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Th! 5!" : ;:!.IJ;.:'-.:: oyd,
lost in Amsterdam,
March 1968: (fro
David Gilmour, Roger

Waters, Nick Mason

and Rick Wright.
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" FORTY-FIVE YEAR
AGO THIS MONTH,
'PINKFLOYD CUT

- ADRIFTSYD BARRETT -

‘... _/AND STRUCKOUT

FOR THE UNKNOWN,

~WITH NO SONGS,

' LESS MONEY, GIVEN /.
HARDLY ANY HOPE. ;'_

-\.-'

" YETFOURYEARS |
/- OF MEANDERING,
£OUNTERCULTU {4
*ﬁf’fND IN THE EPIPHANY OF -

- ECHOES AND MEDDLE.

fff'i%How DID THAT HAPPEN? !
~ “WE DIDN'T KNOW WHAT

~ THEFUCKELSETODO,”
:f-"- LI:'.ARNS MARK BLAKE.-

- PHOTOGRAPHY BY
~ . _CLAUDE VANHEYE.
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Pie-eyed Piper: Syd Barrett
Jfar right, in August 1967,
and at rear in January
1968) disappears from
view."He was our friend,
but most of the time we
wanted to strangle him."
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HE MUSIC FLOATING OUT Ol

the l’c:'|1||n'ii .1It1]!|'|i1]'|'.'.1ll'-.' this after-

noon in October 1971 is slow and
1.['.[]Ii||.|i|, and in contrast to the
clamour of the arena’s ancient
past. In the 1st Centurv AD, locals
_5_3.1131-.*r-.*d to cheer as gladiators fought to the death
below. '[;341.1.1'3. L"*|“?|'1~l consists ol l.]'mL Flovd, tour
i'H,E_hwh rock musicians, hunched over their instru-
ments on the same spot where blood was once spilt.
Instead of |L1:'.EIJI_~: locals, their audience consists of
roadies, a hlm crew and a few ir‘|r|1|i=-'|1'|x € Yo iths who
have tollowed the electric ity cables running trom
Pompeii's ¢ athedral into the cr L.n.|m:|_53 venue
The Mediterranean sun casts shadows around
Rick Wright's plano, the theatrical-looking gong
suspende d behind drummer Nick Mason’s kit mi.:l
d I 1 -;n line of -:'Ill'l]:'ll"ll. I's stenc il led ".'u|1|1 1]]'. 11.||]L|H
‘Pink Flo "-I.l London’. Bassist Roger Waters, dressed
trom head to toe in ||Hh|:liil|]'1| |;||.|x L]l]wuu[ a slow
rhythm with his foot, *L'=||1|I1}1lljﬁ tiny clouds of dust
around his chi-chi King's Road boots.

Pink Flovd are playing a new composition
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RICK WRIGHT

called Echoes. The -»[:-I:"llhl‘»f]'-Ll 24 minutes, |]l]||l;|l=1‘ from a lan-
LOrous |nlr|n;|lh Lion |1|. Tore -:|1=-|Hl1 II| 1'l|||' into a .J;LI:-|1]H|1H ol
hf:-cml-..u]-uu]1|-:fxHuh. As the kcml‘l_};ll-_l1||‘|'-l-:1lhn:]|h |1L:1§51|11|11g,,1.
overhead camera pans back to show a bird’s-eve view of these four
20th-century musicians transplanted amid the Roman ruins. As
pivotal moments in dramatic, grandiose

the hlm Pink Flovd At I’m*.||n-1i takes the biscuit,

"70s rock go, Echoes trom
Between 1968 and "70, the group had dehed the odds, AL‘.E:'tin;
commercial disaster to conjure four UK ']ilp 10 albums out of a
quixotic mix of art-house movie scorine, saucer-eved space rock
and semi-classic .1| |i|m-:L|:n [t was a ]:-1 r|-:|L| rifte w I’h identit Vi rlSes
and artistic confusion

A month after Pink Flovd’s Ic:m|n ii jaunt, Echoes emerged on
.|.l':u"x.'l.".'. an album de Hllrh:l Lo MM SEense of l| T '"-:-LJ]J 5 ]‘Jruh* 195
since they’d left the path of pop in early 1968. It would light their
way out of the underground and towards their mid-'70s status as
one of I!Ji:_l*:lt'ﬂ-wr”iIl:,l.tr.111ii.w in the world.

However, it would be wrong to suggest that the quartet’s route
was immediate |‘. I.I.".-:II or that 1]11. l:"'-.l"l'|l.]'||.|-:'|| crisis that had torced
Pink Flovd into the role of r 1|n]:-||n-l experiment: lists was insta 11||
disperse . ¢ ‘Quo vadis?” Pompeii’s ancient residents might reason-
ably have asked.

Where, exactly, did Pink Flovd think they were going?



Pink Floyd’s “wilderness
years” on record, by some of
MOJ0’s favourite musicians.

A Sauceriul Of
Secrets
(EMI, 1968)
' Phil Manzanera (Roxy Music
and beyond):"A Saucerful Of
d Secretsisanostalgicalbum for
me. InJanuary ‘68 turned 17,
% Iwasat boarding school,
= obsessed with The Beatles and
wantingto play inagroup. My older
brother knew David Gilmour from
Cambridge. He arranged for us to have
lunch with David to talk about how one
becomes a professional musician! David
was about to start recording A Saucerful Of
Secrets. | was soimpressed. Saucerful. ..
ticked all the boxes for me. It has songs like
See Saw and Remember A Day, which
show off how important Rick
Wright's musicality was to the
Pink Floyd sound. But you've
also gotthese anarchic
instrumental jams.|'d
beenturned on tothat
stuff by The Soft
Machine and Mothers
Of Invention, but Pink
Floyd weren't coming at
it from a jazzorclassical
angle. This was an
extension of those
psychedelic jams I'd seen
them do at UFO and Middle
Earth. It was very useful to me. My
little school band learned to play the riff
to Set The Controls For The Heart Of The
Sun and could jam on that for halfan hour.”

