onthe
rampage, rapingwomen, randomly attacking
people and smashing up buildings. The most
recent stage production even has Pink
machine-gunningthe audience
(unfortunately, the audience simplylapitall
up, cheeringhimonastheydo Pink’s fascist
“crossed-arms” salute).

Aswithanysetofsongsdesignedtotella
story, or tofitinto a concept, thereis a trade-off
between narrative clarity and quality. For
reasons of concision, Waters apparently
omitted several tracks that helped to tell the
story—there was one highlyautobiographical



THE CRITICS’
VERDICT

“Gluite obviously,
The Wallisan
extraordinary

who hastoured The Wallwiththe Australian
Pink Floyd Show and BritFloyd. “Yougettodo
funky, bluesy, atmospheric, ambient-it'sa
wonderful vehicle.”

Gilmour’s multi-tracked rhythm playing—
particularly the effects-laden funk-rockers
“Run Like Hell” and “YoungLust” —seehim
pioneer the kind of widescreen, heavily flanged
sound thatwould laterbe used by U2 (The Edge
hasacknowledged Gilmour'sinfluence).
Although Gilmour initially resisted producer
Ezrin’s suggestion to turn “Another BrickIn
TheWall Part2” into a four-to-the-floor disco
stomper, he adaptstoitwell, turninginafunk
guitar performance of which Nile Rodgers
would have been proud.

Hissolos, mostnotably onthealbum
highlight, “Comfortably Numb”, butalso on
“Mother” and all three parts of "Another Brick
In The Wall”, are exemplary. Unhurried and
unflashy, Gilmourtakes each solo athalt-
speed, usinglots of sustain, drifting lazily over

barlines and melting one chord
change into the next, often
soundinglike he’s playing
withoutusing hishands. The
effectistomake each songslow
down or gointo reverse, endlessly

record.'m not
surewhetherit's
brilliantor terrible,

delaying gratification.
And thenthere’s the simple fact of
Gilmour’s voice. The besttrackson

:ﬁlﬁ:;ﬂeﬂy the album (“Goodbye Blue Sky”,
songabout the death ofhisown fatheratthe beendraftedinbyWaters to help CHRISBRAZIER, MELODY  "Young Lust”, "HeyYou”, "Mother”,
battle of Monte Cassino, entitled “Anzio 1944"—  complete the album. “But, you MAKER, DEC1,1979 “"Comfortably Numb”) all see
and elements of these offcutslatersurfacedon  know, averygentlemanly war, . e Waters delegating the prettier —or
The Final Cut. because they're British.” A “f":i’im“s';”ah*: more soulful -vocal melodies to

But, even after such ruthless self-editing, Rick Wrightwas not technicallya Z?:;; ;F;E;ra Gilmour. Waters’ subsequent
you'releftwith plentyoftracks whosefunction = memberofthe bandatthe time toy, agleaming, projects—The Final Cut, The Pros
hasmore todowithnarrativethanaesthetics. ~ andworked onlyasahiredhandfor  frivolousgadgetthat  AndCons Of Hitchhiking, Radio
Thedirge-like “Don't Leave Me Now" —which thedurationof The Wali (beingona  servestooccupy KAOS, Amused To Death, even his
soundslike alate-eraScottWalkersongbeing hefty weekly wage during the tour, midspace.|t’s opera Cafra-might haveshared
sungbyaderelict—isunlikely to makeitinto he endedup beingthe only Ei:‘;f The Wall's narrative impulse, but
anyone’s Top 100 Floyd songs. And while memberof the quartetnottolose IANPENM A’;i, NME. each onelacked Gilmour's voice.
unlovelyfillers such as "Empty Spaces”, any money from the cripplingly DEC1,1979 It'ssomething that hassignally

“Happiest Days Of Our Lives” or “Vera" struggle
toworkinisolation, theyremaincrucial to the
way inwhich the albumunfolds.

Waters' voice, never the mostlovely of
instruments, is crucial to The Wall. Straining to
hitthe melodiesatthe higher end ofhis
register, goinginto ahalf-spoken
speech-songin the lower
register, the contours ofmostof
the songsare based around his
limitations. Oddly, the singer he
most resembles throughoutis
Bob Dylan: Waters' strangled
sprechgesangis notdissimilarto
the Dylan of *“Tangled Up In
Blue”, and it's those unique vocal
quirks that dominate so many of these tracks.
“Nobody Home", which playslike Dylan
singinganold Hoagy Carmichael ballad, is one
of the LP's highlights. It simply wouldn'twork
without Waters’ vocalidiosyncrasies, which
are sweetened by romanticstrings and piano.

Asif Waters' own personal demons weren't
enough, The Wallalso catalogues the painful
break-up ofthe band, bythisstagea
dysfunctional marriage inits dying throes.
“Theatmospherein thestudio waswar,” says
Bob Ezrin, the Canadian-born producerwho'd

expensive production). But,in

many ways, David Gilmourwas
virtuallyasessionmusician for thisalbum.
Although he gets a production credit for the
entirealbum and a co-writingcrediton three
ofthealbum’sstand-out tracks-"Comfortably

The Wall does what all art should
do - it starts with a single personal
truth and then universalises it

Numb”, “Run Like Hell” and “Young Lust” —his
isverymuch asupportingrole.

Oddly, it'sarole inwhich he appears quite
comfortable. His playingis as confident,
assured and inventive as onany Floyd album.,
Talk to anyof the guitaristswho've
subsequently taken his place-bothinthe
many Pink Floyd tribute bandsorin Roger
Waters touring projects—and they 'llinsistthat
The Wallisthe mostsatisfying Floyd album for
aguitarist to play. “It's got the best guitar parts
ofany Floyd album,” says Damian Darlington,

dogged Waters' career eversince.
Whatnobodymighthave
predictedin 1979 was theremarkable afterlife
The Wallwould have, notjustfromAlan
Parker's 1982 film, but from the subsequentlive
productions. Critics havelong accused Waters
of cynicism, ofretoolinghis
psychodrama to fit various
geopolitical events. Theinitial
production and the subsequent
filmalludedtotherise ofthe
far-right NF; the 1990 revivalina
huge open-airconcertnearthe
Brandenburg Gate gaffa-taped
the fall of the Berlin Wall onto
the story; while the 2010/11 live
revival has bolted on referencesto the barrier
that separates [srael from the West Bank.
Ineffect, The Wall does what allart should

do-itstarts with asingle personal truth and
thenuniversalisesit. Clumsyand illogical it
may be, but The Wallisvalidated by sheer
mathematics—-bythe 2.5 million punters
who’llwatch The Wall onits current
international tour, by the millionsaround the
world who witnessed the Brandenburg Gate
show on television-and by the 30 million plus
who have, to date, bought the album. S
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Final

A catharticrequiem for Eric Fletcher Waters,
for the fallen of all wars —and, ultimately, for
Roger Waters’ time in Pink Floyd.

By David Quantick

+n

‘The Final Straw’,” 1s one of the politer

things said by David Gilmour about
this, thelast Pink Floyd album to feature Roger
Waters. Many people, of course, don't seeitasaPink
Floyd album at all, pointingtoits cumbersome,
pompous subtitle - ‘A Requiem For The Post War
Dream By Roger Waters Performed By Pink Floyd' -
and callingita Waterssolorecordinall butname,
And these people havea point. Forastart, Rick
Wrightisgone, nolongereven onwages. Nick Mason
doesn'teven playon the final track. David Gilmour,
the band’s bestsinger, sings on one song only and,
whereas he had written one of Pink Floyd's best-ever
melodies on The Wall's “Comfortably Numb”,
contributes nosongsatall to The Final Cut.

The othermainreason peopledon’t think that The
Final Cutisaproper Floydrecordis thatitdoesn't
sound much like one. Bywhich they probably mean
thatit doesn’t sound like The Dark Side Of The Moon.
Nevermind the factthat The Walldoesn't sound like
The Dark Side Of The Moon much, asnor do The
Piper At The Gates Of Dawn, or Ummagumma, or
even Wish You Were Here, the factis that formany
people Pink Floyd's defining recordis The Dark Side
Of The Moon (presumably in the same way that, if
youwant toknowallabout The Beatles, a copyof Sgt
Pepperwill do the trick), But The Final Cutsounds
likenothing elserecorded by the band; exceptof

66 T HE FINAL CUT-we should have called it
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course, theacornfromwhichitgrew, “When The
Tigers Broke Free”, Given that Waters' song was
rejected by therest of Pink Floyd for being “too
personal”, thereisarich andloamyironyinthe fact
that “When The Tigers Broke Free” spawnedan
album so personal thatit makesJohn Lennon’s solo
debutlooklike Wings At The Speed Of Sound.

But this is nonsense largely put about to re-edit
Floyd'shistoryinto a happy (well, consistent) pop
prog flowwhere they becomeless and lesshippyish
andmore and more stadium, and flow inexorably
into a new decade where Gilmour-accompanied by
Mason, Wright and a hostof unfaced musos-
presidesover the band. If The Final Cuthas apolar
opposite, it's Gilmour’s 2006 solo album, On An
Island, which containsall of Pink Floyd's stylistic
devices and none of their anger, wit or invention.

On An Islandis a pleasant and easy-going record.
The Final Cut, on the other hand, is extremely hard-
going (atleast, if you've never heard Radiohead’s I
Rainbows, analbumitoddlyresembles, Ornot).
Instead of ringingly gorgeous Gilmour solos, The
Final Cutis mostly muted keyboards and the odd
enormouslyout-of-place drum-*“Iwould veer away
from the over-dramatic use of the drumkit,” said
Roger Waters more recently. “Some ofit [ find
difficult tolisten to. Aspecificexampleis “‘Your
Possible Pasts’, which is this quite melodicthingand
thenthedrumscomeinreallyloud, continuesovers
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and [ find thatslightly irritating
now.” Instead of Dave's gorgeous,
husky croon, the songs arealmost

fragments—some songs hereare
less than two minuteslong, an

THE CRITICS'
VERDICT

entirely filledwith Waters’ angry, “The ‘important’ supplement/sequel to thatalbum.

bitter caw. parts 5_“'-'"‘1 : Instead, though, “When The
Andwhere On An Islandfeatures :'Ekf:ﬁzm‘:n Tigers..." became thelaunching

well-realised, sloopy melodies AlPrical P Erslosn point foraseries of songs about

reminiscent of old Floyd songs upby crashing war, infused with Waters' hatred

aboutmeadowsandsummerdays,  thunderstormsof for the then-fresh Falklands

The Final Cutis a collection of quasi-orchestral conflict. From “The Hero's Return”

melodrama... Truly,
amilestoneinthe

basisfirst ofa collection of songs
called, apparently, Spare Parts,
which would have formed akind of

to “Southampton Dock” (one of
thesaddestsongs about waryou'll

history ofawfulness.”
extraordinarythingforaband I.':':IDE: mxn, 1:;;‘!' ever hear), thisis acogentand
who once could spend two MAKER, MARCH19,1983 furious collection of completely
minutessoundcheckingafrying personaland also universalsongs.
pan.Whereyoucome outofOnAn ~ “Underneaththe It'salsoveryodd. Take the single,
Islandfeelinglikeyou'vehad a whimpering “Not Now John", famously the only
] mediationand
ovelyspatreatmentand theylet e uptempo songon therecord, and
you keep the robe, The Final Cut ragel:tisthe old equallyfamously one of the few
leaves thelistener drawnand quite Eamiliarrockbosst:3 singlesever made withabacking
possibly quartered. man unhappyinhis chorus of "Fuck all that.” Adistant,
[ fuckingloveit, from “The Post work.” RICHARD COOK, even more cynicalrelation of Dire
NME,MARCH19,1983

War Dream™ssound collage intro
~fastcarsand nuclear fall-out
news—that goesinto Michael
Kamen's totallyun-Floydian harmoniumand
Waters' almostfolkyopeningline, “Tell me true,
tell me why/ Was Jesus crucified?/Is it for this that
mydaddydied?”, all the way to “Two Suns In
The Sunset” (metal doors, organ, BIGDRUM
THUMP, "And as the windshield melts/My tears

. evaporate”). Iltmight not be entirely coherent -

it'ssimultaneously one ofthe angriestand
saddest records ever made, so noteverylyric
fitsinto the concept—butit'sarguably the most
passionate record made by anyone of Pink
Floyd’s generation. No elves, nowizards, no
sheep collapsingin New York, thisiswhy-one

- always presumed - Pink Floyd were supposed
' tobegreat. Roger Waters’ bleak, bitter passion

aboutwhateveritwasthatwaseatinghim,

- combined with often brilliant music,

And this time we finally, finally got to find out
whatwaswrongwith Roger Waters. Alluded to

- asfarbackas“UsAnd Them” (and even

“Corporal Clegg”), theworld wars had been an
obsession ofhis. Animailswas filled with a
spectacularlyinchoaterageabouteveryone
while The Wallbegan to narrowitdown, to
mother, schooland -in the end -one song.

- Thatsongwas, as previouslynoted, “When The

Tigers Broke Free”, asong about the World War

- [Imilitaryactionwhich directlyled to the

death of Waters' father, Eric Fletcher Waters,
and which ends with the chillingline, "And
that s how the High Command took my Daddy
from mie.” Leftout of The Wall, it formed the

TRACKMARKS | The Final Cut

1. The Post War Dream Home # # & & #

R . & Southampton Dock
2. Your Possible Pasts =
LR ' 10. The Final Cut + # % + &

3. One Of The Few # %+
4. The Hero's Return

" 11. Not Mow John # %% # *
| 12. Two Suns In The Sunset

¥ % K * & & &
5. The Gunners Dream
ki :
' RELEASED: March 2.1
6. Paranoid Eyes % | LABEL: Hawestrc 7
7.Get Your FilthyHands | ppopucen 8v: Roger
Off My Desert ¥ % %% ' Wobore James Guthrie
8. The Fletcher Memorial | and Michael Kamen
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. Abbey Road, Eel Pie,

Straits’ “Money For Nothing”, with
agrimmarchingbeatand yet
another Final Cutlyric
namechecking the Japanese (whose apparent
role inboth World War [l and the decline of
Britishindustry seems to have marked them
outasanation for Waters' ire), “Not Now
John" features fierce vocals and guitar from
Dave Gilmour, a man for whom shouting
“Fuckall that”in Roger Waters' general
direction was probablyawelcome release
fromrecent pressures.

Andthenthere'sthe onetrack that, weare
told, theband allagreed onenoughto place on
Pink Floyd's enormous Echoes CD compilation,
the fantastically sadistic "Fletcher Memorial
Home". Named after Waters’ late father, the
track positsahome for “incurable tyrants and
kings"whocanwhile away their deluded hours
appearing “to themselves on closed circuit TV".
Waters adds a toastmaster's voiceover, laden
withsarcasm, and his mostkeening, desperate
vocal, and Gilmour more than nods his
approvalwithhisbest piece of guitarwork on
thisalbum. Itmakes anything on Animals
sound chirpy, and yetWaters, in hisroleas
administrator of tyrannicide, sounds as
though he’s morewounded than wounding.

Which leaves, in this forestofpain and hurt,
onetrackwhich morethananyotherisrooted
insufferingand misery. It'sthe titletrack and
this time, it's notabout war, or family. Opening
witha lyricthat
screams depression—
“And far from flying

I §E-

RECORDED AT: Maytair
Stuclios, Olympic Studios,

Audio International,
RAK, Hookend and The

Andy Bown (Hammond

Billiard Room organ); Ray Cooper
PERSONNEL: Roger (percussion); Andy
Waters (vocals, guitars, MNewmark {drums on
synth, sound effects); “Two Suns..."); Raphael
David Gilmour (guitars, Ravenscroft {tenor sax):
vocals on Mot Mow NPO conducted by
John); Mick Mason Michael Kamen
{drums, percussion); HIGHEST CHART

Michael Kamen {pianc POSITION: LKx; LIS &

high in clear blueskies/I'mi spiralling down to the
holein the ground wherehide"—"The Final
Cut”ridesontherising circularkeyboard riff of
“Comfortably Numb”, paraphrasesa Dark Side
Of The Moonlyric by referencing another Floyd
album (“Ifyou negotiate the minefield in the
drive/And beat the dogs and cheat the cold
electroniceves/AndifI'minI'll tell you what s
behind the wall”) and then turnsinto a love
song of doubt—"And ifIshow you mydark side/
Willyou still hold me tonight?”) With its
references to “selling your story to Rolling Stone”
and tearing the curtaindown, itmightwellbea
rejectedsongfor Pink, the narrator of The Wall,
buthereitsoundslike afarewell to Pink Floyd.

“Iwasinaprettysorrystate when I'was
makingthis record,” Waters told Uncutafew
years later,and itshows. The Final Cutisa
slightlyragged album. Emotionally, ithasmore
than one focus. Yet it completely succeedsasa
concept piece, notinthe wayvitcompares the
Falklands conflict toWorld War I1, or the life of
arockstartothatofasoldierwhonevermade it
home, butinthe wayitcombinesallthose
elementsinto one catharticrelease of all Roger
Waters' yearsofpainand misery. Howmuch
fun that process was for his so-called
collaboratorsiseasyto guess: but, justasThe
Beatles’ White Albumwouldn'tbe halfas good
ifitreallywas, asisoften claimed, acollection
ofsolo projects played by one band, so The
Final Cut's conflicts, frustrations and rages
would just not be there if played by Roger
Waters and a tame band. And when Gilmour
lets rip with another (for him) brutal solo, or
when Mason slaps down another drum beat,
it'swith the weight, notjust ofanother bad day
in the studio, butofaband’s entire history.

“Thelasttrack, obviously, describes anuclear
war,” Waters told Uncuz. “And it'sthatidea
that... at the end oflife, one may have that kind
ofrealisation that youcould have when you're
alive, and you go, 'Hold ona minute, mayhe this
iswhatIshould do.” Roger Waters'and Pink
Floyd's careers have continued, with varying
degrees of creativity and success. And whileit's
notalways the case thatWaters has entirely laid
the ghostof Pink to rest—he’s toured both The
Dark Side Of The Moon and The Wall-it'smore
than arguable that, ofallthe partnersin the
relationship, he'smoved on. That mustsurely
be due to thecatharsis of The Final Cut. There
arethose whomight complainthat Waters had
suffered forhis art and now it was our turn, but
there are otherswho find The Final Cut, ifnot
the most polished orspliff-friendly of Floyd’s
albums, the mostemotional and direct.

Nearly allrock bands end theirworking
relationshipswith records thatsound like the
dustyfartofall that was good about them,
limping echoes of whateveritwastheyusedto
be good atall those years ago. The Final Ciit
isn'tlike that. It's the end of Roger Watersand
Pink Floyd, but it's not the sound of a snapped
cartwheel spinningweaklyinthedirt.It'sa
man going out—not down-fighting, shouting
hisname, rankandserial numberatanyone
withinearshot. Radichead asthe new Pink
Floydisacomparisonsolazyyou'llfinditin
thisreview, but Thom Yorke couldliterally
learnathirzortwo from thisrecord. As could
weall, frap’l . &




The sound of a man going out
- not down - fighting, shouting
his name, rank and serial number
at anyone within earshot




PINEELRYD- ARCHIVE 2004

IFIMHONEST, MY IDEA
WAS THAT WE SHOULD
GO OURSEPARATE WAYS



Two decades on, ROGER WATERS recalls the Fall Of The Floyd Empire. CAROL
- CLERK istens as Waters details the aftermath of The Wall and the troubled making
of his anti-war opus, The Final Cut. “I dragged us kicking and screaming into new
ways of doing things,” he says. But the band he led would soon leave him behind...

AT THEEND OF 1979, when
Pink Floyd released The
Wall, they were at the height
of their fame and glory. A

: doublealbum, itsmashed
ey into theTop3in the UK,

e goingon to sell more than
i eight million copiesin

“= America, where it remained
atNo 1 for 15weeks. The first
single, “Another BrickIn The
Wall (Part 2)", topped the British and US
charts for five and four weeks respectively,

Gl
THEER FROKY

URCUT

bringing home audiences a surprising and
unusually serious Christmas bestseller,

The band took the album out on tour in 1980
with one of the most memorable, ambitious
and expensive stage shows in rock history.
Dramatising the central story of Pink, arock
star who had become alienated from his fans,
the theatrics involved the building, and

subsequent demolition, of awall, 30-feet high,

between the Floyd and their audience.

They followed this with a movie version of
The Wall. Released in 1982, itwas directed by
Alan Parker with Bob Geldof castin the role of

Pink. There seemed no limit to what the Floyd
could achieve.

Butevenas The Wallwas being packed into
racks inrecord shopsacross the world inits
week of release, the Floyd empire was
beginning to crumble. Less than four years
later, it was all over bar the shouting - and
therewas a lot of shouting - for the four-piece
that had so dominated the previous decade.

Kevboard player Rick Wright left the band in
1980 amid claims he had been forced to quit
by Roger Waters - who, inaddition to his bass

and vocal duties, had become  conTINUES OVER®

PINKFLOYD | ULTIMATE MUSIC GUIDE | 109

CORBIS



e e W e

The Walltour: August 7,
1880, Earls Court, London,
and opposite, belowright
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the primary songwriter. Meanwhile, the
already shaky relationship between Waters
and guitarist/vocalist Dave Gilmourwas
deteriorating. They had never been the best of
friends, but their musical visions for the Floyd
had been conflicting sharply since The Dark
Side Of The Moon. For along time, they had
been able to fight their way to a compromise,
but the gulf was widening, It would soon

be impassable.

Drummer Nick Mason was caught,
unhappily, in the middle of the hostilities,
telling Uncut in 2003 that “I've always been
well known for my fence-sitting.”

By the time of The Wall, Waters was largely in
control. And The Final Cut, released in the
spring of 1983, was almost entirely his own
work, a full-scale anti-war protest, with
Gilmour and Mason turning out simply to play
their designated parts—and subsequently
dumping Waters.

It was, indeed, the ‘final cut’. The Wall had
taken Floyd to the top of the world, ma,
but The Final Cut, another No 1 album, saw
their future about to go up —orrather down -
inflames.

Gilmour, Mason and Wright would together
achieve commercial successwith A
Momentary Lapse Of Reason (1987) and the
chart-topping The Division Bell (1994), but
neither album could hope to recapture the
magicand enduring mass appeal that the
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three had created with Waters, the John
Lennonof the group.
On the eve of EMI's remastered re-release of

The Final Cutin April 2004, Waters rings Uncut

from his home in New York to talk in his usual
forthright manner about the fateful period
from 1979-1983, which saw Pink Floyd in
decline, fated to plummet from a seemingly
unassailable greatness to anordinary and
relatively unproductive rock stardom.

UNCUT: The Wallwas, mostly, written

by you, Did its success confirm to you

that you could effectively take charge

of the group’s music and direction, or had
yvou been working towards this anyway
with confidence?

WATERS: Let's see. At the time, [ had started to
work very much on my own. I'd moved to the
countryside in England and 1 did drafts of
both The Pros And Cons Of Hitch Hiking [his
1984 solo album) and The Wall concurrently.
I presented both pieces to the band in the
studios in Britannia Row. I said, “I'm going to
make one of these as asolo record and the
otherasaband record.”

