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            We shall not cease from exploration

And the end of all our exploring

Will be to arrive where we started

And know the place for the first time.

            T.S. Eliot ‘Four Quartets’
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        Introduction
      

         

         The first Syd Barrett song I can ever remember hearing was ‘Astronomy Domine’. It was in 1974 and my friend Alan had just bought the ‘A Nice Pair’ reissue of the first two Pink Floyd LPs. He turned up at my house that same afternoon, waved the album under my nose, and insisted that I played it straight away in order to hear the amazing music on ‘The Piper at the Gates of Dawn’, the Pink Floyd’s 1967 debut LP. This was all unexplored territory for me, and I bowed to his greater wisdom and experience when he insisted that in order to best appreciate the fab stereo effects we had to rearrange my parent’s living room and hi-fi so that we could sit on the floor between the loudspeakers (sorry Mum and Dad!). As I set the stylus in the groove I wasn’t at all sure what to expect – but from those opening beeps and crackles I’ve been hooked ever since to the music of Pink Floyd and, more particularly, the man that got left behind in the rush - Syd Barrett.

         Much has been written about the ups and downs of Syd Barrett’s personal life - from his glory days with the Pink Floyd, through his short solo career, and on to his subsequent withdrawal from the music business and much of life in general. It is a sad tale in many ways, but during his short creative spell Syd Barrett composed some great music, and it’s the story behind the recording of that music that this book is concerned with.

         Like many commentators in recent years I wasn’t there at the time. I have tried to leave it to the people who were around to relate events as they remember them.

         This to me is the important stuff - Syd Barrett’s music, and how it was created.

         David Parker 

Norfolk, England

December 2000

         A Note: This book is based on a series of articles originally written for ‘Chapter 24’, a fanzine devoted to the music of Syd Barrett produced by John Kelly and myself in the 1990’s. ‘Chapter 24’ had a somewhat light-hearted and occasionally irreverent approach to its subject, and I have taken this opportunity to rewrite the text to reflect the more sober and thoughtful manner typical of the book reading public…
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        A Brief History Lesson
      

         

         For the main part of the text I have assumed that anyone interested enough to be reading this book has some familiarity with the story of Syd Barrett. For those who may need a bit of help, a brief précis of the story runs something like the following. For more detailed accounts I heartily recommend the biographies I have mentioned in the appendix.

         
            Born Roger Keith Barrett on 6th January 1946, Syd grew up in and around the city of Cambridge. He was interested in music, writing and painting, and by the mid-1960s he had been a member of a number of amateur R&B groups based around the Cambridge area. By 1966 various members of these groups had coalesced into a single group calling itself variously ‘The Pink Floyd Sound’, ‘The Pink Floyd’ or just plain old ‘Pink Floyd’. Sometime around early 1966 the group began moving away from its R&B roots and towards a more improvised style of playing. Although initially playing blues numbers with strange improvised sections in the middle, they gradually developed a unique improvised style of their own.

            Managers Peter Jenner and Andrew King discovered the band around mid-1966, and by the end of the same year the Pink Floyd were rapidly developing into a sought-after act on the newly emerging ‘underground’ music circuit. EMI snapped the group up, and their first single ‘Arnold Layne’ gained a respectable amount of airplay and made it into the lower reaches of the singles chart. By this point in time they had ditched the cover versions and were playing all original material, 90% of which was written by Syd Barrett. A second single ‘See Emily Play’ followed, which made it into the top 5 of the charts, and suddenly the band found themselves catapulted onto the ‘pop’ circuit where their loose improvised style brought them into conflict with audiences who were expecting to hear the big ‘hit’ single and a selection of ‘standards’. A successful LP ‘The Piper at the Gates of Dawn’ followed, but the pressure to produce ‘hit’ songs, coupled with a somewhat psychedelic lifestyle, began to take its toll on Syd Barrett.

            By late 1967 the other members of Pink Floyd were finding Syd Barrett difficult to work with. His song-writing, essential to the group’s fortunes by this point, began to dry up, and his performances on stage became increasingly erratic. The problems came to a head during a disastrous tour of the USA in November 1967 during which Syd refused to mime for TV broadcasts and would often spend an entire performance de-tuning his guitar strings or standing mute staring at the audience whilst the other members of the band tried to cover for him.

            Refusing to continue in such a manner the other members of Pink Floyd called in David Gilmour, an old Cambridge friend, to take over the guitar playing duties from Syd in December 1967. The group played a handful of gigs as a five piece in January 1968, but even this arrangement did not work out, and Syd Barrett left the Pink Floyd around February 1968, his departure being officially announced in April of that year.

            Syd Barrett began solo recording sessions at EMI’s Abbey Road studios in May 1968 with Peter Jenner producing. These failed to produce any ivreleasable material and Syd appears to have given up with music for the rest of that year.

            In 1969 Syd approached EMI about recording again, and a series of sessions produced initially by Harvest Records head Malcolm Jones, and later by David Gilmour and Roger Waters, led to Syd Barrett’s first solo LP ‘The Madcap Laughs’. Sales were respectable enough to allow a second album to be recorded, and these sessions were produced by David Gilmour and resulted in the second LP ‘Barrett’ released in 1970. Other than a brief BBC session in 1971 Syd did no further recording until 1974.

            1972 brought a brief return to live activity with the formation of the group Stars with John ‘Twink’ Alder (drums) and Jack Monck (bass). Syd’s heart appears not to have been in this project, and an ill-prepared show at Cambridge Corn Exchange was the last of their handful of appearances.

            By 1974 Syd had a useful income from sales of his recordings (particularly the ‘A Nice Pair’ reissue of the first two Pink Floyd albums) and had taken to living at Chelsea Cloisters, an exclusive apartment block in London. He appears to have spent most of the time hidden away in his flat watching television. Tales are legion of his giving away guitars, money and other possessions to whoever was around at the time. Capitol Records in America issued a double album set called simply ‘Syd Barrett’ consisting of Syd’s two solo LPs (the first time that they had been issued in the USA). The album made the lower reaches of the US album charts, and as a consequence EMI were keen to have some new recordings to release. Accompanied by Peter Jenner as producer Syd went back into Abbey Road studios for a few days during the summer of 1974. The sessions were not productive, and Syd walked out, never to return, after the second or third day. EMI gave up waiting for new material, and released the same ‘Syd Barrett’ double album later in the year.

            Syd Barrett made one final visit to Abbey Road, on June 5th 1975. He turned up unexpectedly whilst Pink Floyd were working on ‘Shine on You Crazy Diamond’, a song written mainly about Syd Barrett. Syd’s appearance had changed dramatically during the previous year, and it was some time before any of his old colleagues recognised him. None of them have seen him since that day.

            From this point on Syd began a slow process of withdrawal from public life, eventually moving back into his Mother’s house in Cambridge.

            He still lives there today.
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        Abbey Road Studios
      

         

         Syd Barrett’s entire professional recording career was spent as an EMI artist, and like every EMI artist before him, Syd recorded the vast majority of his work at EMI’s famous studio complex in Abbey Road, London. Once known only as humble ‘EMI Studios’ the place became world famous when The Beatles decided to name an LP after it - so famous in fact that the studio name was subsequently changed to ‘Abbey Road Studios’.

         Andrew King: “Back then it was called simply EMI Studios in St John’s Wood. It’s on the corner of Abbey Road, by the pedestrian crossing - although in those days they weren’t using the pedestrian crossing as a logo, which is what they do now. There’s a lot of continuity, there are a lot of staff still at Abbey Road who worked with us at that time (1967)…Ken Townsend was there when we started, and he was there until a very few years ago. It was the final glorious flowering of what would now perhaps be seen as low-tech recording technology…pre-digital recording. It was the high point of recording as mechanical engineering and there were an awful lot of very fine…engineers yes, in the sense of handling the controls, but also engineers in terms of guys who were upstairs designing systems. There were a lot of brilliant people there and the atmosphere, I suppose was in a way like a light engineering company.”

         
            It is still an amazing place. I will never forget the first time that I visited there to begin my research. [I was  allowed  in!  I  was  walking  up  the  same steps  and  through  the  same  doorway  that  my  hero  had!]  And not only my hero, for The Beatles, Sir Edward Elgar, Cliff Richard and Des O’Connor had done so too (although Des didn’t come back, he disliked the lack of car parking facilities). It may sound daft, but there is a definite vibe to the place. That first time I visited, and every time thereafter, there was always a tourist or two having their photograph taken in the doorway, or adding to the phenomenal amount of graffiti scribbled on the wall outside. The wall has to be repainted every few months to give someone else a chance.

            Working through the files was an odd experience too. The archive relating to the 1960’s and 1970’s sessions is kept in a series of uninteresting looking grey filing cabinets in a basement room. To find the right file you need the recording job number - you find these in a stack of small hand­written ledger-type notebooks. Within the well-worn covers you find small biro notes telling you the artist, the record in question and the relevant job number. Syd was there in the heart of the sixties, and I found myself skimming past all sorts of artists’ names - some world famous like Pink Floyd, others ‘cult’ artists like Tomorrow and some that vanished off the face of the earth completely like Pete Brown and Piblokto. Each one is treated to the same biro scribble. The Beatles weren’t there though - everything relating to them has been moved to a separate archive.

            The individual job files themselves are the best bit. There is one for each job number, and therein are crammed all of the recording sheets, red forms, strange bits of scribbled notes and other such paperwork that relate to that viparticular recording job. It is the contents of the files relating to Syd Barrett that I have used as the basis of this book.

         

         Andrew King: “Abbey Road was a very sympathetic place to work in…I mean Decca would have said that their studios in West Hampstead were comparable, but they weren’t. They probably were technically, but there was, even then…just an…I wouldn’t even say it was charisma. The thing was you felt really safe there. Everyone who worked there was…I don’t remember having a bad experience with anyone at Abbey Road ever. A lovely place.”

      

   


   
      vii
         
            
        Note on Recording Session Details
      

         

         
            Even back in the pre-digital 1960’s the music recording process could get quite complicated. I have attempted to lay out all of the information as clearly as possible.

            All details relating to the Abbey Road sessions come from the information still on file in the archive at Abbey Road Studios. I have also included details of sessions that took place outside Abbey Road Studios where they are confirmed by information in the Abbey Road or EMI archives.

            The details relating to the BBC radio recordings were provided by Phil Lawton at the BBC Radio 1 archive.

            The only exceptions to the above are the handful of sessions that pre­date the recording contract between EMI and Syd Barrett’s Pink Floyd. These mainly relate to the ‘Tonite, Let’s all Make Love in London’ film and LP recordings, and the information relating to those was kindly provided by See For Miles Records. Details for the others are based upon educated guesswork by myself and my conversations with Peter Jenner, Andrew King and Bob Klose.

         

         I have listed the details as follows:

         
            
               

	Date:
            
                        
                        	Day/Month/Year



	Time:
            
                        
                        	The actual time a session lasted



	 
            
                        
                        	(frequently a lot longer than was booked!)



	Site:
            
                        
                        	Whereabouts the session took place.



	Producer:
            
                        
                        	Producer



	Engineers:
            
                        
                        	Balance Engineer/Tape Operator



	 
            
                        
                        	 



	Recording:
            
                        
                        	Song title (Number of takes or mixes) EMI tape reel number






         

         If there is uncertainty about a particular detail I have indicated such by adding question marks-??

         
            SI = ‘Superimposition’ which means an overdub.

            RM = ‘Remix Mono’

            RS = ‘Remix Stereo’

            Mixes were numbered in the same manner as takes, i.e. RM1, RM2 etc.

            Producer = The person responsible for deciding how a recording should sound.

