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Foreword

Founded by Joe Boyd and John “Hoppy” Hopkins, the UFO Club opened its doors at 31 Tottenham Court Road on December 23, 1966. The occasion was marked by a show named “UFO Presents Night Tripper,” which included underground movies from New York plus music from Soft Machine and… Pink Floyd. The Floyd presented psychedelic versions of old blues songs, an enthralling light show, and, most importantly, occupying the front of the stage, a singer and guitarist with long curly hair and a vacant gaze that gave him an air of being lost in his own strange thoughts. His name? Syd Barrett. Jenny Fabian, author of the book Groupie, would never forget the thrilling performance by the still largely unknown quartet: “They were the first group to open people up to sound and colour,”11 she writes.

A few months later, on June 16 and August 4 respectively, the Floyd’s first single, “See Emily Play,” and first album, The Piper at the Gates of Dawn, were released, marking the start of Pink Floyd’s vinyl odyssey, the magical adventure of four students named Syd Barrett, Roger Waters, Rick Wright, and Nick Mason. The adventure would continue with A Saucerful of Secrets, which saw the arrival of David Gilmour as Syd Barrett’s successor (although Syd still has a presence on that album), the soundtrack of Barbet Schroeder’s movie More, plus Ummagumma, Atom Heart Mother, Meddle, The Dark Side of the Moon, Wish You Were Here, and The Wall… truly legendary albums in which the genres heroic fantasy, space opera, psychedelia, symphonic rock, and musique concrète (concrete music) rubbed shoulders or followed in succession. Albums that took Pink Floyd to the top of the prog-rock hierarchy and enabled them to establish themselves as one of the most influential groups not only in the history of rock, but in twentieth-century music as a whole.

It is to this unique musical approach, which continues to attract real interest and inspire no less real musical vocations today, that this book pays tribute. From their first single in 1967 to the album The Endless River in 2014, Pink Floyd has recorded tracks ranging from the acoustic ballad to the orchestral suite, from the movie soundtrack to the concept album. Analyzing the words and music, detailing the instruments, recording studios, producers, sound engineers, session musicians, and telling countless anecdotes, Pink Floyd: All the Songs uniquely and exhilaratingly offers total immersion in the creative process of this British band. The book is based on Pink Floyd’s official British discography (antecedent to the box set The Early Years: 1965–1972, released in November 2016). The outtakes described in it also form part of the official discography and therefore do not include bootlegs. These outtakes have been added to the track listings of several Pink Floyd albums rereleased on CD, notably Works, Zabriskie Point, and the Experience Edition series. Where the track listing of the US pressing differs, we have pointed this out. Similarly, in order to be as honest as possible with our readers, where the name of a musician or a recording date is uncertain or even unknown, we have indicated this with a (?). Finally, the B-sides of singles that have already been or are subsequently covered in the book within the context of an album are accompanied by an asterisk.

Over forty years ago, Pink Floyd went down in history with their three brilliant albums Atom Heart Mother, Meddle, and The Dark Side of the Moon. Pink Floyd: All the Songs turns the spotlight on the complete works, examining each one in a new and objective light. The curtain opens with “See Emily Play,” the strange story of a young woman with a tendency to borrow other people’s dreams and cry after dark.…

Note: The order of appearance of the musicians in the technical listing for each track has been chosen on the basis of the orchestral position of each instrument in the group: first of all the guitars, followed by the keyboards, and then the rhythm section, comprising the bass and drums (or percussion). Additional musicians are listed after the band members.






The Cambridge Syndrome

Since the second half of the sixties, Cambridge has been known for more than just the excellence of its university. This small city, through which the River Cam meanders, owes at least part of its latter-day renown to a group of young progressive rock musicians who, postdating the Beatles and the Rolling Stones by a few years, ushered in rock’s second revolution, that of psychedelia and avant-gardism. Three of Pink Floyd’s founder-members grew up in Cambridge and underwent their musical initiation there at the beginning of the decade, a time when the musical life of the prestigious university city was astonishingly vibrant. “Cambridge was a great place to grow up,” says David Gilmour. “You’re in a town dominated by education, you’re surrounded by bright people. But then it’s also got this rural heart that spreads practically to the centre. There were great places to meet up with friends.”1 This intellectually stimulating place with its pastoral setting was to leave its mark on the early years of the Floyd.

Roger Barrett, the Soul of the Group

Roger Keith “Syd” Barrett, the soul of the group, was born at 60 Glisson Road, Cambridge, on January 6, 1946. He was the fourth of Winifred (née Flack) and Arthur Max Barrett’s five children. An eminent anatomist and histologist at the university, Dr. Barrett was also an enlightened music lover (a member of the Cambridge Philharmonic Society) and, as a very good classical pianist, an experienced practical musician. It was therefore only natural that he should instill an interest in music in his three sons (Alan, Donald, and Roger) and two daughters (Rosemary and Ruth). At the tender age of seven, Roger and his sister Rosemary won a classical piano competition as a duo. Winifred was an extremely open-minded woman said by some to be related to Elizabeth Garrett Anderson, the first Englishwoman to have gained a degree in medicine and to have been elected a mayor.

In 1950, the Barrett family moved to a larger house at 183 Hills Road. After a few years, Syd entered the prestigious Cambridgeshire High School for Boys, where he took little interest in any of his subjects except art (for which he showed quite an aptitude), and displayed even less enthusiasm for the strict discipline that was enforced at the school.

On December 11, 1961, just a few weeks after being diagnosed with inoperable cancer, Arthur Max Barrett died aged fifty-two. Syd was profoundly affected by the loss. Before long, the family’s worsening financial circumstances forced his mother to take in lodgers, radically changing the atmosphere that had reigned in the family home up to then. The teenager took refuge more than ever in his painting and music, and started listening to the US pioneers of rock ’n’ roll, whose records were aired regularly on Radio Luxembourg, but also Lonnie Donegan, who started the fashion for skiffle in the United Kingdom.

After trying his hand at the ukulele and the banjo at the age of eleven, Syd took up the guitar two or three years later. His first instrument was probably an acoustic Hofner Congress, bought for £12, which he strummed in the family sitting room with friends on a Sunday afternoon. In spring 1962, Syd Barrett joined his first group, Geoff Mott and The Mottoes, which was the occasion for him to swap his acoustic guitar for an electric costing £25. According to Roger Waters, this was a Futurama III, imported by Selmer and manufactured in Czechoslovakia. It was the same model that George Harrison was using in Hamburg. In addition to Barrett, this neighborhood band comprised Geoff Mott on lead vocals and guitar, Tony Sainty on bass, and Clive Welham on drums. Their material consisted of the latest hits by the Shadows and rock ’n’ roll numbers recorded a few years earlier by Eddie Cochran and Buddy Holly. The rehearsal venue was Barrett’s home. “Roger’s old playroom now had the atmosphere of a coffee bar as the teenagers chatted, smoked, listened to records or proudly showed off their new guitars,” write Mike Watkinson and Pete Anderson.2

David Gilmour, a Child of Grantchester

At this time, Clive Welham was in the habit of turning up at Syd Barrett’s house with one of his best friends, a certain David Gilmour. Born in Trumpington, a village near Cambridge, in 1946, David Jon Gilmour spent part of his childhood in the district of Newnham, specifically at 109 Grantchester Meadows, not far from the celebrated meadow bordering the Cam, which the group was to immortalize in a song a few years later. He was the eldest of Sylvia and Doug Gilmour’s four children, the other three being Peter, Mark, and Catherine. Sylvia was initially a teacher and subsequently a film editor, working on a regular basis for the BBC, while Doug was a senior lecturer in zoology at Cambridge University. Like Syd Barrett, David Gilmour came from a family of intellectuals interested in different forms of artistic expression, in particular, music. “My parents sung well,” he recalls, “my brother played flute, and my sister the violin.”3 He himself chose the guitar, under the influence of Bill Haley and Elvis Presley as well as various great names from the blues, from Howlin’ Wolf to the duo Sonny Terry & Brownie McGhee, and the Shadows (featuring Hank Marvin on Stratocaster). And then there were the Beatles and the Rolling Stones, who had started to shake things up. Years later, Gilmour would remember spending hours with Barrett playing the Stones’ first single, “Come On,” over and over again, music that sealed a firm friendship…

Roger Waters, the Group’s Political Conscience

Another musician with similar musical tastes to Syd and David was George Roger Waters. Born in Great Bookham, Surrey, on September 6, 1943, George Roger, more readily called Roger, was the youngest son of Mary and Eric Fletcher Waters. His father, a physical education teacher, was simultaneously a devout Christian and a member of the Communist Party. A conscientious objector when Great Britain declared war against Nazi Germany, Eric served as an ambulance driver during the Blitz. Abandoning his pacifist ideals, he subsequently enlisted in the British Army, joining Z Company of the Eighth Battalion, Royal Fusiliers. On February 18, 1944, Second Lieutenant Waters fell at Aprilia, on the Italian Front, following the Allied landing at Anzio. As a result, Roger Waters, then aged five months, would never know his father. The resulting trauma was to haunt him for years and would play a key role in many of his future compositions, in particular those on the albums The Wall (1979) and The Final Cut (1983).

The following year, Mary Waters and her sons left Surrey, which was being subjected to heavy V-1 bombardment, to go and live at 42 Rock Road in Cambridge. A teacher by profession, Mary obtained a position at Morley Memorial Primary School on Blinco Grove, where she was to oversee not only her own son’s education, but Syd Barrett’s as well.

A few years later, Roger Waters entered the Cambridgeshire High School for Boys, where Syd Barrett also studied. Their initial bond was founded on rock ’n’ roll and the Beat literature of Jack Kerouac and William S. Burroughs. Roger Waters was a politically committed teenager. By the tender age of fifteen, he was already a member of the Cambridge Young Socialists and the Youth Campaign for Nuclear Disarmament (YCND), a pacifist organization that advocated the unilateral nuclear disarmament of the United Kingdom. It was in one of the YCND’s marches, for which he designed the poster, that he became firm friends with Syd Barrett.

All Roads Lead to London

In 1962, the paths of the three friends diverged as they pursued their different studies. In September, Syd Barrett embarked on an art course at Cambridge College of Arts and Technology (to which he had won a scholarship) on Collier Road, where David Gilmour was studying modern languages (including French); Roger Waters left Cambridge to study architecture at Regent Street Polytechnic in London.

Between 1962 and 1964, all three notched up a variety of musical experiences. Leaving Geoff Mott and The Mottoes, Syd Barrett joined Those Without in 1964 (the band’s name was inspired by the title of Françoise Sagan’s 1957 novel Dans un mois, dans un an, translated into English as Those without Shadows), which had risen out of the ashes of the Hollerin’ Blues (whose name had been taken from Charley Patton’s “Screamin’ and Hollerin’ the Blues,” recorded in 1929). Syd played both a Hofner 500/5 bass and a 1960 six-string Hofner Committee.

David Gilmour played with various bands, including the Newcomers and the Ramblers, before joining the blues-rock group Jokers Wild in 1964.

As for Roger Waters, in autumn 1963 he became a member of Sigma 6, a group formed by two of his fellow students at the polytechnic, Clive Metcalf and Keith Noble. “I was doing architecture at the Regent Street Polytechnic,” recalls Roger. “I suppose we formed several groups there. It wasn’t serious, we didn’t play anywhere. […] We just sat around talking about how we would spend the money we would make. […] In college there’s always a room where people seem to gravitate to with their instruments and bits of things […]”4 Clive Metcalf was on bass, Keith Noble on vocals, Roger Waters on lead guitar, Rick Wright on rhythm guitar and keyboards, Nick Mason on drums, and, occasionally, Keith’s sister Sheilagh Noble and Juliette Gale, Rick’s future wife, also on vocals. At the beginning of 1964, the group was renamed the Abdabs (without Sheilagh Noble). Their repertoire consisted of US standards such as “Summertime,” blues such as “Crawling King Snake,” and numbers written by Ken Chapman, a friend of Metcalf’s who would become the group’s manager. It was here that Roger Waters made the acquaintance of Rick Wright and Nick Mason.

Rick Wright and Nick Mason

Richard William Wright was born on July 28, 1943, in Pinner, Middlesex, to Daisy and Cedric Wright. His father was a biochemist at Unigate Dairies (then Uniq plc) and the family lived in Hatch End, a well-heeled suburb in northwest London. Rick was the beneficiary of a middle-class education, attending a very select private school. He initially learned piano and trumpet and, later, while convalescing from a broken leg, taught himself the guitar by listening to the American pioneers of the blues. He then developed this musical knowledge further at the Eric Gilder School of Music in London, where he studied composition and theory. It was at this time that he discovered the jazz of Miles Davis (the LPs Kind of Blue and Porgy and Bess in particular), John Coltrane, Horace Silver, Art Blakey, and others. Yet in 1962, he enrolled in the architecture program at Regent Street Polytechnic. Nick Mason would remember him as “… someone quiet, introverted…”5

Nicholas Berkeley Mason hails from Edgbaston, a suburb of Birmingham, where he came into the world on January 27, 1944. In addition to their son, his parents Sally and Bill (properly Rowland Hill Berkeley Mason) also had three daughters: Sarah, Melanie, and Serena. Immediately after the war, Nick’s father, a documentary filmmaker, was given the opportunity to join the Shell Film Unit. The entire Mason family moved to London, where they lived in the affluent district of Hampstead. The young Nick was put through a number of educational establishments and, inevitably, came to see the rock ’n’ roll revolution as a potent message of emancipation. At twelve years of age, he would spend whole nights listening to the show Rockin’ to Dreamland on Radio Luxembourg and bought himself Elvis Presley’s early 78s. Smitten with rock ’n’ roll, he dreamed of starting a band with his pals, even though none of them could really play an instrument! It was more or less by default that Nick turned to percussion, and partly too because he was given a pair of brushes as a present: “After the failure of my early piano and violin lessons, this seemed a perfectly legitimate reason to become a drummer.”5 The story then moves to Frensham Heights, a private school in Surrey (where he would meet his future first wife, Lindy), and subsequently, in 1962, the polytechnic, where he got to know Rick Wright and Roger Waters. “One afternoon, as I tried to shut out the murmur of forty fellow architectural students so that I could concentrate on the technical drawing in front of me, Roger’s long, distinctive shadow fell across my drawing board,” he recalls in his autobiography. “Although he had studiously ignored my existence up until that moment, Roger had finally recognized in me a kindred musical spirit trapped within a budding architect’s body. The star-crossed paths of Virgo and Aquarius had dictated our destiny, and were compelling Roger to seek a way to unite our minds in a great creative adventure,” writes the Pink Floyd drummer tongue-in-cheek, before shattering the illusion: “No, no, no. […] The only reason Roger had approached me was that he wanted to borrow my car.”5

Leonard’s Lodgers

Waters, Mason, and Wright (the latter in the meantime having quit the Regent Street Polytechnic for the London College of Music) decided to pursue their musical adventure together, leaving Metcalf and Noble to go their own way. Thirty-nine Stanhope Gardens, in the London district of Highgate, was a vast Edwardian house that had just been bought by Mike Leonard, a devotee of light shows who was a lecturer at Regent Street Polytechnic and Hornsey College of Art. This became not only their home but also their new rehearsal space. “Stanhope Gardens made a real difference to our musical activities,” writes Nick Mason. “We had our own permanent rehearsal facility, thanks to an indulgent landlord: indeed, we used the name Leonard’s Lodgers for a while. Rehearsals took place in the front room of the flat where all the equipment was permanently set up. Unfortunately, this made any study very difficult and sleep almost out of question since it was also Roger’s and my bedroom.”5

In September 1964, a new musician joined Leonard’s Lodgers. A former pupil at Cambridgeshire High School, Rado “Bob” Klose was a long-standing acquaintance of David Gilmour and Syd Barrett. And it was with Syd that he came to London, taking up a place at the Regent Street Polytechnic (two years below the Waters-Wright-Mason trio) while Barrett pursued his study of painting at Camberwell School of Arts and Crafts. Klose moved into the first floor of Stanhope Gardens, occupying the room vacated by Mason, who had moved back in with his parents for financial reasons. Klose was an experienced guitarist who listened to a lot of blues and jazz (especially Mickey Baker). He suggested to Waters, Wright, and Mason that they bring in Chris Dennis as singer. Then working as a dentist at the Northolt RAF base, Dennis happened to own, recalls Nick Mason, a “Vox PA system consisting of two columns and a separate amplifier with individual channels for the microphones.”5 Tea Set, the lineup with Dennis, lasted for just two short months, until the arrival of Syd Barrett.