So theyhad to choose which would be
recorded as the next Floyd album? They were
allin favour of The Wall except for the late
Steve O'Rourke |band manager|, who
preferred The Pros And Cons... As history, it’s
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well known that [ objected to a couple of chord
sequences during the making of the record,
and [producer] Bob Ezrin wrote some pieces
for “The Trial”, and [ wrote some new songs.
['d sort of dragged us kickingand screaming
into newways of doing things since The Dark
Side Of The Moon. With Wish You Were Here,
there was the first big divergence - Dave
wanted us to put "Raving And Drooling” [the
original title of Animals track "Sheep”] on Wish
You Were Here, and L had avery strong sense of
the record. T had apretty clear vision, [ think.

Were the rest of the band sidelined during
The Wall? 1 know that'show it’s perceived by
some people. The factis, we allhad the
opportunity to write as much as we wanted.
There was never any question of me saying,
“Don'twrite. T don'twant your stuff.” [ was
desperately keen for everybody in the band to
produce as much as possible. But Nick doesn't
write atall, and Dave and Rick are not prolific
writers. They've written very, verylittle over
the years. They've written some great stuff,
but very little of it. So, you know, it fell to me as
amore prolific writer to fill in the gaps, to
actually produce the material, which  have
done and have continued to do, clearly, since.
[tend to write almost exclusively on my own.
Sincelleft the band, Dave has collaborated
with all kinds of people to get some kind of an
output, because he isn'tactually a writer. You

e




either write or you don't. If you do, you can't
helpit. You can't stop yourself doing it. And if
youdon'twrite, you can't start yourself doing
it. Youcan't think, ‘Oh, I'll become a writer
now, and start writing. [fit were as simple as
that, I'm sure Dave and Rick would write. Ifit
were easy, everybodywould be doing it. Butit's
not. It's avery specific skill,

RICKWRIGHT CLAIMED he was given an
ultimatum by Waters: ithe didn't leave the
band, Waters would refuse to allow the release
of The Wall. At this time, Pink Floyd were,
astonishingly, in a multi-million-pound
financial crisis, allegedly due to their
involvementwith investment managers
Norton Warburg. Wright has stated that
because of this, he did not want to endanger
the album’srelease. Gilmour and Mason,
while opposing Wright's dismissal, reluctantly
agreed they could not sacrifice thealbum that
would go on to save them from bankruptcy.
Before his departure, Wright accompanied
the band on The Walltour, although he had
been demoted from his position as full-time
band member to that of hired hand, receiving
awage. Since the tour lost
spectacular amounts of
money, Wright joked thathe
was the only player who
earned anything fromit. He
would later rejoin the lineup.

What were your particular
problems with Rick Wright
during themakingof The
Wall? Alot of revisionist
nonsense has been written about it, and
certainly the history as seen from the
perspective of Dave and Rick and Nick is quite
different from the history as seen from my
perspective, So there are no reliable witnesses
to the historical events unless you're a camera
oratape recorder. [ don't really want to
document my view of Rick’s shortcomings
during that period. Suffice it to say, however,
that my memoryof events is not that I
wickedly axed Rick from the band, somehow
managing to force Dave and Nickinto a
position that they weren'thappy with.
Rickwasin hisownspace at that time and he
was no longer really anything much to dowith
the rest ofus. It became intolerable in the end.

Isit frustrating to be portrayed as the bad guy
all the time? ['ve sort of got used toit. Itdoesn't
annoy me very much. My memory of what
happened at the time, who did what and said
what... when the other guys decided to make
records after I'd left and they'd gone on tour,
there wasalot of attacking of me, [ think to
make themselves feel stronger or whatever. A
lot of it was deliberately revisionist to an extent
that was pretty upsetting at the time.

Interestingly, Nick's written his bookand
sent me adraft ofit. I called him and said,
“Nick, this is wildly revisionist and if you want
my input in any way we'll have to go through
it.” He seems very happy about that. [ said,
“This history cannot be got right because we
will all have different memories.”

[t's well known now that in the last 30 years

ot so, the study of neurology has
advanced to the point that we
knowhumans are capable of
inventing memories for themselves
that are convenient. There are no
simple facts. Wewillallinvent a =
history that suitsusand is
comfortable for us, and we may

absolutely believe our version to be The Wall'

the truth, but the truth is that
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performances and expect to
make money.

How do you rate the movie
version of The Wallnow?
[thinkit's an interesting film.
Famously, [ had divergences of
In opinionwith various people at
s—aka certain points. [Alan| Parker'sa
: passionate man andsoamlIand

empirical datatellsusan SCN00L STOUMTIONN g4 is [designer and animator]

individualisn'tin a position to say J;EH,,{’: ji" Gerry Scarfe. Whether the piece

whatisandis notthe truth about hieformerounite | suffersfrom that, Tdon't know.

whatisinhis or her past. The brain recalled a ,;. The one disappointment | had -

will invent stuff, move stuff smokedinclass,swore  and it's my fault more than

around, and so from 30 years ago, at aw sé*; anybodyelse's—is thatitgave me a
Wore tne Tginest

or 25 vears ago, there’s noway any
ofus can actually get at the truth.

By the time of The Wall, therewas
increasing animosity in your relationship
with Dave and Nick. What were the reasons
for this? At that point... notwith Nick. Dave
and I were always slightly at loggerheads.
Making The Wall, there was alot of to-ing and
fro-ing about the mixing of “Comfortably

Numb”, with Bob Ezrin in the middle. Nick
never thrust his oar with any great vigour into
the stew. He was always happy to be on board.
Hewas avery close friend of mine as well.

The live show was extraordinary, but it was
very expensive. How seriously did this add to
the financial problems the band were having
after the trouble with Norton Warburg?

Not at all. The album was so successful that
any downside in terms of the shows was
irrelevant. We always knew it couldn't make a
profit. You can't puton a show like that for 15
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chance to introduce my sense of

* humourtothe piece, and1
signally failed to do that. It's
extremely dour.

I'm happy tosay I'm being given achance to
redress that problem. I'm just on the verge of
signing a deal with Miramax to rewrite the
whole thing as a Broadway show. I've written
thefirst 10 pages. That'swhy I've been very
keenon, and have thought about, rewriting it
atsome point—to get my humour
into it. My humouris an extremely
important partof my life. It'sa
challenge, and something I'm
really looking forward to.

Is there a possibility that the show
might travel to the UK? [t might
well openin London. We'll see.

Would it be accurate to say that if
The Wallwas the last great Pink Floyd album
then The Final Cutwas essentially the first
Roger Waters solo album? [ suppose you
could say that. Imean, The Wall was quite
different. It was conceived asatheatrical
event. The Final Cuiwasn't.

The Final Cutis described as “arequiem for
the post-war dream”. Is the post-war dream
the same thing as “The Gunners Dream”,
where he hopes that the world can one day
become asafe and peaceful and

compassionate place for CONTINUES OVER »
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everyone? That's exactly whatitis. The post-
war dream. .. we experienced the beginning of
the Welfare State in 1946. The government
introduced all that newlegislation, At the
point where [ wrote The Final Cut,I'd seen all
that chiselled away, and I'd seen areturnto an
almost Dickensian view of society under
Margaret Thatcher.

The album opposes warin general, and is
specifically fired by your feelings about
World War II. To what extent were your

lyrics driven by other conflicts such as the
Falklands? [ felt then, and I still feel today, that
the British Government should have pursued
diplomatic avenues more vigorously than they
did, rather than steaming in the moment that
the Task Force arrived in the South Atlantic.,
Some kind of compromise could have been
effected, and lots oflives would have been
saved, It was politically convenient for
Margaret Thatcher to wham Galtieri because
there’s no way she would have survived
another six months without the invasion of
the Falkland Islands.

Some critics have said that your references to
Thatcher, Reagan and other world leaders
have dated the work. Butitcould beargued
that, although the names have changed, it
remains relevant today. Would you agree?
Absolutely, yeah, in the face of the invasion of
Iraq. [ wrote some songs last April which I
haven't managed to release vet, and mayhe
theywill date in some way. ['ve mentioned
Blair by name. One song refersto a short storyl
wrote many years ago about one night in my
life when I'was 19 years old, hitch-hiking back
to London from Beirut. On my first night on
the road, [was taken in by an Arab couple with
asmall child. They treated me with
extraordinary hospitality and kindness, I've
never forgotten them. It's so easy for us to
develop enmities for people in other countries
whom we know nothing about, people we can
identifyas a potential threat. Most of them are
just ordinary people. Most people over the
world are moderate, and

ourlives get destroyed by

extremists of one kind or

another. My theory has

always been thatthe

problem is exacerbated

because of the demands

of commerce.

Aswe sawwith the
invasion ofIragq.
Absolutely. the aftermath of 9/11 was absolutely
frightening and it still is, although it's just
The jingoism and colonial ambition thatyou  beginning to change now.
rail against on The Final Cut is probably
more appalling now than it ever was. [t seems
tobe. [t seems to have got worse, and it's
terrifying. I'mliving in New York at the
moment, and it’s absolutely terrifying what a
slight grasp of foreign politics and of the facts
the American public hasin the face of the
onslaught of the Murdoch media, Fox News
and CNN. It seems to amount to a conspiracy
inthe media to defraud the population. It’s

quite terrifying out here. What happenedin

Isit changing because of the information
emerging about military intelligence and so
on? Exactly. Also, people are beginning to see
alittle bit more. Bush’s domestic policyis
fleecing the poorto pay for the rich, and
people are just beginning to get that as well.

Would you say that the American publicis

moregullible than the British? There’s a solid
Toryvote in the working class based onan
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attachment to the jingoism of the
past and the empire and the flag. It's
true in Republican America as well,
particularly in the Midwest, where
theyre very God-fearing. In the
Bible belt, evenif you're working-
class, blue-collar, a farmer or
whatever, there’s about half the
populationwho are prepared to
believe that if you're successful you must have
gotsomething right - “Ohlook, they're rich
and they're powerful, they obviously know
what they're doing, so let’s vote for them,”
rather than, “They're rich and powerful,
they're stealing all our money and spending it
onthemselves, so let’s vote against them.”
Democracy seems to be the best chance we
have at the moment, butit’s by no meansa
perfectinstrument.

There was no freedom of speech about 9/11,
no habeas corpus. They'd thrown away a lot of
their notions of civil liberties - arresting
Muslims and imprisoning them without trial,




with no access to lawyers. Everybody was
saying, “Hey, so what? Kill a few, torture a few,
so what?"” [ don't think they realise just how
dangerous, justhowslippery that slope is.

Just after 9/11, there was one interesting guy
[who] had a talk show. It was pretty open, at
leastas far as theycan be. After9/11, on his
show, this guy said, “You can call [suicide pilot]
Mohammed Atta and the others anything you
want, but youcan't call them cowards.”

There was a big thing about this attack. It's
an oxymoron to suggest somebodyin the
cockpitofaplane, flyingitinto a building, is
guiltyof an act of cowardice. This presenter
was fired, and the next day the showwas
cancelled. You could not say thatin America,
even something patently obvious.

On The Final Cut, you empathise with the
victims, the dead and their relatives, but you
also show great sympathy for the demobbed
soldiers. Do you think they all felt haunted,
betrayed and isolated? Clearly, one can't
generalise. Different people respond to things
in different ways. As a general rule, they suffer
from post-traumatic stress syndrome. When |
was growing up, the men who'd beeninthe
war... they were really, by and large, very quiet
about it all, My Uncle [immy was married to
my father’s sister, Auntie Verna. Hewas a
driverin North Africa, and his Bedford truck
was hitby a shell. All his mates were killed. He
was injured but he survived. Obviously, you're
never the same. Those of us who haven't been
exposed to it can never properly understand it.
You get desensitised to it by the violence on TV.
You never sense the actual traumainvolved.

Two characters on the album come to mind -
the man in the pub who laughs with his
friends butis really hiding “behind petrified
eyes”, and the homecoming hero who can’t
forget the dying words of the gunner
crackling over the intercom. Presumably
theyare demobbed soldiers? Yeah. They're
both the same character. They're both the
teacher [from The Wall]. We learn a bit more of
his past history— "When you're to land on vour
feet!What do you do to make ends meet?/
Teach.” So many of the teachers at the
Cambridgeshire School For Boys, the school |
went to, had gone into teaching after the war.
They couldn't think of anything else to do.

Have you met many such former soldiers?
Nobody that [ can be specific about apart from
Uncle limmy. I tend to experience them as we
all do, through TV documentaries and
listening to people, their responses to things.
It'slike those US veterans who appearonTV.
After 20 vears, they go back to Asia again. “Too
Much Rope” from [1992 solo album)] Amused To
Death—all of that song came directly from me
watching a programme about Americans
going back to Vietnam and bursting into tears
astheywentinto hospital wards and saw
women dying of cancer that they got from
Agent Orange and all the deformed kids, again

from Agent Orange. Yousee these menin tears,

faced with the aftermath of the hideous reality
that they had to go through, because we were
incorrectly devoted to the ‘'domino theory'.

The military themes of The Final
Cutare echoedinboththe
arrangements, with all the brass,
and the trademark sound effects.
Do youstill use these devices to
consolidate lyrics? I'm using
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Some complained thatitwasall
too quiet, and that despite the big
swells and outbursts and musical
variety within certain songs,
“Not Now John” was the only
track with any bollocks. How

AR Waters created The
sound-effectsin thisoperal've FinalCutscoverusing ~ Wouldyou answer that?
been working on. That’s what 1 do photos taken by his Theymayberight.Iwasina
every day. [ put sound-effects on brother-in-law, Willie  prettysorry state when I was
my opera. It's about the history of Christie;themedals  making this record. IfTmadeit
the French Revolution. shownarethelS39- 4y 1'd do things differently.

ﬁﬁiﬂﬁmﬁ? There was so much conflictin my

When TheFinal Cutwasreleased,  ,nqTheDistinguished ~ Professionallife. Itwasn't easy
there were various criticisms. Flying Cross. The making arecord in the face of all
Some people felt it was too album made UKNo1 the goings-on between me and
depressing, Was that the reaction inApril'83, butwas Dave particularly.
youwanted? You always hope Tyﬁ?ﬁ;ﬂg?ﬂ“ﬁ;ﬂ
that by moving people you will get Speed Of Night What would you do differently

them to connect, either just with
the music or with some of the ideas
orwith each other.

[t did hit a nerve. People seem either to love it
or hate it. That's been my experience, talking
to people.

It's remarkable howmany people [ meet,
as [ potter round the world, who adore The
Final Cut. Ithasaresonance. There are
certain people with certain histories, and
they're not all people who were affected by
World WarIL

SOLO FLIGHTS

If The Final Cut was aRoger Waters
albumin all but name, what were
Messrs Gilmour, Mason and
Wrightdoing
during this period?

At the time The Final Cut was being prepared
and recorded, Dave Gilmour, Mick Mason and
Rick "'.l"-."right didn’'t have a hell of a lot to do,

at least as far as that album was concerned.
However, they had other projects on the go.
Dave Gilmour had been working on his second
solo album, About Face, which featured some
lyrics contributed by Pete Townshend. Released
in March 1984, it was solidly successful on both
sides of the Atlantic, charting at No 21in the

UK and Mo 32 in the US. Gilmour toured the
album in Europe and America as a solo act
during the spring and summer of the same

year, and his performances included a version
of the Floyd's “Money”. He then embarked on

a series of studio collaborations with artists
including Bryan Ferry, Grace Jones and Duran
Duran offshoot Arcadia. Rick Wright had also
been recording an album away from Pink

Floyd, with former Fashion frontman Dave
Harris. Operating under the name of Zee, they
released the album Identityin April 1984, but it
didn’t shift too many copies. A month later came
the release of Waters' The Pros And Cons Of
Hitch Hiking, which reached No 13 in Britain and
Mo 31in America, and which he followed with a
world tour incorporating many of the songs he'd
written for Pink Floyd. Nick Mason was the last
band member to emerge alone in the wake of
The Final Cut. He'd been working with former
1occ guitarist Rick Fenn, and the 1985 album
Profiles - Mason'’s second non-Floyd album - was
credited to both. |t didn’t chart. He also issued

a short film, Life Could Be A Dream, to coincide
with the release, focusing on his parallel careers
as a musician and a racing driver.

now? I think [ would probably

work the songs up with aband so
there would be more flow. ['would veer away
from the over-dramatic use of the drumkit.
Some of it find difficult to listen to. A specific
example is “Your Possible Pasts”, which is this
quite melodic thing and then the drums come
inreallyloud, and I find thatslightly irritating
now. I'd probably putin some kind of rhythm
section that carries you through the song
more smoothly. [The sudden outbursts], they'd
be toned down. I'd bring the versesup and
take the choruses down to the point where you
could listen to the song from beginning to end
without leaping out of the chair.

The last track, “Two Suns In The Sunset”, has
avery simple conclusion - “We were all equal
intheend”. It gives asense of the album
having been a journey. Was this what you
intended? With that final song, yeah. There
was something strange about it. Obviously,
itdescribes anuclear war - the remnants
ofall that paranoia about nuclear war from
the '60s—andit’s thatidea maybe at the end of
life one may have that kind of realisation

that you could have when you're alive, and you

go, "Hold onaminute, maybe thisis what I
should do.”

The song says, “I think of all the good things
thatwe have left undone.”So you're urging
that we should do them now and not wait
until we're heading towards the “bigtruck”
with the brakes locked? We've gotta tryand
think every day. Every single day. I'm not
talkingabout being heavy. I'm talking about
living your life. Don't be scared to live it. Don't
be scared to takerisks. Particularly, don'tbe
scared to take the risk of touching people, or to
be vulnerable.

Was that the problem with the guyin the title
track, the “kid who had a big hallucination
making love to girls inmagazines”? That's
justabout me and my sense of sexual shame.

You've said that youinsisted on startingwork
on The Final Cutas quickly as possible. Why?
I'wanted to do the record. Dave had shown no
sign of writing any songs in the previous three
years, and I didn'tsee itwas likely ifwe hung
around another year or two. What 1 did do at
the timewassaytoall of the CONTINUES OVER »
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band, as things became more and more
difficultand uncomfortable: “Ifyou guys don't
want to go on with this, 'll makeitasasolo
record. [ don't want to force anything down
anyone's throat. I'm quite prepared to take
this on myself.” Asanybodyin any pop group
knows, you live or die by material. Dave was
unhappy. He thoughtitwas too political. He
didn’tlike the attacks on Margaret Thatcher.
He thought it was way too personal and way
too political,

Dave has accused you of manipulating a
situation with The Final Cutwhere therest of
the band couldn’t do anywriting. How do you
react to that? How could that be? How on
earth could [ possibly stop Dave Gilmour
writing? What would I do? Go
round to their house and when
they pick up a guitarsay, "Put
that down"? The ideais
absolutely ludicrous. It may be
that within the context of the
prolific nature of my own
writing... I don't know.

Rick used to write, He would
write odd bits. He secreted them
away and put them on those
solo albums he made and were never heard.
Henever shared them. It was unbelievably
stupid. I never understood why he did that. I'm
sure there were two or three decent chord
sequences. If he'd given them to me, [would
have been very, very happy to make
somethingwith them. One of my
collaborations with Rickwas "Us And Them”
| from The Dark Side Of The Moon|, which was
afabulous song. Thisidea that [ somehow
stopped them writing is so patently ludicrous,
[justdon’t gethowthey could say that.
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What were the contributions of Dave and
Nick to The Final Cui? Did they give them
willingly? Oh, absolutely. Nick played
drums and Dave played guitars,

There have been reports that you took

on session players in the place of Dave
and Nick.

Only on “Two Suns In The Sunset”.

Andy Newmark played drums on that,
Rhythmically, there are some 5/4 timings
thrown in so the downbeat changes from bar
to barand it's confusing for Nick. His brain
doesn’t work that way. That’s why he didn’t
play on “Mother” on The Wall. There are
other session players on the record, but no
guitar players.

And then there were the rumours that you
and Dave were never actually in the studio at
the same time. Not true. [ have vivid memories
of sitting in the room playing Donkey Kong
hour after hour. Afterwe'd gotinto it a bit, he
didn’t come in much. The big argument was
whether he'd be getting a production credit
and a point off the top for producing the
record. He didn't produce it. He didn't want it
to be made. He was disinterested. He didn’t get
the production credit. He did, however, insist
on taking the point offthe top.

"

Ak

Watersinl984:a
partial advocate
of hitch hiking

How did he manage that? Just by being
obdurate. That was when we really fell out,
over all that. He and [ faced offabout it, and
Nick... I had this one telephone conversation
with Nickabout that. He said, “I think you're
completely right about this, but I'm goingto
side with Dave ‘cos that's where my bread's
buttered.” Obviously, [ wasa bit hurt because
we were friends but, I mean, it I'd got my way
and the band had all disappeared and gone,
that would have been probably pretty much
the end ofit for Nick in terms of rock'n'roll. He
likes playing and he likes the attention and he
likes the money and he got a lot more years
from 1984 or whenever we split up until 1994,
That'sanother 10 yearsand alotofcashanda
lot of attention.

Could he not have hoped to
find a place with you? [ don't
think so. If I'm honest, my idea
was that we should go our
separate ways. What actually
happened was, the reason that|
finally left, signed the letter
saying, “I'mleaving the band”,
evoking my “leaving member”
clause, was because they
threatened mewith the fact thatwe had a
contract with CBS Records and that part of the
contract could be construed to mean that we
had a product commitment with CBS and if
we didn't go on producing product, they could
(a) sueus and (b) withhold royalties on that
productifwe didn't make any more records. |
said, “That’s ridiculous. We'd never have
signed a contract like that.”
They showed me the clause, and it was
ambivalent. So theysaid, "That's what the
record company are going to do and the rest of
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the band are going to
sue you for all their
legal expenses and
anyloss of earnings
because you're the
one that's preventing
the band from
making more
records.” Theyforced
me toresign from the
band because, if |
hadn't, the financial
repercussions would
have wiped me

out completely.

War baby: Waters,
with his father,
mother and

| brother(standing)

THE REISSUED VERSION of The
Final Cutcontains an extra
track, “When The Tigers Broke
Free”. Originally included on
- the soundtrack of The Wall
{though not the original album)
andreleased as a singlein 1982,

f=—

Were you preventing the band from making
more records? Theywere right about that,
because [ was not going to write any more
records or make any more records for the
band. [ had decided the band had runits
course asacreative unit. That was my belief,
rightly orwrongly. I thought we'd finished. |
thought we were done. Rick had gone, and
Dave and I were at loggerheads. 1 said, “Let’s
juststop; let'sretire gracefully.” They decided
theywanted to continue and eventually they
did, and I left. I bowed to the threatand wrote
alegal document resigning from the group.

How did you feel when you left Pink Floyd?
Was there any sense ofloss or did you feel
liberated, or both? I feltliberated. I had

alot of negative feelings later on when the
boys went off marching round the world with
my songs. Thatwas problematic for me fora
number of vears. I'm completely over it now. [
couldn’t care less, and also I feel much less
bullish about the notion that I was right and
they were wrong. People do what they do and
they have their own lives to lead. The control
of those songs... when you write songs, you
don't actually have control over them. They
become public property. You just have to
accept that, and you can't be too precious
about them.

Iabsolutely did the right thing, difficultas it
was for the first few years when Iwas making
records on my own. It was very hard to carve
outaniche for myself outside the context of
the band. I have accepted the fact that people
have a big resistance to people in successful
bands doing something on their own, and I
understand that. I've found an audience for
my solo work, which is pretty solid, and I'm
happy about that. I don't know how many
albums I sell. I probably sell amillion albums
with each of my solorecordings. It's perfectly
all right and I'm really enjoying working with
the people I work with these days.