Soundtrack From
The Film More

(EMI, 19639)

Andy Duvall (from MOJO CD
stars Carlton Melton): "Hey
maaaan, your band should
cover The Nile Song!" my
friend Mike Lenert said to me
one Delaware afternoon. That
was it - my introduction to More. My band
was Zen Guerrilla, which also included
Carlton Melton's Rich Millman. That spring
of ‘93 Rich and | listened to Morereligiously.
The albumis extremely heavy, yetit floats.
On our first cross-country trip together we
found ourselves completely lostinits
haunting beauty. We were equally lostin
Glacier National Park, Montana. | will never
forget spiralling down a park road in Rich's
wvan while Cirrus Minor played. The tune
seemed tospiral down right along with us
to some unknown destination - asifthere
was no beginning orend to the song or our
journey. We returned home from thattrip,
wentinto the studio, and recorded The
Mile Song.|still feelit is the best studio
recording the band created. Thanks for
turning me on to such a wonderful sound-
track, Mike - without More, I'm not sure
there would have been a Carlton Melton.”

Ummagumma
{(Harvest, 1969)

Rhys Webb (The Horrors):
"Ummagummawas one of the
first albums | raided from my

' dad'srecord collection when
Iwas 15. He had A Nice Pairand
that one and | would always
skip to the track Grantchester Meadows
because it has that fantastic ability to
transport you to the place it was written
about. Atthattime | was obsessed with
making mixtapes and it would always be
the opening track on each one because it

HE ROAD TO MEDDLE BEGAN 45 YEARS AGO IN
Ladbroke

in the back of Pink
['.}rix'il'1g to that nig]‘ttkﬁ

west London’s Grove,

Floyd’s communal Bentlev.
'~§rmi|t.'m'~]-:|!.i'-n Liniversity show on January 26, 1968, 1.[']:‘}'
took the momentous decision not to ]-In 4 up frontman, 'flli—
tarist and s MW riter "ﬂ d Barre 1|u tace, the sound ‘1111] the
soul of Pink F loyd. By early 1967, Fle m] and Barrett had
eme t411.|| as the unofficial [JI"L[‘-J |1.l[|' lat L 1| O, the Tottenham
Court Road club that had become

beautiful 1}4_--.;_:]-_1]..-; LSD trippers, beat poets, artists and off-

v Mecca for London’s

n.hll'_-.' rock stars. Thev :i-i_?f.l'll.‘i.l to EMI. recorded their debut
The f‘“:'i"f.' At The Gates
-"'.|11{||r| Lavne and See } mily

.'I.“']LIJI'I:'I { :'f' Dawn, and scored two hit
’]m after which Pink

" and Barrett

singles,
i].m] Were no lunun an exclusive |~ cult a
loo Ll d like d pop star, By the end of 67 - L]LHL]”h his dec !lultu'
mental state , aggravate d || LSD use, had made I'Il[']ld]l-l!"ll.ll".

"-.1 «d had cease 1] to func TILHI * claimed Re wger Waters. “He was
our frie |1r| but most of the time we ".'Lﬂ['IT.L"fl Ir-*-l:lilla”h him."
In des sper ation, the band approac hed Barrett's friend
trom Cambr ulm David Gilmour, who had been -1I1"111“ and
playing guitar in a touring covers band, originally known as
_|-~|~..-.r- Wild. The group sj Slit up after a re sidency in France
left them penniless and Gilmour suftering from m: 1|Hl11l ition.

Now livi ing in | ondon, he'd taken a « l.u. |-:]‘| l]]]".lll r a van for

des |1|1| ar Ossie Clark’s ( Juorum |1||1|lu{m |1|-..-!|]I1U.] to tdrm

“But I had no hrm idea

* The offer

1|r;l||.|1 h:'l]l.li he told me in 2008.

f who I should be forming a band with. - to >

has that most amazing atmospheric
sound. It's sovery English:you're lying
downinthe grassand lookingupatthe
blue sky and hearing the bird call at the
beginning. It’s so very familiar and thereis
that real echo of Syd in the vocal, butit
doesn't sound contrived. Roger grew up
with Syd, played with Syd, of course he'd
be there in his music. He'd stepinto Syd’s
world and it sounds like it could have been
a B-side like The Scarecrow or Paintbox, if
there had been another Syd single.”

Atom Heart Mother
(Harwvest, 19/70)
= TimElsenburg(SweetBilly

_q Pilgrim): “It's the sound of
[ " aband reaching furtherthan
e theirtechnigue, orexperience,
or common sense would
- suggestwassensible.llovethe
title track: thatmalnhmn riff soundslike
asci-fi film theme, and they find different
ways to get back to the safety ofit—aguitar
direction, a spooky sound-collage - but it
halds together. Side two has a backwards-
looking, last days of summer feel - odd for
such young men - and my favourite of
those songsis Rick's Summer '68. It's truly
psychedelic, does so much in five or six
minutes, and pioneers that blend of his
and Gilmour's voices you hear lateron
Echoes. Roger's song If has perhaps the
bestline he ever wrote:'Ilf | were a good
man, | would understand the spaces
between friends." Whichis kind of ironic
given what happened within the band
later on. And the way Gilmour sings Fat Old
Sun, with that kind whisper, that's the best
singing on any Pink Floyd record. Overall,
it's like a journey: a journey that startsin
this intense, complicated way but unwinds
beautifully during side two. Sometimes
they don't seem sure of where they're
going, butllike that aboutit. 1t's like you're
witnessing the act of creation asitunfolds.”

Meddle

(Harvest, 1971)
4 "‘q Wayne Coyne (The Flaming
| Lips): “It’s 1975, I'min
Oklahoma City, whichis still
pretty much a nowhere-noth-
ing-fucking-happens-here
town. My younger brother and
| were at this desolate old theatre, to see
A Boy And His Dog, this campy, shitty,
disappointing sci-fi movie, and the next
mavie, the midnight show, happened to
be Pink Floyd's Live At Pompeii, which
featured lots of Meddle. You could smoke
pot in movietheatres backthen, and we
were blown away. | knew Floyd's mega-
popular stuff, but | didn’t know their story or
theiridentity, and seeing thisway of
presenting music didtomewhat [was
wanting music to do. ltreplaced '60s
flower-power psychedeliawith this Stanley
Kubrick version = more serious, deeper,
internal. The lyricsto Echoes were great to
contemplatewhile that heavy music was
playing. Meddle starts incredibly with One
Of These Days, thisweird, cool jam, but
they'd become songwriters too, they're not
justmaking soundscapes like on
Ummagumma. Everyone thinks they can
play Fearless when they start playing guitar,
but it's full of little complexities, subtle,
jazzy nuances you don'trealisewillhave an
effect onyouuntilyou hearmusic that
doesnt open things up. Andthe sequeinto
the football chant of You'll Never Walk
Alone, what the fuckisthat? It's notin the
same key orcadence, it's pure sound. It frees
you from the curse of being a songwriter, to
beabletosay, asongis whatever you sayit
is, and that's punkrock tome.”