“Syd” and the Birth of the Pink Floyd Sound

Roger Waters thought about bringing Syd into the band as soon as he heard that his childhood friend had come to college in London. “It was great when Syd joined,” recalls Rick Wright. “Before him we’d play the R&B classics, because that’s what all groups were supposed to be doing then. But I never liked R&B very much. I was actually more of a jazz fan. With Syd, the direction changed, it became more improvised around the guitar and keyboards. Roger started to play the bass as a lead instrument and I started to introduce more of my classical feel.”3 However, it seems that before joining the future Pink Floyd, Syd had doubts about how he would fit in. Bob Klose recalls his first appearance, in the middle of the rehearsal session (in the attic at Stanhope Gardens) that would seal Chris’s fate: “Syd, arriving late, watched quietly from the top of the stairs. Afterwards he said, ‘Yeah, it sounded great, but I don’t see what I would do in the band.’”5

Two months after Syd Barrett joined, in December 1964 (or early 1965 according to some sources), the group recorded a demo of their first few songs in a small, Decca-owned studio in Broadhurst Gardens, West Hampstead. This comprised a cover of “I’m a King Bee” by Slim Harpo, three compositions by Barrett (“Butterfly,” “Lucy Leave,” and “Remember Me”), a collective number entitled, “Double O Bo,” and Roger Waters’s very first composition: “Walk With Me Sydney.” Their first auditions were not long in coming—for a new club called Beat City, for the famous ITV television show Ready Steady Go! and for the Countdown Club (three ninety-minute sets per evening). Bob Klose left the group in summer 1965 to concentrate on his studies, while Syd Barrett and David Gilmour set off for the South of France. It was soon after this that Tea Set was renamed the Pink Floyd Sound (as a tribute to two American South bluesmen) and the group was offered new gigs in various clubs and universities.

The “Happenings” at the Marquee Club

While their various engagements at the London clubs enabled the Pink Floyd Sound to make a name for themselves, it was without doubt their participation in the third Giant Mystery Happening at the Marquee Club that was to seal the band’s future. These happenings (also known as the Spontaneous Underground), aimed at celebrating an alternative culture in full creative ferment, were the brainchild of American Steve Stollman, who had come to London to search for new talent with which to supplement his brother Bernard’s label ESP-Disk.

On January 30, 1966, Stollman booked the Marquee Club (the Mecca of the English rock scene) for the first of the Giant Mystery Happening events, at which Donovan, Graham Bond, and Mose Allison appeared. He repeated the experiment on February 27 and again on March 13, and on every Sunday afternoon thereafter. It was as the Pink Floyd Sound that Syd Barrett, Roger Waters, Rick Wright, and Nick Mason rose to the challenge and participated in the third event, billed on the flyers as the “Trip.” Steve Stollman: “I hadn’t a clue who they were, but someone suggested them.”6 Nigel Lesmoir-Gordon, an avant-garde filmmaker responsible for the 1966 documentary Syd Barrett’s First Trip, recalls that Steve Stollman was looking for unconventional sounds for these Sunday sessions: “‘I knew Steve Stollman. He was looking for experimental music, and nobody else wanted to play those Sunday afternoon sessions. That’s how they got the Floyd.’”6 Pink Floyd’s lengthy, blues-derived psychedelic improvisations caused quite a sensation among the hip young Londoners lucky enough to find themselves at the appropriately named “Trip.” Hoppy (real name John Hopkins), a leading photographer of Swinging London and a key figure in the British counterculture, remembers the first time he encountered the group: “It was like walking into a wall of sound, not unmusical, but certainly something like I’d never heard before.”7 Barrett, Waters, Wright, and Mason took part in Stollman’s Marquee events again from March 27 to June 12, and then from September 30 to the end of 1966. (The exact dates of their appearances at the Spontaneous Underground are not known.)

It was at the Spontaneous Underground of June 12, 1966, that Peter Jenner first heard the hallucinogenic music forged by Syd Barrett, Roger Waters, Rick Wright, and Nick Mason. “The Floyd were mostly doing blues songs, but instead of having howling guitar solos with the guitarist leaning back, like all guitarists did back then, they were doing cosmic shit. They weren’t doing interesting blues songs. But it was what they did with them that was interesting. I think what Syd was doing was a way of being distinctive and filling in the gaps where you should have had a howling Clapton or Peter Green guitar solo. I was very intrigued.”1

Jenner and King, Two Friends in Search of the New

The son of a vicar, Peter Jenner (born in 1943) studied economics at Cambridge and at twenty-one years of age was appointed a lecturer at the London School of Economics. Less interested in the theories of Malthus and Marx than in avant-garde music, it was not long before he quit that venerable institution and began to frequent some of Swinging London’s trendier spots. He became a member of the Notting Hill community and a friend of the ubiquitous Hoppy (John Hopkins). In 1964, he helped to establish the Notting Hill Carnival, a celebration of Caribbean culture, and in 1966 he contributed to the founding of the London Free School. He was also a collaborator on the London-based underground newspaper the International Times (it). In spring of the same year, Peter Jenner set up an independent record company, DNA Productions, with Hoppy, Ron Atkins, and Alan Beckett, and fitted out a small studio in a former dairy at 46a Old Church Street, Chelsea. Joe Boyd was in charge of production and John Wood of recording at Sound Techniques, where the free-improvising ensemble AMM and subsequently the avant-garde jazzman Steve Lacy recorded. While the music of AMM was interesting and unusual in that it no longer owed anything to the harmonic and rhythmic structures of the blues, it was also, like the free jazz of Ornette Coleman or Cecil Taylor, the preserve of a small number of neophytes. Hoppy being preoccupied with other projects, Peter Jenner partnered his longtime friend Andrew King in this new venture. Born in 1942, Andrew was also a vicar’s son. A cybernetics expert, he quit his job at British Airways after becoming bored there. The two friends were on the lookout for avant-garde sounds.

September Meeting

Instinctively, Jenner set his sights on Pink Floyd, although at first he could not work out where their strange sonority came from: “[…] it turned out to be Syd and Rick,” he recalls. “Syd had his Binson Echorec and was doing weird things with feedback. Rick was also producing some strange, long, shifting chords. Nick was using mallets. That was the thing that got me. This was avant-garde! Sold!”5 Pink Floyd was innovative while at the same time preserving the original spirit of rock ’n’ roll. Their experimentation and Syd Barrett’s intriguing and seductive dandy image struck Jenner and King as providing all the necessary ingredients for success.

On that June 12, 1966, as soon as the Floyd had finished their set, Jenner rushed over to them and exclaimed: “‘You lads could be bigger than the Beatles!’ and we sort of looked at him and replied in a dubious tone ‘Yes, well we’ll see you when we get back from our hols,’ because we were all shooting off for some sun on the Continent.”3 Undaunted, Jenner got hold of their address from Steve Stollman and turned up at their Stanhope Gardens lair. “Roger [Waters] answered the door. Everybody else had gone off on holiday, as it was the end of the academic year […] Roger hadn’t told me to fuck off. It was just ‘See you in September.’”5

And so, in September 1966, Peter Jenner and Andrew King became their official managers. “Peter focused on us. Of the two, Peter was the hustler—and the diplomat—who could talk his way into a deal. Peter describes himself as ‘an A1 bullshitter—still am!’ and had the added bonus of a link into the underground scene. Andrew was more relaxed, and a lot of fun to be around, but his taste for a good time sometimes led to moments of unreliability.”5 The first two things Jenner and King did were to create Blackhill Enterprises (named after King’s cottage in Wales) and to use a small legacy that King had received to buy new equipment and a lot of spots for the light show.

Blackhill and the Free Concerts

On October 31, Barrett, Waters, Wright, and Mason became partners with Jenner and King in Blackhill Enterprises, whose offices were located at 32 Alexander Street, Bayswater. In keeping with the hippie philosophy of the day, any profits accumulated by the group—along with any from ventures with the other artists already signed or about to be signed by the production company—were to be distributed six ways. Those other artists would include Marc Bolan (the future leader of T. Rex, who married June Child, the Blackhill Enterprises secretary), Roy Harper, the Edgar Broughton Band, the Third Ear Band, and Kevin Ayers. “They were very nice, an honourable exception to the shady rule about managers, and really cared for the people they worked for,” notes Robert Wyatt, then the drummer and singer with Soft Machine.

Peter Jenner and Andrew King had the peculiarity of getting their artists to play in venues hitherto reserved for classical music, such as the Institute of Contemporary Arts in Mayfair and the Commonwealth Institute in Kensington, where Pink Floyd played on January 16 and 17, 1967, respectively. Little motivated by the lure of financial gain, Blackhill Enterprises would also initiate the free concerts in Hyde Park (having overcome the reservations of Parliament). Several of these jamborees would become engraved on the collective memory: that of June 29, 1968, featuring Pink Floyd, Tyrannosaurus Rex, Roy Harper, and Jethro Tull; and the Rolling Stones’ concert of July 5, 1969 (in which Family, the Battered Ornaments, King Crimson, Roy Harper, the Third Ear Band, Alexis Korner’s New Church, and Screw also appeared), dedicated to Brian Jones, who had died two days earlier.

The collaboration of Jenner, King, and Pink Floyd lasted until Barrett’s departure. The arrival of David Gilmour marked the beginning of a new chapter for Roger Waters, Rick Wright, and Nick Mason, while the two producers would continue to manage Syd Barrett.

The UFO Adventure

Jenner and King, who had an extensive network of friends and acquaintances, introduced Pink Floyd to the nascent London underground movement, opening wide the doors of the London Free School and indeed those of all the iconic venues of Swinging London to them. The group played All Saints Church Hall, which became famous for its light shows; the Roundhouse, appearing alongside Soft Machine at the October 15 launch party for it, the counterculture magazine founded by Hoppy, David Mairowitz, Pete Stansill, Barry Miles, Jim Haynes, and Tom McGrath; and finally the famous UFO Club, where they performed for the first time on December 23, 1966. This major center of alternative culture, founded by the irrepressible Hoppy and Joe Boyd, a twenty-four-year-old American responsible for recruiting and recording new talent for the Elektra label, would propel the group to the forefront of the alternative scene. As a result, the Floyd, somewhat despite themselves, became the emblematic group not only of the club, but of the entire London underground. Nick Mason would later write: “We may have been adopted as the house orchestra, but we rarely got to share the psychedelic experience. We were out of it, not on acid, but out of the loop […]. […] We were busy being a band: rehearsing, travelling to gigs, packing up and driving home. Psychedelia was around us but not within us. […] Of the band, Syd was perhaps intrigued by the wider aspects of psychedelia, and drawn to some of the philosophical and mystical aspects […].”5

By the end of 1966, the Pink Floyd Sound had already distanced themselves from the popular music of the US and made a mark for themselves as one of the major groups on London’s new music scene. Andrew King would later reveal: “We didn’t realise it, but the tide was coming up the beach, and the Pink Floyd were right on top of the wave.”5

Joe Boyd and the Group’s Recording Debut

On January 11 and 12, 1967, Pink Floyd recorded “Interstellar Overdrive” and “Nick’s Boogie” for the soundtrack of Peter Whitehead’s documentary Tonite Let’s All Make Love in London, followed two weeks later by “Arnold Layne” and “Candy and a Currant Bun.” These recordings were made with Joe Boyd at Sound Techniques studios. Naturally, the American producer considered signing Pink Floyd to Elektra, but Jac Holzman, his former boss, who had only heard the group rehearsing onstage, was not particularly keen. Polydor, on the other hand, the label to which at that time the Who and Cream were signed, showed a real interest and offered a £1,500 advance. Too late… Bryan Morrison, originally engaged to line up gigs for the group, had entered into what proved to be fruitful negotiations with EMI. And so on February 28, 1967 (the date varies from source to source with other possibilities being February 1, as claimed by Nick Mason, although this seems improbable, and February 27), Syd Barrett, Roger Waters, Rick Wright, and Nick Mason, supported by Peter Jenner and Andrew King, signed a contract with the record company that had signed the Beatles, obtaining a £5,000 advance in the bargain. In Andrew King’s words: “… a shit deal, but a thousand times better than the Beatles.”5 On the other hand, and here’s the rub, a clause in the contract stipulated that they had to part ways with Joe Boyd, the producer of their first single and, more importantly, the founder of the UFO Club who had helped the group to take off. Barry Miles: “Even though he was being asked to sabotage his own deal with Polydor, Boyd agreed to do it because he thought that if ‘Arnold Layne’ was a hit, they would be foolish to use anyone else to produce the album.”3 In the end, this is precisely what they did.


BOB DIE LION!

Among the earliest influences on Syd Barrett were the Beatles, Booker T. and the MG’s, Miles Davis, and an American folk singer by the name of Bob Die Lion, whose debut album Barrett looked for in vain in the record stores of Cambridge. And there was a good reason why he couldn’t find it, because this folk singer was clearly Bob Dylan!




HE WAS NAMED ROGER BUT KNOWN AS SYD!

The origin of the nickname “Syd” is the subject of debate. According to Nick Mason, “Syd was not always Syd—he’d been christened Roger Keith, but at the Riverside Jazz Club he frequented in a local Cambridge pub, one of the stalwarts was a drummer called Sid Barrett. The club regulars immediately nicknamed this newly arrived Barrett ‘Syd,’ but with a ‘y’ to avoid total confusion, and that’s how we always knew him.”5 Others maintain that Roger had simply found the first name of this drummer (or double bassist according to some) to his liking. Yet another version suggests that he had been renamed well before this time, during a boy scouting event at which he had opted to wear a cap rather than the traditional beret. Nevertheless, he never really took to it, especially in the presence of his family.