            Balance Engineer = The person responsible for making sure the recording sounds as the producers wants it to.

            Tape Operator = The person responsible for operating the tape machine, handling the tapes, making cups of tea…

            Recording Sheet = An EMI document used by the balance engineer and/or tape operator during a session to note details of any recordings made (takes attempted, instruments overdubbed, any copies made etc).

            Red Form = An EMI document used to book studio time at Abbey Road studios.

            viiiRed forms were referred to as such because they were printed in red ink. If you wanted to book studio time at EMI’s Manchester Square studio (no longer in existence), you used a green form. They were printed in green ink…

         

         I got fed up with writing ‘(sic)’ so all of the song titles are given as they are written on the recording sheets in the Abbey Road archive. The titles occasionally vary from those used when the recordings were released. This could be for a number of reasons; most songwriters have ‘working titles’ for pieces, sometimes they change their minds about a title, and I suspect that the engineers may occasionally have ‘misheard’ titles as well.

         
             

         

         NOTE: All of the interviews quoted were conducted by myself, either in person or via telephone or letter. The only exceptions are a handful of comments by Malcolm Jones - these come from a series of notes he made for EMI between 1987 and 1988 when he was working on the early stages of what was to become the ‘Opel’ LP. Malcolm Jones was a constant champion of Syd’s work at EMI, both during his time as head of Harvest Records and later when he worked free-lance. From the notes in the archive it appears that he had been pressing EMI to release a collection of ‘previously unreleased’ Syd Barrett material from as early as 1983.
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            The Syd Barrett Recording Sessions

         

         Syd Barrett played in a number of amateur groups with varying line-ups until the group that was eventually to become Pink Floyd emerged sometime around the end of 1964. The line-up comprised - Syd Barrett (guitar, vocal), Bob Klose (lead guitar, vocal), Roger Waters (bass guitar), Richard Wright (keyboards) and Nick Mason (drums). The group name began as ‘The Spectrum Five’ progressed to ‘Leonard’s Lodgers’ (featuring Mike Leonard their landlord in place of Richard Wright for a month or two) and then finally…

         Bob Klose: “Syd simply appeared in the Poly one day and said: ‘That’s what the band’s going to be called…Pink Floyd.’”

      

   


   
      
         1965

         
            
               

	Date:
            
                        
                        	May/June?? 1965



	Time:
            
                        
                        	Unknown



	Site:
            
                        
                        	Regent Sound??, London



	Producer:
            
                        
                        	The Pink Floyd??



	Engineers:
            
                        
                        	Unknown



	 
            
                        
                        	 



	Recording:
            
                        
                        	Lucy Leave (takes unknown)



	 
            
                        
                        	King Bee (takes unknown)



	 
            
                        
                        	Double-O Bo (takes unknown)



	 
            
                        
                        	Unknown Title (takes unknown)






         

         This was the group’s first experience of a professional recording studio.

         Bob Klose: “I only did one session with them that I can remember. We recorded a few numbers as the Pink Floyd in late Spring in 1965. I can’t remember exactly where we did them…it may possibly have been at Regent Sound…it was some place where a friend of Rick Wright’s worked as an engineer. I think they were recorded on 2-track, it was definitely a professional sort of set-up. The songs themselves were mainly group compositions, although I think Syd wrote ‘Lucy Leave’. ‘Double-O Bo’ was a Bo Diddley tribute of sorts…a pun on the James Bond 007 thing. The title was the main lyric! I think we had one verse written out, and then dreamt up a second whilst we were in the studio. I can’t remember the title of the last number…it was a shuffle type thing in E as far as I can recall. They are no great loss to musical history, although they might have some curiosity value (chuckles). Nick Mason may still have a copy of the tape…he played them to me during a visit a couple of years after they were recorded. Very embarrassing!”

         Syd is on record as being something of a Bo Diddley fanatic during these early days.

         Bob Klose: “Bo Diddley was a major influence on Syd at the time, and when I joined the group it started off as a straight R&B band. I was the lead guitarist - I 2suppose you could say I was a bit more…adept?…in that style at the time. My original guitar was a Harmony, but I ended up using a Stratocaster…with a warped neck! Syd was rhythm guitar and vocals…he had that Telecaster…the Esquire with the single pickup. The Telecaster was definitely the guitar for Syd, for the things he wanted to play.”

         During this period the group made the first tentative steps toward the ‘music & lights’ type of performance they were to follow more intently in the future. The group members were all lodging at the home of Mike Leonard, who was involved in pioneering work on performance art combining sound and light together.

         Bob Klose: “Mike Leonard’s house at Highgate was pivotal in many ways. We messed around a bit with the early light shows that he was doing, and I can remember one gig we played at Hornsey Art School where we sat around improvising a bit whilst the lights were played on a screen. Whether it was an arranged thing, or we just happened to be there I can’t remember. I’m pretty certain it was Mike Leonard’s regular ‘Sound and Light’ workshop. We just happened to be there, the band weren’t the feature.”

         An acetate survives containing two of the recordings from this session. ‘Lucy Leave’ is mentioned on a set list that has survived from 1966, and would appear to be a Syd Barrett original. ‘King Bee’ is the old blues number. Both are played in a very straightforward R&B style, strongly reminiscent of the contemporary Rolling Stones.

         Bob Klose: “That’s definitely Syd with his Telecaster! Roger (Waters) and I both played harmonica in the band, so that could be either of us on there. That’s me playing the solo on ‘King Bee’, there’s a particular off-key note that has a horrible sort of familiarity (chuckles). There were no second takes in those days! I think that’s also me doing the main part of the solo on ‘Lucy Leave’.”

         I also played copies of these recordings to Peter Jenner. He said that he had not heard them before, but it sounded like Syd singing, and the material was representative of the sort of thing they were playing when he first heard them.

         Bob Klose: “At the time I left we were doing quite a few of Syd’s songs. He just started churning them out!”

         Sometime around the summer of 1965 Bob Klose left the group.

         Bob Klose: “It wasn’t long before what Syd wanted to do…the way he wanted to go musically…started making itself apparent. When I left I think it gave Syd a space to grow into…To be honest I don’t think the band really needed two guitarists for what Syd wanted to do. I think that’s true for most bands, unless the two guitarists really sit down and decide how to split the sound between them…like the Rolling Stones did. After I left I became a photographer…I did some work for ‘The Times’. I’ve done quite a few things since then.”3

         
            
[image: ]Bleach Party! - A decidedly non-politically-correct party invitation designed (and signed!) by the ‘pre-Syd’ Roger Barrett in 1965. (Picture courtesy Glenn Povey)

            

         

      

   


   
      
         1966

         Bob Klose: “Roger (Waters) was something of a theatrical genius even back then. I can remember him talking about his plans…the things he’d like to do with their show…all of those things that they ended up doing.”

         At some point around this time, the band began to take a somewhat more adventurous musical direction away from the R&B mainstream. During one of a number of low profile gigs at the Marquee Club in London during June 1966 the audience included one Peter Jenner…

         Peter Jenner: “I thought: ‘This is a progressive rock band…’ which is what I needed for my progressive record label that I was running with John Hopkins, Felix Mendelson and Ian…or Ron Atkins. The four of us decided to do this label, DNA Records, and the only thing we ever signed was AMM. The deal that Joe Boyd gave us was that they would sign the band and we would pay all of the recording costs and producers…out of a 2% royalty! It didn’t take me long to work out that given even the modest recording costs of an AMM album the likelihood of us ever earning any money was very, very remote. It was a ridiculous deal. So because I can do maths, and being an economist, I worked out that 2% of a 30/-(£1.50) record wasn’t very much money and in order to pay for the recording and to make some money we would have to sell hundreds of thousands of records and the only way you could do that was with a ‘pop’ 4band. So that was it, we needed a ‘pop’ band for the label. So I saw them and thought: ‘Oh there’s a great progressive, avant-garde pop band.’ because they were playing at this Steve Stollman thing.”

         The Steve Stollman gigs were essentially private parties, and so the group were never officially billed for these appearances in the Marquee’s gig notices.

         Peter Jenner: “The only thing I clearly remember is wandering around wondering where the noise came from, which I’ve said before, but there you go, that is what happened! I couldn’t work out whether it was coming from the organ, or whether it was coming from the guitar, and that’s what intrigued me. They played rather like that stuff you’ve just played me there (‘Lucy Leave’). They played these sort of not really very interesting blues songs, and then they had these long, sort of waffling, avant-garde solo bits. So instead of having…I think probably because Syd wasn’t a very good guitar player in sort of Eric Clapton terms…so instead of having the wailing guitar solos which you were meant to have with a blues band, one ended up with a sort of one chord jam which they used to do, which would be…Rick was the person I think that held it all together…Rick and the Echoplex, no actually the Binson Echorec. The Binson Echorec and the Farfisa were what made it distinctive. So Roger and Nick would just keep pounding away and it would just go round and round. So I thought this was terribly avant-garde…and I think it was also because I had been involved with AMM and therefore with Keith Rowe I was interested in the guitar sounds, and it was clear that Syd was interested in those sorts of things.”

         The noise obviously made an impression…

         Peter Jenner: “I went round to see them. I’d traced them through Bernard Stollman, who was involved in the London Free School and that sort of network. So I found them out in Highgate and went to see them and knocked on the door and said hello. I felt I was like a sort of travelling salesman, not knowing what I was saying or doing, but saying: ‘Would you like to join my label?’ and they said: ‘Well no, we don’t think it’s a very good idea. We’re just about to go on holiday. We’ll see you when we get back from our holidays.’ So then they went off on a long holiday, the summer vacation, so I didn’t really see them again until September. That’s when they said: ‘Oh no, what we need is a manager…’ and at that point I got in Andrew, who had left his job, or been fired, or both, from British Airways or British European Airways as it was then. And he had a little bit of money from an old aunt or something and that’s when we bought some equipment, because that’s what we thought managers did. So we became their managers.”

         Andrew King: “We were both fairly bored doing what we were doing. I was fairly bored at BEA, Peter was fairly bored…he was teaching at LSE… ‘Social Administration’ at the London School of Economics. He was bored, and we were both into music, although not necessarily ‘pop’ music. We both spent our teens listening to jazz, and we had a holiday together in America in 1960 and got very into Blues and things like that…and so music…this was The Beatles 5period, this was 1965 coming up to 1966…and we thought that we’d be rich and trendy very swiftly if we managed a ‘pop’ group. And then through our various connections with the avant-garde in London…through people like Joe Boyd and John Hopkins, we heard about the Pink Floyd…and actually I did…this is absolutely true, I had decided to be their manager three months before I ever met any of them, because it was at the beginning of the summer…they were all students…and it was the beginning of the summer vacation, sometime around about then we decided to be their managers, and then it wasn’t until the following Autumn, at the end of the vacation, that I met them. And when we said: ‘We’d like to be your managers…’ they literally said: ‘Well no-one else wants to be so I suppose you might as well be!’ I think it was Nick who said that, I can just imagine Nick saying that…

         Peter Jenner: “They were all jolly nice chaps. Syd was the one I became friendliest with definitely. He was the one I hung out with most. I found him very charming and very creative.”

         Andrew King: “They were…Roger and Nick were working pretty hard as architectural students, Roger was in a practice, he was doing his…whatever they do as part of their degree course, they do a year in a practice…and they were working pretty hard. So I think Roger and Nick probably felt: ‘Well if something doesn’t happen…what’s the point?’ Roger was…if it hadn’t been for the Floyd I’m sure he would have been a successful architect. He would probably have been another Richard Rogers or something. I tell you, don’t underestimate the man.”

         At this point in time the group repertoire still featured a lot of cover versions.