As rold to Martin Aston, Mark Blake,

Danny Eccleston and Lois Wilson




“WHAT WERE WE GOING TO DO? ONCE
WE WERE IN A ROCK’'NROLL BAND WE
WEREN'T GOING TO STOP.” ROGER WATERS

= jnin Pink Flovd on a £30-a-week wage couldn’t have come at

a better time. Initially, the idea was that Gilmour and Barrett would
work together in a five-piece Floyd. But perpetually stoned, trip-
ping on acid or suffering the after-effects of both, Barrett refused to
play or looked batfled by his friend’s presence on-stage. The five-
piece managed a handf ul of gigs together.

In ﬂ[}rﬂ 1968, Hn}ﬂ co-managers Peter Jenner and Andrew
King announced that Barrett had left the group. Neither believed
Floyd would survive without their mercurial lead singer, and im-
mediately cut them loose, retaining Barrett and adding a similarly
doe-eyed young songwriter named Mare Bolan to their roster.

“Ry yger was always the * organisation’,” recalls Peter Jenner. “He
would be the one you went to for sor ting out practical issues. But
the idea that Roger was going to write the songs would have made
me collapse with laughter.” Instead, Floyd’s hnnkmg agent Bryan
Morrison picked up the beleaguered band and passed them on to
his employee, former pet food salesman Steve O'Rourke. He ended
up managing Pink Floyd until his death in 2003,

Meanwhile, the group sustained themselves on a combination of
naive self-belief and the gﬂﬂdwil] remaining from the previous
year’s hits. “By righln‘ we should have been forced to start all over
again,” admitted Nick Mason. “But somehow we had :-]ung on to
our particular rung within the music illEfLIHT.I‘}'. %

EVERTHELESS, THE BAND’S COMMITMENT TO THE

so-called ‘underground’ seemed more tenuous with Barrett

gone. The words ‘Pink Finks' had appeared scrawled on a
wall at UFO after Floyd ﬂignﬂ! to EMI. Now their alienation
seemed even more apparent. “H:_.—'tl was the really exciting one,” said
International Times’ Barry Miles, “the one that was most attuned
to the scene.” Not that the rest of Pink Floyd saw it that way.

“The ‘underground’ was a creative melting pot, but I don’t think
that Syd was particularly involved,” countered Mason. “But the
buzz of being involved with that scene was e normously helpful to us.
You supplied the music while people painted their fces or bathed
in a giant jelly.”

Aside from issues of counterculture credibility, the burning
question was: who would write the songs now Syd was gone? David
Gilmour’s talent as a guitarist was never in question (Jenner: “He
could do Syd better than Syd”). But Gilmour wasn't a songwriter
yet, Roger Waters had contributed little, while Rick Wright had
shown potential. Mindful of this, Jenner asked Wright to leave Pink
Floyd and team up with Barrett. Instead, he 5lmrt'c{ put, and wrote
I ]n:wd s next single, It Would Be So Nice. [twasa gauche attempt to
mimic Barrett’s style and failed to trouble the charts. “We could
never write like Syd,” Rick Wright told me in 1996. “We never had
the imagination to come out with the kind nlm]}'rit:.ﬂ he did.” Instead,
they were obliged to find a new sound vntin:l}'.

Assembling a follow-up album from Syd-era fragments aug-
mented by new material, Waters turned himself into a writer by
sheer effort of will. “I had no idea that I would write anything,” he
said. “I'd always been told at school that I was bloody hopeless at
everything. I took responsibility in the Floyd because nobody else
seemed to want to do it. What were we going to do? Once we were
in a rock'n’roll band we weren't going to stop.”

In place of Barrett’s childlike whimsy, Waters offered a bleaker
worldview, one fundamentally shaped by the loss of his father in

Vorld War II. Moreover, his writing had structure, as Gilmour dis-
covered when he walked into the studio and found him sketching
out A Saucerful f?fﬁ.‘i::f;n:r.';" war-themed title track as an architectural

¢ diagram, with dynamic peaks and troughs. The first section of the
L:— sOng related to the buﬂd—up to a contlict, the second was the con-

. : ; Canal dreams: Posing for
o Hict 1t:-_;1:||, and the third was a I'L*qull‘t‘n tor the dead. To achieve this Dutch rock mag Musiek

Express, Amsterdam, 1968.
“Somehow we had clung
on to our rung within the
music industry.”

> sound of conflict, Gilmour had to aim for what he called >
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lﬂ mor alhums revealing prog in flux at the turn nf7lh

Tomorrow

Tomorrow

(Parlophone, 1968)
Tomorrow'sdebut LP
came too late for the
Summer of Love stamp
of psychedelic

authenticity. Butits
timing was apt as they
were already looking towards progres-
sive rock. Featuring a pre-Yes Steve Howe,
this London four-piece were unusually
tight and restless, gearshifting through
sharp time changes and shifts of mood,
even on such apparently generic psych
fare as Auntie Mary's Dress Shop. MBa

Jdethro Tull

Stand Up
{Island, 1969)

Emerging on the back of

R E?" the 1968 blues boom,
i ‘m Tull were also partial to
:&ﬁ o o jazz, asheardinlan
L}-‘_'b..#ég:: - Anderson's flutey
ANy flourishes and a Roland
Kirk cover on debut LP This Was. By
comparison, chart-topping follow-up
Stand Up was kaleidoscopic, withnods
towards classical (Bourée), folk (Fat Man),
hard rock (A New Day Yesterday), even

proto-Hotel California rock balladry (We
Used To Know). MP

The Nice
Five Bridges Suite
({Charisma, 1970)