For Pink Floyd Addicts

In 1965, Jokers Wild recorded five songs for an album from which the single “Don’t Ask Me [What I Say]” would be taken. Among the musicians who would play with the group between 1964 and 1966 were Rick Wills and Willie Wilson, who later contributed to David Gilmour’s eponymous first album in 1978.




Roger Waters never went anywhere without his guitar, and Nick Mason recalls the motto inspired by a Ray Charles song that was inscribed on his instrument case: “I Believe to My Soul.“




PINK AND FLOYD

Before cutting loose from the influence of the blues, Pink Floyd made a name for themselves subjecting blues standards to psychedelic treatment. Indeed the group owes its name to two exponents of the Piedmont blues: Pink Anderson (1900–1974) and Floyd Council (1911–1976), from South and North Carolina respectively—two pioneers of the blues whom Syd Barrett came across while reading a text by the ethnomusicologist Paul Oliver on the back of a Blind Boy Fuller album. And two names that sounded good together!




[image: image] IN YOUR HEADPHONES

Jenner’s voice can be heard at the beginning of “Astronomy Dominé,” the opening song on the group’s first album The Piper at the Gates of Dawn.




For Pink Floyd Addicts

The London offices of Blackhill Enterprises, located at 32 Alexander Street, Bayswater, would later house the independent label Stiff Records, launched in 1976, which signed artists such as Elvis Costello, Ian Dury, and Madness.




The name Boyd chose for his first production company, Witchseason Productions, was a reference to the song “Season of the Witch” by the Scottish folk singer Donovan.









Joe Boyd, Creator of the UFO Club

Born on August 5, 1942, in Boston, Massachusetts, Joe Boyd was twenty-two when he first stepped foot on European soil. The occasion was the Blues and Gospel Caravan tour he was in charge of organizing. This former Harvard student had already made a name for himself in the world of music, and taking his first steps as a tour manager under the aegis of the famous impresario George Wein (founder of the Newport Jazz Festival), he organized a number of shows for the bluesmen Sleepy John Estes, Skip James, Sonny Terry & Brownie McGhee, and Muddy Waters. He was also responsible for the sound system at the July 1965 Newport Folk Festival, during which Bob Dylan went electric in front of a crowd of stunned folk traditionalists! In 1964 he organized various European tours for the jazzmen Roland Kirk and Coleman Hawkins in addition to the Blues and Gospel Caravan tour. It was on this occasion that he met John “Hoppy” Hopkins, who had come along to take photographs. A year later, in autumn 1965, Boyd returned to London, this time mandated by Jac Holzman to represent Elektra Records and recruit new talent.

London was swinging, and Joe Boyd intended to play a full part in counterculture life. With Peter Jenner, John Hopkins, Alan Beckett, and the jazz critic Ron Atkins, he set up DNA Productions. This company signed a management agreement with AMM, an avant-garde jazz band started in 1965 by the guitarist Keith Rowe, the saxophonist Lou Gare, and the drummer Eddie Prévost, which Boyd subsequently contracted to Elektra. Their long improvisations tending toward free jazz were to exert a certain influence on Pink Floyd, in particular Keith Rowe on the playing of Syd Barrett. (This can be heard on the album AMMMusic, recorded at Sound Techniques studios in June 1966 and produced by Hopkins, Jenner, Atkins, and Beckett.)

In 1966, Hoppy abandoned DNA Productions to throw himself into the adventure that was the London Free School (LFS), an “anti-university” comprising a night school and a community advice center whose aim was to offer an “alternative” education based on no-holds-barred debates on any subject with a social dimension. Boyd, his loyal comrade in arms, also got involved. Despite its commendable intentions, the venture got into financial difficulty and soon went under, but not before it had given birth to a number of countercultural institutions in the capital: the happenings at All Saints Church, the Notting Hill Carnival, the newspaper it, and the UFO Club.

The UFO, England’s First Psychedelic Club

In 1966, Boyd decided to open a club, once again in partnership with Hoppy. The two men had become aware of the lack of a suitable venue for the development of underground culture, the Marquee no longer fitted the bill. Boyd would later claim that a void was waiting to be filled, and that hundreds of fans were looking for a central rallying point.24 In December 1966, Boyd and Hoppy settled on the Blarney Club, a former Irish ballroom located below a couple of movie theaters at 31 Tottenham Court Road.

The room, accessed via a wide staircase, had shamrocks on its walls and a ceiling fan above. The UFO (standing for unidentified flying object)—the name favored in the end over “Underground Freak Out”—was born. The opening night was December 23, 1966. On the program, which was entitled “UFO Presents Night Tripper,” were underground films by Kenneth Anger and Andy Warhol (imported directly from New York) plus performances by Soft Machine and Pink Floyd.

The initial agreement was for the club to be held on the two last Fridays of 1966 only. On the strength of the success of the first two events, the UFO reopened its doors in January 1967. In addition to Pink Floyd and Soft Machine, the club presented sets by groups such as the Crazy World of Arthur Brown, the Graham Bond Organisation, Procol Harum, Eric Burdon, Family, the Social Deviants, Tomorrow, Jeff Beck, and Ten Years After, many of which included experimental lighting effects created by Mark Boyle and announced on colorful posters designed by Michael English and Nigel Waymouth (of Hapshash and the Coloured Coat). The Floyd very quickly became the club’s totemic group, playing there between January and September 1967. The UFO literally supercharged the band’s career, and its off-the-wall music and the light shows attracted more and more fans. “They were the first group to open people up to sound and colour,”11 Jenny Fabian, Andrew King’s girlfriend and co-author of the novel Groupie, would later write. “I’d lie down on the floor and they’d be up on stage like supernatural gargoyles […] and the same colour that was exploding over them was exploding over us. It was like being taken over, mind, body and soul.”5

The UFO soon became a victim of its own success. Too small to accommodate its ever-increasing crowd, the club started having confrontations with the law. Hopkins’s arrest on drug offenses in June 1967 marked the beginning of the end. After the owners of the premises canceled the lease, the club moved to the Roundhouse, whose exorbitant rent caused it to close its doors for good in October.

Producer (Briefly) of the Floyd

Throughout the UFO adventure, Boyd continued to work as a producer and talent spotter. When the filmmaker Peter Whitehead began to shoot a documentary on Swinging London, Joe Boyd was the natural choice of producer to record “Interstellar Overdrive,” the Floyd song chosen for the soundtrack, at Sound Techniques studio in Chelsea on January 11 and 12, 1967. Boyd tried to get the group signed by Elektra, but met with a refusal from Jac Holzman. The Floyd then turned to Polydor, and the record label accepted an arrangement under which Boyd would act as their producer on an independent basis. Having been dismissed by Elektra in the meantime, Boyd then set up his own production company, Witchseason Productions, and produced the group’s first single, “Arnold Layne”/“Candy and a Currant Bun,” recording both songs on January 29. Unfortunately, Boyd’s flair would not pay off. Bryan Morrison, taken on by Jenner and King to get bookings for the group, intervened with EMI and succeeded in obtaining a far more satisfactory contract. There can be no doubt that Joe Boyd wanted his relationship with Syd Barrett, Roger Waters, Rick Wright, and Nick Mason to continue, but EMI had other plans. After the contract signing, the head of the A&R (Artists & Repertoire) department, Sidney Arthur Beecher-Stevens, who had never liked independent producers, demanded that the group work with EMI’s own teams. “They owned Abbey Road after all. They wanted their own man, Norman Smith, who had recently been promoted from being the Beatles’ engineer, to be our producer. That was the deal on offer, and we acquiesced […],”5 recalls Nick Mason, before adding that Peter Jenner, who was given the unenviable task of informing Joe Boyd of these changes, regrets to this day having ousted him so abruptly, as does Andrew King, who has admitted that “The alacrity with which Peter and I left Joe standing was shameless.”5

Promoter of British Folk Rock

However badly he took it, his brutal ejection from the Pink Floyd spaceship did not stop Joe Boyd from bouncing back. The young producer, who continued to officiate at Sound Techniques with engineer John Wood, now turned his attention to promoting the new British folk-rock scene, as embodied by the Incredible String Band (The Incredible String Band, 1966; The Hangman’s Beautiful Daughter, 1968), Fairport Convention (Fairport Convention, 1968; Unhalfbricking, 1969; Liege & Lief, 1969), Nick Drake (Five Leaves Left, 1969; Bryter Layter, 1970), and Fotheringay (Fotheringay, 1970).

Returning to the United States in the seventies, Boyd made the excellent documentary entitled simply Jimi Hendrix, and collaborated on the soundtracks of two major movies of the decade: Stanley Kubrick’s A Clockwork Orange (1971) and John Boorman’s Deliverance (1972). Later he founded the label Hannibal, which went on to produce R.E.M.’s third studio album, Fables of the Reconstruction (1985), and Loudon Wainwright III’s Social Studies (1999). In 2006, Boyd published his memoirs in the book White Bicycles: Making Music in the 1960s.


For Pink Floyd Addicts

After his ousting, Joe Boyd was to have a revenge of sorts. EMI tried to have the group rerecord “Arnold Layne” and “Candy and a Currant Bun,” but Boyd’s recordings remained superior to the new takes and are the ones that mark the real start of the Floyd’s recording career.
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Arnold Layne

Syd Barrett / 2:53
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Musicians

Syd Barrett: vocals, backing vocals (?), electric guitar, acoustic guitar (?)

Roger Waters: bass, backing vocals (?)

Rick Wright: organ, backing vocals (?)

Nick Mason: drums

Recorded

Sound Techniques, London: January 29, 31 (?), February 1 (?), 1967

Technical Team

Producer: Joe Boyd

Sound Engineer: John Wood

Genesis

At the end of January or the very beginning of February 1967, around two weeks after recording “Interstellar Overdrive,” a new session was booked at Sound Techniques studios. This was financed by Bryan Morrison, who had been engaged by Jenner and King a while before to act as the Floyd’s agent. Morrison’s plan was for the group to record a number of songs that could be hawked around the record companies, notably EMI, the most prestigious of them all, thereby recouping the production costs. Jenner and King again asked Joe Boyd—who had just produced the first album of the Incredible String Band for his newly formed company Witchseason Productions—to produce it, and John Wood, one of the two owners of the studio and its sound engineer, to engineer it with Geoff Frost. And so on January 29 several songs were recorded, including “Arnold Layne” and “Candy and a Currant Bun.” Morrison judged the results good enough for him to start selling, and he abandoned the idea of recording any more. These two songs would constitute the group’s first single. Both were credited to Syd Barrett.

“Arnold Layne” dates from the period when Barrett was still living with his mother in Cambridge. “I thought ‘Arnold Layne’ was a nice name, and it fitted very well into the music I had already composed,” he explains […]. “I was at Cambridge at the time and I started to write the song. I pinched the line about ‘moonshine washing line’ from Rog, our bass guitarist, because he has an enormous washing line in the back garden of his house. Then I thought Arnold Layne must have a hobby, and it went on from there.”8 Arnold’s hobby is a peculiar one: he steals women’s clothing from clotheslines, then dresses in it and admires himself in the mirror. A strange pastime that feeds his fantasies and deviant behavior to the point where he is eventually caught red-handed. His punishment, which we are to understand as some kind of incarceration (prison? lunatic asylum?) is not long in coming: Doors bang…

The inspiration for “Arnold Layne” came from a real-life incident, as Roger Waters explains: “My mother and Syd’s mother had students as lodgers […]. There was a girls’ college up the road. So there were constantly great lines of bras and knickers on our washing lines, and Arnold, or whoever he was, had bits and pieces off our washing lines. They never caught him. He stopped doing it after a bit when things got too hot for him.”3 A song about fetishism, then, “Arnold Layne” sits somewhere between the Kinks’ “Dedicated Follower of Fashion” (a broadside on trendiness) and the Who’s “Pictures of Lily” (which deals with teenage fantasies). It is a song in which humor and a certain taste for provocation are never allowed to descend into vulgarity. The poet and Cream lyricist Pete Brown would heap praise upon the songwriter: “Syd was one of the first people to get hits with poetry-type lyrics. The first time I heard ‘Arnold Layne’ I thought ‘Fucking hell!’ It was the first truly English song about English life with a tremendous lyric. It certainly unlocked doors and made things possible that up to that point no one thought were.”2

All the same, when it was released in the United Kingdom as the A-side of Pink Floyd’s first single, on March 11, 1967, it was immediately banned by the majority of radio stations, notably Radio London and Radio Caroline. Roger Waters perceptively explains: “I don’t think the record was banned because of the lyrics, because you can’t really object to them. I think they must be against us as a group. They don’t seem to like what we stand for.”9 It was the Morning Star that would find the most appropriate adjectives for the song: “clever and ironic…”9

Having reached number 26 on the British charts on March 29, 1967, the song climbed to number 20 the next day, testifying not only to the influential role played by the counterculture media, but also to the efficiency of Blackhill Enterprises in buying up quantities of the single! The group had the idea of making a short promotional film to accompany “Arnold Layne,” and entrusted its direction not to Peter Whitehead, but to Derek Nice, head of promotions at EMI and an acquaintance of June Child. The shoot took place in the village of East Wittering on the West Sussex coast, and cost the modest sum of £2,000. The film shows the four members of the group on a beach, their faces intermittently masked, in the act of dressing a mannequin.

Production

Joe Boyd would later confess that he no longer had a precise recollection of the recording sessions, while emphasizing: “One thing to note is that [the sessions] took place before the EMI deal and there was no guarantee at the time that [the songs] would be released on EMI.”10 Unfortunately for Boyd, the adventure continued after signing with the major—only without him.

For the time being, the Floyd took over the Sound Techniques studio, which was equipped with a console built by the highly talented Geoff Frost, a four-track tape recorder, also partly built by Frost, and four monitors, one assigned to each of the tracks! “[…] that was the usual practice in studios at the time!”10 explains John Wood, looking back. Nick Mason recalls the speakers being Tannoy Reds, “[…] the definitive speaker of the period.”5 The recording took the whole of January 29, and the Floyd got down to it with the help of a plentiful supply of psychedelic substances, which were particularly appreciated by Barrett and Jenner… “I’ve never known so much dope consumed at a session!”10 the sound engineer later opined.

“Arnold Layne” is a song the group regularly played live, one that could go on for considerably longer than ten minutes. For commercial reasons, the Floyd needed to bring it down to three minutes, the standard duration for a single.