I'm probably happier knowing thatit's my
responsibility and mywork, and I work with
collaborators who are brilliant musicians or
producers, but the buck stops withme and I
make the decisions and it's certainly easier for
me than working in a group.

With that, Roger Waters politely says goodbye.
There arethings to do. A spotoflunch,
perhaps, or some sound effects for

his opera. The phoneline clicks off with a
decisive, final cut. &

it's a devastatingly simple first-
person account of how Waters' fatherdied in
combatin Anzio, Italy, with an appropriately
poignant accompaniment. Military themes
have cropped up regularly in Waters' writing
since The Dark Side Of The Moon. With the
song, he reveals notonly the source ofhis
preoccupation but also the roots ofhis
distance, hisseparation from others, which he
has also examined with Pink Floyd. “When
The Tigers..." is, therefore, perfectly placed on
The Final Cut, Waters’ all-out personal tirade
about the iniquities of war and the sell-serving
motives of the politicians who unleashiit.

“When The Tigers Broke Free” is about your
father’s deathin World War I1. Do you feel
that it has finally found its rightful home on
The Final Cut?

[ think it fits very well. James Guthrie [the
original producer and engineer on the album]
sent me a compilation of the record when he'd
remastered it, and [ was extremely confused
for awhile because "Tigers” kept coming up
again and again. [ said, “James, what the fuck
areyoudoing?” He said, “No, no, no, dear boy,
I've put itin lots of different places. You have to
choose which place you think it works best.”
It's great thatit's found alittle home on an
albumsomewhere.

The Final Cutis dedicated to “Eric Fletcher
Waters 1913 to 1944”- your father, You must
have been a tiny baby when he died.

[was bornin September 1943. [ was five
months old.

Towhatextent did this event at the beginning
of your life shape your experience and
thinkingin later years?

You'd have to speak to all my psychiatrists
about that. It's pretty obvious that that sense
ofloss [ felt extremely keenly through my
infancy. As soonasIcould talk, Iwas asking
where my daddywas, And my mother’s often
told me that, when [ was about two-and-a-half
or threeyears old, in '46, it became really
acute. In 46, everybody got demobbed.
Suddenlyall these men appeared. There
weren'tany men aroundin 44, '45. Now they
were picking their kids up from nurseryschool
and I became extremely agitated at that point.
And because no bodywas ever found, there
was always just a faint “maybe” - “Maybe he's
wandering around Italy with amnesia”. He
was only ever missing, presumed dead. So
through 44 and '45, [ assume my mother went
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ERIC FLETCHER WATERS
1913-1944

Roger Waters on the death of his soldier father

througha period of intense emotional limbo,
scanning lists and hoping.

Has thisloss contributed to the isolation and
alienation you had been writing aboutin
Pink Floyd since The Dark Side Of The Moon?
Absolutely. It's a major contributing factor.

Probably the most scathingline on the album
is when you are talking about the letter of
condolence that your mother received,
ostensibly from the King - “His Majesty
signed with his own rubber stamp.”

That's exactly the truth of it. 'm not really
wishing to eriticise George VI, but I think it
might be better if somebody actually signed a
letter like that on behalf of His Majesty.
understand he couldn’t sign every letter that
went out to the widow of every soldier that
was killed in the British forces in World

War [1. But there's something slightly weird
abouta replica signature on a document. I
remember trying on my father’s uniform and
finding the letter from George VI with the
rubberstamp.

Do you know and respect the reasons that
your father had for being in the Armyin the
first place, and to what extent can you
reconcile those with your own strong feelings
aboutwar?

[ know them very well. If my mother’s to be
believed as an honest witness to events, my
fatherwas adevout Christianin 1939 when he
was called up, and so he refused to be
conscripted. He was a conscientious objector.
They decided he was genuine, and rather than
sending him to prison, the tribunal asked ifhe
would be prepared to do otherwork. So he
drove an ambulance all through the Blitzin
London, which is where he met my mother,
and he wasworking in hisspare time for the
voluntarv service.

He wasin London all through 40, 41 and '42,
and during that time he became interested in
politics, and his politics became more and
more left-wing until he joined the Communist
Party, at which point he had a struggle with
the dialectic between his Christianity and
communism. Inthe end, he took the view
thatitwas necessary to fight against the
Nazis. He went back to the Conscription
Board and said, “Listen, I've changed my
mind and so Iwould like to volunteer for the
armed forces.” They went, “Oh, jolly good.
Look, this chap’s got a degree, he's obviously
officer material.” S0 he did officer training
and was commissioned as a2nd Lieutenantin
the Royal Fusiliers.

To have had the courage to not go—and then
to change your mind and have the courage to
go—isasort of mysteriously heroic thing to
have done, which my brother and I have to
live with.
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A Momentary

Lapse Of
Reason

Dave Gilmour wrests control of the Pink Floyd
brand, and reshapes the band in his
considerably mellower image.

By Graeme Thomson

MERE 07 ISEPTEMBER 11987

UESTION: WHEN IS Pink Floyd not Pink
Floyd? Surprisingly often, it seems, after
surveying the less-than-unified operational
procedures of thisoddly dysfunctional band. The
question is never more relevant, however, than
when contemplating the troubled conceptionof A
Momentary Lapse Of Reason.

Pink Floyd's 13thstudio albumis so overburdened
by the extraordinarysignificance heaped upon the
moraland legal ownership of those two titular
words, not to mention the personal drama hard-
wired into the circumstances surrounding its
creation, it'slittle wonder that the musicit contains
hasstruggled to assertitself.

Therecord beganin the midst oflawsuits,
injunctions and bitter personal feuds, and ended
withthelaunchofavaledictorytoursovastand
relentlessitseemed to eat entire countries alive,
Somewhere in the middle lies analbum which at
times seems barely worthy of all the fuss. Perhaps
appropriately, much of A Momentary Lapse Of
Reasonappearstobeaghostincarnation of mid-
"70s Floyd, akind of expertly rendered facsimile
which nonethelessretainssufficient echoes of
formerglories to convince listeners that thisisnot
animposter but somethingclose to thereal thing.

Q
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Oneofmany supremeironies wrapped upin this
albumisthat, followingyearsresenting the tact that
Pink Floyd were becominglittlemore thana
crucible for Roger Waters’ increasing creative
tyranny, A Momentary Lapse Of Reasonis essentially
a Dave Gilmoursolo albuminall but name, Afterall,
ifanyone had been using Floyd asavehicle forhis
personal vision over the previous decade, ithad
been Waters. Hehad written everysongon The Final
Cut. Gilmourlater claimed that the bassist's ideal at
the time was tomake all the creative decisions
himselfand demand the presence of the other two
membersonly when he deemeditstrictlynecessary.
Forhis part, Waters claimed Gilmourand Mason
had become utterly disinterested.

Andyetsometime in 86 Gilmourdecided to turn
the solo album hewas slowlymaking, with producer
Bob Ezrin and aplatoon of high-end session
musicians, intoanew Floyd LP. This wasnot quite as
straightforward anendeavourasitsounded.

After The Final Cut, Floyd had dispersed. They
didn’t tour the album and when Live Aid came
around theywere notable by their absence. Instead,
Gilmour made his second solo offering, About Face,
and Waters made The Pros And Cons Of Hitch Hiking,
both released in 1984. Each toured CONTINUES OVER »
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independently, amove which only
provedthat, inthe eyesofthe
publicaleast, thesum of Floyd was
verymuchmore thanitsindividual
parts. Gilmour had to cancel dates;
Waters' jauntreceived acritical
mauling. When Nick Mason
released Profilesin August ‘85, did
anyone even notice?

In December 1985 Waters finally
jumped ship, claiming that the
band was creativelymoribund. He
informed EMI thathewasno
longerliable to hiscontractual
obligations andindoing so
believed he had effectively sealed
the end of Pink Floyd. Gilmour
demurred, telling him, “Make no
bonesaboutit, ifyougowe're
carryingon.”

So beganalegal fist-fight over the
right to play andrecord as Pink
Floyd which made The Beatles' day
incourtseem positively carefree.
One furtherstrikingironyis that,
following the departure of Syd

THE CRITICS’
VERDICT

“OK,soistherea
messageinthis
waffle? Therecord
starts with the sound
ofamanrowinga
boat...Isthisblob
called Dave Gilmour,
akind of Chris Rea
with anamusement
arcade manager's
haircut, tellinguswe
are but minnowsin
the constants stream
ofwetstuffthatis our
experience? Orishe
sayingwe wouldhe
better offaseels with
bigbiceps?”

CHRIS ROBERTS, MELODY
MAKER, SEP19,1987

“Meither progressive
norregressive,
justappeartohave
stopped. Death-
rattles, no matterhow
elegantlyarranged,

“sound effects” while most ofhis
partswerereplaced by Jim Keltner
and Carmine Appice. Atother
times adrum machine was used.
Much of the album was recorded
in Gilmour’s lavish 90-foot
houseboat Astoria, moored on the
Thamesnear Hampton Court, and
finishedin LA, partly to put some
airmiles between theband and the
lawyers. “We ended up finishing
the albumin LA as the business
hours are so different thatwe could
geta bitof peace,” said Gilmour.
The musicreflectsadesire to
return to happier times, at least
creatively, settingits compassat
the epicscale ofsome of Floyd's
seminalmoments. While Waters is
by natureaninvolved, intense kind
ofchap, thereis something languid
—almostlazy, perhaps—about
Gilmour, inwhose image this
albumismade. Thereis less
emphasis oncomplexlyrical
conceits and more on the texture of

Barrettin 1968, Waterswas theone
who had mostfiercelyarguedto
continue. Now the tableswere
turned. “Roger’sleaving didn’t
mean theywere allsuddenly going
tofold up their tents and go home,”
Bob Ezrin, who produced The Walland also A
Momentary Lapse Of Reason, later told Uncut.
“Beinga memberof this band was howthey
defined themselves.”
Thelegaldetailislabyrinthine and too knotty
tocontemplatein any depth here, but it
hovered over the sessions like a storm cloud.
“Whenwestarted recording the albumin
England there were lawyers calling the studio
literally every five minutes,” Gilmour later
recalled. “The amount ofintformation theyhad
toamasstofight the legal battle properly was
enormous. They needed to knowwho'd said
whatwhen during our20-yearcareer.”
InmanywaysA Momentary Lapse... only
becamea Floydalbumtowinanargument,
bornfromanactofcosmicstubbornness.
During the sessions Wright was readmitted
mainlybecause his presence strengthened
Gilmour's case forusingthe name, but the
keyboard playerwas taken on asa hired hand
ratherthanfully Floyded. [n any case, his
contributionwasminimal, while Mason was
dreadfully rusty. He fiddled around with

SEP12,1987

1. Signs Of Life ++* ' RELEASED: September

2. Learning To Fly »+ % - 71987
5 The Do O Wy | ;;Eu%t}ng?ti BY: Bob
i | : Bo
;g?ii:ﬂ;ﬁ R ' Ezrin, David Gilmour
S F:ﬂﬂﬂﬂiﬂﬂ.&'ﬁ ﬁ.&l‘mF'l;ﬂ
; ampton}, Britannia How
6. Yet Another Movie/ " (London), A & M Studios
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. Personnel: David Gilmour
. (guitars, vocals, keyboards
. and sequencers); Nick

. Mason (electric and
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are stillterrible
thingstohear.”
EDWIN POUNCEY, NME,

| TRACKMARKS | A Momentary Lapse Of Reason g

the music. A Momentary Lapse Of
Reasonalmost always favours
atmosphere over concept.

“Signs Of Life" —clang! geddit?—
openswith the gentle sound of oars
lapping the water, theaural
underlayforaclassic Floyd mood-setter which,
depending onyour perspective, is eithera
return to sublimely familiar sonic terrainora
rather shamelessimitation of “Shine On You
CrazyDiamond™sintro. The other
instrumental, “Terminal Frost”, isanold
Gilmourdemoretrieved from the vaults, and it
sounds likeit, the sax rather desperately
slathered ontop asadiversionary tactic.

“"ANewMachinePt1”and”...Pt2" are brief
dramatic interludes, Gilmour's voice phased
with the then-cutting edge Vocoder, but “Yet

Another Movie/Round And Around” is more

substantial, with its moody Casablanca
samples and nicelyinsistentmelodyline.
Generally morecomfortableasa
collaborator, Gilmour had never beena prolific
or entirely naturalwriter. On these songs he
drafted in Slapp Happy's AnthonyMooreasa
co-writer,and also composed with Ezrin,
keyboard player Jon Carinand—on “OneSlip” —
Phil Manzanera. Lyrically, having grown
wearyofthedidactic psycho-political themes
Waters brought to
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acoustic drums, sound
effacts); Richard Wright
(piano, vocals, Kurzweil,
Hammond organ); Bob
Ezrin (keyboards,
percussion and
sequencers); Tony Levin
{(bass guitar, stick); Jim
Keltner (drums); Steve

Bill Payne (Hammeond
organ); Michael Landau
(guitar); John Halliwell

Forman {percussion); Jon (saxephone); Darlens
Carin (keyboards); Tom Koldenhaven, Carmen
Scott - alto and soprano Twillie, Phyllis 5t James,

. saxophone); Scott Page Donnie Gerrard {backing
(tenor saxophone); vocals).
Carmine Appice (drums); HIGHEST CHART
Pat Lecnard (synths); POSITION: UK 3; US3

“Making analbumtowin
anargument” - Floyd meet
thepressasatrio,'87

The Walland The Final Cut, he frequently
retreats into blusteryvagueness, though he
alsooccasionally falls foul of the '80s affliction
of RockStar With Conscience. The
overwrought “The Dogs OfWar” - "flesh and
boneisourcurrency —islike Dylan’s “Masters
OfWar” rewritten by an agitated fourth former.
Musically, with its ominous, Jaws-like central
riff, itrecalls some of the more confrontational
moments of The Wallwithout quite escaping
thefeeling that thisis manufactured rage.

“OnThe Turning Away” offers amore gently
wagged finger at thosewho choose toignore
thesuffering of the world, arisky stance for
even this most philanthropic of rockstars to
adopt. Yetwith its whispering hints of “Wish
You Were Here” the song charms, upliftsand
evenmoves. Gilmour takes the outline ofsome
ancient Celtic melody and twistsitinto epic
shapes that summon up more thanalittle of
theold grandeur.

“Learning to Fly” was thelead single, a decent
'80s radio rock song propped up by a phalanx of
female backing singers and making gooduse of
therathersynthetic textures whichtendto
define (and date) thisrecord. “OneSlip”is
where we find the title phrase, borne alofton a
lovelyliquid guitarriff, reminiscent of John
Martyn'sdizzying Echoplex manoeuvres. It
also packsanemotional punch, the Iyrics
seemingtodwell on troublein the nest
between Gilmour and hissoon to be ex-wife,
Ginger. “"Sorrow” isarousing closer, beginning
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withaflurryofsqually guitarand huffingand
puffing over nearly nine minutes tostirring
affectwithout quitelanding a knock-out blow.

Thesamemight be said for the wholealbum.
It's asolid piece of work. Stubborn. More thana
little calculated. But A Momentary Lapse Of
Reasonisfascinating ultimately becauseit's
the sound ofaband whichisn'tabandtryingto
beaband;alop-sided, top-heavy unit
attempting to boltitselfback together for the
sakeofitsown survival. Itlacks
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offering some hope inthe words, some textural
lightand shade in the music.

Aboveall, A Momentary Lapse Of Reason
provided alicence to tour, adecision thatwas
made before the albumwas evencloseto
finished and which drove the reunion,
ultimately convincing the world that Pink
Floyd remained a viable entity. The tour, which
beganon September 9, 1987 and ran for two
years, was a behemoth, largely self-funded and

ARE A

injunction atthat point was nerve-wracking,”
That threat eventually fizzled out, although
byneatcoincidence Waters ended up
touring his Radio KAOSalbum through the
Statesatthe same time as Floyd were onthe
road. Hewasunable toresistadig. “That'smy
pigupthere,” he told Rolling Stone. “That'smy
planecrashing.”
Thelegalissues werefinallyresolved just
before Christmas 1987, with Gilmourand
Mason givenrights tothe Pink

Waters' infuriating dogma, his

Floyd name in perpetuity, but

self-absorbed intelligence, his
often ludicrous beliefin what
musiccanand should be. “1
thinkit'savery facile but quite
clever forgery,” hesaid ofthe
album atthe time. "Ifyoudon't
listentoittoo closely itdoes

A Pink Floyd album content to
lean on the band’s historic sense of
power rather than create it anew

the consequences ofthisbloody
tussle arestillrippling through
the ether nearly 25 years later.
Hasan album everbeenmore
costly? Forget the astronomical
legalfees. Whatabout the
shattered [riendships, breached

sound like Pink Floyd. With the
considered intention of setting out to make
something that soundslike everyone’s
conceptionofa Pink Floyd record, it's
inevitable youwillachieve thatlimited goal.”
Hehas a point.In general, thisis a Pink Floyd
albumwhichis content tolean on theband’s
historic sense of powerrather than createit
anew. Shorn ofits stern concepteur, the group
sounded more mundane than ofold: they
became agood, vaguely experimental rock
band, and in 1987 we had plentyofthose
already. But theywere also afarmore inviting
proposition than they had beenformanyyears,

immenselysuccessful. Inthe beginning,
however, its very existence hung precariously
inthe balance aslegal issues dragged on.
“When thealbumwasfinished webegan to
spend millions of dollars developing a showto
tourwith, and Rogerwas threatening to stop
the shows,” Gilmourlater told NME. "Wewere
working all day and night every day, like
absolute bastards, doing phone interviews
with European lawvers fromnineinthe
morning, then goingdown the hangar and
rehearsing and refining until two or three next
morning. The possibility thathe might getan

loyalties, the damage to the
band'simageandlegacy...

Inthe end, none ofitseemed to matter to the
fans as much asitmight have, A Momentary
Lapse Of Reason announced the return of Pink
Floyd, whichultimately meantthe chanceto
go toanarena and hear them play“Shine On
YouCrazyDiamond” and “Money” again. But
wasitreally Pink Floyd? Far away from the
courtroom and media bitch-fests, the
ultimate answer to the question hanging over
this tangled album lies in the music. Yes, just
about, seemed to be the consensus. Just |
enough tomatter. &
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A FEVW DINOSAURS
SHOULD BE TREASURED




It’s 1988, and Pink Floyd — minus Roger Waters, of course—area
bigger live attraction than ever. Still, though, the fighting continues,
as DAVE GILMOUR and NICK MASON break a 13-year silence to defend
themselves against the relentless assaults of their formerleader.
How have they survived when so many of their’70s comrades
perished, asks SIMON WITTER...

GETTY IMAGES
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[T'SARAINY Friday night in
New Jersey, and all around
me Pink Floyd's “Brain
Damage” is becoming
reality. 50,000 people are
ravingin the section of
. Giants Stadium not taken up
by the group's equipment,
butit's not the scale of the
event, so muchas the
——— Dehaviour of its
participants, that's sending my mind reeling, |
always wondered what people DO ata Pink
Floyd gig, and now 1 know. Theywank the air
above their heads and bark. L kid you not.
Anyone whoseimage ofa Floydfanisofa
lank-haired, greatcoat-wearing dopehead
who sleeps through the show, waking up just
intime to hold up a lit match for the encore,
should've seen this crowd: wholesome Gl
lookalikes and girls who were born around the
time the band released Dark Side, allup on
their seats, dancingand screaming for three
hours, undeterred by the ever heavier
downpour. The black girl on my lett warbles
like an operasinger throughout, while the
white boys on myright bark like dogs in heat,
Despite the size of the stadium, thereare no
video screens, just one circular back-
projection that never shows the people
onstage (Pink Floyd’s members are hardly
riveting eye balm}. Instead, the
band create a spectacle of sound

the sod who has to organise them.

Some people may be wondering why Pink
Floyd are doing this kind of business. They
haven't played live since The Wall shows, they
weren'tat Live Aid and, apart from the
uneventful Final Cut LP, haven't existed on
vinyl either this decade. To capit all, they've
lost Roger Waters, their main songwriter
and conceptualist.

Well firstly, thisis a new generation
discovering the band. Secondly, the Pink
Floyd phenomenon hasalways beenan
audiovisual experience, with no time for
personality cults, and Roger Waters stupidly
overestimated his role in their suceess. And
thirdly, their music may no longer be
pioneering, but it still makes perfect sense. No
rock group experimented with sounds as
imaginatively as Pink Floyd, with such limited
technologyand such a commercial feel, and
now - whatwith the advent of the CD and the
return of LSD - their impressionistic creation
of drama through texture has become
peculiarly timely again.

Pink Floyd are often cited as the ultimate
bloated, redundant '70s supergroup, but to
lump them inwith the technoflash wankery of
Yes, the progressive pomposity of Supertramp
or the cringeworthy neo-classical pretension
of ELO is bothunfair and misguided. Sure,
they had their bad points—chemically

ex-bassist Roger Waters. In the press and via
lawvers he has fought to prevent the group he
left from carrying on, declaring them
creatively dead and trying to stop their tours.
So far Pink Floyd have remained silent, above
the petty squabbling that Waters is
conducting solo, butnow they 've had enough,
the waris just too bitter and public, and they
want their story to be heard. And behind his
genteel exterior you sense that Gilmour would
love to dance on Roger Waters' bonesin
hobnailed boots.

Because Pink Floyd haven't spoken to the
press for well over a decade, few people know
that Gilmour and Waters have been ateach
other’s throats for the past 15 years. Producer
Chris Thomas was broughtin on The Dark
Side Of The Moon to referee the radical
disagreements the pairwere having over the
group’s sound, and the same thing happened
on The Wall. Wall co-producer Bob Ezrin said
of the fighting: "It was all done under that
English, smiling, left-handed adversarial
stance they take, with the smiles on their faces
and soft voices. But they were basically saying,
‘Thate youand I'm going to kill you." The war
between those two guys was unbelievable.”

But what did theyfight about?

MICK MASON: “Musicand control, and various
inversions of that. The writing was on the wall
with The Final Cut, because
the next LP would've been us

and vision that exploits the
enormity of the venue, sucking the
audiencein. Planes, beds and pigs
fly about during an extravaganza of
film, animation, lights, lasers and
pyrotechnics so spectacular that
the aircraft overhead look like
they're part of the show. My state of
consciousness was straighter than
the band’s appearance, but this wasa trip.

[f Pink Floyd were ever sensitive about the
dinosaur tag, they've gone out of their way to
encourage it. The Momentary Lapse Of Reason
Tour makes their mid-'70s outings look like
cub scoutexpeditions. The tour is traversing
America for the second time, after more than
100 shows here and in Australasia, and they're
back for more in August after they've covered
Europe. Apart from the brilliance of the
production, it's hard not to be impressed by
the scale of the undertaking. While I'm
watching Floyd playing Giants Stadium, their
roadies are already building a proscenium
stage somewhere in Germany. These steel
stages take five days to assemble, and there are
four of them on the road at any one time, being
assembled by leapfrogging roadcrews. After
the following night's show, the band will fly to
Germany and slot theirequipment in place.

Onstage Pink Floyd are 11 musicians, but
add to that a 100-strong crew and 45 trucks,
and you've gota marauding army. Among the
ranks are two generator drivers, five bus
drivers, 16 truck drivers, a trucking
co-ordinator plus (on top of the lighting crew)
alot of laser technicians and pyrotechnicians,
nine caterers and an accountant. These
statistics are justified by the resulting
show, and the money it’s reaping, but pity
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"ROGER WAS USING EVERYTHING
IN HIS POWER TO GAIN
TOTAL CONTROL...” MASON

induced piffle on some of the early albums
and the ponderous, doom-laden concepts
withwhich Roger Waters would later saddle
them—but they developed quickly from R'n'B
copyists, through whimsical psychedelia, to a
musical idiom that was uniquely their own.
And, whether you enjoy it or not, their music
was informed by a wealth of ideas that would
shame most of their peers, pastand present.