         Peter Jenner: “At that stage they did a lot of covers, a lot of Louie, Louie’s and things.”

         Andrew King: “Well they did numbers like ‘Louie, Louie’…there was a lot of Bo Diddley…Bo Diddley I loved, so I liked that…and they were pretty…pretty odd. The bands I went to see quite often at that time were…I knew Eric Clapton and I’d go and see the various bands he played with like the Yardbirds. So I was used to the sort of…the English Blues revival, and I knew a lot of people connected with that. I even knew a band that Brian Jones was in before he was in the Rolling Stones…but the Pink Floyd were different, even though they were doing ‘Louie, Louie’ it was very strange. I mean for a start Roger and Nick couldn’t play the Blues…”

         Peter Jenner: “So I certainly had a lot to do with encouraging them to write their own material. Again not because I was a rocket scientist or a genius, but simply because you looked around and The Beatles, The Rolling Stones and The Who recorded their own songs. It had become the fashion, that was what you were expected to do. I didn’t know that’s where all the money was, I wasn’t that clever, but I realised that you were either a blues band, in which case you didn’t play your own material, or you were a ‘pop’ band or rather, a ‘progressive pop’ 6band, and you did your own material - whether that was the Byrds or Love or the Doors or The Beatles or whoever.”

         Andrew King: “Theirs was a very strange version of ‘Louie, Louie’. There was this thing…they were always breaking off into extended solos, which did not keep to a 12-bar form, or anything like that at all…that did just sort of wander off…”

         Peter Jenner: “I think we realised that you needed a record deal. It didn’t take long to realise that first of all there was a demand for the band that came through very, very rapidly from agents finding us, and record people coming up and trying to sign us for recording.”

         Andrew King: “We were not at all showbiz Peter and I, we did not have a showbiz perception of life at all. We were middle-class, liberal intellectuals really, involved in the London avant-garde scene. We weren’t exactly hippies…we didn’t wear the hippy sort of uniform…I’ve never worn beads in my life and nor has Peter! But we were very much of that period, and we were not showbiz. We were pretty anti-showbiz. I mean showbiz was all the old bollocks that was in the charts at the time, which we had no time for.”

         Interest in the group began to build up rapidly on the newly emerging ‘Underground’ circuit.

         Peter Jenner: “Kim Fowley appeared, he was one of the earliest people, and Joe Boyd…he brought along Jac Holzman who turned them down, he was the guy who founded Elektra. It’s not in his biography that episode… I mean we would have gone with them because it was an American label, which was really hip to do. We would have done that without a moment’s hesitation…he could have absolutely taken us to the cleaners! So it was a big mistake by Jac, his biggest mistake probably. I think the thing was that he had the Doors, so he didn’t need another rock band. He had his rock band. You know in those days it was sort of: ‘Oh I’ve got a rock band, I don’t need another rock band.’ He didn’t have the Stooges or anything like that…but he had Love - Arthur Lee’s band. That’s why we wanted to join them! He had Love…that was very important!”

         Andrew King: “Yes absolutely. We’d met Jac Holzman, before I was involved with the Floyd, at a recording session which is still languishing in Elektra’s vaults…I don’t know if they even know they’ve got it…There was Eric Clapton, Paul Jones, Jack Bruce…the drummer was the guy who was later the drummer with Manfred Mann…but it was an early British Blues album which Jac Holzmann came over and recorded. So I knew about Elektra, and it was the grooviest independent record company in America…that was the only one I’d ever heard of I imagine…and there was a guy who ran their office in London who Joe (Boyd) was thick with, Joe had an office in his office…but Jac was…he didn’t really have that, what we felt was ‘big time’ sort of distribution and marketing set up in the UK.”

         7As one of their first managerial decisions, Peter Jenner and Andrew King decided it would be a good idea to get some recordings made of the band.

         Peter Jenner: “I was always interested in recording. I came at it from recording rather than gigs…I’d been to all of 2 or 3 recording sessions, I was obviously an expert!”

         There was a lengthy improvised number that was rapidly becoming the centre­piece of the group’s live performances.

         Peter Jenner: “Whether it’s a complete lie or not who can tell - whether I’ve deceived myself through these years, but I remember trying to hum this Love song to Syd and he then played it and it became ‘Interstellar Overdrive’. My sense of pitch is not the world’s greatest, nor my musicality, so my version of this Love song came out something a bit different. I’m sure you could work out which song it was!”

         The song in question is possibly Love’s cover of the Burt Bacharach song ‘My Little Red Book’.

         
            
               

	Date:
            
                        
                        	Monday 31st October 1966??



	Time:
            
                        
                        	Unknown



	Site:
            
                        
                        	Thompson Private Recording Studios, Hemel Hempstead



	Producer:
            
                        
                        	The Pink Floyd??



	Engineers:
            
                        
                        	Mr Thompson??



	 
            
                        
                        	 



	Recording:
            
                        
                        	Interstellar Overdrive (takes unknown)



	 
            
                        
                        	I Get Stoned (Stoned Alone) (takes unknown)






         

         Peter Jenner: “I don’t know why we went there. We just heard about it through someone, and it was cheap. And we went over there and it was really quite nice - it was sort of countryish and in a nice house.”

         Andrew King: “I remember going down to this funny little studio, which was sort of in the back bedroom of this guy’s house down in the sort of High Wycombe way…Buckinghamshire or somewhere. And he turned out to be rather a nasty piece of work, but at the time it was pretty exciting.”

         Not a great deal is known about the Thompson Private Recording Studios, beyond the fact that they were based in Hemel Hempstead.

         Peter Jenner: “It was pretty primitive, I would think it was only stereo, I would imagine it was 2-track, and then bounced from track to track if anything needed to be bounced. It wouldn’t have been 4-track, it wasn’t that advanced. It might have only been mono with two machines, I don’t know. I mean for us then it was lots of wires and microphones and cables and things, it was ‘a studio’ you know.”

         8DP: “There was a story circulating at one point that the studios were actually set up in a basement.”

         Peter Jenner: “No I don’t think so, because I have recollections of seeing sunshine and windows and things (chuckles), the sort of things that we realised weren’t very studioish subsequently. Basically it was in someone’s front room sort of thing. I don’t know where we got hold of the guy, I can’t remember how we found him, or where, but there weren’t that many cheap studios around at the time.”

         The recording of ‘Interstellar Overdrive’ made at this session runs for roughly 15 minutes, and was used as the soundtrack to a short film released in 1968 entitled ‘San Francisco’.

         Peter Jenner: “I think the thing that was interesting was ‘Interstellar Overdrive’, because that was a very good version of ‘Interstellar Overdrive’ because it was very ‘live’. It was as they played it live.”

         There has been much speculation as to other numbers recorded at this session.

         Peter Jenner: “I think we tried some things and they didn’t really work…that’s my general vibe on it. You should speak to Andrew…”

         Andrew King: “The song I remember was a song called ‘I Get Stoned’…‘Sitting here all alone, I get stoned…’ I don’t know whatever happened to that. I think it was just done with Syd singing with an acoustic guitar, and was then meant to be developed later. I don’t know if it ever had a rhythm track on it. But that certainly…that’s my strong feeling about that.”

         Peter Jenner: “All of the recording was probably done on single-track…live in the studio, with maybe a vocal overdub or something, going from machine to machine.”

         Andrew King: “I’ve always thought of that song ‘I Get Stoned’ as being the first song that Syd really sort of wrote for the Floyd. ‘Candy and a Currant Bun’ I think was written for something that Syd was involved in prior to the Floyd maybe originally? That wasn’t really…although it was the b-side to ‘Arnold Layne’ obviously in the end…I have a suspicion that its origins are really pre the Floyd or…a Floyd consciousness in Syd’s song-writing. I always think that that session at High Wycombe was when Syd really started writing material for the Floyd, rather than just writing the odd song.”

         DP: “And the recording date given above?”

         Peter Jenner: “That would be about right.”

         When the Pink Floyd became better known in 1967 the owner of the studio 9threatened litigation over the ownership of the recordings.

         Peter Jenner: “Yes, I think there was something because…I think we hadn’t paid for the tape, and we got our copies and we paid for the session…and there was a question of whether you paid for the tape or not. Then I think subsequently maybe he wiped the tape or something, and we wanted the tape or something like that. I think it was all to do with when the EMI deal came around, and we knew that this recording was knocking around and we had to try and get it. I think that was what it was about…but I’m semi-guessing!”

         Andrew King: “Well he turned up sometime later and said, because he’d given us the studio at a very cheap rate or something, he co-owned the tapes. I think…It wasn’t a very serious sort of thing. Even though the lawyers we were using at the time did not have a tremendous experience in things like copyright or anything like that, I seem to remember that we brushed it aside fairly easily…I think EMI were anxious to mop up anything that was lying around.”

         I asked whether there were any other recordings made during this era.

         Andrew King: “They did sort of make odd…I think they occasionally had machines not much more sophisticated than that at rehearsals (points to my cassette recorder)…the odd portable…”

         
            
               

	Date:
            
                        
                        	December 1966??



	Time:
            
                        
                        	Unknown



	Site:
            
                        
                        	CBC Studios, Great Portland Street, London



	Producer:
            
                        
                        	The Pink Floyd??



	Engineers:
            
                        
                        	Unknown



	 
            
                        
                        	 



	Recording:
            
                        
                        	Interstellar Overdrive?? (takes unknown)



	 
            
                        
                        	Interview






         

         CBC (the Canadian Broadcasting Corporation) recorded an interview with the group early in their career. The only clue as to the date of the recording or broadcast is the interviewer’s comment that the group: “…have yet to make their debut on record.” I have guessed at the above date, purely because there is no reference to them working on the ‘Tonite Let’s All Make Love In London’ film, which would surely have been worth a mention in passing.

         Andrew King: “Well we went into their studio in Great Portland Street…I think it’s still there, I think CBC is still in Great Portland Street…with this sort of pleasant laid-back lady…and did an interview.”

         Unfortunately, despite the best efforts of Gail Donald at their Radio and TV archive, CBC can find no surviving details relating to this recording.

         Andrew King: “I think she was just the official Canadian trendy girl in London 10who was meant to set up trendy interviews. I think she was the sort of ‘London Lifestyle’ reporter as she’d be called now…and she picked up on it. She was probably going down to UFO and so-on. Probably wearing bells and out of her head every weekend (chuckles).”

         The interview features Syd Barrett, Roger Waters and Nick Mason discussing their music and the reaction of audiences to the group and their sound. Peter Jenner talks about how he foresees their recordings being different to the live shows - something that was to cause the group problems later.

         Andrew King: “I was in it and they edited me out! They thought I was too aggressive! Because I was getting a bit sort of (bangs fist on table): ‘These boys are going to be bigger than sliced bread!’ and they decided that was ‘uncool’ and I was edited out (laughs).”

         As a background to the interview a version of ‘Interstellar Overdrive’ is played. It is a lot mellower than other versions that have emerged, but I have been unable to find any details as to it’s origin.

         Andrew King: “I don’t think we recorded in their studio, I don’t think we did any recording, just an interview…”

         Peter Jenner: “I think it might have been a tape that we had lying around. I don’t think we did a special recording…a special session for it.”

         Possibly it was another recording from the 31st October session?