The Nice weren'tthe
m only band to decide that

the musical future might

s oW have strings attached

a (Deep Purple, Moody

Blues...) but Keith
Emerson’s celebration of Newcastle, with
symphony orchestra and jazz horns, is
the most convincing rock-classical
mash-up. His orchestral writing is basic
and Lee Jackson isn't much of a singer
butthe band's energy and a smart riff

push this monster over the finishing line
with somestyle. JB

Soit Machine

Third
(CBS, 1970)

CEd The brown-wrap sleeve
effect said it all:
progressive rock would
be about music, not
personality. Gone, too,
was the psychedelic
silliness of the first two albums, replaced
by a quartet of side-long epics. Slightly
AllThe Time and Out-Bloody-Rageous
pioneered the jazz-rock love-in, while the
hair-raising Facelift nudged into Zappa
territory. Most remarkable was Robert
Wyatt's Moon In June, a prog-pop
masterpiece. MP

Ring Crimson
Lizard
(Island, 1970)

If prog was going to be
“the classical music of
the future”, as zealots

B claimed, then Crimson’s
=8 third album was surely
Exhibit A. Few opuses
have had so many fine musicians - rock,
jazz, classical —and so many baroque
lyrics and sheer thought flung at them,
But all this self-conscious complexity
rarely gelled. It took guitarist Robert
Fripp twoyears to get the Crimson
project back on track. JB

Van Der Graaf

Generator

The Least We Can Do Is Wave
To Each Other

{Charisma, 1970)

R Even on 1968's The
Aerosol Grey Machine -
il
R ostensibly a Peter
Harmmill solo album
-Van Der Graaf had
something of the night
about them. On their first album proper,
lengthy songs like White Hammer
showcased the dark alchemy of David
Jackson's skronking sax — part Stax soul,
partfree jazz - and the malevolent gothic
crunch of Hugh Banton's ergan lines,

a unique combination. MBa

Hawkwind

In Search Of Space
ft.l'mt-E'dﬂ.rnsrs, 1971)

After a trippily

directionless debut, the
, " | Ladbroke Grove stoners

hittheirstride by

reigniting early Floyd's
| thirstforinterstellar
Ir’ﬂpm'n.-'ﬁatlﬂn with hard-rock fuel. The
resulting fusion of idiot dance groove
(You Shouldn't Do That), cosmic balladry
(We Took The Wrong Step Years Ago) and
sci-fi gimmickry (Adjust Me) was
tailor-made for speed guzzling freaks
raised on guitars and Doctor Who. MP

Yes
The Yes Album
(Atlantic, 1971)

" r W

around Beatles songs.
= | But The Yes Album’s mix
ofall- ﬂrlglnal intricately structured
material and dazzling playing showed
thatin progressive rock there were to be
norules on how far you could extend
songform. It was knowing when to stop
that would become the difficult bit, both
for Yes and for others. MBa

- ® | On theirfirst two albums,
S LUNE® | Yesdabbledinorchestral
- = | settings and elongated
- ™ | instrumental jams

- [

- L

.

Revin Ayers
Whatevershebringswesing
(Harvest, 1971)

No other songwriter on
the underground scene
had a gift for pop melody
like the former Soft
Machine bassist, who
e, ~ sang his skewed nursery
rhymesin a languorous baritone. Butit
was the company he keptthat made this
LP such a compelling mix of sweet and
strange. Avant-classical composer David
Bedford's spiky tones offset the liquid
guitar of teen prodigy Mike Oldfield. JB

Caravan

In The Land Of Grey And Pink
(Deram, 1971)

Caravan started out in
1968 as a post-psyche-
delic pop group, but
soon began expanding
theirinstrumental and
compaositional horizons,
By this their third album, their whimsical,
stoned humour and sunny disposition
brimmed over on Golf Girl, while the
side-long suite Nine Feet Underground,
with Dave Sinclair’s jazzy, reedy organto
the fore, epitomised the Canterbury
Scene subdivision of prog. MBa

ot h‘”’,‘alill‘:iﬁi."d noise”. “Most of the time guitar was ]'- ing
i.'lr..' told M( O’s Phil Sutcliffe. “So

I unscrewed one of the || s from a mikest; 1|'|l.l1 ..1|u.| |l| 31

on the studio floor,”

whizzed it up and down the neck — not very subthy.”

Itwasar l'-.‘]'-'ﬂ'”'" ure tor Gilmour, a I'|'|1.|=.i-:.'i..‘;i'| '-."L'!I"I[}:‘] spent the
past few years performing pop covers. But Pink Floyd’s newest
member was still findin '|"| teet. “In one of the hrst rehearsals
we did, Roger got so unbearabl ¥ ~1-;1.|1|| that | -1|n'r|iuv.l out of
“I was just
o HH"TH be a part« -I \ '| L was "ll]n'rrr]t— [ was |1Ll‘ Inga bit of

|1ii|nftl*.. a bit of Svd. I don 1||ml- the ]:1|L~]]thi|-u| ideas

1|11 lr.|n 1r-..1| room for a |1u| TS, I:Il e allu]

about what I should do or how I should do it.”

SAUCERFUL OF SECRETS WAS RELEASED IN JUNE
1968. It mixed charming psych-pop, such as Wright's
Remember A Day, with the improvisational title track

and H'IiHi].t!'l:-.' free-torm Set The Controls For The Heart Of

The Sun, the title discovered in l.]]'u;l-._‘-r::_irf'n.,1ni1 .3!_1t|1+'|1' Michael

Moorcock’s futuristic novel The Fireclown. Realis ng that
thev couldn’t create another See E t‘ult-. Plav, F Erm] had hLLL T
d :i]ﬂq 'Tent ]-‘llll — OINe 1|| at was neither "-u +| lite or a ||.1-1|-. he
of ( |.1]:-l:4..|11 or Hendrix. “A Saucerful Of Secrets he Iped us sort
out a direction.” said Mason at the time. “We’re not compet-
:ITI“ h:| u]|- y Can || |_|1L 1]|r 1|.u1r tpTr st. [t's ac L|:|:[“1.. ﬂh.nur h:ui—
I]I"‘ that vou can prove IL.I the most e '~1|.u|r=.i|t1 iy '~IHI1H.] from
d |1IquH| l‘r SCratc h]H around ]11~|hL it.”