Floyd have outlived and outlasted almostall
of the "70s supergroups, by association with
whom they were discredited, and still a vice-
like social taboo prevents many people from
openly displaying appreciation of their music.

Deciding itwas time to put an end to all this
silliness, Ileapt at the chance of going where
no-one had been in manyayear, into the
interview chamber with Pink Floyd —in
practice asuite at New York's Parker Meridien
Hotel, containing one David Gilmour and one
Nick Mason. (Original keyboard player Rick
Wrightwas forced toresign in 1980 by Roger
Waters and, though he still plays with the
band, won't officially rejoin until their legal
battles are over.)

I'M PROBABLY BEING granted this interview
thanks to the same force thatspurred the
band onduring the recording of their last
album, the overdriven hostility of their

being employed by Roger.
That was what he wanted, it
was the problem, and he was
using everythingin his
power to gain total control.”
DAVE GILMOUR: "He actually
said to us thatifwe were to
make another album, he'd
have to bein charge, and
we'd come in and play when he asked us, Aside
from any question of my own pride, I just
couldn’'t make myself see that that was a good
idea for the music we were making. [ knew it
was wrong. We opposed Roger's control not
only because we weren't being invited to
contribute creatively, but because alot ofhis
ideas weren't very good. In the pastwe could
always say ‘that’s a piece of shit’, but now we
had someone who didn’teven knowif he was
missing the mark.

“The Wallis a good example of teamwork, as
we allrespected Bob Ezrin, and were able to
say when things were not happening. By the
time we made Final Cut, Roger had become
incapable of accepting any criticism, which is
why there are only three good songs on the LP.”

After Animals, the more control Roger
gained, the more unpalatable the Floyd
concept became. Someone said The Final Cut
was the best Roger Waters solo album, but it
was certainly the worst Floyd album.
MASON: “Without doubt. We all think that,
too. Roger announced Pink Floyd was
creatively dead, and he wasright at one level.
We couldn’t have made another record with
him after The Final Cut. What nobody realised
atthe time was that his departure was the best
thing he cc.nlr nngsiblyin forus ”




..

S0 he did theleaving?

GILMOUR: “Yes. He wrote aletter to EMIin
December "85, saying ‘pursuant to clause
so-and-so of our contract, L have left the group
Pink Floyd.’ Afterwe got this letter he was still
coming to meetings with us and telling us that
he was stillin the band, that the letter was just
for the record company. Sure!”

I've never heard of somebodyleaving aband,
no matter howimportant they were withinit,
and telling the remaining member they have
to stop, too.

GILMOUR: “That's exactly our feeling, and we
see noreasonto believe any judge or any court
is going to see it any other way. As faraswe're
concernedit’s anopen and shutcase, butit’s
time-consuming, boring and distracts our
concentration from more worthwhile things.”

Roger’s actions seem designed only to shoot
himselfin the foot, If (as he claims) he was
the only creative force in Pink Floyd, then the
band will fail without him, and he won't need
to take youto court.

GILMOUR: “Yes, and you can see how badly
we're doing without him. My view is that if
Roger had put half as much energy into his
career as he has into fighting us, he'd be doing
alot better than heis now. [ cant understand
how he can'tsee the stupidity ofitall. He's
spendingalot of time trying very hard to
damage us, with alimited amount of success,
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but the damage he's doingto
himselfisimmeasurable.”
MASON: “When yougo toseea
lawver, and youwant to fighta
hopeless case, there’s always
someone willing, especiallyin
America. It's partly to do with the
factthat Roger's a gambler, and he
thought we might've failed, that
we might've lost our nerve. He was
trying to scare us off.”

MASON: “He actuallysaid tous, in
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Floyd broughtback
Storm Thorgersonto
designthe coverfor A
Momentary Lapse OF
Reason, his firstwork

forthe band since
Animals. kwasshotat
Saunton Sands, Devon
—where some scenes

for The Walfwere

filmed. Other titles
consideredforthe LP
were ‘Signs Of Life’, 'Of
Prormises Broken', and

‘Delusions Of Maturity”.

“Rogerwho?"”
Mason, Gilmour
and Wright, 1986

- L

amount of information theyhad to
amass to fight the legal battle
properly was enormous. They
needed to know who'd said what
when during our 20-year career,
We ended up finishing the album
in LA because the business hours
are sodifferent thatwe could geta
bit of peace.

“When the album was finished
we began to spend millions
developing a show to tour with,

one of ouracrimonious rows in "85

or '86, 'vou'll never fucking get it

together. [ think that's one of the reasons that
he has carried on for so long. He hates to lose.”

Are there alot of co-owned companies and
interests that are complicating matters?
MASON: “That's certainly part of it. It doesn't
feel likeitdid ayearago. [ don'treally care any
more. We're sick of it, sick of paying lawyers to
write to each other, and it’s humiliating to be
squabblinglike this.”

You don’tlooklike the party doing the
squabbling.

MASON: “It's a big effort trying to hold this
poor old boy down.”

GILMOUR: “[ do tend to go off the deep end at
times. When we started recording the album
in England there were lawyers calling the
studio literally every five minutes. The

and Rogerwas threatening to stop

the shows. We were working all
dayand night every day, like absolute
bastards, doing phone interviews with
European lawyers from nine in the morning,
then going down the hangar and rehearsing
andrefining until two or three the next
morning. The possibility that he might getan
injunction at that point was nerve-wracking.
When we began touring, and all we got from
Roger was threats but no action, we got to the
point where we'd made back enough money to
keep going even if he did get our assets frozen.
Asthe tourand LP became more successful,
all those worries evaporated, untilitbecame a
minorirritation. Now, whether we go to court
orsettle, it's not going to be a problem for us.”

Is he earning money from your success?
GILMOUR: "Not directly, but one of the results
ofthistourhasbeenthatour  continues over»
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entire back catalogue, which hasjust been
released on CD, is sellinglike hot cakes, and
he's making a lot of money off that.”

MASON: “What's sosillyis thatifithad been
more amicable, we could've helped each other.
The Genesis/Peter Gabriel splitis the prime
example of that. They were meant to lie down
and die after he left, but he didn't try to stop
themdoing their thing and they co-operate
now. Their stature increases because of it, they
look like grown-ups compared to this debacle.”

It’s particularly amusing that Roger’s trying
to do this within Pink Floyd, because 21 years
ago he was on the other side ofhis current
argument, when Syd Barrettleft. At that
point Syd was responsible for the band’s
name and all the songs, and Roger couldbe
said to have continued on Syd's impetus. To
malke a case like he's nowmaking, with an
incident like that in your past, seems strange.,
GILMOUR: “Yup! We've never been able to
believeit, and theredoesn’t seem to be any
legal precedent.”

MASOM: “"All voucansayisthatit's fucking
boring, but there have been two good aspects.
Ithas been so totally public that nobody can
accuse us of trying to shuffle his departure
under the carpet, and it has been a spur. His
determination to stop us spurred us on to keep
going, it was just what we needed, at our
advanced age, to makeus hungryagain.”
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GILMOUR: "And the spirit of joy, pleasure and
co-operation that came back into it, that had
been missing for along time.”

MASON: “Yes, during the making of the album
and even more so on the road. Ofthe last 16
years of Pink Floyd, this last year has been by
far the mostenjoyable. It has been one of the
best years of mylife.”

If The Wallreallywas autobiographical then,
judging by last night’s backstage party, life on
theroad with Floyd has lightened up
considerably since Waters left. But he mustbe
furious about the way your audiences seem
neither to notice or care about his absence.
MASOM: "That'sright. We get more people
asking us where Sydis. Therewas asign

in the audience the other night saying
‘Where's Syd?".”

GILMOUR: “There've been a few ‘Roger who?’
T-shirts, and then there was that famous night
when awhole row of guysin the audience
turned up in ‘Fuck Roger!” shirts.”

David Gilmour laughs heartily. Pink Floyd’s
success hasbeen arevenge so sweet thatyou
could almost feel sorry for Roger Waters.

IN 1967 THE PRESSURES of success and
heavy LSD usage were beginning to push the
eccentric personality of Pink Floyd's leader,
Syd Barrett, over theborder between genius

. o

. ‘Games For May’ — surround sound
e experiments atthe Queen Elizabeth
Hall, May 12,1967: “The Pink Floyd
¥ Sydwasinwasacompletely different
" hand to the one that came after...”

and madness. The group, who could no
longer work for or communicate with Syd,
replaced their leader with his old friend (and
guitar tutor) David Gilmour, Some people
think they’ve never been any good since.
GILMOUR: “Syd was [antastic, a great guy, but
the Pink Floyd he was in was a completely
different band to the one that came after. If
people say we weren't the same after Syd left,
fair enough. The first LP was English whimsy
atits best, with large slices of psychedelia
thrownin, butit bears little resemblance to
anything we've tried to do since.”

Atthe dawn of Pink Floyd, Nick was quoted as
saying your ambition was to establish
yourselves playing R'n’B. That obviously
changedvery early on. When and why?
MASON: “We probablyrealised there wasn't
anyfutureinrecycling Rn'B.”

GILMOUR: “You mean yourealised you were
never going to be any good at playing it. They
used todo alotof Bo Diddley covers, itwas
areat [laughs].”

MASON: “Alot of what I said back then was
utterly cringeworthy. We were just staggering
outinto the glare of being a professional band
and doing interviews, and saying whatever
seemed sensible or outrageous at the time. To
be honest there was no masterplan, no
perception of what we were, orwould become.
[fwewere going to play Bo Diddley covers,




fine. We wanted to become really famous Bo
Diddley players. It was a gradual transition,
over many years, from the time whenwe
began playing improvisations like ‘Interstellar
Overdrive’, basically freeform R'n’'B, which we
thought was intellectually OK."

Theidea of Pink Floyd as a three-minute pop
band never quite fit.

MASON: “When we started out, that's what we
wanted to be. Wewanted to beon TOTP, we
backcombed our hair and all that. In those
days you couldn't release a seven-minute
single. [ remember when ‘House Of The Rising
Sun’came out, it seemed mindblowing.”

But younever played your two hitslive. Even
in Syd's day, Floyd music was drawn outin
experimentation, nothing to do with pop.
MASON: “It was wonderful, because we used to
tour the country playing our peculiar music,
tothe absolute fury of the punters, who hated
itwith a deep and bitterloathing. Promoters
would come backstage feeling totally ripped
off because ‘See Emily Play had justbeena
three-minutespot.”

And you’d play that to avoid
being bottled?

MASONM: “Well, we got that
anyway, audiences throwing
beer and bottlesatus, 'cos
they'd come to see Geno
Washington And The Ram
Jam Band, who we were
supporting.”

To what extent was your musicinfluenced by
LSD culture?

MASON: “[tdidn’t influence much of our
recorded stuff, butitgave us alaunching

pad, and a record deal, which we wouldn't
have gotifeveryone hadn’t been so fascinated
by the new, changing culture in London,

The underground scene gave us a home base
to work from, but as a way of developing
ourselves around the country it was

pretty useless.”

Have youbeen aware of Acid House?
GILMOUR: "No."

There’s aclub scene in Britain where people
takeacid (when theycan getit) and freaktoa
hypnotic techno-psychedelia, Itunfoldsina
strict dance frameworlk, but the spiritof the
music’s notunlike what you were doing 22
years ago, experimenting with the latest
technology to mess with people’s minds.
GILMOUR: “Soit’s almost come backround to
our time? [laughs] lhadn'theard about that.”

Funkadelic’s Free Your Mind album sounds
like aload of musicians out of their brains on
LSD, ruminating on the ills of the world while
they tryinvain to find a studio door. By
comparison your records always sounded
veryorganised and together. When did you
stop taking acid?

GILMOUR: “Some of us neverreally did it. Svd
was the big acid freak. It was never a big thing,
and it stopped very early.”

There are pictures of a young Nick
Masonwith pupils the size of
Piccadilly Circus.

MASON: "I must just have large
pupils [lies/-SW]. I never touched
anything, exceptfor one very

CAREFUL
WITH THOSE

FACTS
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AWHILE BACK, inan NME
‘Portrait Of The Artist AsA
Consumer’, Suggs and Chas of
Madness put The Walldown, in
all seriousness, as one of their
all-time faves. The link between

Nevermind the

unfortunate incident with hash “! hate Pink Floyd” the Nutty Boys and The Wallis
brownies on the way to a show, T-shirt! Ina2010 bizarre, to say the least,
which Iwon't gointo.” interview, Johnlydon  MASON: “That’s verynice, ‘cosit

—akaJohnnyRotten—  could be on one of several levels.
Areyousaying that, apartfrom admittedhewantedto i jans take influences from
S . record a newversionof

yd, Pink Floyd was neveran The Dark Side 0fThe 1l 0ver, andrarely ownup. There

acidband? MoorwiththeFloyd, ~ arecertain people youre almost
GILMOUR: “It definitely wasn't. | “You'dhavetobedaft  expectedtosneerat.”
don'tknowif Roger has ever asabrushtosayyou  GILMOUR: “Particularlyin
doneit.” didn'tlikePinkFloyd,”  Epgland. I'm always amazed
MASON: “Syd was a walking . Splned Rathon. when [ meet young English
example of why not to. Kbl musicians who were bigin the

One thing Pink Floyd haven't been

for agesis funny. Did Syd take the band’s
sense of humour withhim?

MASON: “No. There'slots of hidden or dry
humour. Half of itis absolutely there, like the
Lord’s Prayer bit on ‘Sheep’, but people take
ourlyrics so seriously that they don't seeit.”

“IF ROGER HAD PUT HALF AS MUCH
ENERGY INTO HIS CAREER AS HE
HAS INTO FIGHTING US, HE'D BE
DOING A LOT BETTER” GILMOUR

Tomimy, the classic rock operaindulgence,
looks like Harold Lloyd next to The Wall.
Where are the jokes on The Wall?

GILMOUR: "Wenever sat around consciously
thinking ‘God, we must put more jokes in’, but
therewas a band sense ofhumour. I mean,
Roger laughed atleast once ayear.”

Thelyrical side of Pink Floyd is the part 1 have
most problems with. I think the fact that ‘Is
There Anybody Out There?’ wasused onan
ad for the Samaritanssaysitall. Roger’s
writing can be impressively incisive, but
there’s arelentless tone of cynicism and
self-pity that becomes overwhelmingly grim.
I know some people find a dark view of life
quite refreshing, but...

MASON: “Thatattitude is quite refreshing,
particularlyin the context of rock'n’roll, which
isall tied up with cars and babes.”

Butifyou're notin the mood for it, you think
‘either do something, or shutup!’Iexpected -
now that the man who imposed hisbleak
visionofmankind on the group has gone-
that you'd lighten up a bit, but there’sbeenno
dramatic change in the group’s identity.
MASOM: “That's probably true, but we were
both veryimpressed with what we've been
able to achieve without him. There's no doubt
that Roger's attempt to gain power was very
destructive to our abilities. [t certainly
smashed my self-confidence, and yet we
managed to rebuild a bit. Without him here
we've found alot more within ourselves.”

punk era, and they say they loved

everything we did —and that
includes one of the Sex Pistols! No. I'm not
going to tell yvou which one!”

Though aesthetically it was far from punk,
Pink Floyd'’s'77 LP Animalswas more deeply
nihilistic in spirit than most punkrecords,
portraying humannatureasa
fusion of three negative states of
animalism, dog, pig and sheep.
Though this vision was carried by
some of the band’s angriest
playing, they always seemed
alienated by the mood of that era.
GILMOUR: “[ don't think we felt
alienated by punk, we justdidn’t
feel itwas particularly relevant to
us. Weweren't frightened byit.
Nickwas a punk producer. He produced The
Damned’s Music For Pleasure. Good things
came out of punk, but there were anawfullot
of peopleleaping on it as abandwagon, who
leapt off when they'd got to the top.”

Well, the whole point was that anyone who
could get their fingers round the neck ofa
guitarcould doit.

GILMOUR: "That's what we were like when we
started, so we've always had an affection for
the gifted amateurs—not that many of them
were very gifted. My feelings about punk at the
time were of benign amusement. [ rather liked
it. [ certainly didn’t sitaround worrying about
it. And I loved some of the Sex Pistols things,
which were reallywell produced.”

MASON: "The Damned album took aweek to
record, which was considered really detailed
work. They felt more than three takes would
make anything stale, which was great after
you'd spentayear making your own album. It
was interesting to see how punk worked as the
antidote to all those technoflash dinosaurs.”

Weren'tand aren’t Pink Floyd still, by length
of your history and size of your operation, the
technoflash dinosaur,

MASON: “Oh absolutely, but atleast now the
world isn't full of dinosaurs. When that wasall
that was happening it was very boring, but |
think a few dinosaurs should be treasured.”

Whydo you think Johnny Rotten worea
T-shirt splattered with the CONTINUES OVER #
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Inthestudio, 1989,
= “Aware of new
possibilities” —and The
Stone Roses, perhaps?
. .

do. They playinvisible guitar throughout the
show; you see them miming furiously in their
hundreds, Others hold things up, T-shirts,
banners and carlicence plates, and they make
alotofsigns atyou, trying to get you to
specifically acknowledge them. Theydo alot
of peculiarthings, and you wonder what's
going through their minds. I guessit's
basically listening to music, but Americans
justlisten rather noisily.”

Roger’s gone and you've proved thatyou can
do withouthim.Is thereanythingelseyou
still need to prove?

GILMOUR: "We're not here this year to prove
anything to ourselves, to Roger or to anyone
else. Our primary motivation is a continuation
ofwhat we've always done, though there was a
certain amount of proving involved.”

But hisdeparturemade you hungry again.
What'll make you hungry now?

MASON: “We still enjoy playing music. We
have other interests, but none that would
make a better career, and when you've been at
it for 20 years, you've an awareness of the new
possibilities that will develop. If and when we
tour again, [ know there'll be loads ol new
technologies forus to play with.”

SO, WHAT ARE WE to make of Pink Floyd?
They are part of the machine that theylove to
criticise, and are doing very nicely thank you
byitsrules. Theyareadinosaurrockband, a
middle-aged, middle-class money-spinning
business concern, They have almost nothing
to do with the spirit ofrock'n'roll.

slogan ‘I hate Pink Floyd’, as
opposed to ‘1 hate Yes’ or ‘]
hate Genesis’?

GILMOUR: "I takeitasrathera
compliment. I think he took
us asakind of symbol,
because we werea target with
substance. [t would have
been boring to have ‘Thate
Yes' or ‘[ hate Genesis'.”

MASONM: "And he didn't have the guts to write 'l
hate The Beatles', which might've really upset
people.”

In the mid-"70s you seemed veryuneasy,
disbelieving about your success.
GILMOUR:"[t was definitely pretty hard to
believe at times, The years after The Dark Side
Of The Moon were avery questioning time for
us, when we looked at ourselves and worried
about our motivation.”

That certainly comes over on Wish You Were
Here, an obsession with the cynical
machinations of the music industry.
GILMOUR: "Yes. It was difficult to adjust, but we
gradually came round to the point where we
could say, "Yes, we do like making music.” We
realised that we were being quite straight
about our intentions, that we did like making
music, and going out and playing big shows.”

It was once said that you were too intelligent

to believe your own rave reviews, as if you
were more discerning than your reviewers
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"ROGER’S ATTEMPT TO GAIN
POWER WAS VERY DESTRUCTIVE
TO OUR ABILITIES. IT SMASHED MY
SELF-CONFIDENCE” MASON

and audience, but now you're bigger than
ever and seem very happy. Do you believe in
the adulation you get these days?

GILMOUR: "We're doing a very good show,

we ve put out a prettydecent record, and it's
notasurprise that were making people
happy, butif youwant to get into deeper issues
ofwho deserves what in this world, in this life,
then that'sanother question entirely.”
MASON: “We are happy, but that doesn't mean
we believe the adulation. In the old days we,
particularly Roger, used to worry too much
about whether the audience was quiet
enough, but nowwe're playingbetter than in
the past, so if the crowd wants to be very noisy,
we'll play to suit that mood. We're more
relaxed now, don't take ourselves so seriously.”

What do people do to Pink Floyd? I would've
thought it waslistening music, butlast
night’s crowd was one of the rowdiest I've
seen for along time. They were demented.
MASON: "That's Americans for you. If you're
talking about the male section of our
audience, aged 15-21, | knowexactly what they

Butsowhat? Rock’'n'rollis dead. It
had its chances to change the
world, and for the most partit
failed. If the spirit of rock'n'roll
returns, it will probablybein
another medium, far from the
shallow, dishonest mythology of
contemporary pop.

Post-Waters Pink Floyd avoid
both pop's banality and rock’s
hollowidealism. They claim to be nothing
more than entertainers, and the incredible
amount of time, money and imagination they
invest in their show makes other bands of
similar stature look like hit-and-run
cheapskates. Of course at theirlevel of
popularityagreat deal of spontaneity (or the
catharticintimacy of agreat club date) isn'ta
realistic proposition, but the mass audio-visual
experience of a good Pink Floyd showris still
one of the highlights of any musical calendar.,

Pink Floyd may never cease to symbolise the
unacceptable face of rock, but this honouris
more the result of the scale of their success
and the era that spawned them, than anyreal
parallels between them and the many
infinitely less valuable acts that made up the
dreaded ‘progressive rock’ school, Their vinyl
legacy may contain as manybadideas as
good, but that's because it was full ofideasand
experiments in the first place, and though
their days as pioneers are over, they're still far
more weird, imaginative and interesting than
any of the '80s stadium rock giants. The Pink
Floyd taboo ends here! S¥
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PINKFLOYD: THEALBUMS

Division
Bell

“Could we wipe the slate clean?” Messrs Gilmour,
Mason and Wright rediscover the fine art of
collaboration —without, of course, a certain

opinionated bassist... By Graeme Thomson

MR 6 [ MARCH 11994

AVING DRAGGED THE Momentary Lapse
H Of Reason tour around almost every

mapped pointon the globe and released
thelive album and film Delicate Sownd Of Thunder
into thebargain, by 1990 Pink Floyd Mkl had
asserted theircredentials beyond all reasonable
dispute. Grossing $135 million, the tour
outpunched all comers, including heavyweights U2
and Michael Jackson, while the 1987 album
massively outsold its predecessor, The Final Cut.

Pointwell and truly proven, the band members
spenttheearly '90s independently attending
totheiraffairs, both domestic and creative:
Gilmour got divorced and worked on the soundtrack
tothe Arthur C Clarke documentary Fractals: The
Colors Of Infinity. Mason remanrried, bought classic
carsand flewa fewplanes.

InJanuary 1993 they reunited with Rick Wright at
theirold '70s haunt, Britannia Row studios, where
the trio, tentativelyat first, began improvising new
material. Asthe sessionsrapidly succeeded
expectations, bassist Guy Prattwas invited to
participateand, over the course of the next two
weeks, Gilmour and Wright composed dozens of
musical pieces together and separately; some were
fragments, others more fully formed.
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Encouraged by the potential fora newalbum, they
relocated to Gilmour'shouseboat Astoria, where
with the help onceagain ofproducer Bob Ezrin they
set about separating the wheat from the chaff. Now
attempting to passthemselves offasa functioning
democracy, band memberswere asked to award
each piece of musica mark out of 10—oh, how Roger
Waterswould havelaughed. Wright rather skewed
thisprocess by giving topmarks to all his own
compositions and zero to everyoneelse’s, but
eventuallytheysettled on 11 songs and recorded
sporadically through 1993.