         By the end of 1966 the Pink Floyd had established themselves as one of the leading musical forces in the London ‘Underground’ pop culture. The year 1967 was to prove a dramatic and decisive one for Syd Barrett and the Pink Floyd in many ways. Barely two weeks into the year and film maker Peter Whitehead needs a soundtrack for a film he is making about the London ‘Scene’…

      

   


   
      
         1967

         
            
               

	Date:
            
                        
                        	Wednesday 11th January 1967



	Time:
            
                        
                        	8:00am - 11:30am



	Site:
            
                        
                        	Sound Techniques Ltd, 46a Old Church St, London SW3



	Producer:
            
                        
                        	Joe Boyd



	Engineers:
            
                        
                        	John Wood



	 
            
                        
                        	 



	Recording:
            
                        
                        	Interstellar Overdrive (takes unknown)



	 
            
                        
                        	Nick’s Boogie (takes unknown)






         

         Geoff Frost (Co-owner of Sound Techniques Studios): “I can’t remember anything about their actual sessions, but I do remember them coming in because 11the name seemed so unusual. We’d had The Incredible String Band in not long before, which seemed a reasonable sort of name for a group, but with the Pink Floyd I remember thinking: ‘I know what a pink flamingo is, but what on earth’s a pink floyd?’”

         
            
[image: ]Marquee Club programme for December 1966 - the Pink Floyd make a couple of low-key appearances. The group were soon to become more well known than Theodore Bikel. (Picture courtesy Doug Hext)

            

         

         12Nothing from this session found its way to EMI. These recordings were commissioned by Peter Whitehead for use in his film ‘Tonite Lets all Make Love in London’, and they pre-dated EMI’s contract with the group.

         Peter Jenner: “Yes. That probably gave us the excuse to get in the studio, he probably provided the budget. I’ve not seen the video, but I’ve got the record somewhere! We thought it was great, making a film and playing, doing some recording. It was a sort of double!”

         Andrew King: “Well Peter Whitehead was ‘Mr Trendy’. He was in Soho, he was making some of the very first what would now be called videos or promos. He’d done…I remember watching a thing he’d done for The Animals. I remember him showing me some video he’d made for…well it wasn’t a video, it was probably shot on 16mm film…and he was a film maker and he was getting films made and getting them out. He was making documentary films and getting them released as second features on theatrical exhibitions.”

         Joe Boyd: “While they were negotiating the deal with EMI (which included the future use of a staff producer, hence no further need for my services) they rang me up about the film, which Peter Whitehead wanted to shoot at Sound Techniques. We recorded ‘Interstellar Overdrive’ - not the same version as in the EMI archives - and the session was filmed.”

         John Wood: “I remember doing ‘Interstellar Overdrive’ though it might have been at a different session (to ‘Arnold Layne’). I think it was used for a film, Peter Whitehead definitely came in to film them at one stage.”

         Joe Boyd: “I have little memory of ‘Nick’s Boogie’, but it sounds vaguely familiar. I would assume that if it is from the film, I produced it.”

         For many years all that was available commercially was a short excerpt from the beginning of ‘Interstellar Overdrive’ on the film soundtrack LP. Luckily Peter Whitehead hung on to his copies of the recordings and they were finally released in their entirety in 1991. The recordings survive on two spools of 15ips tape, one for each of the titles.

         Colin Miles (See For Miles Records): “Those are all that Peter (Whitehead) had. I presume the original 4-track, or whatever they were, tapes were lost, reused or kept by the studio. I’m not sure if Peter remembers much detail about the sessions…I have the original invoice from Sound Techniques relating to these recordings, which is where we took the information on the recording dates from. It’s dated 10th February 1967 and gives a Job Number of 67-359. The tape boxes simply state the title of the recordings.”

         13Joe Boyd: “They were recorded ‘live’, I believe. I can’t remember how many takes, but I think there was more than one, at least in the case of ‘Interstellar Overdrive’. But don’t ask me where the original tapes are. We might well have gone directly over the earlier takes in recording the master(s).”

         It has been claimed that early versions of ‘Arnold Layne’ and ‘Let’s Roll Another One’ (later changed to ‘Candy and a Currant Bun’) were recorded at this session. I asked Joe Boyd if he remembered that happening.

         Joe Boyd: “I don’t recall the sessions for the single and the film being so close together. I am pretty certain that we recorded both sides of the single one night and mixed them the next (and the night after that we recorded ‘Granny takes a Trip’* - both singles were finished the same week). Certainly, ‘Arnold Layne’ was not re-recorded.”

         Colin Miles: “Peter never had ‘Arnold Layne’. The invoice for the session simply refers to ‘Film Tracks’.”

         * A classic psychedelic single release by The Purple Gang

         
            
               

	Date:
            
                        
                        	Wednesday 11th January 1967



	Time:
            
                        
                        	11:30am - 1:30pm



	Site:
            
                        
                        	Sound Techniques Ltd, 46a Old Church St, London SW3



	Producer:
            
                        
                        	Joe Boyd



	Engineers:
            
                        
                        	John Wood



	 
            
                        
                        	 



	Recording:
            
                        
                        	Interstellar Overdrive (mono mixing from unknown take) 



	 
            
                        
                        	Nick’s Boogie (mono mixing from unknown take)






         

         This part of the session is noted on the invoice as being devoted to ‘Reductions’, i.e. mixing for mono.

         
            
               

	Date:
            
                        
                        	Thursday 12th January 1967



	Time:
            
                        
                        	4:30pm - 6:00pm



	Site:
            
                        
                        	Sound Techniques Ltd, 46a Old Church St, London SW3



	Producer:
            
                        
                        	Joe Boyd



	Engineers:
            
                        
                        	John Wood



	 
            
                        
                        	 



	Recording:
            
                        
                        	Interstellar Overdrive (mono mixing from unknown take) 



	 
            
                        
                        	Nick’s Boogie (mono mixing from unknown take)






         

         This session is noted as being devoted to ‘Final Reductions’. However, it should be noted that…

         Joe Boyd: “I am almost positive that ‘Arnold Layne’ was recorded before ‘Interstellar Overdrive’, not after. I distinctly recall the feeling of ‘lame duck’ 14producer at the ‘Interstellar Overdrive’ session, as the deal with EMI was close to being signed - which couldn’t have been the case if ‘Arnold Layne’ hadn’t been completed by then, since it was on the strength of the ‘Arnold Layne’ master that they got the EMI deal…I recall the film session being some time later - a few weeks at least.”

         
            
               

	Date:
            
                        
                        	Sunday 29th January 1967



	Time:
            
                        
                        	Unknown



	Site:
            
                        
                        	Sound Techniques Ltd, 46a Old Church St, London SW3



	Producer:
            
                        
                        	Joe Boyd



	Engineers:
            
                        
                        	John Wood



	 
            
                        
                        	 



	Recording:
            
                        
                        	Arnold Layne (takes 1-8??) E93874??



	 
            
                        
                        	Candy and a Currant Bun (takes 1-2??) E93874??






         

         Joe Boyd: “I confess to not having too many vivid memories of the ‘Arnold Layne’ sessions. One thing to note is that they took place before the EMI deal and there was no guarantee at the time that they would be released on EMI.”

         Andrew King: “Sound Techniques was the best studio. It was more advanced technically than Abbey Road…they had…we recorded at Sound Techniques on 8-track recorders. At Abbey Road we recorded on 4-track recorders…and…it was funny because John had 8 speakers, one for each track, which looking back on it seems an extraordinarily eccentric thing to do. But there were 8 speakers in a great row in front of you. You’d probably better check with Joe Boyd, who’ll say Andrew’s talking complete bollocks, it wasn’t like that at all!…We went down and saw AMM recording there…so we knew the place…so we didn’t feel totally ill at ease going in…and we knew Joe, because Joe was involved in UFO and so on…and er…yeah, off we went, muddled along, lots of takes.”

         John Wood: “Sound Techniques was 4-track at that time…Arnold Layne was recorded on 4-track. We did have four speakers to monitor the 4-track tape, but that was the usual practice in studios at the time!”

         Peter Jenner: “We went there because it was the studio that Joe Boyd used, and it was one that was sort of a hippy studio. It was a place where groups like the Incredible String Band recorded. It was a proper studio, it was our first encounter with a proper studio really. And Joe Boyd was someone that we knew. He was the only person that I knew that was in the record business, was Joe Boyd.”

         Rather than record a demo tape to hawk around the record companies, the plan was to produce a finished single from these sessions.

         Andrew King: “Well…why did we go and do that? I mean it…it sounds like it was sort of brilliant strategic thinking, that we should get a really good track finished, that we could go to the record company with a…the whole story, all the press we were getting plus the first single all ready to go. A very strong package 15to go to a record company with. It sounds like we were doing that…but were we? Were we in actual fact that clever, or was it just happenchance that it happened like that?

         Peter Jenner: “I think that was it, because that gave something for EMI to listen to, and why waste money doing demos…make a record! We sold them ‘Arnold Layne’ as part of the deal. So they had something to listen to as well as seeing the band, that’s how they knew that Syd could write.”

         Andrew King: “I think probably Joe Boyd was nagging at us to get into the studio with him, and he probably said: ‘Look, you know you’d be much better off going to the record company if you’ve got this.’ and also Joe wanted to establish himself as the producer, as the Pink Floyd’s producer…and…he wanted us to go with a Polygram company. Polygram was just getting going in London at that time and they were just…they were doing the deal with Track Records, which got them The Who, they were doing the deal with (Robert) Stigwood, which got them the Bee Gees and later Cream, or The Cream and later the Bee Gees, or both at the same time…”

         Joe Boyd: “Prior to the sessions, I had actually formed a production company and prepared agreements signing the Floyd to ‘Witchseason’ and licensing the masters to Polydor…”

         Andrew King: “By the time we were talking with Polygram, and we were talking with EMI…another figure had appeared on the scene, namely Bryan Morrison, and Bryan Morrison said: ‘You should be with EMI. They’ve got The Beatles’. And there was…I mean Abbey Road Studios were a major consideration…I think Polygram would have been a very, very different sort of story if we’d done the deal. It was a person called Hort Schmolzi, and I met him years later in different circumstances. He told me then (adopts fake German accent): ‘Oh you vanted such a little deal I vazn’t interested, couldn’t be bozzered. You just vanted enough money to buy ein Transit van! Zis vas so stupid!’”

         Joe Boyd: “…Schmolzi was in full agreement and everyone was very excited. We went into the Polydor studios in Stratford Place, not to record but to rehearse recording. I think they wanted us to try out the studios to see if we might be tempted to use them for recording, but they were too small.”

         Peter Jenner: “Bryan Morrison became involved, and got the publishing, because he financed us doing the first recording for the ‘Arnold Layne’ sessions. He’d become the agent by then through Tony Howard who’d got us in, and he was the one who said: ‘You’ve got to do some demos.’ or no…more than that I think. He was very smart, he said: ‘Look, if we put out a record and it goes in the charts then they’re all going to want you.’”

         Joe Boyd: “The night of the Polydor rehearsal, Bryan Morrison, Steve O’Rourke and Tony Howard came down to meet the group, as they had just 16become the new agents. That was the beginning of the end of my career as Pink Floyd producer. They wanted to know all about the Polydor deal and immediately began criticising it and saying they could get a better one at EMI. Thus the Polydor deal was scrapped and I was asked to produce the single independently so it could be shopped. I asked for a commitment that I could produce the LP as well, but they said it would tie their hands with EMI (who were not friendly to free-lance producers). Thus I was asked to help them sabotage my own deal! But I did it because I believed in them and felt that if it was a hit, they would have to use me on the LP.”

         Despite his setback with the Pink Floyd, Joe Boyd established a successful career as a producer, and Witchseason Productions went on to handle Fairport Convention, Nick Drake, Sandy Denny, The Incredible String Band…

         Possibly unaware of the political storm developing behind the scenes, the group settle down to the recording of two Syd Barrett originals.

         John Wood: “I think we spent 2 or 3 days on those, ‘Arnold Layne’ took about a day to get right. I’ve never known so much dope consumed at a session!”