The album me .111|L red to Number 9, n]'|l:.,' three [_'l].,‘||;_'r._"~.
below Pi per . It seemed that, even with their source of sin-
|1|¢ s gone, Pink Flovd could sell albums. EMI still had reserva-
tions. “Their 1111|1u]n was, ‘Yes, that's verv nice, but now you
have to get back to ]'|‘J.'||-'|t‘J'T proper rece yrds’.” recalled Waters.
But the group were :[u ady inve stigating further alterna-
'. That summer, Waters told 1"h]nfl '
Maker that Flovd had 1[:]1|:lLll for a £5,000 arts council grant
to stage a live pI roduction of a new piece, which he compare (]

to ]ln.mh.! g The lliad. Meanwhile, there was him work: an

tives to proper rec “ord

abstract soundtrack for The Committee, a surreal-noir drama
starring Manfred Mann singer Paul Jones, and an offer from
Franco-Swiss director ]HII"EL Schroeder to score his vouth
culture-ins pire d, drugs-and- nmhr Hick, More. In a hectic
nine d; ys at Pye ‘whulhn in London’s West End. Waters com-
pose ol !1 e ol 1]|: soundtrack’s 12 song ~'~lt|'f] -hande .,||.~,_ 1 was
sitting at the side of the studio writing |-.m while we were

]H. 'ec :I”l |.|

For a band later renowned tor wast ing davs at Abbev Road

]."I.IH]]H._'I down the bac L-.]Il[-_'llllll. ks,

nibbling at hali-formed ideas, this was fast work. The results




The ether: valine, ~:L111nrlw{Fi]— -
Waters and Wr |trhl]
LTI ilrl!lll I:-}ll "'h\. crets.

it the UK [op 10.

were i]'l]}}l'l.'hhi‘. e.
mour (still sharing lead vocals
had a focus absent from muct

Better still, Flovd’s More soundtra

IVE. FLOYD TROD THI
and |ﬂ.1_~u.~a| fundraisers |
and the L'am:ll-n Frin

\LLEGE CIRCUIT
li:i.lws_[rm Arts Lab
i, their increas-
111L=l1-. unconvention: | approa ntinuing to curry
favour with A hlimn coated ‘| < .
“Flowed WETE VET'y II1|1:1-.. verv druggy,”
remembers UFO rem
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HIRECLOWN

by MICHAE] MOORCOCHK

Coon, “but VETY "W hite rock’

But the qh';l't'l' to which | 1 and
the um]rr;ru-um| were attuned was still
moot. Wright and Gilmour smoked
weed, but Waters and Mason prel rred
Scotch, and Waters had swor [ SD
after his second trip in New York in
1968 found him “stuck halfway across
|.]'-=']'I'I|i Avenue while trying to buy
a mnuhxu h and a bottle of milk. .. fro-

+en and unable to move,”
In July 1969 the BBC asked |
cast 1.r]t:[.lﬂn‘ ol the .-1.|‘Jrr||n | | moon

'ink Flovd to play live as they broad-
'.=..'|c]in_51. The aroup utilised
material from The Man, one of two compaositions 1|u*:."ﬂ.] been
unrl;incsun Him'-: l'lL'IIIH'-; ".ruh'. Both marked Pink ]"|H*u.tl"*~ -Illa.'Lll‘L_‘,LH'.ﬂ
h story :le a c|.‘n in the lite -:]l
Work, Play, Start Again..

Apr i, the band sawe d Wi lui|
“Work”

3 . 5 e
Aswell as growing in con-

“The ."..L'm nm| [ |14. ]mlr ney was t
Everyman,” Waters explained. “Sleep,
At a concert at the Roy al Festival Hall in
and hammered nails on-stage to dramatise the theme, be-
tore |‘Il']|1; served tea h}' their road crew.
fidence as a writer, Waters wanted to make Floyd gigs an event. "It
was all part of Roger 's desire to make a |1| Ioer a|11m " said Wright.

Neither The Man or The Journey we re deemed suitable when
]']cr_n| next prepare ] to make an .Ll|u1|n, in January 1969.° ‘Ever y-
body assembled on the first day at .-1'.|1|1:;}' Road,”

Peter Mew. “[Producer| Norman Smith asked,

recalls engineer
‘Have you got any

songs?’ lo which thev J'L'[1|in], ‘No,"™

Floyd live in Copenhagen, November

1970, circa Atom Heart Mother; (below)
Michael Moorcock’s The Fireclown,
source of the title Set The Controls For
The Heart Of The Sun; (bottom) dodgy

Syd-lite single, Point Me At The Sky.

PETER JENNER

1% It was decided that each band member would have a
quarter of the album each to pilnl a separate song, but
not evervone was sold on the idea. “I1 r.x]:nrt"h't‘ln. ed ab-

ject terror,” admitted Gilmour. “We didn't know what
the |ILII'.'}~1 t'[.w T =i| T

to write Ivrics for him, but the bassist refused. In the

In 1iL"-1'|"Hl_‘1'._'!|:|_ihl‘1, he begged Waters

end, Gilmour tashioned part of The ]nurm‘}' into The
MNarrow ‘n"l.';.:-.; one ol the more imilin; of the finished
album’s five solo tracks.

Ummagumma (a ui;mcl term for sex coined bya F Im (]
roadie/familiar nicknamed E mo) appeared in Novem-
ber '69 — a double album containing two sides of live
material. But to hear the band thunde: ring through their
UFO signature tune Interstellar Overdrive, next to "n"mh rs
musique concréte-meets-BBC Radiophonic Works |'IIJ[]'L\|IL ri-
ment, Several H|n cies Of Small Furr v Animals Gathered To-
ge ther In A Cave And {]r.m-.,mn W 1l|1. A Pict, illustrated how
mmh Pink Flovd had r.]'|;||1511‘{] in just over 12 months — and
not entire |1. for the better.

“Sai mu’u had pointed the way ahead, and we
Hllll.l‘l::'l.lw]". Emu{] the s signposts and headed off ma Lln"
'[-'rn']'].'f.';]:'l.jl.nf.lf.ll-.u, said Mason. “It proves that we did better when

evervone worked lngq'thl.*l' rather than as an individuals.”