Uponits release in March 1994 the results were
generallyslated, but The Division Bellmight justbe
thedarkhorse of the Floyd canon. The opening
triptych of songsisa hugely impressive return to
something veryclose to theeternal essence of Pink
Floyd, and much of the restretains a quiet power
and a meditative quality thatbetrays a genuine
senseofunity.

Itis a considerablywarmer and less uptight record
than anytheyhad released since Animals. Pink
Floyd on The Division Bellsounded morelike atrue
band than theyhad for manyyears; one,
furthermore, thatwas secure enough to feel thatit
had nothingto prove. “Ittook The

CONTINUES OVER &
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Division Bellto get the new order THE CRITICS' results. “Poles Apart”is gentle,
established,” Bob Ezrinlatertold VERDICT regretful and musically supple, its
Uncut. “There wasless tension and folksyopen-tuned acoustic guitar
stress.” Itwasn'tall plainsailing, “Neitherdazzlingnor  |inesbreaking halfway through
Wary of the Yoko Factor, certain radical.However, intoa sinisterlittle fairground
3 e even burdened with o Tl £ oo v did roee

management figures and steaming et waltz. The firstverse addresses
musiciansbristled atthe dollops of self- Syd Barrett ("You were always the
involvement of Gilmour's new indulgence, it golden boy...”) but the sentiments
girlfriend (and soon-to-be wife), remainsoddly of the second stanza ("Hey you, did
novelist Polly Samson, who comfortingthat,in youever realise what youd
co-wrotesevenofthealbum’snine  thisuncertainworld become?”) are clearly reserved for
lyrics, Meanwhile Wrightwasstill i;:; iﬁ:;::r Waters. “Lost For Words”
being paidasahired hand rather Planet Floyd” continues the theme overa
than afullmember, aslight which STEPHEN DALTON, VOX, vaguely Celtic melodyand fluid
required him to swallowhis pride, MAY1994 classical guitar, but the mood here
but which he found deeply hurtful. istrulyvengeful. Gilmourat first

Despite theseissues, both Mason “Soeffortless, they tries to transcend the graceless
and Wright felt more valued and 23?;;; :E}:Eh they  (ircumstancesoftheband’s
genuinely partofthe processthan biindfolded. ﬂing' recent predicament before casting
theyhad on A Momentary Lapse Of hand ted behind aneye over the protagonists. A

Reason. Thelatter co-wrote four
tracksand on “Wearing The Inside

theirbacks... lt'svery,
veryboring. Their

referenceto “the Right One
wealk [ing] outof the door”is widely

Out” tookalead vocal for the first ET“““”;E‘;E‘H”SE EE{! interpreted asanod to Wright's
timesince “Time", while the i: 2 i;ﬂiL e firingin 1979, whileitdoesn'ttake

band’s old saxsidekick Dick Parry
made hislirst Floyd appearance
since playing on “Shine On You
CrazyDiamond”.

Not coincidentally, the resultsfeelintegrated
and organic. Opener“Cluster One”is an
archetypalinstrumental thatcreepsinlike sea
mist, conjuringa genuine sense of mysteryand
expectation that the restofthe LP does much to
fulfil. Like many ofthe songs, “Cluster One”
wasimprovised into existence by Gilmourand
Wright, their first co-composition since 1972,

Meanwhile the input of Dream Academy's
Nick Laird-Clowes and in particular Samson
ensured that the lyricalambition on The
Division Bellwas greater than that ofthe
previousrecord and the execution more
accomplished, Without aspiring to become
anythingasgrandasaconceptalbum, these
songsare largely concerned with the joysand
difficulties of communication. Aproposthe
albumtitle, which references the bell that
announcesavote in Parliament, the subtextis
the necessityinlife of choosingwhich side of
the fence onwhich to stand.

Many tracks conform to the self-referential
Floyd tradition of reotlingaround in the band’s
turbulent historyand examiningitsinter-
personal quirks. Inevitably the focus
frequentlyfalls onthe dogdaysof 1985-"87 and
the festering resentment surrounding the
making of A Momentary Lapse Of Reason.

Thisapproach reaps surprisinglyworthwhile

' RELEASED: March 28,
1994
LABEL: EMI

' PRODUCED BY: Bob
Ezrin, David Gilmour

1. Cluster One + # &
2. What Do You Want
From Me * & &

3_ PﬂE-E!. Apad ¥ % A W
4. Marooned # *

5. A Great Day For ' RECORDED AT: Astoria
Freedom * » % | {(Hampton), Britannia Row

6. Wearing The Inside Out | (London), Olympia (Lon-
i ek don), Metropolis Studios

7. Take It Back * » (London), The Creek

8. Coming Back To Life (Lendon)
* PERSONMNEL: David

9. Keep Talking * * * Gilmour (lead vocals,

10. Lost For Words « # & % | guitars, bass guitar,

. High Hopes * # # % % . acoustic guitar, keyboards,
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W TRACKMARKS | The Division Bell

ageniusto identifythe man with
“tunnel vision"whowould “martyr
yourself tocattion”.

Gilmourhad attempted to extend an olive
branch to Waters by inviting him to play some
partin the making of The Division Belland to
jointhe tour that followed. The final verse of
“Lost For Words” unambiguously records the
bass player's response. “lopen thedoor ta my
enemies, and Iask, ‘Could wewipetheslate
clean? " sings Gilmour. "But they tell me to
pleasegoand fuck myself.. ."Incase wehaven't
quite got the message, sampled audio froma
boxingboutdeclares “thewinner...bya
knockout!” while on theinner sleeve the
relevant lyrics are placed next to a pair of
boxing gloves. Ouch.

“What Do YouWant From Me” concerns itself
with another favoured Floyd theme, the
terrible lotof handsomelyremunerated men
negotiating the apparently unreasonable
expectationsoftheirfans. “Should .. play
thesestrings till my fingers are raw?/You're so
hard to please,"bawls Gilmour. It's a conscious
returnto the existential graffiti plastered all
over The Wall, inwhich stardomis portrayed as
innately alienating, warping the views ofboth
observer and observed. It maybearichman'’s
lament, butnevertheless “What Do You Want
From Me" hasreal bite; a Chicago blues-cooked
Pink, featuring aterrifically committed vocal
from Gilmour. “Wearing The Inside Out” is
even more disquieting, anodd but rather

production, mixing,
programming); Nick
Mason {drums, percussion,
programming); Richard

Wright (keyboards,

piane, vocals); Jon Carin

{pregramming and

additional keys) Guy Pratt

{(bass guitar); Gary Wallis vocals); Carol Kenyen
{percussion): Tim Renwick (backing vecals); Jackie
{guitars); Dick Parry (tenor . Sheridan (backing vocals);
sax}; Bob Ezrin (keyboards Rebecea Leigh-White
and percussion); Sam {backing vocals).
Brown (backing vocals); HIGHEST CHART
Durga McBroom (backing | POSITION: UK 1;US)

effective study in blankness sung by Wright
with justtheright measureofdiffidence, as
though each word is beingfiltered through
aXanaxhaze.

Elsewhere the focus thankfully extends
beyond navel-gazing. “Keep Talking” samples
the Stephen Hawking speech — “For millions of
years mankind lived just like the animals/Then
something happenediwhich unleashed the
powerofour imagination /We learned to talk”-
that first featured onaBritish Telecom advert,
ofall things. Sonicallyitroamsinto more
traditionally experimental Floyd territory.
Builtonlayersof propulsive guitar and some
highlyeffective call-and-response vocal
trade-offs between Gilmourand the female
backingsingers, itsmessageis hardly
revolutionary orsubtle, butitis conveyed with
crisp power and tense drama.

“AGreat Day For Freedom” juxtaposes the
hope feltfollowing the fall of the Berlin Wall
with thesubsequentatrocities committed in
theformerYugoslavia. Itbegins asarather
ponderous ballad but soon swells—orshould
that be bloats? Near the end Gilmourunzips
oneofthose greatarching solosatop astirring
string arrangement by Michael Kamen, but the
effectisoddlylistless.

Almostinevitably foranalbum clockinginat
justunder 70 minutes there are some misfires.
Amid the sporadicsense of regained majesty,
some terriblyorthodoxrockshapesare



thrown. “Marooned” isanoodling
instrumental, while “ComingBack To Life"
rapidlydescends tolimping mediocrity. "Take
[t Back”, the first single from the album,
plundersinspiration from Big Country and
U2's “Where The Streets Have No Name”. A
sub-par ‘80sstadiumrockanthem almosta
decade toolate to the party, it's all "earth”, “fire’
and anoverworked delay pedal, opting for
hollowbombast over nuance.

No matter, The Division Bell-and almost
certainly Pink Floyd's entire
recorded oeuvre—endsona
high, bothliterallyand
figuratively. “"High Hopes” was
written quickly by Gilmour but
coversalotof ground. Amoving,
very English ruminationon
childhoodinnocence, itreflects
onwhatbecameoftheidealsof

¥

performance untiltheir historic reunion at
Live 8in 2005, when Waters joined the band

on stage forthe first timein 24 years. He

had beeninvited to participate on The Division
Beilbut declined, and at the time of its release
he called the album “justnonsense from
beginningtoend”. Nowthe dusthas

settled the evidence mostly proves himwrong,
Thisisaworthy Pink Floyd album, as good
ifnotbetterthan anything most veteran

rock bands manage to produce nearly

As a swan song The Division Bell

is very far from being a blot on the
Pink Floyd copyhbook

Bob Geldof. Since then, both men havebeen
busywith their ownwork. Gilmourhas
continued touring, making solo albums and
embarking ondiverse collaborations, the most
recentand best of which was Metallic Spheres,
lastvear'sfinealbum with The Orb. Waters has
carved outa successful iflargelyunheralded
solo career, butincreasingly he has made it
clearthathe'd be happytosee Floyd come
tﬂguthf%r dgZd 1N, even H’mﬂ}-‘ once,

Gilmour continues to resist, preferring to look
forward, butlast July the pair
performed foursongs together-
including “Wish You Were Here”

atacharityconcertin
Oxfordshire inaid ofthe Hoping
Foundation, Onlookersrecall
twosmilingfacesand much
mutual warmth. Gilmourthen
promised to join hisold sparring

the sun-dappled '60s generation
since “time took ourdreamsaway”. Both epic
and restrained, withits shifting musical moods
and finelyetched detail, “High Hopes” doesn't
merely gaze longingly towards Floyd's career
peaks, itgamely sets about climbingthem.
The Division Bell tour beganin Miamion
March 30, 1994, two days afterthealbum’s
release, and ended 110 showslaterat Earls
CourtonOctober 29. Thefinal date of the
highest grossing tourinrock history up until
that point, itwas the group’slast concert

J0vyearsinto their careerand shorn ofalimb.
Asaswansong The Division Bellisveryfar
from being ablot on the Floyd copybook, butis
itdefinitelythefinal chapter? Suchwas the
depth of the schism between Watersand
Gilmourthatforalmosttwo decadesany
rapprochement seemed impossible, yet the
hard ground hascertainly softened. First came
thathistoricfour-song, 18-minute reunion at
Live 8, the collectiveresistance of both parties
worndown by the irrepressible chivvying of

partneron Waters'live rebootof

The Wall; duly,on May 12, 2011 at London’s 02,
the guitarist turned up foratiltat “Comfortably
Numb”. Nick Mason even joined them onstage
toadd tambourine to “Outside The Wall”,

Since RickWright'sdeath in 2008, a genuine
reunionis nolonger possible, and a final tour
seems deeplyimprobable, There remains,
however, the possibility that the three could
unite for something more official. Maybe, just
maybe, the final toll of the bell belongs to the
futurerather than the past? s
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EVERY [THING'S
LINKED BY THIS
COLLECTIVE
POYCHE...

PINKFLOYD S 30 GREATES T SONGS

...as voted for by DAVID GILMOUR and NICKMASON and
their friends, fellow musicians and famous fans, including
PAUL WELLER, JARVIS COCKER, WAYNE COYNE, ICE CUBE,
JIM REID, MICK ROCK, ROBERT WYATT and more...

FOREWORD BY DAVID GILMOUR

SO, THE TOP 30 PINK FLOYD songs. define, butit's about texture, about atmosphere, about the
¢ Hmm. WhenIjoined, it sometimes use of space. It'srarely about the technical stuff.
¢ looked like we'd never even be able to I suppose there are several distinct stages in Pink Floyd's
- writeanysongsatall, sotohave30songs  songwriting history. Obviously, there’s the Syd era, which
§ thatdifferent people love was beforeljoined, The second stage occurred
is an achievement. | in the years after he left, when we were all

W Looking through the - scrabbling around, trying to fill that Syd-
¥ Flovdsongbookofthe past shaped hole in the band and not knowing
M j0yearssurprises me entirely what we were doing. We initially tried

sometimes. There are to write the quirky, well-structured pop songs

' that Syd wrote, but we couldn't. Then, quite by
accident, we developed what we were good at
—those spacey, atmospheric instrumentals.
And then there’s a third stage, where we
' started to turn those instrumentals into
properly structured songs, and that hita peak
with The Dark Side Of The Moon, coNTiNues over»

through lots of different styles of music,
three different leaders and at least three
different singers, and dozens of guests. But
everything's linked by this collective psyche.
When you're playing a Floyd song, there’sa
certain underground feel - it's difficult to
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The Syd-led Floyd,
Ruskin Park,
Denmark Hill,
London 1967




Wish You Were Hereand Animals. Then the
stuff after Roger leftis yet another stage.

Onmy first solo tourin "85, [didn't want to do
Floyd songs, I think I grudgingly did a version
of “Money”, but the whole issue of playing old
material was abit sore. Nowadays, when I tour,
asasolo actand as one third of Pink Floyd, I'm
happy to play Floyd songs from every era of the
band’s history. There's an emphasis on my side
of the songs - or mine and Rick’s - and [ feel
uncomfortable doing things too heavily
associated with Roger. It'snot a political thing,
there's no bad feeling about that, it's just that
they're hissongs todo. So I'd feel
uncomfortable doing “Money” nowadays,
same with things like “Another Brick In The
Wall", even though they're great, great songs.

I've always played a few of Syd's numbers.
When I did Robert [Wyatt]'s Meltdown we
played “Terrapin”, which was from a solo
album that I produced for Syd; a month before
Syd died we did “Arnold Layne” at the Albert
Hall with Bowie; we played “Dark Globe™ after
Syd died; and we still play “Astronomy
Domine”. I've revisited “Fat Old Sun” from
Atom Heart Mother and a few other early
things. Each one always sounds really fresh,
But I'm proud of everything there, really.

In the early days of a band you tend to write
songs together. You spend all your time
together, you jam in rehearsal studios, and
you tend to write collectively. Then, you spend
more time apart, and your songs tend to be
based on ideas thatwerewritten individually.
With us, sometimes the ideas would be mine,
occasionally they'd be Rick’s, butinvariably
they'd be Roger's. The main writer would
bring the idea, which would be largely worked
out beforehand, and it would then go through
a process of being filtered through the
influence of the rest of the band.

Rick’'sinput started to fizzle out throughout
the 1970s. In fact, by The Wall, even [wasn't
writing much. “Comfortably Numb” and “Run
Like Hell” were two of the few tracks where [
came up with the initial idea there - I think the
producer Bob Ezrin played them to Roger and
convinced himto get stuckin with it, I don't
think it was Roger being a dictator, it was more
that we were happy to let him get on with it.
And that was howwe wrote for years —it was
onlywith The Division Bell that we started to
rectify that and write like we did in the old
days, collectively, jamming in the studio.

We were never the most proficient
musicians. When the band started, Pink Floyd
were unique in that theyweren’t great blues
players, In fact, we never did become that
musically accomplished! And that pushes you
to try other things - instead of copying Muddy
Waters or whatever, youstart to explore the
sounds in your own head. You start to explore
hypnotic basslines, guitar effects... That’s
always been a partof our collective psyche.
You have asound inyour head and you try to
replicate it. 'm always looking for new sounds.
Andit’s true that I neverused my guitarasa
“riffmachine”, it was always amechanism for
creating textures and atmosphere. That’s why,
no matter how many records we sold, Pink
Floyd were always an “underground band”. [t
was the way we approached music.
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3 ECHOES
FROMMEDDLE

(GCTOBER 1971)

Beginning with faint submarine

bleeps, and evolving intoa

23-minute space-progepic,

“Echoes” sees the birth of

conceptualist Floyd.

~ Here:llovethe

Ll interplay with the
guitars and keyboards. It'sa
keyboard track, really, with classic
Floyd chord progressions. The
record had started off earlierin the
year, with the Floyd putting down
ideas, each of which was called
“Nothing”. We went up to
“Nothing No 20", And then they came in three
monthslater, and put them together as one
piece, They played it right through, the funky
breakdown excepted, because they'd been
playingitlive. [went to see them at
Twickenham Tech ~theywere still playing
college gigs, and there wasn'tanyone there.
They did "Echoes” then. They probably played
it the same every night. Although it sounds
improvised, they weren't reallyimprovisers,
like Soft Machine - they weren't jazz
musicians. [don’t think they aspired to be. It
was tightly rehearsed and structured.

CAREFUL
WITH THOSE

 FACTS,
EUGENE

Pigonthewind! The
giant helium-filled
pig on the coverof

elaborate photoshoot.

Press reportsclaimed
it was chased across

Kent by a police

helicopter, but evaded

capture whenit rose
up to18,000ft. it
cametogroundina
farmer’s field.

touring from "84 through to 2007.
And thatlength of time saysitall,
Roger and | became very close. The
more I've played with him, the
more I've realised how many truly
great songs he'swritten. When I
started playing “Money” on the
Dark Side tour,  thought, ‘What a

R John Leckie, Animalsbroke free riff. How the hell do you come up
% engineer, Meddle of ftﬁ gl bl with something like that?” And the
and Wish You Were theseconddayofthe ... signatureis 7/4, then they

sing over it! Another thing Roger
did incredibly well was putting
extraneous noises into the music -
theybecome completely part of
the foundation of the song. There's
a filterin Roger's brain that tells
himif somethingis going to work
o1 not.

2 GREEN IS THE COLOUR
FROM MORE (I11963)
From the band’s first film soundtrack, this
tranquil love song on acoustic guitaris afine
exampleof their 1969/70 pastoral period.
Wayne Coyne, Flaming Lips:
Backin the mid-'80s, as the
Flaming Lips endlessly toured
around America, we were
constantly approached by
hardcore, psychedelic freaks bearing gifts.
Theywould almost always offer acid,
mushrooms or pot and some would bring

[ remember good records. Letit be said
vibes in the studio. the Pink Floyd
Theywere all bootleg collector,
together and “WE WERE AI_L back then anyway,
contributing, like a had averyrich pile of
nnrmalhan%l.We YOU NG N UTTERS! stuffto E?lrjﬂ}'.“p
spentalotoftime ; B L ASTI N G I NTO My favﬂi}u‘ite
experimenting wit L version of "Green Is
the technology we A NEW WO R I—;\D” . The Colour” is from
had. We would get C(LIN (sEESIN a double-disc
two tape recorders, bootleg thathasa
sixfeetapart, witha photo of a severed
10-second delay, hand on the back

which builtinto those wailing voices at the

end, like creatures from the deep. We pushed
the toys we had to the limit. They were trying
to experiment, and make sounds no-one had

heard before.
2 MONEY

FROM THE DARK SIDE OF
THE MOCOIN (WRCH1973)
A sarcastic glorification of greed and
complacencyamong the jet set, with an
impossible-to-dance-to 7/4 tempo.
Ker-ching, swoosh, whirr, click...
Andy Fairweather-Low, Amen
. Cornerand Roger Waters’
touring band:In 1967, Amen
Corner toured with Jimi
Hendrix, Floyd, The Move and
The Nice. [ remember listening to the Floyd for
so many nights and thinking, ‘I don’t get this:
where's the backbeat?’ And the first Floyd
song [ got to play bass onin "84 was "Set The
Controls For The Heart Of The Sun”, which
immediately took me back to '67 and the
Albert Hall. They created a new musical genre.

['ve been playing with Roger for alongtime,

cover. David Gilmour's voice cracks, perfectly,
onsome of the delicate, higher notesand,
though the group speeds up a little bit as the
songrolls on, the overall effectis a gentle,
death-on-the-beach-at-sunset kind of groove.
Itis strange fora Pink Floyd song. .. [can think
of no other Floyd track I like that conjures up
that effect. [tis abeautiful, simple summer
“trip-out-with-a-girl” songandit'salso a
colourful, abstract, existential mantra that
could be interpreted many different ways.

IF
2 FROM ATOM HEART MOTHER
(OCTOBER 1970)
A Waters tune from the ‘'song’ side of the
album, its references to “the moon” and
insanity seem oddly prescient somehow...
Ron Geesin, orchestrator “Atom
Heart Mother (Suite}”:"If"
reveals something of what Roger
Watersreallywasinside. At the
time, I was very close to Roger.
But then I fell out with him. I'd just had
enough. The fella was paranoid and I'd had
one bit of nonsense too many.




“If" isa kind of therapy. Roger could not
face closeness, yethe needed it. Everybody
needs friends, male and female, but he
couldn’t cope with it. His way of dealing with
it was by either attacking people or hiding.
Basically, “If" is Roger Waters saying: ‘T'd like
to make an album, but [ haven't got enough
material, When Roger and [ were close,
playing golf together and socialising, he was
always onaboutleaving the group. [ told him
the best thing to dowas doit, but he didn't.

When I came to do “"Atom Heart Mother”, we
were all young nutters in different ways,
blasting out into the newworld. Their original
backing piece, called “Epic”, had chord
sequences. So [ put all the melodies on there.
They're allmine. [On the fact that Geesin is not
credited on the album sleeve] .. They could not
face somebodyhaving done so much on
something of theirs. They couldn’t allow that
for theirimage. And when [ say "they”, I'm
talking about four individuals, plus
henchmen, and the giant commercial
machine thatis the Pink Floyd Industry.
[t's a powerful operation, It can be
manipulative, and itis.

“The more | played with Roger,
the more |realised howmany
truly great songs he's written"
- Andy Fairweather-Low

] Jﬂ'-i_f! H 3)
'mfms a ﬂt" afening barrage of alarm clocks

comes acynical indictmentof the
English middle classes’ miserablelives.
Patterson Hood, Drive-By
Truckers: The Dark Side Of The
Moonwas my favourite record. It
came out when [ was eight, and
my dad [David Hood, Muscle
Shoals bassist] had it. He had all the Pink Floyd
records. Dark Side... was like hearing the most
exotic thing in the world. Foran eight-year-old
inAlabama, itwas like something from
another planet. It made a huge impression on
me. | remember saving up myallowancesol
could buy my own copy. “Time” was areally
big deal when [was a kid. My stereo was down
onmy uncle’sfarm and I'd go stay with himon
weekends, Out on the farm, [ could play it as
loud as | wanted to. Sowhen | went to bed at
night, that was my ‘go-to-bed’ record.

[liked how dreamlike it was and [ especially
liked the hypnotic quality ofit. [t wasa very
melodic record. [ followed Pink Floyd through
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my teens, right up until punkrock started
happening at junior high school. Listen to any
ofthe Drive-By Truckers songs | play lead
guitar on and Dave Gilmouris one of the
bigger influences on my playing.