It is Syd Barrett who launches the track, most probably on his 1962 Fender Esquire. He was also playing a Danelectro 3021 around this time (see the UFO Club gig of January 20, 1967), although he favored the Fender as his main instrument. His playing is distinctly rock: he alternates a slightly distorted-sounding palm mute with strumming and arpeggios. He uses a Binson Echorec to obtain a mild echo, and there is apparently some reverb as well, no doubt courtesy of the famous EMT plate. Syd is supported by Roger Waters, who plays some superb bass on his Rickenbacker 4001S. Together, they establish a solid rhythm over which Rick Wright places chords on his Farfisa Compact Duo, the organ that would become one of the characteristic sounds of the group’s early period. Syd is probably using a 50-watt Selmer Truvoice Treble-n-Bass amp, while Roger and Rick seem to be plugged directly into the console, as John Wood partially confirms: “We were doing quite a lot of DI’ing (direct injection) of the amps and things, which was a bit unusual in those days.”10 As for Nick Mason, he plays more of a pop rhythm on his Premier drums, with the snare drum and ride and crash cymbals dominating. Syd sings the lead vocal. His voice is pleasant and assured, and he doubles himself on backing vocals, assisted almost certainly by Rick or Roger. He also seems to play an acoustic rhythm guitar part (a Harmony Sovereign H1260?), which can be heard at 2:04.

It is the song’s bridge that presented the biggest difficulties. With its vocal harmonies halfway between the Kinks and the Beach Boys, and Rick’s organ solo, it was difficult to get right. As the excellent David Parker points out in his book Random Precision,10 the annotations on the master tape box indicate some confusion over the number of takes (around eight), and also reveal that Rick’s solo was the subject of a separate take. Careful listening bears this out: this section is slightly faster than that which precedes it, and Roger’s bass sound is no longer exactly the same. The join occurs at precisely 1:31. Finally, the track is enhanced by snare drum effects played through the Binson Echorec (listen from 1:21).

Although a date of January 29 is recorded for the production, another session was required for the mixing, either January 31 or February 1, as Joe Boyd confirms: “I recall ‘Arnold Layne’ taking a day (to record) and another day to mix.” And this mixing was not exactly straightforward. Boyd continues: “I remember Roger and I working the faders together on tricky cues, particularly the soaring organ level at the beginning of the solo.”10 Today only a mono mix of “Arnold Layne” is available.

“Arnold Layne” reveals the ability of Syd Barrett, whose approach in terms of both the words and music is unique, deviating considerably from the norm, and indicative of exceptional talent.


For Pink Floyd Addicts

“Arnold Layne” seems to have been a powerful inspiration on other musicians, least of all Queen, with “Now I’m Here” on their 1974 album Sheer Heart Attack.




For Pink Floyd Addicts

A promotional disc of the single was released on March 10, 1967, mainly for radio stations and—to the delight of collectors—strictly not for sale! A number of copies, however, are said to have had the date of March 8 printed on them. The treasure hunt is on…




There is a second promotional film of “Arnold Layne” that was shot in front of Saint Michael’s Church in Highgate (Camden, North London). In it, Syd Barrett can be seen lip-synching. The initial effects of hallucinogenic drugs on his health are already in evidence.




COVERS

During the “On an Island” tour (2006) with Rick Wright, David Gilmour played “Arnold Layne” several times. There is also a version recorded with David Bowie on May 29, 2006, at the Royal Albert Hall, which was released as a single on December 26 of the same year. Among other covers, it is worth mentioning those of the Boomtown Rats and, in France, Étienne Daho.









Candy And A Currant Bun

Syd Barrett / 2:48
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SINGLE

Arnold Layne / Candy and a Currant Bun

RELEASE DATE

United Kingdom: March 11, 1967

LABEL: COLUMBIA RECORDS

RECORD NUMBER: DB 8156

Musicians

Syd Barrett: vocals, backing vocals (?), rhythm and lead guitar

Roger Waters: bass, backing vocals (?)

Rick Wright: organ

Nick Mason: drums

Recorded

Sound Techniques, London: January 29, 31 (?), February 1 (?), 1967

Technical Team

Producer: Joe Boyd

Sound Engineer: John Wood

Genesis

In this song, Syd Barrett acts as a chronicler of his society, while at the same time lifting a corner of the veil on his inner world. He certainly captures the spirit of the times—the psychedelic revolution that insisted on waking up from the “long ontological sleep” (in the words of Timothy Leary, champion of the US counterculture) through the consumption of hallucinogenic drugs. “Candy and a Currant Bun” was initially named “Let’s Roll Another One,” a title that could not be more explicit. For the release of the single, EMI insisted that Pink Floyd change the song title along with the words of certain verses. As a result, curls of marijuana smoke are transformed into the aforementioned sweet treats, and the line I’m high, don’t try to spoil my fun has disappeared altogether.

The story goes that Syd Barrett was very unhappy to discover that his references to drugs had been censored, but that Roger Waters dissuaded him from entering into open conflict with EMI over it. According to Mike Watkinson and Pete Anderson, “Waters disapproved of dope smoking in the studio, while Syd was naturally all for it. He often told friends that his fellow band members were ‘dead straight.’”2 However, if Peter Jenner is to be believed, Roger was not the only one to have assumed this responsibility: “I would suspect that it was self-censorship, that we all realised that it was… I wouldn’t be surprised if Joe would have raised that, because Joe had a bit more knowledge of the industry and business and what you could get away with.”10 One cannot help wondering whether, in spite of all this, the currant bun might not have possessed certain peculiar virtues, just like the Ice cream, [which] tastes good if you eat it soon. That is to say erotic virtues. Hence the choice of this song as the B-side of Pink Floyd’s first single!

Production

Syd Barrett was almost certainly aiming for the charts with “Candy and a Currant Bun”: the song has a catchy tune, it is as psychedelic as one could hope for, and it is also highly original—in terms of both structure and harmony. All of which makes it a rollicking little pop song that perhaps deserved better than to be hidden away on the back of a single. Launched by a slightly distorted G from Wright on his Farfisa, it is Barrett who gets the track properly under way, firing off a very good overdubbed solo intro (possibly using a Selmer Buzz Tone pedal). He also plays a clearer-sounding rhythm guitar. Waters and Mason provide efficient support on bass and drums respectively. Wright, who maintains a discreet presence on the organ, launches into a fine solo at 1:20, giving Mason an opportunity to express himself with some passion, thereby demonstrating how impressed he was with his recent discovery of Ginger Baker, the towering drummer of Cream. Barrett follows with a lead part played haphazardly rather than textbook-style, and in which he seems to favor feeling over technique (with much use of electronic effects from his Binson Echorec). He also seems to use his Zippo as a kind of bottleneck during this solo part on his rhythm guitar. After another sung section, the song moves toward a pretty frenzied coda (from 2:19) culminating in various effects that are not exactly easy to identify, although again generated using the Binson Echorec, and concluding with Barrett’s guitar. Vocally, Syd gives an excellent performance, alternating his range with a more intimate style of delivery. Throughout the song a second voice can be heard accompanying Syd with some highly psychedelic oohs sustained by means of plentiful reverb. This is probably Waters, adding to the surrealistic feel of the track. “Candy and a Currant Bun” is a very good song that demonstrates the extent to which, even at this early stage in their career, Pink Floyd possessed an originality and a power that EMI would effectively harness and render productive.


TO SHOCK OR NOT TO SHOCK?

Questions might be asked about EMI’s consistency. While it rejected any explicit references to drugs on “Candy and a Currant Bun,” the major had nothing to say about the line Please just fuck with me, containing a word that was still strictly banned on record as well as on air!




[image: image] IN YOUR HEADPHONES

It is almost certainly Nick Mason who utters the phrase Drive me wild at precisely 1:00.
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See Emily Play

Syd Barrett / 2:54
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Musicians

Syd Barrett: vocals, electric rhythm guitar, lead guitar, backing vocals (?)

Roger Waters: bass, backing vocals (?)

Rick Wright: keyboards, backing vocals (?)

Nick Mason: drums

Recorded

Sound Techniques, London: May 18 or 20–21, 1967

Technical Team

Producer: Norman Smith

Sound Engineer: John Wood

Assistant Sound Engineer: Jeff Jarrett

Genesis

On May 12, 1967, Pink Floyd played a concert at the Queen Elizabeth Hall in London. Known as “Games for May” and billed as a moment of “space age relaxation for the climax of Spring—Electronic compositions, colour and image projections, girls, and the Pink Floyd,” this gig had been organized by Peter Jenner and Andrew King with the blessing of the classical music promoter Christopher Hunt. “Games for May” marked a crucial stage in the group’s development. Not only did it enable the group to get itself known beyond underground circles (the Queen Elizabeth Hall having been the preserve of classical music up to then), it also allowed it to test out its new compositions using the quadraphonic sound system specially designed by EMI’s engineers (which was stolen after the concert). According to Nick Mason, this was “one of the most significant shows we have ever performed, since the concert contained elements that became part of our performances for the next thirty years.”5 In the absence of a first part, the Floyd created stage effects to their own taste, taking into account the fact that the crowd would be seated, which was relatively unusual at a rock concert.

On the set list for the Queen Elizabeth Hall show were ten or so songs plus a number of tape recordings. Syd Barrett composed a song especially for the event. This he named, naturally enough, “Games for May.” It was this song that contained the seeds of “See Emily Play.”

Andrew King, who at that time shared a flat with Rick Wright, recalls this period: “[…] I think Syd probably wrote ‘See Emily Play’ in that flat, because we had like a sort of… what you’d call a demo studio set up there in the living room […] and he wrote it there as a sort of theme song for that concert.”10 It seems, however, again according to King, that the words had been written some time before, during the London Free School era.

Who is the Emily being observed at play by the song’s narrator? It could be Emily Tacita Young, a famous sculptor in the making, who in 1966 never missed an evening at the London Free School or the UFO Club. It is also possible that this person who tries but misunderstands, who is often inclined to borrow somebody’s dreams and who cries soon after dark was a product of Syd Barrett’s fertile imagination—a young woman who appeared to him among the trees during an acid trip. Jenny Spires, a former girlfriend, has revealed that Emily was Syd’s favorite first name, the name he would choose if he had a daughter one day. Finally, for Roger Waters, “Emily could be anyone. She’s just a hung-up chick, that’s all.”12 Although ignorant of Emily’s identity, Waters claims to “know which woods Syd’s talking about in ‘See Emily Play.’ We all used to go to these woods as kids. It’s a very specific area—one specific wood on the road to the Gog Magog Hills [southwest of Cambridge].”1

Pink Floyd’s second single was released on June 16, 1967, with the slogan: “Straight to Heaven in ’67.” While not quite attaining hit parade nirvana, “See Emily Play” nonetheless reached number 6 in the United Kingdom on July 29, just behind other hymns of the “Summer of Love” such as The Beatles’ “All You Need Is Love” and Scott McKenzie’s “San Francisco (Be Sure to Wear Some Flowers in Your Hair).” The song was to play an important role in the Floyd’s career by opening the doors of the radio and television stations, which had hitherto ignored them. Praised to the skies by the media, “See Emily Play” was championed by Radio London and Radio Caroline, and on July 6 Pink Floyd were invited to appear on the BBC show Top of the Pops for the first time to perform the hit. They would make return appearances on the thirteenth and twenty-seventh of that month. Barrett’s composition has since been included in the Rock and Roll Hall of Fame’s list of five hundred songs that have shaped rock ’n’ roll.

Production

Pink Floyd recorded “See Emily Play” and “Scarecrow” during the sessions for The Piper at the Gates of Dawn, and “Bike” in particular. Not having been able to obtain the sound they wanted at Abbey Road, Syd Barrett, Roger Waters, Rick Wright, and Nick Mason went back to John Wood at Sound Techniques, where they had immortalized “Arnold Layne,” this time with Norman Smith as producer. The real reasons for turning their backs on the EMI studios remain unknown, as John Wood explains: “Whether they couldn’t book the time at Abbey Road or had tried recording it and couldn’t get the sound, or whether it was just the ‘vibe’ of having done a successful single there (at Sound Techniques) before, I don’t know.”10 Whatever the problem was, they poached Jeff Jarratt, whom they liked, from Abbey Road: “[…] and they asked me to go across to Sound Techniques studio with them, to be the tape op over there on those sessions,”10 confirms Jarratt. The session dates are not known for certain, but according to Jarratt, the recordings took place during a May weekend, either Saturday the twentieth or Sunday the twenty-first. The date of May 18, 1967, has also been suggested, but remains unconfirmed.

When the group got down to work, the song was still more than seven minutes long (again according to Jarratt), as per Floyd’s habit of playing extra-long versions of their numbers live. John Wood recalls a lot of work being done on the master tape in order to cut it down to single format.

Right from the intro, the listener is taken by surprise by a glissando effect, perhaps obtained by Syd playing bottleneck on his Fender Esquire and altering the sound with heavy use of the Binson Echorec. Rick accompanies him from the very first bar with a short solo on his Farfisa organ. The rhythm section is efficient, with Nick playing his Premier kit (probably with two bass drums) in a style that is simultaneously pop and rock, and Roger, on his Rickenbacker bass, finding patterns that are somewhat unusual in this style of music. Syd, who also plays rhythm (his Esquire again), delivers an excellent lead vocal, supported by securely held harmonies courtesy of Roger and/or Rick. In the verses, an acoustic piano lick can be heard that also receives the inevitable Echorec treatment. The effect is resolutely pop and highly characteristic of English record production of the day. The Floyd’s keyboard player takes a second organ solo at 1:29, launched by Syd’s distorted guitar, the lead man not hesitating to accompany him using his Zippo to obtain highly psychedelic effects.

The song is of such striking clarity that it was inevitable it should be released as a single. “‘See Emily Play’ is full of weird oscillations, reverberations, electronic vibrations, fuzzy rumblings, and appealing harmonies,”12 wrote the New Musical Express (NME). During an interview for Top of the Pops, Rick Wright looks back at the recording: “Although it sounds a bit gimmicky, hardly any special effects were used. Take that ‘Hawaiian’ bit at the end of each verse, that was just Syd using a bottleneck through echo. The part that sounds speeded up, John Woods, the engineer, just upped the whole thing about an octave.”9 In creating this “Hawaiian” effect, Syd was actually inspired—according to Andrew King—by the guitarist Keith Rowe of the group AMM, who used a plastic ruler as a bottleneck! As for the famous accelerated section at 0:50, Rick can be heard playing two bars of piano that had been recorded at half the standard speed, the effect of which is to sound like a tack piano when played back at normal speed. This may have been a legacy from George Martin, who had used the same procedure with the Beatles on “In My Life” in 1965. All this was done under the watchful eye of Norman Smith, who had thoroughly assimilated the technique… The song ends with a fade-out during which Roger plays a two-note motif on his Rickenbacker, which he was to return to on “Careful with That Axe, Eugene” in 1968.

The A-side of this single is an excellent pop song that reveals the true scope of Syd Barrett’s talent. The influence of the Beatles is in evidence here, with that combination of melody and innovation of all kinds that characterized the Fab Four in 1967. Norman Smith was able to subtly impose his vision as producer, without curbing the creativity and enthusiasm of his protégés. The result is a happy marriage of two musical and artistic visions. A marriage that was still, to say the least, a considerable way from what Pink Floyd would become in the seventies.

In a sense, “See Emily Play” marked the beginning of the end for Barrett with Pink Floyd. David Gilmour, then a member of Jokers Wild, took advantage of a brief trip to London to visit him while he was in the middle of recording “See Emily Play” with the Floyd. He recalls the shock of seeing his friend: “Syd didn’t seem to recognise me and just stared back. […] He was a different person. I assumed he’d had too much of the old substances, which is what everyone else thought.”2 A little while later, Gilmour would be called upon to help out a Syd Barrett who had fallen into steady decline.