LOYD'S AUDIENCE, HOWEVER, SEEMED HAPPY
-.*n-:m;h. f-".'u.rma‘_alrlmum.' reached Number 3, !11.!-|~Lin;~j it the
grnup'rz hi__t;hl':-:l c'imniu_ﬂ album so far — a boost for EMI's new
Harvest i]'l‘:[}I'iHL which was ]11-':11_5__1 }11'1[']1:13 as ‘the home HI-]H'{ ITes-
sive music’. On a roster that included |]'-"-.'l:'|'|1.'l|l"|i".' tolkies East Of
Pink

1 ]IJ".':.l. ]L'fj [ll‘. j]l._ l‘i! ol IZ'I-]'I]". mn terms ol |][H|l|l. .'ll'l'il fl]t i |‘|th -.‘-ll'ﬁl.’:l ‘--I']l.l['llil

Eden and counterculture heavies E :lnm ]‘HHIIL']HL:I'I ]‘Lmr.l

' heir status as 1]]; ||'_|1_I._I|I|I.,|._1_'II..'|.|:H house rock'n’roll band was un-
derlined when Blow-Up director _"'niil.'hrlaﬂf:lviu Antonioni hired
them to write the music for Zabriskie Point, his formless L*1I|=Jg}' to
sexy student radicals confronting The Man. But the work ethic that
had borne fruit on the More |":II';JjL‘I'.5. was abandoned. Instead, the
band checked into an up-nmrkt'! hotel in Rome and |]]'{IL'L'L‘I|IH.] to

work their way through the wine list on Antonioni’s dollar. Harder 2

to |'-'IL'.1'-1:‘ than Barbet Schroeder, the Italian included only three ot =

Flovd's 1_4]31][}:::~Lili-;3r'|r~' on the soundtrack. —

i

i1




Floyd’s sacked frontman
comes to terms with solo
status, soup, 1968-71.

January 20, 1968

Syd Barrett plays his final gig with
Pink Floyd at Hastings' Pavilion

Ballroom.
March 16, 1968

Barrett turns up uninvited at Pink
Floyd's gig at Middle Earth in Covent
Garden, "Syd stood infront of the
stage and stared at me all night long.
Horrible!” recalled David Gilmour.

May 6, 1968

Syd makes hissolo
recording debut

at Abbey Road.
Further sessions
take place during the
| month before being
abandoned. "It was all
abltﬂFaFHEES says manager/
producer Peter Jenner (above).

Apri[ 10, 1969

‘1 Barrett starts recording
again at Abbey Road.
Peter Jlenner refuses

¥ toproduceandis

4 replaced by EMI's

PP Harvestlabel manager

= 7 Malcolm Jones (left).

June 12, 1969

At EMI's request, Roger Waters and
David Gilmour join Barrett at Abbey
Road to try and salvage his new
material. Gilmour: "Syd was in

a very poor state.”

July 15, 1969

Barrett unexpectedly joins friends
on holiday in Ibiza. He arrives at

the airportcarrying two bags:

one stuffed with unwashed clothes,
the other with £5,000in banknotes.

J}Il}? 20, 1969

Syd watches TV coverage of the
moon landings, soundtracked by
Pink Floyd, at his flatin Earls Court,
“Syd never said aword,” recalls friend
Susan Kingsford. “But we all thought
the moon landings were a conspiracy
by the Americans.”

November 14, 1969

Barrett releases his debutsingle,
Octopus.

January 3, 1970

.| Syd EdrlEH sdebut
album, The Madcap
Laughs, is inally

= released in the UK
and charts at
e Number 40.

January 12,
1970

Barrett plays guitaron
the ex-Soft Machine
frontman Kevin Ayers'
solosingle, Singing
ASonginThe Morning.

February 24, 1970

r Syd record 5 a session
i forDJJohn Peel's

| Top Gear BBC radio

' show. The session’s

1 producers have to

r"'/“ communicate with Syd

0 via David Gilmour,

FLb: uar} 26, 1970

Barrett starts work
on his second album,
Barrett, at Abbey
Road,

with David Gilmour
producing.

March 25, 1970

Syd turns up at Abbey Road’s Studio 2
where Fink Floyd are recording Atom
Heart Mother, "He spun outagain

as quickly as he spunin,” recalls

AHM co-writer Ron Geesin.

June 6, 1970

Barrett performs five songs at the
Extravaganza ‘70, Music & Fashion
Festival, Kensington Olympia. His
band features David Gilmour playing
bass, and Jerry Shirley on drums.

October 1, 1970

Barrett, now living
back at his family
hoemein Cambridge,
F getsengagedto
‘ﬁ' girlfriend Gayla
Pinion (left). During
- anengagement
dinner he throwsa
b bowl of soup at his
L] - fiancée, before going
to the bath- room and cutting off
his long hair.

November 14, 1970

Barrettis released in the UK, but fails
tochart. “Syd Barrettis capable of
much greater things than this,”
complains Disc & Music Echo.

DE{ ﬂnbe: 25 1971

Syd Earrett 5
final press
interview with
photographer/
i writer Mick

Rockis
publishedin
Rolling St-:rne ‘Ildon'tthink I'm easy
totalkabout,” he tells Rock. “I've got
averyirregular head.”

Syd Barrett
photographed
for Melody Maker
in March 1971:
“I've got a very
irregular head.”
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<< “You'd ¢ |mr:|-'- whatever was wrong and he'd still be 1|r1]|‘|r~|1~ 2
recalled Waters. “Itw
Meanwhile,

vas hell.”

with their bank accounts ]nmkin v healthier since the
success of [Umm dguminga, P ]Il- F l-IIHJ h 1l.| i‘.ltt '] & ]l:.-";'-.l" cle A]]ILH their
debts from the ]L nner/King era ..||‘|t|. making monevy, _"-;LL.::.;. and
vvaters I'I-.'{l'l wed their childho ||'| ~:'-.";'1'|,=1|1-=';|_|‘1'=' | i|'.r|1 [{{luq A ._'u][l Jl:u'l"'
Irim, and bought townhouses in Camden and 1 ]1|:-'h|:| respectively.
'.1"|J] -]1L had nmrJJt-[ !null erm "HHIIL"'IHj ]I:I]J-.TH L:.1|: and had |I!~L
become a father, Only i;]]lu- yur was still e njoying a ro |- star-about-
town lifestvle, His E |1| Court ||.L-l overlooked Syd Barrett’s flat, and
featured a handy grass verge beneath the bal Ony, ‘|]|u1..1.1[|-|.1 soft land-
111” for Iy hu'-lm ouest -..im I 1| 1t accidentally 1u|||:.-]| over while out
IP[ IJI" ‘1T IH]]U] ol 1"-'|.;II:l]I AX. HOOn, 1|l{|'| |t f|||r|11|l|| "'--.:I:lJ | move ot
to the country, pu |'n.'f1=‘::~:|1|-:._1_.1 farmhouse in Rovds n, Essex, where he
would later live with his American .Ti]~]j'|-'" nd, -i';in“r 'r Hasenbein.