E 5%“5‘ OLD SUN

(BCTOBER 1570)

A dreamy,
nicksaJiml¥
andayear”

woozy Gilmour tune that cheekily
orrison line { “summer Sunday
) from “Love Street”.

Geoff Hoon, former cabinet

minister: "Fat Old Sun” captures
=) for me that early period —it's
about Cambridge, about
Grantchester, it's very laidback,
quite folky and pastoral and it’s got that
fantastic guitar solo that builds up towards
the end. I first saw them in Leicesterin 1972,
The first half of the show was one continuous
piece of music, which was Dark Side... They
were fantastic, but when they then made that
leap into the stadium circuit, some of the
excitement went out ofitabit. You have to
remember that they were areally obscure
band in those early days-ifyouwere a fan you
spenta lot of time explaining who they were to
other people!

gﬁfﬁé

(AU "'s%r]

..-1 i_.vm‘mﬁh,al reading of the I Ching, in which
“action brings good fortune”and reality
dissolvesinto beatific harmoniec clusters.
John “Hoppy" Hopkins,
¥ co~founder UFO Club and The
i - quermmmml Times:"“Chapter
SRR frﬁbu e 24" is spiritual with a cyclical
v, 8 LN narrative and great melody: Syd
at his ecstatic best. And it’s the only inspired
musical rendition of the core of | Ching. [t
moves my heart. l remember going through
Piper... number by numberand trying to work
outwhich vector each tune lay on between
being serious and being out of your mind on
acid. So many different dimensions.

In the early days, when we were starting up
the UFO Club, I'd see them weekly. [ was able
to watch itall build. When we started at the
London Free School before UFO [September
1966], I saw the Floyd play and there was justa
handful of people watching. Butit built very
fast and kept building, The Floyd were the core
ofthat whole movement, like a strange
attractor for people. There was something
about theirimprovisation that hovered on the
boundary, not between sound and noise, but
between melody and no melody.

E“-f""ﬁf Efi_%

Eﬁ?ﬁ#&t E‘%ﬂ ﬁ.Mﬂi E 1 THE

& DARK SIDE OF THE MOON Mie9ns)
Aparanoiac’sviewofcarein t‘%w mn':smmi'tjf,
as the album inexorably approachesits
‘we’re-all-quite-mad-you-know’ conclusion.
Jarvis Cocker:1 first heard Dark
Side when we used to havea
babysitter come around. She
used to playitand it absolutely
terrified me: all those lyricsin

“Brain Damage”, like "The CONTINUES OVER #
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lunaticison thegrass” and "Got to keep the
loonies on the path.”When I heard that coming
up through the floorboardsitscared meto
death. The weird thing about the record was
that, until Iboughtit, I'd never heard the whole
album. What had happened was thatshe'd
boughtitand someone had sat on the lid ofher
parents’ radiogram while it was in there and it
had snapped off the outer edge of the record.
So she couldn’t play the first tracks on either
side. [twasn't until  boughtit that I heard stuff
like “SpeakTo Me” and “Breathe”,

But everything about that record seemed
very profound, [n the intervening years,
came torealise thatwasn’t the case. Infact, it
was a bit sixth form initslyrics, which I think
even Roger Waters admitted. Butitwasalso
the fact you bought the album and you got two
posters with it. The pyramid one was mainly
blue, but then there were pink dots floating
around, which I thoughtwere actually Pink
Floyd. It all seemed very meaningful.

HIGH HOPES

[Paris, 1973]. Being inveolved with that was one
ofthe greatest experiences of mylife. Beingan
old ballet dancer myself, to go to France with
Floyd and seeit being performed was
fantastic. [ was at the front of the stage with a
camera, filmingicall.

[used to put Floyd on at the Roundhousea
lotin the early days. And on June 2, 1967, my
wedding day, they played for us. [always loved
“Money”, too. Infact, itwas me who convinced
them to put “Money” out as a single. They had
no faithin it because it had such strange
timing. Butwhen [ got the first version ofit, 1
playedit at the Roundhouse, then called up
Steve [O'Rourke, Flovd'’s manager from 1968-
2003] and told him to get over there. Whenever
[ played it, people went apeshit. [t was the best
idiot dancing I'd ever seen. I said, “Thatis a big
hit.” Steve wasn't sure, but [ told him: “Don’t
worryaboutit, [t'll be the Floyd’s calling card
for therestoftheir lives.”

And nobody’s ever written that up before,
because they were so out of it at the time!

1 HAVE A CIGAR

FROM WISH YOU WERE HERE
(SEPTEMBER1975)
Cricketing chum Roy Harper sings this
waspish satire of an unctuousrecord
company big-cheese (“Oh, by the way, which
one’s Pink?"
Bob Harris, D] and presenter:
Iwas there back at Middle Earth
and UFOIin 1967 -and I've been
alriend and observer ever since
then. "Have A Cigar” is certainly
the one song that jumps out. Partlyit’s the
presence of Roy Harper on lead vocals - one of
the great mavericks of British music. His voice
gives Floyd areal edge. The grinding,
syncopated opening guitarriff establishes a
really funky groove, and the lyrics are cynical
but very funny. Even though they had moved
away from making singles, “Have A Cigar”
proved that they could still write strong pop
songs less than five minutes long. There's no
long solos oranything that detracts from the

strength of the melody and the

2 FROM THE

DIVISION BEL L (MARCH1994)
Acclaimed track from
Gilmour-helmed ‘new’ Floyd,
&hunmnh“&tua nihilism...
s Bob Ezrin,
v | producer, The
6 Wuﬂ The

“RICK WRIGHT CREATED A
LANDSCAPE ON ORGAN AROUND
WHICH THINGS CO

'__-:I;""H.__-‘:-.-': 1§

| :- -_-_-. -_.._.r'.- - | “'5 [ | k L ,' -':' | |

ULD HAPPEN"

chord changes. A superb piece
of music.

l COMFORTABLY
NUMB

FROM THE WALL (WYEMBER 1979

Waters and Gilmour alternate

verses of traumatic and

didn't mean they were all suddenly going to
fold up their tents and go home. Beinga
member of this band was how they defined
themselves. Butit took The Division Bellto get
the new order established.

There was less tension and stress than in The
Wall. We went away for Christmas. And when
we came back, Dave played us “High Hopes”. It
wasn't something we'd been working on. And
there’s nothing complacent aboutit. It was
absolutely feverish. It came to him in a burst,
intwo days. [t was cathartic.

It's the best track on the record. It is all David.
Itknitted together the album. It'sa
monochrome, high-contrast musical
painting, surrounded by a fewlittle colourful
elements, that form a wrapper around it. But
the essence of the songisverystark. It's
peculiarly English. And when the
Floyd are being English, they are at
their best. Sometimes theyare
almost Dickensian. Sois this.

2

ONE OF THESE DAYS

CAREFUL
WITH THOSE

FACTS
EUGENE

2 SEE-SAW

FROM A SAUCERFUL
OF SECRE TS (JUNE1%68)
Kevboards man Rick Wright shuffles to the
forefront with a glorious piece of soft-focus
psychedelia.
g e Robert Wyatt: Rick Wright's
contribution is underestimated.
He created alandscape on
organ, an atmosphere around
# which things could happen. In
the early days, the two star guitarists are the
ones who are the most spectacular, obviously,
but Rick is so modest. "See-Saw " issucha
beautiful tune. Ifyoulisten to that, thenlisten
to stuffI've done ever since, you can hear the
modest but crucial role keyboards have,

The Floyd are such gentlemen. |
was upset at the split between the
bass player [Waters] and the
guitarist [Gilmour], because [ owe
them both so much as friends. It's
like when you know a couple who

FROM MEDDLE (OCTOBER19TY) Was Dark Side get divorced and you like both of
Hypnotic, bass-driven album writtenasscore for them. I think David'sagiant. To
opener. An instrumental, save the The Wizard OfOZ? the extent that David has asserted
distorted warning: "One ofthese h?ﬂ"y Lo _"[_}tefj himself, I think that saved the

: : : synchronicity -
days, I'm going to cut you into Babxsanthatiim Pink Floyd.
little pieces!” and the LP, although When Syd left, David

d"“-l--'- Jeff Dexter, UFO DJ
and promoter:Areal
& acid freakout. It’s got
~ athundering bass
~intro.And it’s got that
wonderful sweepingslide of
Dave’s. That was the song the Pink
Floyd did for the Roland Petit Ballet
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Gilmour has attributed
the theory to “some
guy with toomuch
time on his hands™. In
2000, cable channel
TCM aired a versionof
Ozwith Dark Sideas
the altemate audio.

recomposed the band. Had he not
done that, theywould justbe
another cult band from the '60s.
But David took a moment out of
that fleeting adolescent ethic,
held onto it and made it into
something the group could grow
up with,

nostalgic scenes, increasing and
relaxing the tension, until
Gilmour’s guitar bursts forth...

Jake Shears, Scissor Sisters:
o Afterawhile, aband becomes
ﬂ:. more unashamed about doing

certain things, and that'swhen |
find them mostinteresting. |
think Syd Barrettwas really ‘cool’; Dave
Gilmourisn't. And I prefer bands when they
stop caring about being cool.

When ['was inninth grade, there was akid |
had a crush onwho played me Floyd forthe
first time -1 grewup on anisland, and we
would lie out on the harbourwith aboombox
and listen to this song, A fewvyears ago, [ was
asked to sing “Comfortably Numb” with
David Gilmour at Radio City for two shows. I
was emotionally fragile and weeping - amess
—but over the moon because [ can sing the hell
out of that song: I've been singing it for half of
my life. But the day before the gig they decided
not to have any guests. They canned me.
Bastards! [t was one of the worst things you
could do to anybody!

l APPLES AND ORANGES
SINGLE (NOVEMBER1967)

Syd’s guitar teeters on afeedback tightrope

as a happy-go-lucky girl ambles round the

shops. Non-charting follow-up to “See

Emily Play”.

Richard Lloyd, Television:

When [ was a teenager one of my

bestfriends had a great record

collection. That’s where [ first
W59 heard Hendrix, Flovd, Traffic

and the Grateful Dead. I remember how

wonderfully nutty some of the lyrics were, and

how wacky the music was. Syd Barrett wasa

=

Apples




“When Syd left, David Gilmour |
recomposedthe Floyd. Withouwt
him, they d be just another cult

© '60s band...” — Robert Wyatt

huge hero to us; he was clearly nuts but wrote
these amazing songs with completely weird
ideas. Who else would write a song about
apples and oranges and actually be talking
about the fruit? Or a song called "Bike” which
was reallyabout abike? Like a child’s view of
the world coupled with psychedelic music and
crazy guitars and sound-effects, The sheer
pleasurein a song like “"Apples And Oranges”
still causes me wonder. | followed Pink Floyd
for the first two albums, but lostinterest after
they lost Syd. Still, those first singles and
songs continue to play regularlyin the jukebox
of my mind.

l GOODBYE BLUE SKY

FROM THE WALL (NOVEMBER1Z79)
Among The Wall's gentler moments, bui
nevertheless, alongside Gilmour’'s gently
plucked guitars and sweet “ooh”s, Waters
still finds room for “falling bombs"and
“frightened ones”.

Gerald Scarfe, illustrator/
o8 animator, The Wall album,
“ stage-show and movie:
Wall

Roger said he had this magnum
opus he wanted to produce. He
came to my house and played me the raw
tapes, watchinglike a hawk. There wasan
awkward silence. Roger said, “I feel like I've
pulled down my trousers and shat in front of
you."” At that point The Walldidn'tmean alot
to me. Butwhen Roger talked to me about
what was behind it, we had in common being
affected by the Second World War, Roger's
father had beenkilled init,and I'd had a

miserable time, "Did you see the frightened
ones, did you hear the falling bombs/The planes
areall long gone, but the pain lingers on” - those
arelines in “Goodbye Blue Sky” [ can very
much identify with. I was four when the war
started. I was born into aworld of ultimate
chaos, Lhave very strong memories of air raid
shelters and having to wear these ghastly gas
masks. Asanasthmatic, | couldn’t breathe. |
used all of that in the animation for “Goodbye
Blue Sky" in the film - the frightened
troglodytes have gasmasks for heads, and are
crouching underground. The song, and the
animation, has a sadness that resonates with
my real past very strongly. And with Roger's.

l BREATHE
FROM THE DARK SIDE OF THE

MCOON WARCHISTY

Dark Side...s curtain-raiser begins

languidly (another pastoral Floyd album?},

but its Ivrics ( “Run rabbit, run”) are wickedly

booby-trapped.

Guy Garvey, Elbow:

My sisters loved The Dark Side Of

The Moon, so itwas always

playing somewherein the

house. At 17 or 18, [ had an acid

experience and it made me listen to the album

inacompletely different way. [ think Pink

Floyd's ethos for Dark Sidewas very different,

too, [twas industrial, experimental rock and

represented a machine-made freedom. They

were utilising everything at their disposal,

experimenting within themselves. [t wasa

classic example of using the studio as an

instrument. “Breathe” is assimple as dimples
in the way it's sung, but they use an interesting
vocal tracking style. The lyrics are delivered
ad hoc, then tracked to lend them weight. It
was something Pete Waterman later picked
up, but thatwas to protect a bad singer. Pink
Floyd put that song down as they felt it, then
bolstered it to give it real weight. It was
something else altogether.

l 4!5 THERE ANYBODY OQUT
THERE?
FROM THE WALL (WYIMBERI97)
An aural collage from an American hotel
room (TV, passing traffic, ominous bass
noises) drifts offinto dreamy English
folk music.
Jim James, My Morning Jacket:
il llove a lot of Pink Floyd. To me
B their musicisclassicand will
s transcend all time. Aslongas
there are people onthe earth
theywill be listening to Pink Floyd. But the
cut I listen to most would be "Is There
Anybody Out There?”, whichis ashort
instrumental. Starting at about 1:15 is one of
the mostbeautiful little classical guitar pieces
I have heard. [listen to it on repeat. They say
no-one knows who really playedit. Imean,
I'msure someone does, butin The Wall
movieit's in one of my favourite scenes.
After Pink has smashed his hotel room to
pieces, he builds this beautiful sculpture on
the floor out ofall the remnants of the
smashed goods. It's quite a beautifully
heartbreaking scene! CONTINUES OVERW
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“Theywere the coreofthe
movement, a strange attractor
for people” - John "Hoppy'
Hopkins, UFO Clubfounder

= ATOM HEART MOTHER

e {EuUlTE}
FROM ATOM HEART MOTHER
i'L?JTIZﬁELﬁ?ﬂl
A six-partsuite, conceived (with Ron Geesin)
for rock group and choir, initially known as
“The Amazing Pudding”.
Iain Banks, author:
[have aweakness for bands
with semi-symphonic
ambitions. We all-by golly,
quiterightly —recoil in horror
from the excesses of the triple-sleeve concept
album so beloved of certain progressive
bands of the '70s. But even allowing for the
fact thatin some ways the three-minute balls-
out head-thumping thrash is what pop and
rockis most truly about, it's good to hear
talented musicians giving their imaginations
room to playin. Floyd taking a side ofan
album to launch into an widescreen abstract
soundscape of madly chuntering choirs and
sonicweirdness was an almost predictable
step after the serial indulgences of
Ummagumima, butit could still all have gone
horribly, embarrassinglywrong, It didn't. This
is one of their finest pieces. The Floyd always
had the tunes to match their ambition, and
that makes all the difference.

PMYCAREFUL WITH THAT AXE,

E=EUGENE

-SIDE OF THE SINGLE, "POINT ME AT
[E SKY" {nﬁammgas.]
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| Sprawling psychimprovand crowd favourite
—d j_,TEJ' liveversionison Umn LA HTHINL,
Genesis P-Orridge, PsychicTV/
Throbbing Gristle: By 1969, [was
. = living in the HoHo Funhouse, a
B scmi-commune full of freaksin
= Iﬁ an old fruitwarehouse in Hull.
Pink Floyd were touring Ummagumma and
the university asked us to do the light show.
Everyone was stoned, but I vividly remember
“Careful With That Axe, Eugene”, which
nobody had heard yet and seemed to go on for
three hours. We had these glass slides with
liquid in, and an epidioscope, onto which we
putlive maggots. 50 you had this psychedelic
light show, with six-foot maggots crawling
across. Floyd played their first set, then came
back onwearing overalls from a building site
and carrying wood, a saw, hammers and nails.
And they started building a very ramshackle
table, sat on the wooden boxes they'd just
mace and had atea break. Pre-industrial rock!

COLUMEIA @

T | o | T miats o B e
' - |_ |_ I_ FLF 5,
] i II 1| ¥ I T4  mare

I = R R e

1 LUCIFER b&h‘i

Irl--l

| L

R
II |_|'_.'|I

OF [ J (AURUST1567)
Originally entitled “Percy The Rat Catcher”,
thisfeline varn (“bea hip cat, be a ship's cat”)
wasinspired by Syd’s own moggy.

Jim Reid, The Jesus And Mary
Chain: | almostfeel thatlshould
apologise for choosing a Syd/

b Floyd song because althoughiit
M took awhile, Teventually

'.-'.l—l-"rl

realised what a great band theywere with or
without Syd. | remember as a teenager sitting
inmy bedroom trying to play the guitar riffs
for “Lucifer Sam"” and make out the lyrics. The
version [used to play, it you were being kind,
could be described as punk/avant-garde, or
more truthfully complete shite, but I enjoyed
hacking away atitanyway. I never understood
why Floyd didn’trelease ititas asingle, it
seemed like a sure hit to me.

When the Mary Chain appeared on The Tube
in 1985, Dave Gilmourwas there playing with
Pete Townshend’s band. In between the
rehearsals, William [Reid, JAMC] was onstage
doinga really bad job of painting his lovely old
vintage Gretsch guitar, Gilmour came over to
watch. Hehad alook on his face as though
someone was taking ashitonThe Bible. A
couple of vears ago, at an awards ceremony, he
came up to me and mentioned this. Christ, [
was astonished he could even rememberit! [
thought, ‘Fuck, what have we done to the poor
guy?’ He must have been traumatised to
remember that, 20 years later. [wanted to
shake his hand and give him a big hug, but |
just smiled meekly and disappeared into the
shadows.

1 ()FEARLESS
¥ FROM M £ (OCTOBER1971)
Overlookec ;sihu m ‘i'r.:ﬂ_L with anaggingly
insistent Gilmour riff, alazing-on-the-lawn
feel and a crowd of overdubbed Liverpool
FC fans...
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E!-"""'*'-... Storm Thorgerson, Floyd sleeve
artistand schoolfriend: Of

= course [Hove “Shine On You

xﬂ" Crazy Diamond”, thekeyto

1 Floyd’s past. But this is
overlooked, haunting and melodic, and very
beautifully sung by Dave. | supposeit’'sabout
being confident, believing in yourself -going
forward without fear, There's what feelslike a
backward-chord sequence, strange and
incredibly telling, and a very simple but
interesting guitar chord-riff. But Idon't really
think about any of that. Songs grab you by the
throat or the bollocks. “Fearless” isn't
complex, but simply beautiful. It's more or less
faultless. Andit’s a key song on a seminal,
underrated album.

JUGBAND BLUES
FROM A SAUCERFUL OF SECRETS

(JURE1958)
Svd says goodbye in extraordinary style,
singing along to an oompah band, but his
stuttering lyrics hintatan all-too-real
psychosis...
s i Mick Rock, photographer:There
_ﬁ“ was certainly no conflictin Syd
| whenIfirstmethimin
December '66, when he played
atthe Cambridge Arts College
Christmas Party. He was this

into astronomy, it's more a case of
us all being hippies and groovyand
“wow!man”. In that context, it
worked, Syd's music was that ofa
very English eccentric.

CAREFUL
WITH THOSE

EF&E E 'ﬁ E said that, we went on to release

stufflike “"Echoes” and a number
of pieces that could be

Floyd websites include

b
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sorts. And certainly, A Saucerful
Of Secrets was highly structured in
the way that it worked. Having

SET THE CONTROLS Mr Pinky's vinyl unspeakablyopen-ended and
FOR THE HEART OF database at digilander. witter on for as ll:l'l'lg ds anyone had
THE SUN libero.it/mrpinky, the patience!
FROM A SAUCERFUL OF Floydian Slip's weekly [t's weird that, around 1967-'68,
SECRETS [IIN1968) adioshowat www. (e 411 still thought we wanted to
. ) e foydiansiip.comor b :
Wonderfully atmospheric Floyd the website of fanzine bean R'n'B band. We all thought it
cosmic-rock prototype, written by Brain Damageat terribly important to perm our

Waters, full of spooked whispers,
eerie keyboards, spine-tingling

www. brain-damage.
co.ik. Other fanzines

hairand wear leather trousers.
Butit’s absolutely true what David

glockenspiels and pummelled _ pastandpresent and Roger say about our lack of
tom-toms. é“;&‘f%?;f;ﬁﬂ musicianship being turned intoa
o« NickMason:It'sa Amazing Pudding,. positive attribute. As we admired

good example of

something that we

gotour teeth into, which is that
noteverythinghad to be flat out
all the time. We could be a bit more subtle and
laid back. I can see now more clearly where the
influences came from, so faras thedrumsare
concerned. Do youremember a film called
Jazz On A Summer’s Day? There wasa
sequenceinthatwhere Chico Hamilton
played with mallets. [ always had thisin the
back of my mind, long before Pink Floyd were

those fairly "authentic” R'n'B
musicians like Eric Clapton and
John Mayall, we couldn’t quite do that, so we
ended up doing something else. And one
positive product of that - one that we weren't
aware of at the time! —was the significance of
having our own material. So many great
artistslike John Mayall and Aynsley Dunbar
would release albums where virtually every
songwas a traditional blues song, arranged by
them. | thinkourlimitations meant that we
ended up making musiclike “Set The
Controls...” Istill think it sounds

incredible figure, bouncing
up and down, while the
other members of the Floyd
WETEe anonymaous.

[ did take one acid trip with
Syd and a fun affairit was,
too. Hewasn't any problem
on L5D. Hewas quite
relaxed, smiling alot. |
remember us playing ~
Coltrane and Stones records and looking at
Robert Crumb comics. In 1971, I did the final
interview he ever did, for Rolling Stone, He
described himself as having "a very irregular
head” and said, “I'm full of dust and guitars.”
The lyrics that kick off “Jugband Blues”- "It’s
awfully considerate of you to think of me here/
And I'm much obliged to you for making it clear
[That I'm not here” - seem to be making some
kind of statement about his situation. And it’s
not like any other song in the world. It's always
haunted me. Maybe it's a great description,
not just verbally but sonically, of a
schizophrenic state and akind of psychic
disintegration. It seems to sum Syd up for me
more than any other songin existence.

ASTRONOMY DGHINE

FROM THE PIPER AT THE
GATES OF DAWN [MJEIJSTI':‘IE?}
Swapping his kaleidoscope for atelescope,
ﬂ‘i.’d contemplates the universe with awe..
Peter Jenner, Floyd rrmnagen

'66-'68:] was at the studio when

) they were making the first LP.
Syd suddenly said, “Let’shave
vouread a bit through a
megaphone.” And I was game for that, so they
used it on the song. Syd had me read bits from
a book othis, from which he was getting allhis
info about astronomy. Syd wasn't particularly

o

A piNK FEISD.