         Peter Jenner: “Well that would have been me and Syd!”

         Andrew King: “Well that (laughs). Well I don’t know about that…that was probably more Peter Jenner than anyone else come to think of it (chuckles), because Nick and Roger were never big dope consumers to be honest…Obviously everyone did a bit of each, but on the whole Roger was heading for the pub and Syd was heading for the spliff.”

         Peter Jenner: “I think we were all pretty excited about it and we all knew it was important. There wasn’t a sort of: ‘Oh wow, we’re making history…’ type thing, but it was: ‘Oh great, we’re going in to do some recording, that’s what we need to do. We are at this stage, we’re the flavour of London…you know, it’s all happening, and the next thing is we’ve got to make a record and get a record deal.’”

         Malcolm Jones was the first to point out that the widely quoted date of 27th February 1967 for this session is completely wrong. That date is given on the original ‘Relics’ LP sleeve, but is in fact the date the tapes were filed at the Abbey Road tape library rather than the recording date. The above date is written on a tape box containing a 4-track master filed at Abbey Road, and at most there were 2 or 3 days of sessions either side of this date.

         Joe Boyd: “I recall ‘Arnold Layne’ taking a day (to record) and another day to mix. I remember Roger and I working the faders together on tricky cues, particularly the soaring organ level at the beginning of the solo. I think the bass and drum, and possibly the basic guitar track were all mixed together onto one of the four tracks and then the vocals and solos were added on the other three.”

         17Peter Jenner: “It was a question of trying to get the live sound onto tape, that was the problem, how to make the live sound on tape. And so in a way I think you’ll find that ‘Arnold Layne’ is a bit more like they were live than the stuff that we did with Norman…there’s a ‘psychedelic bit’ in it isn’t there. It was condensed into being 3 minutes sort of thing, but otherwise it was much more like a live thing, and it was much more like what we did, what the band did whereas I think when Norman became involved, we became involved in ‘making records’.”

         Andrew King: “I can’t remember very many details…I remember sort of coming out…do it again…come into the studio and listen to the playback…mutter, mutter, mutter…go out do another take.”

         John Wood: “We were doing quite a lot of DI’ing (Direct Injection:DP) of the amps and things, which was a bit unusual in those days.”

         Peter Jenner: “I remember that we all pitched in and Joe was in charge - we didn’t really know what we were doing, but the things I’ve read in your notes are pretty good as to how…it was just saying we like that or we don’t like it. At the end of the day it was down to Syd…and: ‘Do we do another take? No that’s about it.’ It was done in that sort of very straightforward way, I mean there was no great rocket science. It was left to Joe and John Wood to get the sounds together, and we would just say whether we liked it or not - normal things like: ‘Can I hear a bit more bass…’ all the time.”

         Because this session took place outside Abbey Road, EMI have no recording sheets relating to it. The tape box is remarkably confusing, although far more informative than most that originated outside Abbey Road. It lists 8 takes of ‘Arnold Layne’ with takes 1 and 2 being breakdowns. Unfortunately to confuse matters the numbers for takes 2-8 have been crossed out, with 2-4 being written in again and then 4 crossed out a second time! Takes 6 and 7 have a note next to them reading ‘OK same break’ whilst take 8 has a note ‘break OK rest NG’. Underneath all this (in different handwriting) is written ‘Candy and a Currant Bun (1st o/dub)’ with 2 takes listed and ‘Arnold Layne (1st o/dub)’ with 7 takes listed. To cap it all is a note in large letters saying ‘NOT TO BE USED’. I hope that clarifies things a bit…

         Joe Boyd: “The ‘break’ referred to on the back of the tape box would be the instrumental break in ‘Arnold Layne’, which I believe was the trickiest thing to get right.”

         I originally assumed that this tape contained only unused or incomplete outtakes, as neither ‘Arnold Layne’ nor ‘Candy and a Currant Bun’ have been remixed for stereo. Theoretically stereo mixes would be possible if the 4-track master for the issued versions still existed. However…

         Joe Boyd: “The fact that no stereo version of ‘Arnold Layne’ has been released is no reason to assume that the multi-tracks don’t exist. I think most sensible executives know that trying to make stereo masters long after the original mono 18mix is pretty disastrous and I imagine the group would have put a stop to any such nonsense. So the multi-tracks may well be the original masters.”

         ‘Candy and a Currant Bun’ had originally been known as ‘Let’s Roll Another One’, but Syd’s original, rather drug-orientated lyrics were changed for the single…

         Peter Jenner: “There was no big deal made about it. 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…I think we all just felt it was a bit obvious if you know what I mean (laughs), and it became ‘Candy and a Currant Bun’. But it was always going to be the B-side, the one we wanted to do was ‘Arnold Layne’.”

         Naturally the lyrics to ‘Arnold Layne’, one of Syd’s truly great compositions, could be left as they were. Who could possibly object to the simple storyline about a cross-dressing chap who steals women’s underwear from washing lines at night and ends up in jail for his troubles?

         The original intention had been to record perhaps half a dozen numbers to tout around the record companies. This idea fell by the wayside as soon as the two songs were completed…

         Peter Jenner: “Yes I think that may well have been the case - budgets and things and people like Bryan Morrison saying: ‘That’s all I need, is something to sell to EMI.’ So generally a feeling that we’d done what we needed and we shouldn’t get involved with spending a lot more money on things. We’d got a result with Arnold Layne.”

         NOTE: The mono single masters for ‘Arnold Layne’ and ‘Candy and a Currant Bun’ have been edited onto a reel containing all of the Pink Floyd singles masters from the 1960’s (EMI store all their singles masters in this way to save space). They used to be scattered amongst several compilation reels of various artists, but were edited together at a later date, possibly for simplicity when the ‘Early Singles’ CD for the ‘Shine On’ set was being compiled. The above ‘E’ number for the tape reel was added when the tapes were sent to Abbey Road from Sound Techniques. It is unclear whether the original 4-track masters for ‘Arnold Layne’ and ‘Candy and a Currant Bun’ are on the tape reel number given above.

         With the ‘Arnold Layne’ and ‘Candy and a Currant Bun’ recordings having been completed, talks began in earnest with EMI.19

         
            
[image: ]‘Fantastic value for 6/-’- The yet-to-be-famous Pink Floyd get a low profile mention in the University of Sussex student union paper 6th February 1967.

            

         

         20Peter Jenner: “And they made us an offer we couldn’t refuse in a way. I mean what Bryan Morrison said, which was…he was very important in all of these discussions, because Andrew and I didn’t know fuck all. What he said was that you take the best deal from the best company, and at that time EMI had the biggest market share, and they were offering us…I think they offered us £5,000 which was an astronomical amount of money in those days, and they also offered us, and this is very important, they offered us an album deal. They were the only people I think who offered us an album deal. We had an album from the word ‘go’. It wasn’t on an option. All the deals at that time knocking around would have been for 2 or 3 singles, and if they were a hit you then did an album, you put the two singles on, added a few more tracks and that was an album. And EMI offered us an album deal so, it was like the biggest company at the time and they were offering us a really heavy involvement, and…but the point was that if we wanted to do the deal we had to have Norman (Smith)…and that’s the thing that really pissed Joe Boyd off, and I think we were really embarrassed. It was the most difficult part of the whole thing, because Joe was a friend of mine and Andrew’s, and he’d done well with us, and it was partly down to him that we had the deal, but you know it was like: ‘Well what do we do? Do we fuck off the deal because our mate wants to go on producing them?’ because they made it quite clear…EMI played hard ball on that. On most things they were quite amenable, or appeared to be, although in fact in hindsight the record deal was appalling, so no wonder they were amenable! But they did insist… Norman wanted to produce it, and I think that…Norman saw that this was his chance to do…to be George Martin, because he’d been The Beatles’ engineer, he was now a producer, he wanted to make some hits, and this was going to be his Beatles.”

         Andrew King: “I mean I do sort of…I do feel we did really stick it to Joe…and…yes, he must have been, as they say, sick as a parrot, but…we were a bit feeble. I think the main blame for being a bit feeble has to be with me and Peter, but I think the band probably were a bit feeble too…because there was certainly never any protest from the band. I don’t think the band felt it mattered a shit who produced them.”

         According to the relevant EMI press release the Pink Floyd officially gave up their day jobs and turned professional on Wednesday 1st February 1967. Despite this, the contract they signed with EMI Records Ltd was dated 28th February 1967, and it actually covered their work from 20th February 1967 onwards, presumably so as to cover their first sessions at Abbey Road (see below). I’ll leave you to ponder further on that one!

         Andrew King: “We’d got five grand off EMI…but I mean, my wages at British European Airways were about £850 or £900 a year, so it was like sort of five annual wages for us at the time. So it seemed quite a lot of money…and…our first PA system cost £2000, so it wasn’t a lot of money, but it was a lot more than it sounds now (chuckles).”

         Peter Jenner: “We got paid £5,000 plus studio costs at their studios, and we got an 8% royalty, and subsequently when we ran into cash-flow problems we realised that we were never going to get any money, or it was going to take a very long time, because we had to pay these recording costs. We then did a deal 21with EMI that we only got 5% and they paid the studio costs, so we got 5% without the studio costs - I’m sure that deal has now again been subsequently re-negotiated…another colossal business mistake, but there you go…”

         For their EMI recordings Norman Smith was to be producer. The job of balance engineer fell to legendary recording engineer Peter Bown.

         Peter Bown: “The first I heard of Pink Floyd was…rather unusual circumstances. The person who was in charge of EMI Music at that time had somehow come across this group, that was the first ‘Underground’ group in England. He’d come across them at…the place at Upper Green St…Regent St Polytechnic?…and was very, very impressed and he literally just signed them up on the spot.”

         Norman Smith has been retired from the music business for some time now and politely declined an interview about his time producing Syd Barrett and the Pink Floyd. He did, however, wish to clarify the above story.

         Norman Smith: “The truth of the matter is that Pink Floyd were originally brought to my attention by a Mr Bryan Morrison, who was vying for the agency at that particular time, and with him I went to see Floyd’s show and although their ‘music’ did not do an awful lot for me - their ‘light’ show and general charisma did, and so I decided to offer them a recording contract for EMI. The only ‘condition’ their agreement rested on however was ‘Front Money’, and this was where Beecher Stevens came in, who had surprisingly been appointed as head of A&R, and he therefore had to help me secure the authority of payment from the ‘Board’.”

         Andrew King: “Norman had just been promoted from being an engineer to being a producer. He was engineer on most of the early Beatles recordings…and he’d just been promoted to being a staff producer…and er…well I mean I might be wrong but my impression is that Norman was at Abbey Road and the deal was done in Manchester Square…and the two didn’t speak to each other very much…apart from the partners who obviously had to…and the guy who did the deal I always thought was…the main force was this guy called Beecher-Stevens.”

         Peter Jenner: “Bryan Morrison was ‘hot’, because he was The Pretty Things, who were a ‘hot’ band still then. And Bryan had a lot to do with the business, and getting the music business involved with them, because we didn’t really know the music business…so Beecher-Stevens was certainly involved…Norman was involved…but the people who in a way really sealed it were…because I think Beecher-Stevens signed it and gave it the backing, but he left almost as soon as we signed…the people we always worked with were Roy Featherstone and Ron White. They were really the sort of guardian angels of the band in EMI, and most of all probably was…well Roy Featherstone most actively. I think he saw that there was something very commercial there. He could see that…doing that sort of business that we were doing…that they could sell a lot of 22records. I also think that a lot of credit must go to Norman and Beecher, who’d heard the songs and could relate to the fact that they were good songs, which given the sort of noise that was made and the poverty of PAs and things was quite an achievement!”