Are I=L:|].|.! at Rick 1|I.1|LE|'TE|1 5 ];‘n swater dinner parties was Scottish
poct ~1I1|4.] Jazz musician ]'U-I Geesin. Geesin had seen Pink F !md at
UFO, but had never been i mpre ssed by what he calls “their astral
'n.';m'u.ilfl'ir:g&;". He was E'll'a!:-|.1_'-. to }'u.;m;._{_m_] t with them now, however,
]‘I:"-l"'”i".'f{ to jazz and a |'_g_1|i:'|;':f about [-'.r-::lilin. 5, albeit with one caveat:
“Whenever any pot *il'l'llli-i.ii'l:,'_._{ started, | .~.1.-'1_~.'1'|:| out of it. I was a pint-
of-beer man.”

With Waters, Geesin co-wrote
the soundtrack to TV director Roy =
E%Jttt'l'ﬁl'n_‘-.'".-:. eccentric IZ|1:|[_'I.JII'|:_"|‘|'[L‘||'-'-.' :
introduction to human biole Ty - The
"HHI. df‘lll SO0 -|'1]14. (] '||[r I:u |'1L |E:
out on Pink H:ME s next album.,
Atom Heart Mother. “Pink F |-Ih1.| =
were all essenti: 1]]-. very nice }un
— sensitive, well e duc ated and con- >
siderate,” Geesin told me in 2006. :

“But by the time 1 appeare ', the Y ¢
had L||-.H hit creative e xhaustion.
T il:.'_‘_-. needed an outside view.”

Among the Zabriskie Point left- -
OVErs was a guitar theme that would 2
become 1|'|1'-1'.-‘11.':E_\.':~'.1 for a 20-minute

:_'Hl'l'l|'.|i::~i1'u__||1 |:n]'n::-1~'i~;i|::r'|._'|||\,' titled '_-'

The Amazing Pudding — to which &



Y -
.'q b Gilmour cuddles his
- axe, backstage at Ahoy,
™ . Rotterdam, April 3,1971;
'1 = 1 {left, top) the Warhol
wallpaper that inspired
- Storm Thorgerson's Atom
‘ Heart Mother sleeve;
(left, bottom) Ron Geesin.
- Underpants not pictured.
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“PINK FLOYD WERE ALL ESSENTIALLY
VERY NICE, SENSITIVE BOYS. BUT THEY HAD
ALSO HIT CREATIVE EXHAUSTION.” RON GEESIN

Geesin would write a score for brass musicians and a choir. First,
Waters and Mason were tasked with f'-’.‘-.'l]]"l]-lﬂ.g the hﬂcking track.
Unfortunately, EMI had imposed a new rule rationing tape at Abbey
Road meaning the rhythm section were restricted to one erratic
take before disappearing on a US tour

“They handed me this track and left me to get on with it,” says
Geesin. “I sat in my studio stripped to my L:]‘ult'l'[}ﬂntﬁ in the unbe-
lievably hot summer of 1970 and wrote out a score for a choir and
brass players. It was incrediblv hard work.”

But the backing track’s wavering tempo and Geesin’s inexperi-
ence as a conductor led to problems as soon as he and the band re-
convened at ,-"thu}' Road with EMI's top session E)]m ers. “*One horn
player was especially mouthy,” Geesin recalls, When the Scot
threatened to punch the recalcitrant musician “they had me re-
moved”. The more emollient conductor ]::hn Aldiss ]‘r!‘jlﬂn‘{l him,
and the Flovd’s new suite was completed without fisticuffs.

The six—imrt piece, destined to become Atom Heart Mother's title
track, fused brass, strings and a choir with some distinctively sleepy
guitaraml organ fills. The album’s second half comprised four indi-
vidual songs, mcludmu Gilmour’s melodious Fat Old Sun, and con-
cluded with the comic cal Alan’s Psvchedelic Breakfast, which incor-

porated the sound of sizzling bacon, crackling cereal and mumbling
roadie Alan Styles reproduced in rious 1{'1::1;]1'n|:b]mnir Fat Old

-

Sun would be a turning point for David Gilmour. A year on from The
Narrow Way, his confidence as a writer had ___rrm n l[‘.l'l'['l'l!!‘-i'lhl]]’:‘l}“.ll:u. ]
still think it’s a fantastic song,” he said of a tune he still rolls out at
solo shows. “It felt like I was giving s thing properly of myself.”

So certain was Gilmour of what he wan hat he, not Mason, plm ed

drums on the song. The dy r'-:-"'iﬁ .f.u group was changing.
“My report Lar{] for Aton ther would be: g{‘md idea,
could try harder,” said the drummer. Waters would later condemn
the whole album as “horrible”, vet it presaged the future with the
ambition and seriousness of Side 1 and the accessible melancholy of

Side 2's pithier songs. And if the music was variable, there was still

the sleeve to enjoy. According to Floyd art director Storm Thorger-
son, design company Hipgnosis had chosen an image “as uncosmic
as we could find”. Inspired by Andy Warhol’s bovine -themed wall-
paper, they'd stuck a photo of a cow on the cover. To EMI’s horror,
they insisted that the i image remained free of any wording, even the
band’s name. Objections were forgotten w hen Atom Heart Mother
— “Pink Floyd’s most human LE" auun!mg to Sounds magazine —
went to Number 1 in October 1970.