-;'.-'\- 1"@:

ROLS. ™ NICK Mi
:.-' _'. :_5.:_. "\...-"

even thought of, assomething thatwas

fantastically cool. Ginger [Baker] also played
mallets with Cream on “We're Going Wrong”.
It's that whole thing about being able to
repress, instead of the endless, wild banging
away that characterises so much rock music.
AndIthink that thisis also a wonderful, held-
back drum part.

Werecorded this around the time that Syd
left. Beforeitallwentwrong, haha! 'm not
entirely sure if Syd was at this recording
session or not-itwas one of the Abbey Road
dates where Syd was around for some but not
others, But he would have dropped quite
easily into proceedings were he there.

[think you can see this as us not so much
looking for a new direction rather than just
developing something that was already
kicked off-songslike “Interstellar Overdrive”
and “Astronomy Domine”, We started getting
into the business of extending everything,
particularly anything we played live. It soon
became unthinkable that we'd go on stage
and begin and end a song within sixor
seven minutes,

Actually I think there was quite a lot of
structure to these songs, evenifit doesn't
sound like it! When we were doing Saucer -
even tracks like “Interstellar Overdrive” -
there was a move to put some structure into it,
there's actually quite a disciplined structure of

I‘e':':.. ;.-:__.

“OUR LIMITATIONS AS ANR'N'B
BAND MEANT THAT WE ENDED UP
MAKING MUSIC LIKE SET THE

CON "

-\.-}.

fantastic and I love playing it today.

WISH YOU WERE HERE
FROM WISH YOU
WERE HERE (SEPTEMBER197)
Waters' bleak vision of incipient
middle age and failing marriage
would prove strangely popular
with buskers...
Phil Manzanera,
Roxy Music:] saw
Floydinthe early
days, at the Albert
Hall with Hendrix,
Amen Corner and The Move. [t was the most
amazing package tour. I'was 16 or 17 and it was
incredibly exciting. Floyd, particularly the
atmospheric, textural stuff, were a huge
influence on my own guitar-playing.

Like alot of people, I've heard all the tracks,
but had never tried playing them. So when
David [Gilmour] asked me to go on tour with
him, Ihad to create a guitar sound that was as
close as possible to the originals. And of
course, every backpacker from here to
Timbuktu knows how to play "Wish You Were
Here”, but not me! So L had to learn it from
scratch, which was hilarious. It's one of their
most well-known numbers and I spent the
whole tour learning how to play it properly.

That riffis like other great riffs — the minute
you hear it, you knowwhat it is. Halfway
through the tour, I told David it was getting so
embarrassing. So I wentinto his kitchen and
said, “Forfuck’s sake, show me exactly how
you playit!” [ think on the very last gig, which
isthe live version that’s coming out, I do finally
getit right! When you're playing those songs,
you marvel at the simplicity of it all, yetit's
totally self-contained. It's quite minimalist, so
each partisdistinctive. CONTINUES OVER W
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ANOTHER BRICK
INTHE WALL (PART 2)

-i -,_ LA

FROM TH| u-:_u L

RELEASED AS SINGLE (DECEMBER 1979)

School hrut.:ihtjy setto amidtempodisco
beat, Their first hit single since 1967.

Ice Cube, rapper:Itwas abighit,
it was getting a lot of airplay at
the time, evenon black stations,
It's a seriously funky track, it’s
got a tight drum beatand a killer
bassline. | rememberwe used to march
around the playground singing the lyrics from
this song. “We don't need no education/We
don’t need no thought control... Hey teacher!
Leave them kids alone!” Ha! When you'rea kid
at school, of course you're going to love alyric
like that! The idea that we're all just bricksin
thewall, justidentikit packages that the
systemrequires. That's the shit. It'sreal. And
it's true. It's still true now,

Pas

-
a1

ARNOLD L.&HHE

RELEASED AS A SINGLE [MARCH19R

Not your standard debut single, or debut
hit-Syd’slyricstell of the arrestand
imprisonment of aladies’ underwear
fetishist...

Joe Boyd, co-UFO Club founder
and producer of “Arnold
Layne”:In the studio, Sydwasa
quiet leader. Roger was more
vocal, but everyone deferred to
Syd's opinion. He sat at the back and kept quiet
most of the time, but everyvone listened when
he spoke. The sessions were easy and fun:
record one night, mix the next. [don't recall
any conflict. Roger had an ego, Syd did, too,
butwas more diffident and oblique. The early
Floyd songs are pretty European and blue-
note free. David Bowie has been quoted as
saying that Syd taught him how to singlike an
ordinary Englishman-no blues, no mockney
accent, [ think theirun-Americannessis the
keyto Floyd's strength over the years.

Hey teacher! The Wall
tour, Earl’s Couwrt,
London, June 16,1981

IHTEHETELLAR OVERDRIVE
FROM T
OF DAWN {HSEEUEIE'EI-EJJ
Bacharach-David's “My Little Red Book”
meets the theme from Steptoe And Son
in a psychotropic, stereo-panning, nine-
minute freak-out...

—-—Il i o e

THE GATES
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B as the theme to Steptoe And Son.
I | saw them play it once at UFO
RSN o1, Tottenham Court Road, when
thf' light-showwas giant blobs behind the
screen, and they went off at great tangents. My
collection of Floyd is all early days, nothing
since Ummagumma. What they were doing
thenwas lovely and free, those long tracks
we loved listening to. Prior to all this, it was
two- or three-minute tracks. The record
companies freaked out, they thought our
attention spans wouldn't take any more.
“Interstellar Overdrive” was avant-garde
rock. We were doing psychedelic freak-out
stuffin a circus tent when they were rising
stars. They were the kings of space-rock then,
with those repetitious chords, elongated solos
and electronics - going out there for long
periods. Youcan make a parallel with
modern jazz. Theywere making rock music
abstract. Of course they had to give the odd
nod to the music business —an “Arnold
Layne”, But “Interstellar Overdrive” gave
us absolute freedom.

SEE EMILY PLAY

Lo Ery AC
”‘||'—JF -"—..l—'- "|

{GLE {JUNEL967)
Irrepressible, childlike psych that
namechecks the band’s own ‘Games for May'
concert atthe QE Hall..

5 = Paul WEIIEh Therearesomany
#‘”‘,«* 'i"-l’l": of Syd’s songs that [ love, but this

4 i&}a is my favourite. | remember

h&’mng it on the radio as a kid
and being totally bowled over. It
was a proper hitsingle, which is unbelievable
when youlook at the state of the charts now.
Melodicallyit’s brilliant, and the arrangement
is so compact and concise, It does somuchin
less than three minutes. Sonically, it's

. amazing. The intro is fucking overwhelming,

it still sounds fresh today. But then for me, all
those great psychedelic records haven't dated.
[like the fact that lyricallyit’s asimple song. |
read an article recently that explained that it
was inspired by a girl called Emily Young who

. hung outwith the Floyd. She was friends with

Anjelica Huston, [ think. There's a purity
about the songwhich reflects that.

[t's funny. At the time it came out, [ didn't
knowwhat Syd looked like. | had no idea that
hewas this amazing, beautiful-looking
character. Which is odd, because lused to
watch Top Of the Pops religiously every week.
[ didn't actually buy it until years later! Syd
has been an influence on all my music, |
heard “Start!” on the radio the other day,
and it reminded me that the guitar break
was totally influenced by Syd. Even ifit

didn't sound like him, in my mind [ was
trying to get that feeling over. To me, that’s
what Syd's Floyd were about: creating a
mood you can’t quite put your fingeron...

SHINE QH YOU \EE,&E? DIAMOND

FROM WISH YOU WERE HERE (3p1r5)
Pink Floyd were wurld-famuus. richbeyond
their dreams, and under pressure, Waters
revisited the theme of mental illness {(which
had been central to Dark Side), but this time
rooted itin the real-life disintegration of Syd
Barrett, Unfolding over 13 carefully
measured minutes, the song's mood is one of
equipoise before the onslaught- and while
Waters rarely allowed sentimentality to
creep into the Floyd, it’s clearly appropriate
on “Shine On..."”, and is judged perfectly.

i

David Gilmour:1t's great that
thisisNo 1, asit's the purest
Floyd song, the peak of that
particular stage in our
development. We wrote the song
ina dingyrehearsal room near Kings Cross -
I've noidea why we were in such a dark, cheap,
horrible rehearsal space when we'd just
released one of the biggest-selling LPsin
history! Ha! Maybe it was tight-arsed
management.

The song fell out of a four-note guitar figure |
came up with - that distinctive opening
sequence. Rogerreally liked it. It had that
haunting, serial quality, like something from a
piece of modern classical music, or from a film
soundtrack. The rest of the song was ajoint
effort, which was becomingrare at that time,
where me and Roger tended to write separately
and bring the ideas into arehearsal. But here
the song seemed to emerge organically out ofa
jam. There's the pedal bassline thatlinksinto
the last part, lots ofinteresting chord changes,
and Nick's drumming, which switches
between akind of 12/8 shuffle to a swing beat
and back. The ideas were all so good that we
wanted room for them to breathe, whichiis
why the complete version is about 26 minutes
long, andneeded to be splitin two asitdidn’t
fitononesideof an LP.

Roger would always disappear for a few days
to write lyrics and he came up with this tribute
to Syd. They're beautiful words andit’sa
heartfelt tribute thatspeaks for us all. It had
been four or five years since we'd last seen
him, and I think itwas all tied up with our
feelings of regret and possibly guilt. [twas a
remarkable coincidence that, not long after
we'd finished recording “Shine On. ..", Syd
wandered into the studio at Abbey Road.
Everyone’s memory ofthe event is a bit hazy.
My memoryisofarather plump chap
wandering around No 3 studio while we were
mixingin the control booth. God knows how
he managed to get past security —itwas pretty
tight then and I'd imagine thatit'd be
impossible nowadays! And it took us alla
while to work out who it was - we were all a bit
shakenas to how ditferent helooked. We had a
chat with him. When we played him some of
the stuff we were working on he thought it was
really good “but a bitlong”. Ha!

For years after he left, Syd was the elephant
inthe roomwhen it came to Pink Floyd. He
was the glue thatlinked us all. He knew Roger,
Rick and Nick from the first incarnation of the
band, obviously, before I joined, but me and
Syd were also close friends, dating back before




the band. Iliked to
remember the Syd of my
teens, this sweet, crazy, fun-
loving friend that [ went to
France with and went
busking with. And the
terrible thingisthatI
couldntreally equate that
figure with the person that
he turned into. The thing
was, his mental problems always seemed to
come up when the issue of the band surfaced.
So it was his family’s preference that members
of Pink Floyd didn't visit him, asit might set off
another relapse. Soit sastonishing to think
that that time in Abbey Road was the last time
[ ever saw him.

Obviously, the news ofhis death was
enormously sad. I'd known he was ill for along
time, but the reality was terribly sad, evenif

me and the rest of the band had been grieving
for him for over 30 vears. The thing was that
the Syd [ knew hadn’t been around for along
time. If have one regret it’s that I'd not been
more forceful with his family and gone to visit
Syd in Cambridge. Butit'sadifficult one to
negotiate, isntit?

Syd’s death affected the way I now play
“Shine On...". It'sa tremendously adaptable
piece of music. On the original it’s a pretty big

production, with harmonies and
backing singers. On mylast tour, it
became more mournful. [ stripped
away everything. After a few dates,
it became more experimental. We
developed a newway of playing the
opening where Phil Manzanera,
Guy Pratt and Dick Parry would
play wine glasses — you know,
rubbing a wet finger over the rims—
that had been tuned to an open chord,
replicating the organ part, and I'd play the

guitarriff over the top.
That was a throwback to the LP we were

initially going to make instead of Wish You
Were Here, in which the sounds were going to
be made with household objects, an idea we
ditched but which influenced some of what we
did after that. It makes the track even more
haunting and ethereal. %
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The Pink Floyd
Miscellany

Live albums, compilations, solo albums, collectables...

LIVEALBUMS
DELICATESOUND OF
THUNDER
EMI/COLUMBIA, NOVEMBER 1988
HIGHEST CHART POSITION:
UK:11:U5:11
q Floyd's first-ever fully

o liveofficialreleasewas
thisdouble set,
recorded over five
nightsatthe Nassau
Coliseumn, New Yorkin August1988,
onthe Momentary Lapse Of Reason
tour. It representedthesecond
attempttocapture the Gilmour-led
incarnation live: theband had
recordedand filmedshows atthe
Omni Coliseurnin Atlanta, Georgiain
November 1987, but were unhappy
withthe results. DSOT wasthefirst
rock albumplayedinspace: a
cassette copy (withoutthecase, o
saveweight) was taken by Soviet
cosmonauts aboard Soyuz TM-7 on
its flight to the Mir Space station.
Gilrmour and Mason flew to Bajkonur
toseethelaunch, andthe soundof
take-offwasrecordedfor possible
useonafuiurerelease. "Tosaythat
we arethrilled at the thought of being
thefirstrock bandto be playedin
spaceissomethingofan
understaternent,” said Gilmour.
TRACKLISTING Disc One: ShineOn
You Crazy Diamond/Learning To
Fly/ et Another Movie/Round And
Around/Sorrow/ The Dogs Of War
Dis¢ Two:On The Turning Away/One
Of These Days/ Time/Wish You
Were Here/Us & Them/Money/
Another Brick In The WallPartll/
Comfortably Nurmb./Run Like Hell

PULSE
EMI/COLUMEIA, MAY 1995 (UK}, JUNE
1995 (US)
CHART POSITION: UK:1: Us:1
B A documentofthe1994

NCd The Division Belltour,
&l andonedescribedby
some members of
Floyd'svociferous
online community as “the greatest
live albumever”. Partofthereason
for that might betheseconddisc,
where Gilmour, Mason and Wright
(augmented by live stalwarts Guy
Pratt onbass, JonCarinon
keyboards and TimRenwickon
guitar) play The Dark Side Of The
| Mooninitsentirety, insequence,

followed by athree-song encore,
Fulse alsoincludes Syd's
“Astronomy Domine", whichthe
band hadnot performed sincethe
early '70s.

TRACKLISTING Disc One: ShineOn
YouCrazy Diamond/Astronormy
Domine/What Do YouWant From
Me/Learning To Fly/Keep Talking/
Coming Back To Life/Hey You/
Great Day For Freedom/Sorrow/
High Hopes/Ancther BrickInThe
Wall(Partl}. Disc Two: Speak To
Me/Breathe/On The Run/Time/
The Great GigIn The Sky/Money/Us
And Them/Any Colour You Like/
Brain Damage/Eclipse/Wish You
Were Here/Comfortably Numb/
RunLikeHeall

ISTHERE ANYBODY OUT
THERE? THE WALL LIVE
1980-81
EMI/COLUMBIA, MARCH 2000 (UK);
APRIL 2000 (US)
CHART POSITION: UK: 15; US: 19

. This double disc of
: 9 ; performances fromthe
1980/ 1tour was
recordedonad8-track
mobile studioduring
concertsatEarl’'s Court, Londonby
Floyd soundmanand co-producer
James Guthrie. Aswellas the whole
of The Wall album, Is There Anybody
QOut There? contained two tracks
removed frormthe studio album,
“What Shall We Do Now?" and “The
LastFewBricks” A'surrogate band’,
which included Status Quo’s Andy
Bownonbass, played " In The
Flesh?” throughoutthe tour, while
wearing the masks featured on the
cover. This wasthefirstFloyd album
nottoreceiveavinyl release.
TRACKLISTING Disc One:MC:
Atmos/In The Flesh?/The Thinlce/
Make Me Happy/ The Happiest Days
Of Qur Lives/Another BrickIn The
Wall - Partll/Mother/Goodbye Blue
Shy/Empty Spaces/What Shall We
Do Now?/Young Lust/One Of My
Turns/Don't Leave Me Now/
Another Brick In The Wall-Part ll/
The Last Few Bricks/Goodbye
Cruel World. Disc Two: Hey You/Is
There Anybody Out There?/Nobody
Home/ Vera/Bring The Boys Back
Home/Comfortably Numb/ The
Show Must Go On/MC: Atmos/In
TheFlesh/RunLike Hell/Waiting For
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TheWorms /Stop/The Trial/
Outside The Wall

(COMPILATIONS M
Like the banditself, Floyd
compendiums don'tiollowthe
traditional Greatest Hitsrules.
Barringthose early Syd-erasingles,
their reputationisdefiantly that ofa
beanbags-and-headphones
‘albums’ band - butthey have
nonetheless managediorelease
over 30 singles, the majority after
Barrett's departure, and scoreda
global Mo lhitin "Ancther Brick Inthe
Wall{Part )", fyouwanta
comprehensive singles collection, it
doesn’'texist. Rather, theband's
comps havetendedtoreprise their
best-known alburn cuts, perhaps
withthe odd rarity bundledin.
Indeed, celebratedFloydrarities
have sometimesturnedupinthe
oddestof places. .

LABRISKIE POINT O5T
MG, FEBRUARY 1970
CHART POSITION: N/A

Mestled alongside
The Grateful Dead,
: JohnFaheyand
M Kaleidoscope, thereare
: three exclusive Floyd

numbers onthis soundtrackto
Antonioni's portentous
countercultureflick: "Crumbling
Land” "Comeln Number &1, Your
TimelsUp" (analternate version of
“Careful With That Axe,Eugene™)
and aninstrumental improvisation,
“Heart Beat, Pig Meat™ The1997CD
reissue included four more Floyd
cuts: "Country Song”, “Unknown
Song”, "Love Scene (Version6)” and
“Love Scene(Version4)”.

THEBEST OF THEPINK
FLOYD/MASTERS OF ROCK
EMI/COLUMEIA, 1970

EUROPE, 1974

Acelebrated oddity.

p Originally releasedin
the UK in 1970 as

4 The Best Of The Pink
Floyd this setwas
repackagedandre-released as
Masters Of Rock across continental
Europe —withsometracks suddenly
instereo —fouryearsiater. The
Europeanissueincludedthefirst-
ever stereormix of "Apples And

QOranges’, andremainedtheonly
official sourceof 1968 single "I
Would Be SoNice' priorto 1992's
Shine Onboxset. Anotherrarityis the
griginal monomixof "Nice™'sb-side
“JuliaDream”, whichis adifferent
versiontotheoneonfRelics, Despite
its Barrett-eracontent, Sydis
curiously notcredited onsome
pressings asamember of the band -
although, inanattemptto
compensate, oneversicnofthe
cover art showed animage from
Meddle with Syd’s head super-
imposedonto Gilmour's body.
TRACKLISTING Chapter 24/Matilda
Mother/Arnold Layne/Candy And A
Current Bun/ The Scarecrow/Apples
& Oranges/ |t Would Be SoNice/Paint
Box/Julia Dream/See Emily Play

RELICS

EMI STARLINE, MAY 1971

CHART POSITION: UK: 32: LS. 153
Amuch-lovedcompof
theBarrett-erasingles
and more. Releasedon
EMI's budget offshoof,
Starline, betweenthe
releasesof Atorm Heart Mother and
Meddle, Relics remained the
definitive Syd-erasingles sef until
Shine On. ltalsocontainedan
unreleased Waters composition,
“Biding My Time". The original
artwork wasdrawn by Mason at
architecture school: Starlineissues
have a b/w cover, later UK issues on
Music For Pleasure colourthetitle in
pink, obviously.

TRACKLISTING Arnold Layne/
Interstellar Overdrive/See Emily
Play/Remember A Day/Paintbox/
Julia Dream/Careful With That Axe
Eugene/Cirrus Minor/ The Nile
Song/Biding My Time/Bike

ANICE PAIR
CAPITOL/HARVEST, DECEMBER 1973

(US), JANUARY 1974 (UK)
CHART POSITION: UK: 21; US: 36

25 g Notacomp,buta
(13 E __ twoferreissue of Piper
= sk e and Saucerful released
ﬁg.- just sixmonthsinto
Dark Side’'s monster
chartrun. ltisnotableforits all-new
cover art: early copies featured an
image of thereal-life Dr Phang’s
dental surgery before Phang himself
objectedand itwasremoved.
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Rocket: Pink Floyd, the first g N .
rock bandinspace, officially!
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THEFIRST X1 WORKS
HARVEST, 1979 EMICAPITOL, JUNE 1983
Floydwere ve i -T:HAF!T PﬂEITIUHH U5 fﬁ

TI'-'E&EHI.I"STIHh
sy Dom

_ are and Dark Side as collectiontoc awith The Fin 1967/: THEFIRST THREE
picturediscs.) out It'sno i dic SINGLES(EP)
3 ing of" {s ' EMI, DECEMBER 1997
ACOLLECTIONOFGREAT Thefi
DAMCE SONGS
EMI/COLUMBIA, NOVEMBER 1981
CHART F‘ﬂ‘alTl{JH Lﬂ!{ 3.? Uq ]

OH.BY THEWAY (BOX SET)
EMISCAPITOL, E‘E(: EMEEE 2(3{3?
SHINEON(BOX SET) '
EMI, COLUMBIA, NOVEMBER 1992 ECHOES: THE BEST OF PINK
CHART Pi"*".-:lTIUH* th FLOYD
kingtitle " The Big EMI, MOVEMBER 2001
CHART FC'.;!I 1OM: UK:2: US: 2
“Arnc uI dLayne " to

rum’r’rr-r f,.rl_-.,. 10
-arly Sing
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PINKFLOYD: MISCELLANY

SOLO
ALBUMS

L, MOUR
DA?ID GI LHGUH
HARVEST/COLUMBIA, MAY 1978

I
=

| CHART POSITION: UK:17; U5 29

“Beinginagroupforso
i longcanbeanit

I claustrophobic,” said

4 = Gilmour at the time of

. thisalbum's release,
andthis bluesy, rocky effort — which
features Rick Willsand Willie Wilson
of Gilmour'spre-Floyd outfit Joker's
Wild —was thefirst solo album
properby any Floydmember,
Althoughnot included onthealbum,
"Comfortably Numb” was first
composed forthesesessions,
andsectionsoftheinstrumental
"Raise My Rent” were |ater adapted
fortheFloyd songs “What Do You
Want fromMe?”, "Hey You" and
"Keep Talking”,

ABOUT FACE
HARVEST/COLUMBIA, MARCH 1984
CHART POSITION: UK: 2; US: 32
- Characterised by US

radic hit "Murdler” -
about thekilling of John
Lennon-herewas aset

of high-sheen'80s
rock, co-produced by Gilmour and
Bob Ezrin. Collaboratorsincluded
Steve Winwood, Roy Harper and
Pete Townshend, who supplied
lyrics for “Love On The Air” and "All
Lovers Are Deranged”. Floydfanzine
The Amazing Pudding voted disco-
inflected single “BlueLight” the
worst songby any Floydsolo
member, ever.

ONANISLAND

EMI/COLUMEIA, MARCH 2006
CHART POSITION: UK: 1; Us: &
Released onGilmour's
60thbirthday, thisis by
somedistancethe
mostcommercially
successful solo Floyd
soloalbum — aswellasmakingthe
US Top 10 and No 1inthe UK, it has
sold over one million copies
worldwide. OnAnfslandfeatures
another all-star cast, including
Graham Nash, Jools Holland and
Robert Wyatt, plus Richard Wright

SoloGilmour: “beingin
agroupcanbeabit
claustrophobic”

I—

andearly Floyd/Screaming Abdabs
member BobKlose Mostof OnAn
Isfandwas recorded onGilmour's
houseboat-cum-studio, the Astoria,
ontheRiver Thames, andwas
produced by Gilmour, Phil
ManzaneraandChris Thomas.