         Andrew King: “There’s probably elements of truth in all our stories. There is no one ‘truth’ I wouldn’t imagine.”

         Peter Jenner: “I think the material and the light show were what attracted Norman. I don’t know whether he heard any demos, or whether he just heard us at gigs, but I pushed the band into doing their own material. I always felt, I don’t know why, I always felt that that was very important, and the lights were very important, so Andrew and I made the lights, and we encouraged them to do their own material. And so by the time someone like Norman Smith would have come and seen them they were sort of on the market for a deal. They were doing essentially their own material, more or less from the moment that I was involved. They did their own material and things like ‘Louie Louie’ were out the window.”

         Andrew King: “Bryan Morrison wanted us to be on the same company as The Beatles and the band wanted to record at Abbey Road. We all wanted to work at Abbey Road.”

         Peter Jenner: “Oh yeah, again because of The Beatles. I mean this was…you’ve got to realise that, there they were in June when I saw them, they were a semi-pro band who occasionally did a gig at the Marquee for some weird thing, they weren’t booked, they weren’t on the circuit, they weren’t being booked like in The Marquee and the Rikki-Tik and all the clubs that were around then. They did the odd weird gig, they did the odd art-school gig, they did very few gigs, they got paid very little money and they were students and it was a hobby. And then here were they, signed by EMI and being taken off to Abbey Road, which was where The  Beatles  recorded for Gods sake, you know WOW!!! I mean The Beatles were huge, absolutely huge and had gone from being a pop band to fairly God-like by that time, and their influence was absolutely enormous because they had…The Times was starting to write about The Beatles and things like that, they were finally…it was finally being taken seriously as music along with Bob Dylan and The Byrds and all that stuff.”

         Having signed the group the fun started! The Pink Floyd were a somewhat different kettle of fish compared to the more established EMI artists.

         Peter Bown: “Bill Fraser, my boss said: ‘Look, I’ve got this group. I want one of the best engineers to record them, and they may be difficult to communicate with. They’re not rude but they’re just…you know, very much within themselves.’”23

         
            
               

	Date:
            
                        
                        	Tuesday 21st February 1967



	Time:
            
                        
                        	11:00pm - 6:00am



	Site:
            
                        
                        	Studio 3, EMI Studios, 3 Abbey Road, St John’s Wood, London NW8



	Producer:
            
                        
                        	Norman Smith



	Engineers:
            
                        
                        	Peter Bown/Michael Sheady



	 
            
                        
                        	 



	Recording:
            
                        
                        	Matilda’s Mother (takes 1-6) E63417






         

         The Pink Floyd’s first proper session for EMI.

         Andrew King: “‘Matilda Mother’ originally had lyrics cribbed straight from Hillaire Belloc: ‘There was a boy whose name was Jim…’ We had to change them for the album, so Syd came up with his own.”

         Michael Sheady: “Francis Dillnut was the engineers’ co-ordinator. If a session was requested then someone checked whether the studio was available, and it was Francis’s job to man them. Sometimes it was: ‘Who’d like to do this session?’ and everyone would be clamouring to do it, other times he was met with silence! The Pink Floyd session was something of a lumber as far as I was concerned!”

         Peter Bown: “I was visiting the dentist, and of course I’ve got my mouth full with this, that and the other, when a phone call came through saying that someone very much wanted to speak to me. What it turned out to be was: ‘Get to the studios at midnight…and just be prepared for anything!’…Don’t ask me what date that was, it would be the first recording sheet of ‘The Piper at the Gates of Dawn’.”

         Michael Sheady: “That particular session sticks in my mind because it was so completely against the norm. As I remember it the Pink Floyd session was added on right at the end of the day& Peter and I had already spent most of the day on other sessions, and to be honest I just wanted to get home, but we were told: ‘This session will take place at this time.’ To run a session that late was totally against EMI’s standard practice in those days, the studio is in quite a smart area of London and had a lot of neighbours who had sufficient clout to ensure sessions finished promptly at 11 o’clock. I can remember that the Pink Floyd session went on for so long, that it ended very close to the next morning session! I got the impression that somebody very high up in EMI had a strong interest in this group, someone higher up than A&R. I can’t honestly remember much about the music, I simply remember the session because the circumstances were so odd.”

         Peter Jenner: “I never realised that. You see, that’s probably one of those things that no-one realised because we wanted to get in quickly, and the group did a lot of gigs so it would have been hard to find the time to record them. So I would imagine…I bet that was to do with the fact that the studio was booked and someone from Manchester Square was leaning on them and saying: ‘You’ve got to get some time in what about going in late at night?’ We never minded…I 25know that we…I’m sure that the sessions at Sound Techniques went on pretty late…and all night gigs were very much the thing. I mean UFO was an all night show!”

         Andrew King: “The Beatles recorded whenever they felt like it. They had a meal laid out…a buffet laid out…permanently in Studio 2 and they recorded whenever they bloody well felt like it. We were not The Beatles, but I think the powers that be assumed that the way in which the Floyd were going to work was going to be closer to the way The Beatles worked, rather than someone like Cliff Bennett and the Rebel Rousers would have had to.”

         Peter Jenner: “Well of course it also seemed really groovy and rock ’n’ roll!”

         The red form used to book the studio time lists ‘Arnold Layne’ and ‘Candy and a Current Bun’ as the titles to be recorded. Thus it would appear that Norman Smith wanted the group to re-record those numbers before issuing them as a single.

         Peter Jenner: “There might have been talk about that and we may even have run it through a couple of times, then decided no it was fine. I think in the end we wanted to do some more stuff, so those songs never got re-recorded and then they put them out while we were still recording.”

         Having got that minor problem out of the way the pressure was on to get the group recording.

         Peter Jenner: “Well I think they wanted to get on with it, because once they signed it was like: ‘Let’s get a record out quick.’ I mean in hindsight…I think that would have been…certainly Beecher-Stevens, because he was quite high up…and I’ve always thought that possibly Sir Joseph Lockwood was involved…I would have thought, because he was very matey with The Beatles and things, and I think he was the first British record company executive in a major British record company who had any real feel for pop music. Because people like Sir Edward Lewis were really dead as far as music was concerned…didn’t have a clue…and Louie Benjamin was real sort of old-fashioned, tin pan alley. Those were the sort of people who were the ‘Record Industry’. Once you’d done Pye, EMI and Decca there wasn’t much else, and so Sir Joseph was the thing, and Beecher-Stevens was certainly into it, he was involved when we were signing, but then he went…and it was then really run by the ‘young turks’ like Roy Featherstone, who I would guess was the sort of marketing manager or something.”

         Peter Bown: “I had heard of ‘underground’ music, being more on the pop side than the classical side, but had heard very little of it…I think Radio Caroline was around in those days. Anyway, to cut a long story short, I turned up at the studios, 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!’ They must have been 26rehearsing…I don’t think I was there at 11:00… they may have got there that early. Anyway, they had literally no help at all musically from me, I just had to listen to what they were doing and get it down on tape. They were very shy of me…and I think I was very shy of them.”

         Andrew King: “Peter Bown was absolutely mad as a hatter…Well he was a very eccentric man. He used to sit there painting this plastic skin on his fingers because he said the faders were wearing his fingers out. So he was always sitting there with this little pot of plastic skin, painting the ends of his fingers…but he was a great engineer. He would go out into the recording…into the live room, into the room where the gear was set up, and he’d stand in front of the drummer, and he’d listen to him really, really carefully, and then he’d go back in the studio and try and get it to sound like it sounded when he was stood there in front of it listening to it. You won’t find an engineer in London who does that today…I promise you…they don’t give a shit what the drummer sounds like, they’ll go back…they’ll go into the control room and try to make the drums sound the way they want them to sound. But…I mean the whole thing about Abbey Road, what was so attractive, was that you were part of a tradition that went back to the twenties…they didn’t have them up then, but now you go there they have these wonderful photos up on the walls now of the first recording of Elgar’s concertos and things, with these amazing microphones like great big brown tubes leaning over the backs of the musicians. There was this incredible tradition there that you felt part of…as I said, it was that feeling of safeness, but also that total willingness for innovation.”

         The recording sheet for this first Abbey Road session has ‘Pow R Toc H’ listed as the first item, but then crossed out before recording commenced (I couldn’t be sure, but it looked like it may have been written ‘How are Toc H’!). The band opted to record ‘Matilda’s Mother’ instead. A total of 6 takes were recorded, all complete except take 2, which was a false start. For the moment take 6 (at 3:55 long) was labelled ‘Basic Best’. Further work would follow later.

         Andrew King: “I thought the desk was exceptionally strange…this funny little desk which you can probably now find at EMI Delhi! Because…as equipment at Abbey Road got outdated it was shipped off to the former colonies, to the far flung outposts of the empire (laughs). I’m sure it’s still being used somewhere. It was 4-track, and it had this knob on one side which you pushed it one way and it said ‘Pop’, you pushed it the other way it said ‘Classical’. What it did was alter the logarithmic curve on the faders…so that you could get…you could do more subtle changes of level if it was set on ‘Classical’ than you could on ‘Pop’. So when you were sort of balancing the mikes on an orchestral recording you could do it very, very finely - whereas on ‘Pop’ it was assumed it would be a bit more rough and ready.”

         Peter Bown: “The first session we didn’t say much to each other at all…nor they amongst themselves even. They would come and listen to a playback and it would be 3 or 4 minutes before one of them would say anything about the playback or say ‘Don’t do that again,’ and why blah, blah, blah…because I kept, 28and Mike Sheady, we kept very quiet and we let them take the lead.”

         Michael Sheady: “To be quite honest, having done a whole days recording it was a case of ‘wake up and press the buttons…’ I seem to remember in the control room, that Peter was asked to turn it up to 2 or 3 times the normal volume because the band were so used to that sort of sound level. As engineers we were trying to protect our hearing!”

         Unlike virtually every other session for ‘Piper’, the 4-track master for ‘Matilda’s Mother’ still survives in the Abbey Road tape library.

         I asked Peter Bown if there was any sort of demo tape that Pink Floyd brought with them to EMI. He told me that the only one that he ever heard was the ‘Arnold Layne’/’Candy and a Current Bun’ single master.

         
            
               

	Date:
            
                        
                        	Thursday 23rd February 1967



	Time:
            
                        
                        	12:30pm - 1:00pm



	Site:
            
                        
                        	Room 53, EMI Studios, 3 Abbey Road, St John’s Wood, London NW8



	Producer:
            
                        
                        	Norman Smith



	Engineers:
            
                        
                        	Norman Smith/Peter Mew



	 
            
                        
                        	 



	Recording:
            
                        
                        	Matilda’s Mother (unnumbered rough mix from take 6) E63409






         

         Norman Smith acted as balance engineer as well as producer for this session. A mono mix-down from the 4-track, edited (with a fade) to 3:07. As it was only a trial ‘rough’ mix it was not given an official RM number.

         From this point on the tape operator’s role would be taken over by Jeff Jarrett, who later went on to fame and fortune as producer of the ‘Hooked on Classics’ series of recordings.

         Jeff Jarrett: “It was the first album that I was put on to tape op on my own. I’d started at the studio on August the 8th 1966, and as a new employee you would go through the learning process of being sent around different parts of the building - seeing how they worked in the tape libraries, generally learning the layout of the building, delivering tapes to studios when people needed them. Then gradually you would be weaned into being put on sessions to learn how the equipment worked, but obviously being watched closely by another assistant engineer. And I remember the chap who used to manage our department, called Frances Dillnut, coming up to me and saying was I free on such-and-such days and he gave me this whole batch of Pink Floyd sessions to do, which was fantastic!”