The sleeve of the single “See Emily Play” depicts a locomotive with children on board. This illustration is by Syd Barrett.




COVERS

“See Emily Play” has been covered by All About Eve and Martha Wainwright, among other artists. However, the best-known version is surely David Bowie’s, recorded during the Pin Ups sessions (1973).




For Pink Floyd Addicts

On February 18 and 19, 1968, Pink Floyd shot a promo for “See Emily Play” for Belgian television. It is not Syd Barrett but David Gilmour singing and playing guitar with the group as he makes his first appearance with Pink Floyd on film. Syd has already2 dropped out of the picture…









Norman Smith, Rock’s Alchemist

For a number of years, Pink Floyd’s name was closely associated at EMI with one of the very best producer–sound engineers on the English rock scene: Norman Smith, who had recorded every Beatles album up to and including Rubber Soul in 1965. Syd Barrett, Roger Waters, Rick Wright, and Nick Mason could not have found a better partner with whom to set out on their recording career—one who would help them to realize their ideas and express their extraordinary, fertile imaginations.

First Steps with the Beatles

Born in Edmonton, North London, on February 22, 1923, Norman Smith was a glider pilot in the Second World War, but saw no action. In 1959, after spending a few not particularly successful years as a drummer, percussionist, and trumpeter in a Dixieland band, the Bobby Arnold Quintet, Smith decided to reply to an advert placed by EMI in the Times (London). “The age cut-off was twenty-eight, and Norman was in his mid-thirties, so he pruned six years [actually eight!] off his age, and, to his surprise, was asked back for an interview, along with over a hundred other applicants. Asked by one of the interviewers what he thought of Cliff Richard, who was just emerging at the time, Norman was far from complimentary about Cliff. The interviewers, again to his surprise, tended to agree. And Norman was appointed as one of three new apprentices.”5

At EMI, Norman Smith climbed the ladder rung by rung. “I had to start right at the bottom as a gofer, but I kept my eyes and ears open, I learned very quickly, and it wasn’t long before I got onto the mixing desk.”13 And things got even better: on June 6, 1962, he was given the task of test-recording a group from Liverpool “with funny haircuts.”13 This was the beginning of an incredible adventure with the Beatles—one of the biggest groups in the history of rock and pop—which lasted from Please Please Me (1963) until Rubber Soul (1965).

A Creative Collaboration

In August 1969, when George Martin set up AIR studios, Smith succeeded him as head of the Parlophone label. A few months later, he took a little trip to the UFO Club to hear a young group by the name of Pink Floyd that Bryan Morrison had told him about. “‘Their music did absolutely nothing for me,’ he conceded. ‘I didn’t really understand psychedelia. But I could see that they did have one hell of a following even then. I figured I should put my business hat on, as it was obvious that we could sell some records.’”14 To Peter Martland he gave a slightly different account of this first encounter with the Floyd, confessing that he was literally overwhelmed: “What I saw absolutely amazed me, I was still into creating and developing new electronic sounds in the control room, and Pink Floyd, I could see, were exactly into the same thing; it was a perfect marriage.”15

From this day on, he was fixated upon signing the group to EMI. He achieved this aim in February 1967. Norman, whose point of reference remained the Beatles, had the intelligence not to curb the sonic experimentation of his young protégés, even if he did occasionally try to refocus their lengthy improvisations. According to Nick Mason, “He was […] very good-natured and a capable musician in his own right. Most important of all for us, he was happy to teach us rather than protect his position by investing the production process with any mystique.”5 Aided by the sound engineer Peter Bown, Norman Smith would produce The Piper at the Gates of Dawn (1967) and A Saucerful of Secrets (1968). After that, feeling he no longer understood the group’s artistic direction following Syd Barrett’s departure, he donned his producer’s hat no more than symbolically for the studio disc in the Ummagumma set (1969), the other disc being a live recording produced by Pink Floyd themselves, and for Atom Heart Mother (1970). “From our first day,” explains Nick Mason, “Norman encouraged us to get involved in the whole production process. He was aware of our interest in the science and technology of recording when, in his words, ‘most bands at the time were just trying to be part of the Mersey Sound bandwagon.’”5

Pink Floyd would take so well to production that they ended up being able to dispense with his services. The pupils eventually surpassed the master…

Stage Name: Hurricane

Norman Smith’s reputation therefore owes a great deal to the Beatles and Pink Floyd, just as the Beatles and Pink Floyd owe much to Norman Smith in terms of their creative process in the studio. But there was more to his career than simply working with these two groups. Although he played a key role in the aforementioned Mersey Sound, producing Gerry and the Pacemakers, the Swinging Blue Jeans, and Billy J. Kramer and the Dakotas, his name is also associated with the Pretty Things (notably the concept album S.F. Sorrow, 1968), Barclay James Harvest (eponymous album, 1970, and Once Again, 1971) and Kevin Ayers (The Kevin Ayers Collection, 1983).

He would also score some notable successes as a singer-songwriter under the pseudonym Hurricane Smith (a nickname taken from Jerry Hopper’s film of the same name released in 1952). “Don’t Let It Die” (a song originally written for John Lennon) would get to number 2 in the United Kingdom in 1971, while “Oh Babe, What Would You Say” climbed to number 1 in the United States (Cashbox) and number 4 in the United Kingdom.

Norman Smith published his memoirs in 2007 under the title John Lennon Called Me Normal (“Normal” being the nickname Lennon had given him at the beginning of the sixties). He died on March 3, 2008, at the age of eighty-five.


Some people claim that “Don’t Let It Die” is the song Norman offered the Beatles in 1965, in order to complete Help! The Fab Four initially agreed to record the song in question but ultimately declined the offer. Norman would never confirm the title of this mystery number. He had nevertheless begun his career as an author-composer even earlier, with the Shadows in 1964, penning “It’s a Man’s World” (the B-side of “The Rise and Fall of Flingel Bunt”) with his friend Malcolm Addey.
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The Piper at the Gates of Dawn and Syd Barrett’s Magic Powers

By the time they signed with EMI on February 28, 1967, Syd Barrett, Roger Waters, Rick Wright, and Nick Mason had already recorded several songs in the studio, including, at Sound Techniques, their first single, “Arnold Layne” and “Candy and a Currant Bun,” which would be released on March 11. They nevertheless remained a live band at heart whose performances in the clubs and other venues were based on lengthy psychedelic improvisations and elaborate lighting effects. Between January 5 and February 20, 1967, for example (the eve of the first Piper at the Gates of Dawn session), Pink Floyd played some twenty gigs, notably at the Marquee, the UFO Club, and the Commonwealth Institute. Gigs that, moreover, could be described as “multimedia” and that closely resembled the “acid tests” that were taking place at the same time in California under the aegis of the Grateful Dead and Jefferson Airplane. Furthermore, after the concert given on October 15, 1966, at the Roundhouse in Chalk Farm for the launch of the underground magazine International Times (it), Roger Waters revealed: “It’s definitely a complete realisation of the aims of psychedelia. But if you take LSD, what you experience depends entirely on who you are. Our music may give you the screaming horror or throw you into screaming ecstasy. Mostly it’s the latter. We find our audiences stop dancing now. We tend to get them standing there totally grooved with their mouths open.”11

The First Progressive Rock Album

Recording an album would therefore be a new milestone for Pink Floyd. It was February 1967. A few months earlier (August 1966), the Beatles had rolled back the frontiers of rock music in spectacular fashion with Revolver (in particular “Tomorrow Never Knows”), and all the indications were that the songs they had been working on in Studio Two at Abbey Road since November (the single “Strawberry Fields Forever”/“Penny Lane” and the album Sgt. Pepper’s Lonely Hearts Club Band) would represent a new high point. The Rolling Stones had also been exploring new paths with Aftermath (April 1966) and Between the Buttons (January 1967), as had Bob Dylan with his double album Blonde on Blonde (May 1966), the Doors with their first, eponymous, album (January 1967), the Byrds with Younger Than Yesterday (February 1967), and Jefferson Airplane with Surrealistic Pillow (February 1967)—not to forget Jimi Hendrix, who was getting ready to transform rock guitar with Are You Experienced (May 1967). In a word, good old rock ’n’ roll had changed. The hour of psychedelia had come, a genre that is less a spaced-out reinterpretation of the blues than the soundtrack to acid trips—in a sense a rereading of The Tibetan Book of the Dead, which had inspired Timothy Leary, Ralph Metzner, and Richard Alpert to write The Psychedelic Experience in 1964.

A Highly Select Trio

While the EMI management was not exactly hostile to the changes occurring in the music world (thanks partly to company chairman Sir Joseph Lockwood, one of the few in the British record industry who really believed in the future of rock music), it nevertheless wanted to surround Syd Barrett, Roger Waters, Rick Wright, and Nick Mason with a solid team. Three individuals in particular would play a key role in the artistic success of the first album.

First of all, Norman Smith, the architect of the Beatles’ sound up to and including Rubber Soul, acquired a wealth of experience working alongside George Martin. Smith was the producer Pink Floyd, and Barrett in particular, needed in order to realize their abundant ideas, structure their songs, and add this or that instrument so as to imbue their whole sound with more atmosphere. For them he represented a link with the Fab Four. Peter Jenner describes the effect this produced: “And then here were they, signed by EMI and being taken off to Abbey Road, which was where The Beatles recorded for God’s sake, you know, WOW!!!”10 It was not long, however, before the group started to question Norman’s role. Phil May, the Pretty Things singer, whom Smith would also produce at the end of 1967 (on their album S.F. Sorrow), testifies: “It was hard [working with Syd Barrett’s Pink Floyd]. But with Roger [Waters], he was such an egoist. I mean, the minute he could get rid of anybody who was doing anything in the Floyd, he would. I mean, Roger wanted the Floyd for himself. […] And Norman wasn’t part of that scenario,” and: “If there wouldn’t have been Norman Smith, the [Pink] Floyd wouldn’t have existed… well, they wouldn’t have been able to sort of develop what they were trying to do. There was nobody with the ears Norman had.”16

The second member of the triumvirate was the sound engineer Peter Bown, whom Julian Palacios describes as “a florid gay man in his forties with a Beatle fringe and jovial disposition, coupled with an extraordinary ear,”17 and whom George Martin called an “electronics wizard.” Having moved across from classical music, he was at this time one of EMI’s crucial balance engineers. “Bown was one of Norman Smith’s mentors,” observes Kevin Ryan [co-author of Recording the Beatles]. “A senior engineer, Bown taught Smith the art of engineering when Smith was just starting out. […] More than any other engineer at EMI, he experimented endlessly. Bown was gear-obsessed. He was always trying out new equipment and looking for unconventional ways of combining pieces to make new sounds. Bown was the best engineer for Floyd.”17 It is the same story from Andrew King, who, quite apart from his qualities as a brilliant technician, saw him as someone who was eccentric to say the least, someone who painted his nails with a coat of plastic because “[…] the faders [on the console] were wearing his fingers out.”10 He was so conscientious that he would have no hesitation in positioning himself in front of the drummer for minutes on end in order to listen to the precise sound that was being emitted, before then trying to reproduce it in the control room. During the course of a long career, he would record many artists, including the Hollies. He had a hand in the mixing of the Beatles’ Let It Be and would take charge of aspects of Syd Barrett’s first two solo albums before focusing once more on classical music.

The third and final element in the trio was the tape operator Jeff Jarratt, whose job was to assist Bown (and, of course, make tea): “When I was asked to do the album, I went down to see them [play] at the Regent Polytechnic, to know what it was all about before we started working and their performance on stage was quite fantastic.”18 Jarratt would be promoted to sound engineer at the end of 1968. Among his achievements, he was able to pride himself on helping to record the Beatles’ “Something” and John Lennon and Yoko Ono’s Wedding Album in 1969.

In addition to this crucial threesome, other sound engineers and assistants who worked on the album included Malcolm Addey, Geoff Emerick, Harry Moss, Jerry Boys, Graham Kirkby, Peter Mew, Michael Sheady, and Michael Stone.

The Wind in the Willows

The Piper at the Gates of Dawn is first and foremost Syd Barrett’s album. With the exception of “Take Up Thy Stethoscope and Walk” (credited to Roger Waters) and the instrumentals “Pow R. Toc H.” and “Interstellar Overdrive” (credited to all four members of the group), all the songs are the work of the guitarist-singer. Barrett was undergoing a period of intense creativity at this time: he was composing, painting, and reading without respite, as well as ingesting quantities of hallucinogenic substances that were gradually removing him further and further from day-to-day reality.

For all this, the songs by Barrett brought together on this debut Pink Floyd album are not escapist songs; they are an evocation (albeit idealized) of his childhood, of those carefree, tranquil years before his father’s death. They bring to mind Lewis Carroll, Tolkien and his Lord of the Rings, and nursery rhymes inhabited by elves and fairies—but reinterpreted, or rather transformed by means of an immoderate consumption of psychotropic drugs. Indeed the album is named after the seventh chapter of The Wind in the Willows, the masterpiece of children’s writing by Kenneth Grahame that was published in 1908. This novel tells of the adventures of Mole and Rat, who, during the course of their peregrinations on the River Thames, encounter the wealthy property owner Toad. Other characters include Rat’s friends the cheerful Otter and his son Portly. Then there is Pan, the god of Greek mythology, half-man, half-goat, who, in the seventh chapter, appears to Mole and Rat in the guise of a helper: “Then the two animals, crouching to the earth, bowed their heads and did worship. Sudden and magnificent, the sun’s broad golden disc showed itself over the horizon facing them; and the first rays, shooting across the level water-meadows, took the animals full in the eyes and dazzled them. When they were able to look once more, the Vision had vanished, and the air was full of the carol of birds that hailed the dawn.” Syd Barrett was evidently not unmoved by this experience, this vision, for it seems to have influenced him strongly in the writing of the album as a whole. Peter Bown recalls the moment when the Floyd guitarist suggested this particular title: “‘What about The Piper at the Gates of Dawn?’ and I said: ‘It’s nothing really to do with the LP, is it?’ and he said: ‘Well, that doesn’t matter! It’s something new!’”10

The Recording

The sessions for The Piper at the Gates of Dawn began on February 21, 1967, at the EMI studios located at 3 Abbey Road in Saint John’s Wood (North London). Because Studio One (the largest) was reserved primarily for the recording of orchestral works, and the Beatles were in the process of breathing life into Sgt. Pepper’s Lonely Hearts Club Band in their customary Studio Two (made available to them twenty-four hours a day—unheard of in the recording industry!), Syd Barrett, Roger Waters, Rick Wright, and Nick Mason moved into Studio Three, a far more modestly proportioned room used for smaller bands, but ideal for rock. For Nick Mason, “[…] the recording for Piper went pretty smoothly […] there was general enthusiasm from everybody and […] Syd seemed to be more relaxed and the atmosphere more focused […].” This point of view was not shared by Norman Smith, however: “I always felt I was treading on this ice the whole time, and I had to watch exactly what I said to Syd. He was always terribly fragile.” Smith adds: “He would perhaps have laid down a vocal track and I would go up to him and say, ‘OK, Syd, that was basically good, but what about blah, blah, blah?’ I never got any response, just ‘Hum.’ We would run the tape again, and he would sing it exactly the same way.”5 On the other hand, Bown and Jarratt have expressed their amazement at Barrett’s energy and sparkle: “He sometimes had to explain to me what it was about, or meant to be about,” explains Bown to David Parker in his book Random Precision. “Always the bright, creative chap who couldn’t sit still, always wanted to try something new, always had great ideas.”10 Looking back, Andrew King would have no hesitation in talking of his “magical powers.”10

There would be more than fifty sessions in total, taking into account the recording, the mixing, and the mastering. This is no small number—especially as the album has only eleven tracks and the group gave priority to live takes. It should be recognized, however, that the music is relatively complex, difficult to get together, and above all incorporates an extremely wide range of electronic sounds, requiring fastidious studio work. This helps us to gauge a little more accurately the achievement of Norman Smith in channeling the improvised nature of the tracks and adapting it to the professional criteria of the day. However, if we compare this debut album to the Beatles’, made in barely more than a dozen hours at the same place, and with more or less the same equipment, it becomes clear that the musical approach is radically different, not least because of the way rock music had changed between 1963 and 1967.