LIVEIN GDANSK
EMI/COLUMBIA, SEFTEMBER 2008
CHART POSITION: UK: 10; US: 26
I Thefinal dateof
™ Gilmour'sOn AnIsland
b tourtook placeina
Polish shipyard, a
celebrationofthe
founding of the Solidarity trade
union. This souvenir live set—
weighted heavily towards Floyd
material —is bolstered by the
presenceof the Baltic Philharmonic
Orchestra, andis the lastFloyd-
related albumtofeature Richard
Wright, whodiedjust aweek before it
wenton sale.

METALLIC SPHERES
(ASTHEORBFEATURING
DAYID GILMOUR)

COLUMBIA, 2010

The outfitsometimes
dubbed "therave's
generation's Pink
Floyd” gotatasteofthe
realthing onthissetof
undulating ambient —the product of
a2009 jamsession —where The
Orb's spacey, dubby texturesare
elevated by Gilmour's distinctive
slide guitar sounds. Allartist
royalties fromthecollaboration
were donatedinsupport of British
computer expert Gary McKinnon,
fighting extraditiontothe US after
being accused of hacking The
Fentagon.

o B % .Hv.-'-»..':rbi.iqh - I
NICK MASON'SFICTITIOUS
SPORTS
HARVEST/COLUMBIA, MAY 1981
i (\[thoughthe album

| carriedMason’'s name,
all songs werewritien
andproduced by US
jazz composer Carla
E'.ley ancl allbut "Can’t Get My Motor
To Start” featured vocals from
Robert Wyatt, with Nick contributing
pnlythedrumtracks and acting
asco-producer

PROFILES (WITH10CC
GUITARIST, RICK FENN)
HARVEST/COLUMBIA, JULY 1985
Profileswasashort-
lived extra-curricular
project — asMason later
told The Amazing

== Fudding: "It's useful
andimportanttochangethepeople
youworkwith. Youget sostuckin
certainpatterns.” Only “Israel” and
“Lieg For A Lie" arenotinstrumentals
and feature UFQ's Danny Peyronel
and Mike Oldfield’s singer Maggie
“Moonlight Shadow” Reilly,
respectively.

ROGERWATERS
MUSIC FROM THE BODY
(WITH RON GEESIN) -

EMI, NOVEMBER 1970
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Waters: heavythemesof
war and apocalypse

Working with Ron
Geesin—bestknown
formediating the

: FinkFloyd on Afom
‘: / Heart Mother —this
soundirackto The Body

documentaryimplemented
samplesof sounds fromthehuman
body —fromslapstoflatulence.
Though not credited onthe sleeye,
the finaltrack, "Give Birth To A
Smile” featured the otherthree Pink
Floydmembers.

THEPROS AND CONS OF
HITCHHIKING
HARVEST/COLUMBIA, APRIL 1984
CHART POSITION: UK: 13, US: 31
Thisconceptwork —a
study of aman'sdream
of committing adultery,
toldin real time from

4 30amto5.11lam—
was originally presented to Pink
Floydin1977 ltwas rejected as being
“toopersonal” infavour of another
set of Waters demos, tentatively
titled ‘Bricks In The Wall'. Hitch
Hiking eventually surfaced as
Waters'first soloalbum proper, and
was released as his relationship with
the other members of Floyd reached
its nadir. Jack Palance, Michael
Kamen and Eric Clapton feature.

RADIO K.A.O.S.

EMI/COLUMBIA, JUNE 1987

CHART POSITIOM: UK: 25; US: 50
Waters had worked on
the soundiracktothe
1986 holocaust film
When The Wind Blows,
andhis second solo
effort picks up its themes of
apocalypse andisolationviaits main
protagonist, Welsh boy Billy, who
has theahility to receiveradiowaves
directly into his brain. Dark Sicle

backing vocalistClare Torryis
amongthe contributors.

THEWALL: LIVEIN BERLINM
MERCURY, SEPTEMBER 1990

CHART POSITION: UK: 27: US: 56
—'!'_- Described by Waters

+ himselfas “an
tmparailelecirm:k
EUvERENE (1USIC, theatreevent”,
SAYkek weRins) this mammoth charity
gigtook place on July 21,1990 atthe
former no-man's landnext to the
Berlin Wallin front of anestimated
350,000 people. kwas broadcastin
52 countries. The eclecticall-star
castincludes TheBand, Joni
Mitchell, The Scorpions, Cyndi
Lauper, Marianne Faithfull,

Albert Finney, Bryan Adams and
James Galway.

k=

AMUSED TODEATH
COLUMBIA, SEPTEMBER 1972
CHART POSITION: UK:8,US: 21

o Another work of big
themes, andfive years
ingestation, this takes
its title fromabook by

I Il acadermic Nell

Postman —Amusing Ourselves o
Death: Public Discourse In The Age
Of Show Busingss. Songs like "What
God Wants (Part ) and “The
Bravery Of Being Out Of Range”
express Waters' disillusionrment
withwar, organised religionand
Western Civilisation generally. A
proposed — but swiftly rejected -
artwork conceptfor anearlier
incarnationof the album apparently
featuredthe heads of Waters'
former Floyd bandmates floating
inaMartiniglass.

INTHE FLESH

COLUMBIA, DECEMBER 2000
CHART POSITION: UK:170; US: 136

REX, CORBIS



Alive documentofthe
successfultour ofthe
samenarme, thiswas
drawnfromshows
acrossthelUS. A
mixtureof soloand Floyd material, it
alsofeatured someof Floyd'sregular
backing musicians, Snowy White
and Jon Carin. Concluding nine-
minutetrack "EachSmallCandle”,
writtenby Watersinresponse o
eventsin Kosovo, wasusedasan
encorethroughoutthetour,

FLICKERIMNG FLAME: THE
SOLOYEARSVOLUMEN
COLUMEIA, MAY 2002

This solo-years survey
focused on previously
released albumtracks,
butit did offer afew
e 1 Arities, including, for
thefirsttime, thedemo "Lost Boys
Calling”, composed for thefilm The
Legend Of I900with Ennic
Maorricone. Therewas also a cover of
"Knocking OnHeaven's Door” and
thedemoofthetitietrack.

llir-l-.rrmg

GAIRA: THERE ISHOPE
SONY CLASSICAL, SEPTEMBER 2005
CHART POSITION: UK CLASSICALI
US CLASSICAL 5
m' Waters showedhis
1 range by composing
E \ Hu themusicforthisthree-
~ M actclassical opera
=== abouttheFrench
Revolution, adapted — againby
Waters —fromaFrench libretto by
Etienne and Nadine Roda-Gil.

RICHARDWRIGHT
WET DREAM
HARVEST/COLUMBIA, SEPTEMBER 1978
Afterrelationswere
| strained duringthe
1977 Animals tour, both
Wright and Gilmour
focusedontheirsolo
releases before taking on The Wall.
Gilmour's effort was generally well-
received, but Wright's sawminimal
successandisstilloutof printinthe
UK. “Against The Odds" was
co-written by his then-wife, Juliette.

| L4

IDENTITY ({IM ZEE)
HARVEST/EMI, APRIL 1984
:,,;-—F This UK-onlyrelease

fg‘y“ was the only album
fromZee, hisshort-
J-, lived partnershipwith
o Dave Harris of Fashion.

Wright, who hadbeenforced toleave
the Floyd, later brandedthis
interesting prog-pop release, which
usedsynth heavilythroughout, an
"experimental mistake”.

BROKEN CHINA

EMI/GUARDIAN, MOVEMBER 1996
Afour-partconcept
albumwhichcharts
Wright's then-wife's
battle with depression,
and after Identity,
rmarks areturntotherelative safety
of Floyd-like structures. Sinead
Q'Connor lendsvocalsto "Reaching
For The Rail" and “Breakthrough™.
Gilrmour also performed ondemos,
but his contributions failed fo make
thefinal edit.

GRAB THAT CASH AND MAK

Collecting Pink Floyd memorabilia

question asked ofthe band byaUS record

executive—and slylyreferenced on “Have
ACigar”—might sound uncomfortably dumb, butitat
leastmakes one telling observation about the Floyd:
theywere, and remain, probably the least-
recognisable, mostanonymous megastarsinrock. Of
all theiralbum releases, only Piper
features astandard “bandshot” on
the cover; in perfect complement to
the band’'s music, it's those later
Hipgnosissleeves—elliptical,

éé B ytheway, which oneisPink?" The
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abstract, supremely confident—that h“"”::r‘:f::_-"—f_ﬁ:'-;"-:‘ﬂm arefamouslycollectable, but “the UK
havemostclearlydefinedandshaped — . == " | exportLPsfor Piper, Saucerfuland More
the Pink Floyd brand. seRmEsese e e | aretheholygrail,” states Thomas. “They
The brandisstrong. In the beyond- i st s, | areextremely hard tofind, especially in
iconic The Dark Side Of The Moon i e | mintcondition, with their gold export

R e
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album artwork—routinely voted ‘best
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s s e f 28 L Demo versions of Syd-era UK singles—
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band to play Clifton Hall, Rotherham on March 23,
1967. “Forthe sum of £80,” says Thomas, “they were
expected to play two 30-minute sets and provide their
owntransport.” It sold for nearly £500in 2007,
Collecting Floyd'srecorded outputisanacademic
field initself. Theiralbums sold by the factory-load
worldwide (Dark Sidewas even rumoured to have its
owndedicated pressing plant), so the
most collectable, and by extension most
valuable, Floyd releases are the rarities.
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- with their promo-only picture sleeves -

T

stickerintact. Afull setofthreeisworth
£10,000 ormore.” Other desirable

'-.—r-_

album sleeve ofall time'-they have
oneofrock’'s most powerful logos,
easilyonaparwith The Who's ‘Mod
target’ orthe Stones’ tongue-and- i
lips. And thatlogo gracesan
astonishing amountof stuff. For
saleon eBayone dayin Maywe
founda“TDSOTMwind proof
lighter” (£4.95), a 1:43 scale die-
castmodel ofaVW Beetle (£80),
multiple key-rings (starting price
—£2.21), pens, patches, flags,
mugs, scores of T-shirts, evenan
iPhone4 case (£12.95, free P&P).
Hit the official Pink Floyd store,
and vou'llcome across TDSOTM
wristbands, hoodies, more
T-shirts, “house sandals” (we think
they meanslippers) and flip-flops.
Anycolouryoulike, then, aslongas
it's black, withtriangular prismanda
beam oflightrefracting through it. (And
remember—that's just Dark Side stuff. We're not even
counting the Animalsfridge magnets, or The Division
Bell Official Royal Mail Stamp Collection.)
“There'samajor marketfor pretty much anything
Floyd-related,” confirms Julian Thomas, buyer for
memorabiliaspecialist 991.com, who rather proves
his point by offering a Dark Sidelight switch cover
(about£12} and afour-pack of “cork-backed Pink
Floyd drinks coasters” (£7) on the 991 site. (He does,
however, admitto “mixed feelings about the Wish You
Were Herebeach towels”.) Allalittle frivolous, which
might explainwhy serious collectors tend to look
towardsitemswith adirect connection to Floyd
themselves—particularly the Syd Barrett-era. The
November 2006 auction of Barrett's paintings and
personal effects by Cheifins of Cambridge raised
some astonishing prices: over £5,000 each for two
bikes Syd used to pedalaround Cambridge, £1,400 for
aself-made plywood breadbin, even £800 for his
plastic Christmas Tree. Likewise, a recent
‘transitional era’ autographed picture of the band
with the signatures of both Syd and Gilmoursold
recently for £1500, while Thomas' favourite Floyd find
remainsthe signed contractbetween Rotherham
Students Union and Galaxy Entertainments for the
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releases include the Italian pressing of
- The Wall-onorangevinylandina

limited run of 600 copies, nowworth

£1000 -and thefirst]Japaneseissueof
Dark Side, which fetches asimilar
amount. "The sleeves were incorrectly
printed,” explains Thomas. “The beams of
' lightrefracting through the prism were
| showninreverse- purpleatthe topandred
1 atthebottom,” Asifto confirm Floyd’s
globalappeal, 991 are currently offeringan
i | “incrediblyrare” Indian pressingof
| Meddle, withtitleand band name on the
cover: yoursfor£160.

Andasalwaysinrecord collecting,
condition and exactinglevelsof detail are
paramount. First UK pressings of Piper, in
mono, inmint condition, could make £300
or more. Just-as-mintsecond pressings -
bearingthelegend ‘File Under Pop’ ontheright-
handsideof the flipbacksleeve -might make halfthat
amount. A “VeryGood” (ie not mint) first pressing of
Ummaguwmmawith "The Gramophone Co’ label text
around therecord label'srim but without EMIlogosis
forsaleat991.comforaround £110, where a mint, but
standard, issue would fetch only £30-£40. And valuing
astandardrelease of Moreis afamously forensic
business. Turn your copy over: ifyouhave a green-
tinted flipback sleeve with the couple facing west,
you've gotafirst pressing, which, ifmint, could make
£40-£50. Asecond pressing (black-tinted, non-
flipbacksleeve) isworthathird less. And-bearwith
us-anevenlaterissue, withablack-tinted rearsleeve
and the couple facing east, could sell for £40, All Floyd
vinylis subject to thesekind of devil-in-the-detail
rules, butit’s probably safe to say your standard,
much-playedissuesof Animals, The Wall, Wish. ..
won'tgotoo farasadepositon one of Nick Mason’s
classicmotors.

And sobackto Dark Side. Mintearly pressingswith a
solid light-blue trianglelabel, black inner, two posters,
two stickers and a gateiold sleeve that openson one
side onlycanmake hundreds; one of the squillions of
blue/silver label '70s pressings won't fetch much. Sell
acouple of copies, and youmight—just!-be able to
afford those housesandals... Mark Bentley
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if you've heard this one before

VIARCH 1969: Allan Jones ‘head dances’ to PINK FLOYD atthe Welsh Fillmore...

DONTREMEMBERW HO In obvious
iestlirst referred toitasthe Welsh
Fillmore, and the comparison over
{0 years later seemseven more
outlandish nowthanitdid then. The
Kee Clubin Bridgend, asmall town inSouth
Wales, halfway to Cardifffromwhere I grew
upinthe even smallertownof Port Talbot,
wasneverthelessasnearaswewouldever
cometo the fabled West Coast venues, with
the possible exception of the Ritzinnearby
Skewen, whichwassimilarly hometowhat
wasthencalled ‘underground’ music.
Theoriginal Fillmoreswere placestousof
distantwonder, while the Kee was atiny
place, black-walled, not much biggerthan
vour livingroom. that held no more than 100
people, with possibly thesmallest stage in
the worldand a ceiling so low it meant
anvone tallerthanajockeyhadtostandina
stoopbeneathit, ahint of the hunchbacked
trollin theiruncomfortable bending, Still,
over aperiod of a couple of years, before it
burmeddown duringagigin, Iguess, the

large contraption, itstwinbass drums
jutting so farforward there's barely
roombetween them andthelipofthe
low stage, a big gong hanging behind
the emptydrumstool. Rick Wright's
keyboardsaretotheleftofthe stage,
wiresdangling. Youwonderhowthe
bandaregoingto it into this
ridiculously cramped space, which
theydo eventually, RogerWaters
clightlyto the left of Mason'sdrums,
Gilmourtotheirright, Rick Wright
squeezed intoacorner behindthem

! Asameasureofourseriousness, we

} walch theshowsitting cross-leggedon
thetloor, the bandloomingoverus,
Watersdirectlyin [rontof me, close
enoughformetonotetherope-like
veins inhisanms, biceps bulging

! beneaththesleevesofablackl-shirt.
Gilmouris similarly burly, abigmanin

! agrandadvestandvelvet flares. From

' wherel' msitting, | can just makeoutthe

' topof Nick Mason'shat, thosebass

Walers:atruly
terrifying onstage
presence

early 70sbyaband called Daddy Longlegs,
the Keehosted some of the most memorable
‘underground’ stars of the era.

TheNiceplayedthere, Keith Emerson’s
Hammond taking up mostof the stage, not
much room atallforhis usual antics withwhips
and daggers, but stillunbelievablyexciting, The
original Yeswerealmostasgood. I mprettysure,
meanwhile that, if vouweresigned at the time to
Harvest, itwas partofyourcontract that you
would fetch up in Bridgend, plaving the Kee. Roy
Harperseemed aregular, and we alsosaw Pete
Brown's Battered Ornamentsand The Edgar
Broughton Band, whose colossalhairinesswas
impressive even by the standardsofthe time.

Most memorable ofall, though, wasan
appearance thereon March 15, 1969, ol Pink
Floyd, amiraculousvisitation. I'dseen them
once betore, supporting Jimi Hendrixat the
SophiaGardensin Cardiff, in November '67. Svd
Barrettwasstillwiththem then, althoughfornot
much longer, being ushered out of the group by
thefollowingApril due to hisincreasinglyaddled
behaviourand general druggywaywardness. |
remember them that nightengulfed in melting
light, Svd's guitarlike something screaming
across space fromanother planet. Theywereon
stage aslongasittook them to play “Astronomy
Domine” and “Interstellar Overdrive”, whose
planetary churnand cosmicwhoosh were the
most farout things I'dever heard, atleast until
Hendrixcameon and blewbigholesin the
stratosphere, his entireset atransportationto
somespaceysomewherewithoutaname.

Svd in 1967 wasthetangled-haired boy-genius
ofthe Flovd, authorofall their best songs, and
there wassomethingquitethestarabout him

W
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thatnight, wherewe were close enoughto the
stage tomake out the band in reasonable detail
even through the blinding blur of their light
show, the liquid coloursthatlooked like they
were being poured overthem. Somehard partof
mewould have sacrificed puppiestolookascool
and otherworldlvasSyd then. He looked as
amazingasthe Floyd soundecd.
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By the time they come back to South Walesto
plavthe Kee Club, though, Syd's been gonefor a
yearand Gilmourson guitar. There'safeeling
back then,amonga lotof peoplelessattached to
the band thanthe friends I seethemwith, that
their momenthas passed with Syd's departure.

helullintheircareermeansthe Flovd atthat
point have trouble selling out places as modest
asthe Kee. There are somestudentsfromtheart
schoolin Newportalready therewhenwearrive,
alongwith a fcwnotable local heads, acouple of
whamappear tobe tripping, though weknow
toolittle at the time about how people actwhen
Ilu-} e onacid o besure. Anyway, wegatherar
the front of the stage, which is mostly occupied
by Nick Mason's doubledrum kit, animpossibly

drumslargely hidinghim fromview.
We'llspend mostof the setgapinginawe
atwhatunfolds and when the music gets frantic,
asitoftendoes, we llshake our heads wildly from
side to side, like people having seizures, which at
thetimeiscalled head dancing and leavesus
feelinggiddvandnotalittle nauseous.

Inthe confined space, what follows is ear-
splittingly loud, a barrage of pounding drums
and bass, shriekingguitarand organ.This
turns out to bea pumped-up “Astronomy
Domine”, the lirstofTive long songs they play
over the nexthour, aterrifying “Careful With
I'hat Axe, Eugene” up next, followed by “Set
TheControls. ..” “Interstellar Overdrive” and,
asan encore, “ASaucerful Of Secrets’”. My most
vivid memories of the show, though, are ol
Roger Waters, possibly themost intimidating
presence | ve everseenonstage, who towers
aboveme, full of gaunt intensity, Iknowthatas
“Careful With ThatAxe, Eugene ™ reaches its
frenzied climax he'sgoingtostartscreaming
and there’s probably going to be nostopping
him. [ brace myself forit, like someone about to
gooverawaterfall inabarrel, abigdropcoming
up. Butwhenthe shriekingstarts 'mstill
startled outof mywits, Waters'manicroara

-

whollyunnervingthingthat leaves me shaking.
Acoupleofnightslater,inadrab hallat
swansea University, hedoesitagain, head
thrown back andsoundinglike someoneat the
world sedge giving voice toa nightmarishterror
thateventhinking about fair putsthe wind up
me. Whatatime, though, to have seen them. S




Pink Floyd - Entire Catalogue Remastered from Spin CDs
Launched on September 26, a major remastered catalogue re-release from EMUPink Floyd.

Encompassing C0s, DVDs and Blu-ray discs along super-deluxe box sets will contain altemate takes, unreleased fracks and restored bve concerl screen films including, in the Dark Side Of The Moon Deluxe Set,
a lve recorcing of the legendary performance at Wembley in 1974,

In acaition to remastered CDs (called The 'Discovery’ Series! and the Immersion’ (CO/DVD/Blu-ray) box sets will be a series of 'Expenence’ Editions coupling one classic album with a further disc of related content
from that album,

Storm Thorgerson has overseen the visual design, including new booklets for all the CDs, new artwork for the box sets and menus for the DVD content, Photographer Jill Furmanovsky, has edited books of onginal
ungeen pholographs. Pink Floye collaboralors have been in charge of digital remastering 1o the highest audie and audievisual slandards.

Released on September 26: The Original Discovery Series' albums: The Piper At The Gates Of Dawn, A Saucerful Of Secrets, More, Ummagumma (2C0), Atom Heart Mother, Meddle, Obscured By Clouds, The
Dark Side Cf The Moon, Wish You Were Here, Animals, The Wall {200}, The Final Cut, A Momentary Lapse Of Reason and The Division Bell.

single CDs are £10.99 each, 20D sats are £12.99 each.

All the above are also avaiable on the Discover' deluxe box set which comes with a unigue 60 page booklet for £154.99

The Dark Side Of The Moon 'Immersion’ set contains the following:

Disc One - Dark Side Of The Moon  Disc Two Wembley 1574 Disc Three DVD-Audio {Cuadrophonic Mixes and More) Disc Four DVD - Video from various 1970s Perfermances. Disc Five Biu-Ray DVD

Dise Six Unreleased Audio.

The ‘Immersion’ Box set also includes: 40 page 27cm x 27cm booklet designed by Storm Thorgersen, Exclusive photo book edited by Jill Furmanovsky, 27cm x 27cm Exclusive Storm Thorgerson Art Print, 5 x
Collectors' Cards featuring art and comments by Storm Thorgerson, Replica of The Dark Side Of The Moon Tour Ticket, Replica of The Dark Side OF The Moon Backstage Pass, A Scarf, 3 x Black marbles, 9 x
Coasters (unique to this box) featuring sarfy Storm Thorgerson design skeiches and & 12 page credils booklet. Al for £94.59

November 7: A Foot In The Door -The Best of Pink Floyd. Wish You Were Here' Immersion and Experience editions and Vinyl LP.

February 27 2012: The Wall, Immersion and Experience editions and Vinyl LP.

Make cheques/postal orders payable to SPIN COMPACT DISCS. Open 8-8 Mon-5at. Free post UK.

Rﬂ('-H N Rﬂf_i*zml BAKER ST

LONDON'NWTORT
Tel: 020 7224 0277

¥'www.itsonlyrocknrolllondon.co.uk

If you love Plmlk [ﬁ]@“‘ﬂ

. AC/DC, Rolling Stones, The Whn

" Led Ielﬂaelm Clash, Jlml Hendrix,
Daw Bowie, Gasis, Sex Pistuls,
./ = Queen, The Doors, etc.
L / this is the place for you!
ﬂﬂ% ./ We sell T-shirts & other
clothing , mugs, posters,

o N badges, games, records,
; bags, wallets and accessories,

photographs plus original
/< smemorabilia and autographs.

LONOON BEATLES STORE

231 /233 BAKER STREET LONDON
www.beatlesstorelondon.co.uk
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