Within the group it seemed like a hollow victory. Roger Waters
was soon te ]]ing interviewers that he was “bored with most of the
stuff we play”™ — shortly to become a familiar mantra. And when
French chor !.*(:IEI‘:'II‘!}H‘]‘ Roland Petit asked Floyd to uuu‘[}:m the
score for a ballet based on Marcel Proust’s epic novel A La Re-

cherche Du Temps Perdu, they jumped at the chance, although the
project never came to fruition. But the art-house movie scores, the
ballets and the experimentation couldn’t hide the fact that Flovd's
greatest strer wth was now more conventional SONZWT tlm-& The clas-
sically trained W right may have listened to Stoc khausen, but F loyd
were also Beatles and I".h.l:m fans, whose guitarist/voc alist used to
sing Sam & Dave and 4 Seasons covers.

Unlike their friendly rivals at UFO, the wiltully experimental
Soft Machine, Floyd’s approach to experimentation came from
rock, not jazz or the European avant-garde, and had been partly
dictated by their inability to write pop songs. Three years on, that
had all changed. “In a few months you will probably be hearing an
entirely different side to the group,” forewarne »dl Gilmour in Melody
Maker. “Atom Heart Mother was the beginning of an end.”

N JANUARY 1971, PINK FLOYD BEGAN WORK ON WHAT

would become Meddle in Abbey Road, later moving to George

Martin’s Air Studios. For the first time, the band were producing
themselves, without any input from Norman Smith, and the early
indications were inauspicious.

“They spent days and days working on what people now call >
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a b‘\ Adrian Hahe

g

introduced Meddle to the world

with his groundbreaking concert

film, Pink Floyd: Live At Pompeii.

But if he hadn’t lost his passport,
it might never have happened.

‘Anyone been to Pompeii? lwant to
“ know if | can wanderaround the

amphitheatre where Pink Floyd
played?’ was a question recently posted on
the Net. Interestingly, it would seem that some
people visit the historical site, not for the ruins,
but to see the place where Pink Floyd played,
and | filmed them, in 1971.

By 19701'd had the idea that concertfilms
with audiences jumping around were
becoming a cliché. Woodstock was the best or
worst example, depending on your point of
view. Pink Floyd: Live At Pompeii was
conceived as an anti-Woodstock film, where
there would be zero audience, except for
cameramen, their assistants and one script
girl. 't would make visible everything that is
normally kept hidden. And Pompeii was an
integral part of the film. The amphitheatre, the
streets, the ruined temples and mosaics play

arolethatisdirectly linked to Pink Floyd's music.

During the summer holidays of 1971 | was
munching sandwiches at lunchtime with mi.r
girlfriend on the stone seats of the
amphitheatre in Pompeii. When
I realised in the early evening that
| had lost my passport, |
persuaded the guards at the

;ff@ .

entrance tolet me backin. It must have been
nearly 8pm, and the light was dying fast. Bats
were flitting around and you could hear
millions of insect noises reverberating from
one wall to the other. Instinctively | knew that
this was the place for the film. | returned to the
hotel and wrote a letter to [Pink Floyd
manager] Steve O'Rourke in London. Pompeii,
Isuggested, had everything for a concert film.
It would be unprecedented fora rock group to
choose this historical site destroyed by the
eruption of Vesuvius in 79AD.

Pink Floyd agreed, but problems played
havoc with our planned six-day schedule. On
day one, we could not get the electricity to
work. It would come on for a minute and then
go dead. On day two, the same thing, in spite
of help from the Italian electricity board.

Since we couldn’t film anything in the
amphitheatre we went to Pozzuoli and nearby
Solfatara to try and film the Floyd walking
round the pools of bubbling mud. But alas, this
was the first Sunday in October, the day of the
procession of the Madonna, the Blessed Virgin
of the Rosary, between the Cathedral of
Pompeii and the Piazza Garibaldiin Naples.
Thousands of pilgrims block the streets
leading to Naples. So Pink Floyd and the
camera crew just satin their car and waited for
three hours.

| began to think that the film had been
cursed and that we would never be able to
shoot anything. But we stuck it out
and finally arrived at Solfatara and
managed to get some images.
Upon our return to the

amphitheatre we finally
heard some good news:
the electricity was working!
Along cable had been
connected from the
Cathedral of Pompeii to the
amphitheatre.

* i \

j

i ol T

But on the evening before the'shoot was
finally due to begin, Steve O'Rourke came to
see me with a vinyl demo of Meddle on which,
for the first time, | heard Echoes. “That's what
we wantto do,” he said. | pointed out that all
my detailed script work and timings had been
planned for their earlier pieces, and that it
would be impossible to redo everything the
night before the first day of shooting.

Aftera certain amount of discussion we
agreed that we would film Echoes first and
thendo at least two older Pink Floyd numbers.
I borrowed a portable plastic gramophone
from the hotel concierge and worked all night
with a stopwatch, aruler and an exercise book,
trying to calculate the camera positions and
movements.

The film was shot in 35mm on four cameras,
and the recording was done on an 8-track
machine. After each shot, the band would stop
playing and listen. | distinctly remember
seeing them huddled around the recorder
checking very carefully what they had just
played. If they found mistakes then they would
doitagain until they were satisfied.

But, above all, there was the problem of
expensive 35mm film. It was clear that we
would never finish the shoot with the stock we
had, so | came up with the idea of leaving gaps
in the film that could be filled in when the band
came to Paris laterin the year.

This second shoot at the Studios de
Boulogne went surprisingly smoothly, and we
filmed three additional numbers: Careful With
That Axe Eugene, Set The Controls For The
Heart Of The Sun and Mademoiselle Nobs [a
reworked version of Meddle's Seamus]. While
in Paris, the group visited the Europa-Sonor
Wagram studio, and spent the day improving
what had already been recorded and eating
oysters. Fortunately | had brought with me
a 16mm camera, some film and a cameraman.
The laughter, the cutting remarks and the jokes
about oysters somehow summed up the Floyd
as they were at the end of 1971.

One year later, | timidly asked Roger Waters
about doing a third shoot. He replied, “I will
think about it. | must ask the others, of course.”
Two months later, | got a call: “Come over to
Abbey Road next week. One cameraonlyand
no interference with the recording.”

Itturned out that | had been asked to film
the band making The Dark Side Of The Moon.

Good luck, | suppose. But as Pasteur

once remarked: "Chance favours those
who are well prepared” - orwords to
that effect.

Up Pompeii! Floyd =
unleash the Gong [
show as (top, left)
Adrian Maben and
' David Gilmour P
check the timings, g
- October 1971.