         He was to remain in this role for virtually every recording session that Syd Barrett participated in with the Pink Floyd.

         Jeff Jarrett: “I went down to…they were playing at the Polytechnic in Regent 29Street (Possibly Saturday, 4th March 1967: DP), and so I went down to see them there, and it was really quite amazing because, I don’t know if there were other bands doing similar things at the time, but that was the first band I’d heard doing that sort of music and I found it fascinating. So when they came into the studio and I had to work with them, I actually knew a bit of what they were going to be about…I remember going along and being fascinated by this, what was to me then, a new kind of music. They had these projected images going on all the time, it was a new experience, just sounds that I hadn’t heard people using before and a style of music I’d not come across before. So, I was really looking forward to working with them.”

         
            
               

	Date:
            
                        
                        	Monday 27th February 1967



	Time:
            
                        
                        	7:00pm - 2:15am



	Site:
            
                        
                        	Studio 3, EMI Studios, 3 Abbey Road, St John’s Wood, London NW8



	Producer:
            
                        
                        	Norman Smith



	Engineers:
            
                        
                        	Peter Bown/Jeff Jarrett



	 
            
                        
                        	 



	Recording:
            
                        
                        	Chapter 24 (takes 1-5) E63428



	 
            
                        
                        	Interstellar Overdrive (takes 1-2) E63429






         

         The first recordings to feature the full studio technical team that recorded virtually all of ‘The Piper at the Gates of Dawn’.

         Peter Bown: “When the second session came along, when we came in the control room, the whole window ledge of the control room, that’s the window looking out of the studio, was completely filled with booze…and they said: ‘Help yourself, that’s what we got it for. Just help yourself when you feel like it.’ Now that session went on right through the night, and I think we just about staggered down the steps at the end…”

         The first task of the evening was recording ‘Chapter 24’. This comes across as one of Syd’s more mysterious compositions, until you cotton on to the fact that he has copped most of the lyric straight from the I Ching. The group managed four complete recordings& take 1 ran for 4:27, take 2 was a false start, take 3 was longest at 5:10, take 4 was 4:02 and take 5 ran for 4:14 and was labelled ‘Best’.

         Peter Bown: “They introduced me to Southern Comfort…That was murder that stuff. After about three of those all the VU meters started going ‘round. That was on the second session…”

         This was another point that Norman Smith wished to comment on.

         Norman Smith: “I never allowed alcohol or drugs to be brought to Abbey Road by any of my acts, and the only occasion that celebrations were allowed by ‘Floyd’ was on the occasion of their manager Steve O’Rourke’s wedding.”

         30Peter Bown may have been thinking of a session much later in the groups career…

         Peter Jenner: “I think that probably back then…I can’t remember there being a lot of drink…I can remember that they might have gone ‘round the pub…and certainly Roger and Nick were more drinkers than anything…Rick did a bit of both, but not much of either. Roger was the man who would go ‘round to the pub and have a beer with Nick, whilst Syd and I would roll a joint and Rick would go between. The wall of booze sounds much more like a later situation…when they were ‘untouchable’. They wouldn’t have had the money back then, things were very expensive and they wouldn’t have had the money!”

         Jeff Jarrett: “In the studio environment it was a very professional approach that they had on coming in, having a good time and making great music…and I had not been aware of any…people overindulging in anything, because working with them they’d always been as regular as one would expect them to be.”

         Bob Klose: “People had this perception of the group as being some sort of bunch of drug fuelled psychedelic weirdoes, whereas in fact they were all pretty straight! I wouldn’t even have said that they were drinkers particularly…more ‘a pint of bitter’ type people. The trouble was that Syd was incredibly open to experimenting with anything…”

         Jeff Jarrett: “Lots of bands at that time would have a joint or something, but…it’s funny people always said: ‘Well in the music business you’re surrounded by drugs…’ and I really don’t think they believe me when I say that, even after thirty years, I’ve never seen anybody doing anything other than smoking the odd joint, and that really  is the truth…and so with the Floyd I think maybe they might have been quite happy on the odd joint now and again, but it really wasn’t…I didn’t see anything else.”

         The session finished with two blasts through ‘Interstellar Overdrive’. Both takes were complete, take 1 lasting 9:24, whilst take 2 (labelled ‘Best’) ran for 10:20.

         Peter Bown: “‘Interstellar Overdrive’…I can remember doing that. They were so loud! I broke four microphones on one session because they got so loud! I knew they were getting loud because of the meters in the control room, and (the) limiters and compressors you had to have on them, or else you’d never get them on tape…not without a lot of distortion - (laughs) sheer volume of sound! Two (of the microphones) were condensors, two were BBC ribbons. I remember my boss saying: ‘Well look Peter, fair’s fair. If you break any more microphones on their sessions I’m afraid you’re going to have to pay for them to be repaired yourself.’ So I literally had to get in front of the Pink Floyd, who I’d got to know by then…we could communicate with each other…and I said: ‘Now, we have been hauled over the coals for the last session you did, where four microphones went down, and I’ve got to ask you not to play so loud. It’s not necessary in a recording studio,’ and they were good, they said: ‘All right, we take your point.’ ‘Interstellar Overdrive’ may have been the one where I broke 31the microphones…I think it was.”

         Andrew King: “Well…it was inexperience on the Floyd’s part to some extent…I mean later…the more experience they had of recording the more…probably the quieter they played. But when we went in there what are you doing? We were just trying to sort of recreate that energy that you get off a good gig. So it was very much down to getting that feeling of energy into the tracks, and that meant giving it your all, and that meant, if you’re not a very experienced and very professional musician, tending to play louder and louder…and they were not very experienced, very professional musicians. So yeah, I’m sure they had technical problems, but the engineers were very clever with using ambient mikes and a mixture of DI and live and all the rest of it…and they’d say things like: ‘Oh no, you can’t do that, because we tried that back in the thirties and it was a disaster!’ But then some little guy in a white coat and great thick-lensed glasses would come down and say: ‘Well why don’t you try this?’ and there’s this great big box with an input and an output, and off you’d go and there’d be some…you’d have created something which no-one had heard on tape before!”

         Peter Jenner: “I knew through AMM and Keith Rowe…I’d got into sort of avant-garde guitar playing and I’d certainly turned Syd onto what you could do with ball bearings and things, you put them on the strings and rolled them up and down like a sort of pin-ball and it would make a great noise sort of woooooow all that sort of thing, and using steels and things like that and then combined with the old Echorec it would give you these incredible sort of…all your space sounds.”

         DP: “What about the ‘space music’ thing…?”

         Peter Jenner: “Oh there was no question that that was part of what was going on. Undoubtedly, certainly in my mind and certainly with Syd, and why was it ‘Interstellar Overdrive’ for Gods sake!”

         
            
               

	Date:
            
                        
                        	Wednesday 1st March 1967



	Time:
            
                        
                        	2:30pm - 3:20pm



	Site:
            
                        
                        	Room 53, EMI Studios, 3 Abbey Road, St John’s Wood, London NW8



	Producer:
            
                        
                        	Norman Smith



	Engineers:
            
                        
                        	Norman Smith/Jeff Jarrett



	 
            
                        
                        	 



	Recording:
            
                        
                        	Chapter 24 (RM1 from take 5) E63424



	 
            
                        
                        	Interstellar Overdrive (RM1 from take 2) E63424






         

         A set of rough remixes done in order that 7.5ips copies could be made, presumably to give all concerned a chance to hear how things were working out.

         On Wednesday, 8th March Pink Floyd were included in a Granada TV documentary called ‘Underground’ (part of the ‘Scene Special’ series). This b/w documentary of the emerging 1967 London ‘scene’ features contributions from 32many of those in the thick of things (including Barry Miles and Paul McCartney), and an excellent live clip of Syd’s Pink Floyd performing ‘Interstellar Overdrive’. The recording is edited to approximately 5 minutes long, and most of the film of the group is out of sync with the sound. There is also a frustratingly poor quality sound recording of an early live version of ‘Matilda Mother’ used as background for film of a ‘happening’ in Piccadilly Circus. The recording location for the Pink Floyd segment is listed in the Granada TV archive as the UFO Club, but they have no details as to the date of the recording. This is usually given as either Friday 20th or 27th January, either of which seems quite logical. The broadcast date is usually listed as Tuesday 7th February, however the above date is that recorded in the Granada TV archive.
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	Date:
            
                        
                        	Friday 10th March 1967



	Record Release:
            
                        
                        	Single - Arnold Layne/Candy and a Currant Bun 



	 
            
                        
                        	(Columbia DB8156 mono only)






         

         Peter Bown: “I thought the recording was pretty good…The tapes came to us mixed, I don’t think we mixed them.”

         33Andrew King: “I listened to the record not that long ago…and it sounds fantastic to me…I have to say. It sounds fresh as a daisy. I do think Joe was a good producer…I think he did great for us with that track.”

         The group filmed a whacky b/w promo film to go with the record, featuring the seaside, a tailors dummy, and much in the way of jolly japes by all concerned.

         Peter Jenner: “It was definitely…it was all mixed media and that’s where the other thing…people bitch about: ‘Oh the Floyd’s music’s no good, it’s all just lights.’ or ‘The lights aren’t that good it’s all just music…’ or whatever, but they always were, from the word go…partly down to the London Free School and Hoppy and everything…it was always lights and sound, and that was always one of the selling points. And I’ve always said…one of my jokes is how I was the genius that managed to sell records with a light show!”

         To coincide with the release of the single EMI issued a press release announcing the Pink Floyd as: “Musical spokesmen for a new art movement…”. It went on to say that: “Not knowing what people mean by ‘psychedelic pop’, the Pink Floyd refuse to use the phrase about their stage presentation…” Hmm…

         Roger Waters was born in Great Bookham on September 6, 1944, and left school at 18 to become an architect. He plays bass guitar and likes lying in bed, sunshine, Chelsea buns, very large motor cars and science fiction novels, but dislikes almost everything else. He has brown hair, green eyes, and is 6ft 1in tall.

         Syd Barrett plays lead guitar and likes fairy stories, painting, songwriting and walking around London, whilst disliking having no time for reading fairy stories. He was born in Cambridge on January 6, 1946, and attended Camberwell Art School for three years. Syd has black hair, green eyes, and stands 5ft 11ins.

         Nick Mason likes Christmas, his birthday and November 5, but dislikes nasty people and unpleasant circumstances. Born in Birmingham on January 27, 1945, Nick was an architectural student before becoming full-time drummer with The Floyd. He has brown hair, green eyes, and is 5ft 10ins.

         Rick Wright has brown hair, blue eyes, and is 5ft 10ins tall. He was born in London on July 28, 1945, and plays organ, cello and piano. His likes include freedom, Beethoven and the sun, but he dislikes disagreeable people and crowded pubs.

         Roger Waters: “I suppose that if we had to have some kind of definition you could say the Pink Floyd were lights and sounds. The two mediums complement each other and we definitely don’t use them together just as a gimmick. Our aim is simply to make our audiences dig the effect.”

         Peter Bown: “Syd Barrett? Never had any problems with him at all. In some 34ways we took to each other I suppose…because when we came to do his first LP I could get things out of him that other people couldn’t.”