A Decisive Turning Point

The sessions for The Piper at the Gates of Dawn concluded on July 21, 1967, with the mixing of the stereo version. The album was released in the United Kingdom on August 5, during the Summer of Love. It would reach number 6 on the charts and remain in the British Top 20 for eleven weeks.

The LP was thus a commercial success, but it was also, most importantly, an enormous artistic success in the land of tea and Tolkien. In fact this first album by Pink Floyd marked a decisive turning point in the development of rock. With its experimentation of various kinds, its classical overtones, its spacey sonorities, and, in its lyrics, its journey into Barrettian “heroic fantasy,” this is an album that went far beyond the frontiers of pop. While it can sound like London’s response to the West Coast Sound, it is also hailed as one of the seminal works of psychedelia. After the release of The Piper at the Gates of Dawn, which hit the stores two months after Sgt. Pepper’s Lonely Hearts Club Band, the musical landscape would never be the same again. Pink Floyd may not have killed off pop music, but they certainly opened up the way for further experiments that would, before long, be labeled progressive rock.

Upon its release, The Piper at the Gates of Dawn was awarded four stars (out of five) by NME and the Record Mirror. Today it occupies number 347 in the list of 500 greatest albums of all time drawn up by Rolling Stone magazine.

The Sleeve

On the sleeve of The Piper at the Gates of Dawn, Syd Barrett, Roger Waters, Rick Wright, and Nick Mason can be seen sporting garments that had come straight out of Granny Takes a Trip, the hippie-chic boutique much loved by denizens of the capital’s underground. The photograph, taken by Vic Singh, shows the band members in semi-close-up and multiplied three times. Vic Singh quit India for London with his parents at the end of the forties. After taking his first steps in photography alongside David Bailey and Norman Eales, he set up his own studio with valuable assistance from Vidal Sassoon, the emblematic hairstylist of Swinging London. Pattie Boyd, who was one of his first models, introduced Singh to her husband, George Harrison. “I used to go to lunch in Esher with Pattie and George—we were just mates,” explains Vic Singh, “and one Sunday, as I was leaving he [George Harrison] said, ‘Oh, this is for you. I’ve got this lens and I don’t know what to do with it, so you have it. You might be able to use it for something.’”18

The lens in question was a prism lens that multiplied the number of images of the subject threefold or fourfold. When Peter Jenner and Andrew King invited him to do the photography for Pink Floyd’s first album, Vic Singh spontaneously decided to try this lens, which he fitted to his Hasselblad and used with Ektachrome film. “I first started with some test Polaroid shots, positioning them on the white background, which was a bit tricky as the prism lens multiplied each figure—they all overlapped each other!—so I had to get the figures positioned right or the whole thing looked like a mess.”19 In the end, Vic Singh’s photograph resembles the kind of vision that might be experienced by someone undergoing an LSD trip.

On the back of the sleeve is an illustration by Syd Barrett, who, according to Andrew King, wanted to contribute in some way. “And it’s a sort of…,” King tries to explain, “actually I knew it was a cut-out, sort of reversed out photo.”10 What Barrett actually created was a montage with figures silhouetted against a gray background. This has been given a psychedelic makeover on the booklet accompanying the remastered CD that was released in 2011.

Technical Details

In moving into Studio Three of EMI Studios (renamed Abbey Road Studios around 1970), Pink Floyd was able to take advantage of first-rate recording equipment. The mixing desk was the legendary REDD.51, designed by EMI’s engineers, which was primitive in appearance but outstanding in quality. The tape recorder was a four-track Studer J37 (EMI would not acquire an eight-track 3M until 1968, by which time other London studios, such as Trident, were already benefiting from the technology), and the monitors were probably Altec 605As (although there is some disagreement over this, a number of commentators claiming they were Tannoys). Among the various effects used, those worth mentioning in particular are the EMT 140 reverb plate, the Fairchild 666 compressor, and the Fairchild 660 limiter, which Peter Bown coupled with the RS168 Zener compressor/limiter—a prototype he alone used in 1967 but which would soon find a place in the TG consoles (on which Pink Floyd would record their legendary Dark Side of the Moon)—but also the RS127, an equalizer nicknamed the “Presence Box,” which was fabricated in-house. Also worthy of note is Artificial Double Tracking (ADT), which was developed in 1966 by the incredible engineer Ken Townsend at the express request of John Lennon, who could not bear to double his own voice and wanted a machine to do it for him! As for mics, Peter Bown favored Neumann U48s for the voice and Neumann U67s for the guitars, in addition to which various other models, such as the Sony C38, the AKG D19C, and the Neumann KM56, were also used.

The Instruments

Syd Barrett’s main guitar was a white 1962 Fender Esquire bought in 1965, which he wrapped in silver-colored plastic film and decorated with metallic discs that had the advantage of reflecting the stage lighting effects. The acoustic instrument he favored was a Harmony Sovereign H1260, which was a guitar adopted by numerous guitarists including Jimmy Page and Pete Townshend. He also played a twelve-string acoustic that has not been securely identified. This may have been a Harmony 1270 or a Levin LTS5 imported by Rose Morris in England. (David Gilmour has mentioned that Levin guitars were used on the group’s second album.)

Before Paul McCartney and Chris Squire turned the Rickenbacker 4001 bass into a thing of legend, Roger Waters was already playing one (model RM 1999, also imported by Rose Morris) with a Fireglo finish and a mono output. With it he used a plectrum and Rotosound strings, a setup that helped his somewhat guitaristic style to find its true identity. Rick Wright played a Farfisa Compact Duo organ, from which he draws sonorities that are immediately characteristic of early Floyd. He also played an acoustic piano, almost certainly Studio Three’s Model B Steinway grand, a Mustel celeste, and what is probably a Hohner Pianet. Finally, since discovering the incomparable Ginger Baker of Cream at the end of 1966, Nick Mason had been playing a Premier drum kit with two bass drums. He can also be heard on the tubular bells.

For amplification, Syd Barrett evidently used a 50-watt Selmer Truvoice Treble-n-Bass 50 with a 2x12 cabinet, while Roger Waters was for the most part plugged into the console via a DI (direct injection) box—a method that Peter Bown was particularly fond of. When he chose to play through an amp, he turned to a Selmer Treble-n-Bass 100 with a Selmer Goliath 100 bass cabinet.

In terms of effects, the Binson Echorec occupied an important place in Syd Barrett’s playing, as it did in the sound of Pink Floyd’s subsequent recordings. Rick Wright also made systematic use of it in his keyboard parts. Syd loved distortion and wah-wah and seems to have used a Selmer Buzz Tone pedal and a Selmer Fuzz-Wah.


For Pink Floyd Addicts

Projection seems to have been the initial title chosen for the album.




US TRACK LISTING

The debut album by the English quartet was not released in the United States until October 26, 1967 (October 21, according to certain sources). It came out on the Tower Records label (a subsidiary of Polydor) under the simple title Pink Floyd, with only nine tracks instead of eleven. “Astronomy Dominé” was replaced by “See Emily Play,” while “Flaming” and “Bike” mysteriously disappeared.




ABBEY ROAD FOREVER

Following the recording of “Love Me Do” there in September 1962, the EMI Studios at 3 Abbey Road came to be seen as Beatles territory. Seven years later, on September 26, 1969, the band released its album Abbey Road. Its success, both artistic and commercial, was such that the EMI Studios were immediately and permanently renamed Abbey Road Studios.




GROOVY GEAR!

Granny Takes a Trip, the brainchild of Nigel Waymouth, Sheila Cohen, and John Pearse, opened its doors at 488 Kings Road in 1966. This small Chelsea boutique, whose psychedelic atmosphere evoked the bordellos of New Orleans (with a touch of Barbarella-style science fiction thrown in), sold hippie-chic clothing, vintage pieces collected by Sheila and reworked by John Pearse, who had learned his trade in a Savile Row tailor’s. Before long, the shop’s flamboyant but inexpensive garments attracted the attention of Swinging London’s trendsetters, notably its pop stars, starting with the Beatles and the Rolling Stones, who posed in Granny Takes a Trip creations for Revolver and Between the Buttons respectively. The Floyd, who have been described as exponents of a fin de siècle neodandyism, were great fans of the “Granny” look and would become loyal customers.




EMI’s REDD consoles were given a new lease on life by our friends the rockers: Lenny Kravitz bought the REDD.37 from Abbey Road’s Studio One and Mark Knopfler the REDD.51 that had equipped EMI’s Italian studio.









Astronomy Dominé

Syd Barrett / 4:12

Musicians

Syd Barrett: vocals, electric rhythm and lead guitar

Roger Waters: bass

Rick Wright: vocals, keyboards

Nick Mason: drums

Peter Jenner: megaphone

Recorded

Abbey Road Studios, London: April 11, 12, 17, 18, May 12, July 5, 18, 1967 (Studio Three)

Technical Team

Producer: Norman Smith

Sound Engineers: Peter Bown, Malcolm Addey

Assistant Sound Engineers: Jeff Jarratt, Peter Mew, Michael Stone, Graham Kirkby

Genesis

“Astronomy Dominé” is a Syd Barrett number that Pink Floyd was already performing live in 1966. Peter Wynne-Willson, the group’s lighting engineer, was present at its creation: “I can remember him writing ‘Astronomy Dominé,’ which wasn’t a one evening scene, he worked on it quite hard.”17 Syd’s choice of title gives rise to a number of possible interpretations. It may derive from a French translation of The Basic Writings of Bertrand Russell (1961) in which the words of the British philosopher and mathematician “The world of astronomy dominates my imagination” are rendered as “le monde de l’astronomie domine mon imagination….” or it may have been inspired by Prometheus Unbound (1820) by the Romantic poet Percy Bysshe Shelley.

“Astronomy Dominé” is a galactic journey that takes us successively to Jupiter and Saturn, Oberon, Miranda/Titania, Neptune, Titan. It is also a journey that offers little hint of optimism. In this song, Barrett evokes A fight between the blue you once knew, Stars [that] can frighten, and, above all, icy waters underground, which, it is tempting to believe, could engulf everything. From this journey in space to a bad trip on LSD (the hallucinogenic drug of which the Pink Floyd songwriter was making pretty heavy use at this time) is but a short and not illogical step… It is interesting to see Barrett blithely combining references to astronomy, Shakespeare (Oberon, Miranda, and Titania are moons of Uranus, while Oberon is also the king of the fairies and Titania the queen of the fairies in A Midsummer Night’s Dream, and Miranda is Prospero’s daughter in The Tempest), and comic strips. The Stairway scared Dan Dare of the second verse is a science fiction character from Dan Dare, Pilot of the Future, created by Frank Hampson and published in Eagle comics between 1950 and 1969. Finally, it is worth considering whether, following the example of Dylan and the poets of the Beat Generation, Barrett was simply enjoying playing with words, with their music and double meanings, for, as Julian Palacios correctly observes, “in ‘Astronomy Dominé’ enchantment is sound.”17

Some people at the time regarded this track as spawning the genre of “space rock,” an idea that Roger Waters would strongly refute: “All that stuff about Syd starting the space-rock thing is just so much fucking nonsense. He was completely into Hilaire Belloc, and all his stuff was kind of whimsical—all fairly heavily rooted in English literature. I think Syd had one song that had anything to do with space—‘Astronomy Dominé’—that’s all. That’s the sum total of all Syd’s writing about space and yet there’s this whole fucking mystique about how he was the father of it all. It’s just a load of old bollocks.”20

Production

Right from the intro, the Floyd plunges us into an atmosphere redolent of Cape Canaveral: voices simulating radio contact between the scientists at mission control and the astronauts in space, disturbing guitars, Morse code… Syd Barrett seems to have written the soundtrack to a science fiction movie, a mini space opera lasting four minutes that gives free rein to a fertile imagination, and inevitably stimulated by the hallucinogens he had been immoderately consuming. The results are unique, especially for 1967. No other rock group was adopting this kind of approach, that is to say one determinedly focused on experimentation and nonconformism, seeking new, improvisatory sonorities.

During the first session on April 11, the Floyd recorded the backing track. This seems to have caused them some problems, as they were not happy until the fourteenth take. The reason may be the difficulty Norman Smith had in channeling Barrett’s playing, the guitarist proving himself incapable of delivering the same version twice. It has to be said that the unfortunate producer, who was more accustomed to recording melodic pop songs of the regulation three minutes’ duration, must, as Peter Bown describes, have felt somewhat disoriented: “Yes I do (remember Syd changing things)… because we had to do quite a few overdubs on the songs and Norman Smith would try and make notes as to what part of the song that was, and what take it was… [in the end, however] he didn’t overdub many things.”10 And this can be heard in the results: despite its apparent complexity, “Astronomy Dominé” is singularly transparent in its arrangements, which is the mark of a great number. This backing track was based around Barrett’s guitar, a superb part—simultaneously rhythm and lead—delivered on his Fender Esquire. The tones Syd draws from his instrument are unique and immediately identifiable. He obtains a relatively clear, though still subtly distorted tone from his amp and evidently uses his Binson Echorec, which, along with his Zippo for slide passages, was to become a trademark of his from around this time. Roger Waters supports him with some solid bass playing on his 4001, presumably plugged directly into the console. Rick Wright provides a reasonably discreet accompaniment, consisting mainly of layers of sound laid down on his Farfisa Compact Duo, using his pedal to vary the volume (2:18 and 2:23). Finally, Nick Mason delivers an excellent drum part, favoring tom breaks while giving plenty of emphasis to his footwork. (His two bass drum pedals squeaking slightly.)

The group dedicated the afternoon of April 12 to recording the vocals. This time, Syd and Rick share the singing, their different timbres complementing each other wonderfully. They harmonize with each other and even risk a sixth from 1:02 (in the fifth line of the song). During the course of the evening (from 7 p.m. to 2:15 a.m.), other voices are added and Syd records guitar overdubs. It is worth noting the quality of his opening riff, a mixture of rock music and sci-fi movie with a touch of surf music for good measure (0:31). He opens with a guitar part (doubled) that, it has to be admitted, is almost an exact copy of the intro to “Are You Lovin’ Me More (But Enjoying It Less),” a B-side by the Electric Prunes released in April 1967, just a few days before Pink Floyd entered the studio. (The A-side was “Get Me to the World On Time”.) This implies that “Astronomy Dominé” was not yet composed in its final form at the time of the very first recording session for the album on February 21, six weeks earlier. The same E5 chord that launches the Electric Prunes’ number can be heard, along with the same rhythmic pattern… Like all great songwriters, however, Syd transcends his borrowed material to create something personal and utterly original.

On Monday, April 17, it was Peter Jenner’s turn to spring into action, having been given the honor of launching “Astronomy Dominé” with that highly distinctive radio voice. “Yes that’s me on the megaphone […] I remember sitting there with Syd helping to write that bit. He had this book about planets and was reading through it—something like The Observer’s Book of Planets, that sort of thing. Nothing really serious! Putting down… all the references came from that.”10 Listening to the stereo mix, the voice is on the right, while a generic whistle can be heard in the left channel, evidently generated by Syd’s Binson Echorec. Jenner’s mission control voice is one of the track’s strengths. It is closely followed (at 0:22) by a sequence of Morse code beeps devoid of any real meaning, and probably played by Rick on his Farfisa. Peter Jenner’s megaphone makes a comeback at 2:40 to complete the Floyd’s voyage into deep space. Conspicuous in the instrumental bridge (which begins at 1:34) is Syd’s heavy use of his Echorec, as much to launch the notes he plays on his Fender as to generate a kind of electronic wind (1:40) that to some extent recalls “Echoes,” which the group would record for the album Meddle (but without Syd…) in 1971. The song ends cleanly, with a rapid fade-out on the final chord. It would take four more sessions to finalize the different mono and stereo mixes. As the opener to Pink Floyd’s debut album, “Astronomy Dominé” is a small masterpiece that testifies to Syd Barrett’s immense talent.

The Post-Barrett Version

“Astronomy Dominé” continued to be played by the Floyd after Syd Barrett had left the band and David Gilmour had joined. Up to June 1971, in fact, when “Echoes” became their new centerpiece. In the meantime, Barrett’s compositions underwent various transformations: the megaphone introduction was replaced by Rick Wright’s keyboards, the first section was sung twice, and the second, instrumental section was extended by several minutes.


For Pink Floyd Addicts

The precise phrases uttered by Peter Jenner in the song’s intro are, for the most part, too nebulous to make out. The words moon, Scorpio, Pluto, and all systems satisfied can nevertheless be identified.




AN UNPARDONABLE LACK OF TACT… 

The producer of the Electric Prunes, whose song “Are You Lovin’ Me More (But Enjoying It Less)” was an inspiration to Syd, was Dave Hassinger. Then sound engineer at the legendary RCA Studios in Hollywood, Hassinger was thanked by his management in 1966 for involving himself in the career of the Prunes. It was also he who recorded the Rolling Stones’ immortal “(I Can’t Get No) Satisfaction” in May 1965, however. An unpardonable lack of tact…




WITH OR WITHOUT THE ACCENT?

“Astronomy Dominé” was spelled correctly on the album The Piper at the Gates of Dawn. After that, the accent disappeared.




COVERS

There are more than twenty covers of “Astronomy Dominé,” recorded by artists as diverse as Gary Lucas, Voivod (a heavy metal version), Nash the Slash, and Kevin Blechdom (on the banjo!). David Gilmour himself included it in the set list of his tour Rattle That Lock world tour, as the opener for the second half of his concerts (2015–16).









Lucifer Sam

Syd Barrett / 3:08

Musicians

Syd Barrett: vocals, electric rhythm and lead guitar

Roger Waters: bass, bass with bow, backing vocals (?)

Rick Wright: organ, piano (?), backing vocals (?)

Nick Mason: drums, maracas or cabasa (?), timpani (?)

Recorded

Abbey Road Studios, London: April 12, 13, 17, 18, June 1, 12, 27, 29, July 5, 18, 1967 (Studio Three)

Technical Team

Producer: Norman Smith

Sound Engineers: Peter Bown, Malcolm Addey

Assistant Sound Engineers: Jeff Jarratt, Michael Sheady, Jerry Boys, Michael Stone, Graham Kirkby

Genesis

This song has its origins in the soundtrack for an animated film entitled The Life Story of Percy the Ratcatcher that Pink Floyd was planning to record. This was probably an adaptation of the seventeenth-century British fairy tale Dick Whittington and His Cat (the story of a poor orphan who grows prosperous thanks to the mouse- and rat-catching abilities of his feline friend, and a highly altruistic sea captain). The project (which had only been announced in the columns of NME) having failed to come to fruition, Percy the Ratcacher was then renamed “Lucifer Sam” by Pink Floyd. The most likely explanation is that Syd Barrett was inspired by Dick Whittington and His Cat to express his affection for his own cat: Siam cat/Always sitting by your side/Always sitting by your side/That cat’s something I can’t explain, he sings. As for Jennifer Gentle, a witch, this can perhaps be seen as an allusion to the fifteenth-century song “Riddles Wisely Expounded,” in which three pretty and intelligent sisters, Jennifer, Gentle, and Rosemaree, all love the same knight.

Other hypotheses also exist. Syd Barrett may be alluding to a psychodrama that played out in the Beaufort Street flat of his friends Sue Kingsford and Jock Findlay, where all kinds of drugs were available. One evening, a regular visitor there named Thai Sam (renamed Lucifer Sam in the song) gave acid to a certain Alan Marcuson, who was not expecting it and had a bad trip. Yet again, it could be about Peter Walker, the singer with the Purple Gang, who liked to call himself Lucifer, or even Jenny Spires, the girlfriend of the songwriter, who had no shortage of suitors at the time. Interviewed years later, she rejected the idea that she had been Barrett’s target: “Well, when I heard ‘Lucifer Sam,’ I didn’t really think much about it. Of course, I think it’s a wonderful song; I love it. It seems to have one foot in the past, musically, and one in the future. I was so used to hearing him sing and write songs and he had sent me poems and written songs to me in his letters, previously. Also, I knew the story of ‘Lucifer Sam’ and wasn’t surprised by it. He often said to me ‘You’re so gentle and I love talking to you,’ so it seemed normal, really.”20

What, then, is the listener to think? The answer may lie in something Syd Barrett himself has said: “It didn’t mean much to me at the time, but after three or four months, it began to assume a precise meaning.”17 The songwriter is alluding here to a bad acid trip during which paranoia made his Siamese cat appear to him as a bad omen…

Production

After the influence of the planets in “Astronomy Dominé,” Syd Barrett chose the musical world of the superhero for his wonderful “Lucifer Sam.” It is presumably the signature tune of the US television series Batman, composed in 1966 by the gifted Neal Hefti, that inspired the musical atmosphere and riff of this amazing track (which in turn must have caught the ear of John Lennon for his “Hey Bulldog” of 1968). However, other influences can also be detected, such as Traffic’s song “Paper Sun,” released in May 1967.

The first session was held on April 12. The musicians turned their attention to “Lucifer Sam” (then called “Percy the Ratcatcher”) after recording the overdubs for “Astronomy Dominé.” Getting the ensemble right proved difficult, and the session went on until 2:15 a.m. The track kicks off with Syd’s guitar and his superb riff reminiscent of the guitarist Dick Dale and numbers such as “Surf Beat” (1962). Once again it is with his Fender Esquire and the Binson Echorec that Syd obtains his highly distinctive sound. Roger Waters supports him with some very good work on bass, and Nick Mason delivers a fearsomely efficient drum part on his Premier kit, with much use of his ride cymbal and hi-hat. Rick Wright does not enter until the fourth bar, curiously bringing himself in on his Farfisa organ with the volume pedal (unless, that is, this effect was introduced during mixing). It took seven takes to obtain a satisfactory backing track. The next day, maracas were added (sounding more like a cabasa) which can clearly be heard in the intro and at the end of the track. Roger innovates by playing his Rickenbacker 4001 with a bow throughout the instrumental bridge from 1:31 to 1:58. The effect is striking and reinforces the Batman theme song quality of the arrangements. During this same section, Syd can be heard bending short phrases on his Fender in order to imitate the meowing of a cat! Rick brought the session to a close with numerous organ parts. It was not until April 18 that “Lucifer Sam” established itself as the definitive title. On June 1, Syd recorded his lead vocal, in all likelihood doubled by means of ADT, the miracle machine that spared John Lennon the trouble of all that fastidious doubling of his own voice. June 12 was dedicated to the addition of other guitars, vocals, and also—as David Parker has revealed—timps and a piano. However carefully one listens out for them, however, these two instruments seem to have been buried on the final version. Following some last guitar and voice overdubs recorded on June 27, the remaining sessions were given over to the various mixes.

Once again, Syd Barrett has proved his innate talent for writing little pop-rock gems. It is only a shame that “Lucifer Sam” wasn’t released as a single because it had all the makings of a hit.


COVERS

The band MGMT performed “Lucifer Sam” on the episode of Late Night with Jimmy Fallon devoted to Pink Floyd on September 28, 2011. This is one of the most covered of Syd’s songs, having given rise to more than thirty versions.




For Pink Floyd Addicts

Produced by Joe Boyd, the Purple Gang was recording their song “Granny Takes a Trip” at Sound Techniques studios at the same time that Pink Floyd was recording “Arnold Layne.”




The Floyd performed “Lucifer Sam” as an encore at the famous “Games for May” concert on May 12, 1967.









Matilda Mother

Syd Barrett / 3:09

Musicians

Syd Barrett: vocals, backing vocals, rhythm and lead guitar

Roger Waters: bass, backing vocals

Rick Wright: vocals, keyboards, backing vocals

Nick Mason: drums

Recorded

Abbey Road, London: February 21, 23, June 7, 29, July 18, 1967 (Studio Three)

Technical Team

Producer: Norman Smith

Sound Engineers: Peter Bown, Norman Smith, Malcolm Addey

Assistant Sound Engineers: Michael Sheady, Peter Mew, Michael Stone, Jeff Jarratt, Graham Kirkby

Genesis

“Matilda Mother” reveals Syd Barrett’s fascination with children’s tales and songs. In this instance, he has drawn on the imagination of Hilaire Belloc, an Anglo-French writer best known for his Cautionary Tales for Children, among them that of Matilda, “who told lies, and was burned to death.” This is a tale that Syd’s mother read to him as a child in their loving Cambridge home…

Syd Barrett was so enamored of Belloc’s fable that in his initial draft of the song’s lyrics he reproduced entire lines from the original, especially in the refrain: And finding she was left alone/Went tiptoe to the Telephone/And summoned the Immediate Aid/Of London’s Noble Fire-Brigade. These phrases can be heard in the original version of the song, recorded on February 21, 1967. Barrett, Waters, Wright, and Mason did not for a second imagine that there could be the slightest problem with this. Against all expectations, however, when Andrew King asked Hilaire Belloc’s rights holders for permission to use extracts from the text of “Matilda,” the response was a firm refusal. “The iambic beat of Belloc totally fits the metre of the song. The Belloc estate weren’t keen at all, so Syd replaced the extracts.”18 In reality, what Syd Barrett did was write a new story, a highly poetic text that plunges us into the heart of European legend (Tolkien again!) and that, at the same time, evokes the songwriter’s childhood: a tale involving a king, a scarlet eagle with silver eyes, and a thousand mysterious riders. The final lines of the last verse allow no room for misunderstanding: And fairy stories held me high/On clouds of sunlight floating by.

Production

It was with “Matilda Mother” that Pink Floyd began recording The Piper at the Gates of Dawn. That Tuesday, February 21, the day of their very first session at Abbey Road—which would be followed by many more—was their baptism of fire. The studio had been booked for 11 p.m., a relatively unusual time for the team. “I simply remember the session because the circumstances were so odd,”10 recalls Michael Sheady, then assistant sound engineer. And Peter Bown, the chief engineer, has a perfect recollection of his first encounter with the group: “I went in number 3 studio where they were… and I opened the doors and I heard the sound and shit myself! I thought ‘My God!’ I’ve never heard anything like this in my life and I’ve got to record it!”10 In the end, despite the mutual trepidation, the session passed off more or less satisfactorily, ending at 6 a.m. The group needed six takes to get a definitive backing track in the can (duration at this stage: 3:55). The track begins with Rick’s organ, over which Roger plays an octave on his bass. Syd then comes in with arpeggios on his guitar. This produces a quasi-medieval sonority in perfect keeping with the words, a sound that it is tempting to think may have influenced King Crimson on their 1969 album In the Court of the Crimson King. The instrumental bridge is launched by Syd singing onomatopoeia (pow, shhh!) and apparently reinforcing his vocalizations by tapping his mic to obtain a percussive effect. Rick launches into a vaguely oriental-sounding organ solo supported by Nick’s drumming (fairly distant in the mix, if the truth be told), Roger’s bass, and Syd’s guitar. After a reprise of the last line, the track draws to a close with a relatively long coda (thirty seconds or so) whose atmosphere is not unlike the conclusion of the Beatles’ “I Want to Tell You” on the album Revolver. The time signature switches from four in a bar to three (3/4), and Rick takes a second organ solo while Roger goes into a frenzy on his Rickenbacker. Rick sings lead, at least in the first two verses and the refrains, which he shares with Syd. The latter takes care of the bridge and the last verse. This sharing of the lead vocal seems as over the top as it is inexplicable on a three-minute track.

The second session took place on February 23, with Norman Smith, exceptionally, at the console. This was for mono mixes that do not seem to have been used. It was not until June 7, a little over three months after the previous session, that the Floyd reworked the song. The purpose was to add the various backing vocals. As Peter Jenner explains: “Norman would go out in the studio and play piano for them to rehearse harmonies, because back then harmonies were very big through The Beatles and The Beach Boys.”10 The result is a success, and the voices of Rick, Syd, and Roger add to the pop feel of this track. June 29 was devoted to the various edits (with Jeff Jarratt, who is involved for the first time on this song), and the best one can say is that the edit at 1:58, presumably in order to shorten the track, is far from successful. The harmonies at the end of the bridge do not tie in with the beginning of the last verse, and the dynamics are different. This is a shame, because “Matilda Mother” is another great Floyd song in spite of the scarcity of covers to which it has—thus far—given rise. It was nevertheless an important inspiration for the track “Fireworks” on Blue Öyster Cult’s 1977 album Spectres.


On the compilation Masters of Rock, released in 1974, the title “Matilda Mother” is spelled with an h (“Mathilda”).




For Pink Floyd Addicts

Born at La Celle-Saint-Cloud in 1870, Hilaire Belloc emigrated to England two years later with his mother, following the suicide of his father, Louis Belloc. A fervent Catholic and a Liberal member of Parliament, Belloc owes his renown to his double talent as a polemicist (against H. G. Wells) and a poet (including Cautionary Tales for Children). Along with G. K. Chesterton, H. G. Wells, and George Bernard Shaw, he was one of the most famous writers of the Edwardian era. Hilaire Belloc died in 1953.









Flaming

Syd Barrett / 2:46

Musicians

Syd Barrett: vocals, twelve-string acoustic guitar, rhythm and lead guitar, backing vocals, miscellaneous sound effects

Roger Waters: bass, backing vocals, miscellaneous sound effects (including a slide whistle)

Rick Wright: organ, piano, backing vocals, miscellaneous sound effects

Nick Mason: drums, miscellaneous sound effects

Recorded

Abbey Road Studios, London: March 16, June 27, 29, 30, July 18, 1967 (Studio Three)

Technical Team

Producer: Norman Smith

Sound Engineers: Peter Bown, Norman Smith

Assistant Sound Engineers: Jeff Jarratt, Graham Kirkby

Genesis

It is possible that “Flaming” could be the definitive version of a song entitled “Snowing,” which proceeded no further than draft stage (in the form of a recording by Barrett and Waters). What is certain is that it offers a perfect illustration of Syd Barrett’s poetic approach, that is to say the revisiting of nursery rhymes through the lens of his psychedelic experiences. Alone in the clouds all blue/Lying on an eiderdown/Yippee! You can’t see me/But I can you: the first verse and the four that follow once again take us back to Syd’s childhood, to adolescent games and the green meadows of Cambridge, to an era before tragedy struck the family with the death of his father. At the same time, however, these lines also evoke the “mystical visions” and “cosmic vibrations” of which Allen Ginsberg speaks in his poem “America.” These succeed one another during a trip under the influence of a hallucinogenic drug, that is to say LSD, which for Aldous Huxley makes “this trivial world sublime” and renders the soul visible. Hence the song’s protagonist Sitting on a unicorn, and then a dandelion, and Travelling by telephone.

“Flaming” is the A-side (with “The Gnome” on the flip side) of a single that was released exclusively in the United States (on the Tower Records label on November 2, 1967) in order to promote Pink Floyd’s first US tour. This was in place of the single “Apples and Oranges”/“Paint Box,” which was reserved for the European market. The song failed to chart.

Production

The first take of “Flaming,” recorded on March 16, proved satisfactory. But it was not until June 27 that the group reworked it. This was also when the four tracks on the Studer J37 were transferred to a second tape recorder in order to free some space—in keeping with the technique favored by the staff at Abbey Road (roll on the 3M eight-track!). Following numerous overdubs, June 29 and 30 were reserved for editing and mixing, and on July 18 the stereo version was finalized.

“Flaming” is typical of Syd Barrett’s universe. The colorful imagery of the words is complemented by musical arrangements that are at one with his psychedelic, romantic, sugar-coated, whimsical visions. Nick Mason recalls that Norman Smith had strongly encouraged the band members to stray off the beaten track and make use of the many and varied instruments that were available to them at Abbey Road. And so, against the background of an organ most probably played through a Leslie cabinet, the Floyd abandon themselves to multiple sound effects that are not always easy to identify. We hear the ticktock of a clock (possibly Mason on his snare drum), a slide whistle played by Waters (who makes another appearance at 0:39 with a magnificent cuckoo!), mouth noises, someone whistling… all of this clearly under the guidance of Norman Smith and Peter Bown, who contribute various Studio Three effects (phasing, compression, etc.). Keith Rowe of the group AMM has said that Syd Barrett had taken his inspiration from “Later During a Flaming Riviera Sunset” (on AMMMusic) for the intro to “Flaming” and possibly for the title of the song as well. There is a certain similarity between the two tracks, the same idea of sonic mist, but this is where the comparison ends. The AMM intro is full-on musical experimentation, while the Floyd’s evokes the atmosphere of a forest at night, pierced by the shrieks of owls or fantasy creatures. Waters’s bass, Wright’s organ, and Mason’s ride cymbal, played cross-stick, then make their entrance. The musical arrangements veer among psychedelia, carnival, and British pop. Barrett’s voice possesses a gentleness and an innocence that are in complete harmony with the poetry of his text, an effect reinforced by backing vocals from Wright and Waters that produce a highly colorful result. Syd’s voice is treated with ADT except in the third verse, in which he really does double himself.

New instruments make an appearance on this track: a small bell struck rapidly at 0:57, a twelve-string acoustic guitar (Harmony 1270? Levin LTS5?), and an acoustic piano. At 1:11 and again in the following verse, a Clavinet or, more probably, a varispeed piano (recorded slowly and then played back at normal speed) can be heard. This is more pronounced at the beginning of the instrumental bridge, where the effect is supplemented by emphatic use of the Binson Echorec. In this same section we can hear the sound of a mechanical toy with a characteristic clicking sound, and new vocal effects. Wright plays a sped-up piano solo, Barrett plays arpeggios and lead on his Fender Esquire, Waters plays a melodic motif in the upper register of his bass, and Mason incorporates numerous tom breaks into his drumming. After a final verse, the track ends cleanly with an organ chord and a peal of bells.


For Pink Floyd Addicts

The Floyd performed “Flaming” on the French television show Bouton Rouge, produced by Jean-Paul Thomas and broadcast on February 24, 1968. Syd was absent and was replaced by David Gilmour on lead vocals and guitar. Fans would be treated to the sight of Roger Waters playing his slide whistle with an earnest look on his face!









Pow R. Toc H.

Syd Barrett, Roger Waters, Rick Wright, Nick Mason / 4:27

Musicians

Syd Barrett: acoustic guitar, electric rhythm and lead guitar, vocal effects

Roger Waters: bass, vocal effects

Rick Wright: keyboards, vocal effects

Nick Mason: drums, vocal effects (?)

Unidentified musician: orchestral timpani, various sound effects

Recorded

Abbey Road Studios, London: March 21, 29, July 18, 1967 (Studio Three)

Technical Team

Producer: Norman Smith

Sound Engineers: Peter Bown, Norman Smith

Assistant Sound Engineers: Jeff Jarratt, Graham Kirkby

Genesis

Hard-bitten Floyd fans have scrutinized this title for a meaning that corresponds to its musical atmosphere. Some think that Barrett, Waters, Wright, and Mason (this was a collective composition) were indulging in wordplay, notably by removing certain letters. Thus “Pow R. Toc H.” can be read as power touch, or alternatively power toke. There is another, more rational explanation according to which “Pow R. Toch H.” refers to a British club founded during the First World War, Talbot House, where officers and rank-and-file soldiers were shown equal consideration. Toc H. subsequently became the name of a Christian interdenominational organization. Andrew King, however, suggest that it might simply have been for the sounds that this title was chosen: “The ‘Pow R. Toc H.’ name is just a noise, it’s onomatopoeic. There’s no meaning… I mean it might have been something to do with Toc H because of the war and everything, but I think basically it was onomatopoeic.”10

“Pow R. Toc H.” is the first instrumental on The Piper at the Gates of Dawn. It is a largely improvised piece of experimental music that would not have been out of place as a musical development of “Interstellar Overdrive.” We are certainly a long way from the psychedelic and heroic fantasy style of Syd Barrett, whose influence is less in evidence here than on the album’s other tracks. It is no doubt for this reason that “Pow R. Toc H.” would have an afterlife under the highly evocative title “The Pink Jungle.” This is the name the track was given in 1969 when it was incorporated into the musical suite The Man and the Journey.

Production

While not exactly known for their humor, the members of Pink Floyd display no shortage of it in this tumultuous instrumental. Syd Barrett opens the curious “Pow R. Toc H.” with onomatopoeia centering on the sounds poom chi chi. In doing so, he shows himself to be a forerunner of today’s beatboxers, a well-known phenomenon in hip-hop. As in “Matilda Mother,” he marks the first beat of his vocalization by tapping his mic (or perhaps by exaggerating the plosive start of poom, while at the same time doubling himself by means of ADT). His bandmates are not exactly idle either, and it seems that Roger Waters is responsible for the doi doi, while Rick Wright and Nick Mason fill the space with various calls and sympathetic noises. A percussive sound can even be heard that seems to have been made by striking the teeth with a fingernail or tapping the flat of the hand. There follows an exclusively instrumental section, based around a single F-sharp chord, in which Barrett plays his Harmony Sovereign H1260 acoustic and is accompanied by Mason (mainly on the toms), Waters on bass, and Wright with a bluesy solo, entirely characteristic of his style, on acoustic piano (almost certainly the Model B Steinway). At 1:45 the atmosphere changes, with the return of the calls and miscellaneous sounds, including effects produced by Syd on his Fender Esquire, again using his ever-present Binson Echorec, but also now with the intervention of orchestral timps played by a professional musician hired for the occasion. Peter Bown recalls: “It was played, as far as I remember, by a proper tympanist… I don’t think he… he had no idea what was going to be asked of him and I seem to remember there were some pretty tricky tymp things asked.”10 The session records do not mention the hiring of any outside musician, but “I wouldn’t be surprised,” agrees Peter Jenner, “if we did bring in a proper tympani player, because [Norman] might have tried with Nick and it didn’t quite work and didn’t sound like we wanted it to sound, because we didn’t know quite how to hit the tympani with all those pedals and things.”10 Either way, the Floyd then pursue their instrumental journey with some organ whose panoramic image switches rapidly from right to left (at 2:20), with another section in which Barrett plays an arpeggiated motif on his Fender (at 3:07), and with a return to the onomatopoeia of the beginning. There then follows a finale in which shrieks and the Echorec share in a frenzied conclusion against a background of tom rolls.

This number was recorded on March 21, the group laying down the backing track in four takes between 2:30 p.m. and 7:30 p.m., and, following a break for supper, adding the various guitar, timpani, and organ overdubs between 8:30 p.m. and 1:30 a.m. The sessions of March 29 and July 18 were devoted to the mono and stereo mixes.


For Pink Floyd Addicts

As well as being the day “Pow R. Toc H.” was recorded, March 21 was also when the first mixing session for “Lovely Rita,” one of the tracks the Beatles were working on in neighboring Studio Two at Abbey Road, took place. Norman Smith took his protégés into the studio, allowing them to witness the creation of a part of Sgt. Pepper’s Lonely Hearts Club Band.









Take Up Thy Stethoscope And Walk

Roger Waters / 3:06

Musicians

Syd Barrett: electric rhythm and lead, backing vocals

Roger Waters: vocals, bass

Rick Wright: organ, backing vocals

Nick Mason: drums

Recorded

Abbey Road Studios, London: March 20, 29, July 18, 1967 (Studio Three)

Technical Team

Producer: Norman Smith

Sound Engineers: Peter Bown, Norman Smith

Assistant Sound Engineers: Jeff Jarratt, Graham Kirkby

Genesis

“Take Up Thy Stethoscope and Walk” is the first Roger Waters number to be recorded by Pink Floyd. The title was inspired by a passage in the Gospel according to Saint John 5:8: “Jesus said unto him, Rise, take up thy bed, and walk.” The scenario is that of a patient who, lying on his hospital bed, complains to his physician that his head hurts and he has lost his appetite, before sinking into a verbal delirium that incorporates the phrases Jesus bled, pain is red, greasy spoon, and June gloom. The final verse offers a hint of optimism: Music seems to help the pain/Seems to motivate the brain. It looks as if Waters also enjoyed playing with the sound and rhyme of the words.

Above all, this song provides a sense of the difference in character between Barrett and Waters: while the first is a kind of dandy-dreamer who explores the infinite spaces of psychedelia, the second is more pragmatic, cynical, and mocking. Thus he sings Doctor Doctor nine times in a row with a sufficient sense of irony to suggest that a white coat is going to do nothing to solve his problem…

“Take Up Thy Stethoscope and Walk,” which received its first two live performances at the Opera House in Blackpool and the Chinese R&B Jazz Club in Bristol on November 25 and 28, 1967, respectively, is reasonably faithful to Pink Floyd’s stage performances, with masterly slide improvisations from Barrett.

Production

This first song credited to Roger Waters does not seem to have aroused any great interest on the part of his fellow band members because just one day was earmarked for its recording (March 20; March 29 and July 18 being reserved for the mono and stereo mixes, with Norman Smith at the console for the latter). The Floyd came to grips with the backing track between 2:30 p.m. and 6:30 p.m., recording six takes and retaining the fifth as the best. In the evening (from 7:30 p.m. until midnight), the four musicians overdubbed the voices.

It is Nick Mason, for a change, who launches the song, with a rhythmic snare or bass drum pattern that is pretty unusual for the Floyd. His playing, which from the beginning of the album is generally undermixed, is finally given the prominence and volume it deserves. As soon as the singing starts, the rock atmosphere of this track—hinted at by Nick’s drumming—is confirmed, not only by the different vocal parts that answer one another, but also by the bass. The overall effect resembles the Kinks or the Who. For eight bars the voices are accompanied merely by Waters on his Rickenbacker 4001 and Mason on his Premier kit. It is apparently the bassist who spits out the Doctor Doctor call to which Syd Barrett and Rick Wright respond. Barrett enters on guitar with a very good rhythm part, demonstrating that he is more than capable of excellent timing on his instrument, before launching into an amazing funky passage at 0:33. Wright accompanies him on his Farfisa Compact Duo organ and plays an inspired solo over which Syd really takes off with a fairly unorthodox improvisation, finding his notes high up by the bridge, with tremolo, in a psychedelic frenzy akin to the way he used to play onstage. Roger supports his bandmates with a Tamla Motown–inspired bass riff, while Nick delivers a drum part in his own inimitable style, marking the beat on the toms rather than on his snare drum and hi-hat. It is all too often forgotten that Mason’s highly individual style of playing, resembling free-jazz improvisation, with ethnic-sounding, Ginger Baker–influenced touches, is one of the distinctive features of Pink Floyd. The group can be heard speeding up during this section (from 0:48), presumably intentionally. One of the most successful effects on the track occurs at 2:20, when the drums and organ switch places in the stereo image, indicating that they were recorded on the same track of the tape recorder. Finally, as happens so often, there are vocal effects (for example at 0:40 and 1:48) throughout the arrangements.

While “Take Up Thy Stethoscope and Walk” cannot, perhaps, be described as the best track on the album, this dry run from Roger Waters is nevertheless pretty good. Lacking any particular connection with the world of Syd Barrett, it is also far from representative of the masterpieces Waters would pen for the group in the years to come.


For Pink Floyd Addicts

Roger Waters would take up the exclamation Doctor Doctor again at the very beginning of his solo album Amused to Death, released in 1992.




COVERS

“Take Up Thy Stethoscope and Walk” was covered by At The Drive-In (a hardcore band from El Paso, Texas) for Invalid Litter Dept. (2001), a four-track CD intended for the United Kingdom and recorded under the aegis of the BBC DJ Steve Lamacq. It is also worth drawing attention to the version by Ty Segall and Mikal Cronin on their album Reverse Shark Attack (2009).
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