         Jeff Jarrett: “Nick was always a car fanatic, I remember standing out in the car park with him chatting about one of the Ferraris he’d bought in one day, which was an absolutely beautiful car…”

         Peter Bown: “Rick Wright, he was the quietest of the lot…”

         Andrew King: “It’s very hard because I inevitably see it all with hindsight, but in retrospect I can see their different characters very clearly, and it was a fortunate amalgam of characters. Syd was…in the very early period, it was certainly Syd and the people who happened to be playing with him. I don’t think you can really argue about that, that was the impression you got seeing the band, that Syd was very much the front man…but in retrospect I can see that Roger, with Nick as his main ally, always was the driving backbone of it all, that Rick was the most musically educated in terms of technical knowledge of music and musical theory…and that Syd was a star, a natural star and someone who inspired love in everyone who met him really. So that was there from the start, even though we didn’t realise it. I realised quite soon what a tough cookie Roger was…but it was…they were lucky…it was a lucky combination.”

         Despite being condemned as “a con” by Pete Murray on ‘Juke Box Jury’, and surprisingly banned by the pirate station Radio London, ‘Arnold Layne’ made it into the singles charts.

         
            
               

	Date:
            
                        
                        	Wednesday 15th March 1967



	Time:
            
                        
                        	2:30pm - 5:30pm



	Site:
            
                        
                        	Studio 3, EMI Studios, 3 Abbey Road, St John’s Wood, London NW8



	Producer:
            
                        
                        	Norman Smith



	Engineers:
            
                        
                        	Peter Bown/Jeff Jarrett



	 
            
                        
                        	 



	Recording:
            
                        
                        	Chapter 24 (SI onto take 5) E63428






         

         A short session devoted to the addition of bells, harmonium and cymbal onto take 5 of ‘Chapter 24’.

         Peter Bown: “Harmonium was very much an ‘in’ thing…an ‘in’ musical instrument in those days. It was always dubbed on because it didn’t make much sound. It was also a damned difficult thing to mike!”

         Jeff Jarrett: “They were just…it was just such original music, so much an original sound, that one just felt part of this creative force that was taking place. I mean you have to remember my part in that job was the smallest part there, I was the assistant and making the tea and generally keeping everybody happy from my point of view. So in the creative process I was really an onlooker because obviously that’s very much ‘the band’, and it was Norman Smith who 35produced all the tracks, and then of course Peter the engineer would be doing whatever he could to get the best out of these…this new, original sound.”

         
            
               

	Date:
            
                        
                        	Wednesday 15th March 1967



	Time:
            
                        
                        	6:30pm - 12:30am



	Site:
            
                        
                        	Studio 3, EMI Studios, 3 Abbey Road, St John’s Wood, London NW8



	Producer:
            
                        
                        	Norman Smith



	Engineers:
            
                        
                        	Peter Bown/Jeff Jarrett



	 
            
                        
                        	 



	Recording:
            
                        
                        	Chapter 24 (take 6) E63667






         

         Presumably not happy with the earlier version, the group use a 6 hour session to record a further take of ‘Chapter 24’. This ran for 3:57 and was labelled ‘Best’.

         I asked if there were many people hanging around during the sessions.

         Peter Bown: “No - they wouldn’t have anybody. If anybody got in the studio or in the control room and somebody saw it, especially Roger Waters! I remember him saying…I’d get: ‘Come out Peter…who’s that in the room?’ and I said: ‘I don’t know, it’s just someone stepped in.’ and he said: ‘Well step them out again! We don’t want them in, you know what we are for visitors!’ and I said: ‘Yes, ok…I didn’t see them come in I think your boss brought them in.’ and he said: ‘He damn well knows that we don’t want anyone in!’”

         Jeff Jarrett: “Mostly Pete Jenner and Andrew something…Andrew King. Those two guys would be around a lot, Peter more than Andrew. But no, it’s funny looking back, but they had very few hangers-on hanging around the studio. They would just come in and really…they used to work very hard actually, it was a very professional approach they used for new guys.”

         Peter Bown: “He (Peter Jenner) was a funny sort of fellah. He didn’t do much on the session…he used to just hope for the best I think.”

         
            
               

	Date:
            
                        
                        	Thursday 16th March 1967



	Time:
            
                        
                        	2:30pm - 5:30pm



	Site:
            
                        
                        	Studio 3, EMI Studios, 3 Abbey Road, St John’s Wood, London NW8



	Producer:
            
                        
                        	Norman Smith



	Engineers:
            
                        
                        	Peter Bown/Jeff Jarrett



	 
            
                        
                        	 



	Recording:
            
                        
                        	Interstellar Overdrive (Short Version)



	 
            
                        
                        	(takes 3-6) E63667/E63669






         

         It has long been assumed that the short version of ‘Interstellar Overdrive’ (to be found on the ludicrously rare French ‘Arnold Layne’ EP) was recorded at Sound Techniques Studios during the ‘Arnold Layne’ sessions. The details in the Abbey Road archive prove that this was not actually the case.36

         
            
[image: ]Pagan Pink Floyd - March 15th 1967, The Kent Herald reviews ‘Arnold Layne’ and includes a few comments from the group. Syd is as enigmatic as ever…

            

         

         37This afternoon session was spent attempting to record the short version as a separate item, and the take numbers follow on from the long version recorded on 27th February 1967. Three complete takes were recorded: take 3 was 5:30, take 4 was a false start, take 5 ran for 4:43 and take 6 lasted 5:00. None of these takes was considered ‘Best’ and none of them were used. The issued version was eventually edited down from the long version prior to the overdubs being added (see also 22nd March and 27th June).

         Peter Bown: “Yes…I think the short version was edited down from the longer version. I do remember saying that: ‘You mustn’t trap yourself…part of this could become a single.’ and they worked out the edit points.”

         
            
               

	Date:
            
                        
                        	Thursday 16th March 1967



	Time:
            
                        
                        	7:00pm - 2:00am



	Site:
            
                        
                        	Studio 3, EMI Studios, 3 Abbey Road, St John’s Wood, London NW8



	Producer:
            
                        
                        	Norman Smith



	Engineers:
            
                        
                        	Peter Bown/Jeff Jarrett



	 
            
                        
                        	 



	Recording:
            
                        
                        	Flaming (take 1) E63669






         

         A first crack at ‘Flaming’ and it’s labelled ‘Best’ at 2:43 long.

         Jeff Jarrett: “The great thing about working with them was, even as just the tape op, you felt part of that whole thing. And so it was…they were very down to earth guys who were great to work with.”

         Peter Bown: “They were pretty down to earth in the studio…I really, in a way, got into their music. They seemed to like me, I liked them and we did get on very well together.”

         
            
               
	Date:
            
                        
                        	Sunday 19th March 1967
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90, WARDOUR STREET, LONDON W1.

DEC.
1966

PROGRAMME

Sun, 18th B.B.C. 2 T.V. “TONIGHT IN PERSON *
Every Saturday afternoon, 2.30-5.30 p.m. featuring THEODORE BIKEL (A limited num-
ber of Tickets available to members on per-
THE SATURDAY SHOW dlapphaticnt
Mon. 1%  ALAN BOWN SET
Top of the Pops both Live and on Discs Dave Anthony's Moods
Introduced by Guest D.J.s Tues. 20th  SPENCER DAVIS GROUP'S CHRISTMAS
Featuring Star Personalities sy:ANTY
Members 3/6 Non-members 4/6 (Members' Tickets 7,- in advance from Dec. |3th)
Wed. 21st  Folk Night :
Thur.lst  GRAHAM BOND ORGAN -ISATION BERT JANSCH and JOHN RENBOURNE
e Buncl
Thur.22nd  THE PINK FLOYD
Fri. 2nd “ Let's Go Surfin’ "—Marquee  Beach Party ** The Iveys
THE FENMEN
The Majority Fri. 23rd vStars of the West End &
4P.'s, R K,
Sat. 3rd THE HERD THE DEEP FEELING BAND
John's Children Jimmy CIiff and the SHAKEDOWN SOUND
s “IAZL SPECTACULAR " (Members, 6/~ : Non-members, 8.6)
rom the U.S. Sat. 24th THE HERD'S CHRISTMAS PARTY
The Great ROY ELDRIDGE The Neat Change
Phil Seamen Quartet (Members. 7,6 ; Non-members, 10.-)
(Tickets available in advance from Friday. Nov. 25th :
Members, 10/ ; Non-members, 12:6) Sun. 25th CLOSED
Mon, 5ch ART WOODS Mon.26th  THE ACTION
The Nite People Amen Korner
Tues.6th — Jimmy James and the VAGABONDS TuenZth  JOHN MAYALL'S BLUES BREAKERS
yn e Race
{Mziubers’ Tickets 7,- in advance from Nov. 29th) (Members' Tickets 7.« in advance from Dec. 20th)
Wed. 7th  Folk Night: GERRY LOCKRAN, THE Wed. 28th  ALEX CAMPBELL'S “SCOTCH " NIGHT
SOUT;: N RAMBLERS and GOOCH (The with Star Guests.
Sechr Blods Pianieys Thur, 2% THE PINK FLOYD
Thur.8th  JOHN MAYALL'S BLUES BREAKERS ) Syn
Robert Stuckey. Trio Fri. 30th LONG JOHN BALDRY
Frl. 9th SANDS The Good-Goods and BLUESOLOGY with
The Iveys Stuart A. Brown
Sac. 10th THE HERD Sat. 3ist N(E7V;o YEAR'S EVE RAVE
he N ¥ .30 p.m. - 1230 a.m.
Tee:Near' Changs with JIMMY JAMES, COUNT PRINCE
Sun. lith  TED HEATH'S 2Ist ANNIVERSARY MILLER and the VAGABONDS
The full TED HEATH ORCHESTRA THE BUNCH
with Guest Artists THE NEAT CHANGE G
(Members 7;6, Non-members 10,-, in advance from (Members 10, Noncmembers 12,6, available in
Nov. 28th) advance from Dec. 20th)
Mon. 12th  SONNY CHILDE and the T.N.T.
The Stormsville Shakers
Tues. I3th  ERIC BURDON and THE ANIMALS OPEN NIGHTLY 1 7.30-11.00 p.m.
yn 800+ 11.30 p.m. (SATS.)
(Membors' Tickets 7,- in advance from Dec. 6th) Tusg Hombers? Nogmembers 8, Wed.: Members
/- Non-members 6/-. Mon., Thur., Fri,, Sun.: Members
Wod. l4h  Folk Night: THE TINKERS with Star Folk $Novmembers76. et Members €-, Non-members
/6.
Thur. ISth  * An Evening of Blues and Gospel "' * Members may book advance tickets for Tuesday ‘evening
ALEXIS KORNER'S “ FREE AT LAST" sessions one week ahead. Postal applicants must enclose
Ram Holder's Messengers membership cards and s.a.c.
Fri. 16th SANDS REFRESHMENTS: Coffee, soft drinks, and
John's Children savouries are available at reasonable prices
Sat. 17th THE HERD (All Programmes are sublect to alteration and the Management
Mark Barry cannot be held responsible for non-appearance of artists.)

Printed by Hepworth and Co., (Tunbridge Wells) Ltd., Tunbridge Welis
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The University of Sussex Union

Monday 6 February

NOTICEBOARDS _ CHANGE

The board opposite the Debating Chamber
s been divided up for societies.

Personal notices on right hand half of
ard in Porters' Lobby. Notices there must
dated ond on the 4% x 37 cards availsble
. the Porters' Desk, Otherwise they will

removed,

Union workings and mep in cloisters op-
site ground floor cloakrooms of Falmer
use,

IUNCIL. COUNCIL COUNCIL COUNCIL COUNCIL

uncil will meef at 6 p.m. in the Debating
amber on Tuesday 7 February., The matter

' Senate's decision on the sale of cigar-
ites on the campus will be discussed as will
+ the present state of the N.U,S., and the
wly-formed Radical Student Alliance.

1 members of the Union are welcome as ob-
TVers. ’

TRAORDINARY UNION GENERAL MEETING

| Extraordinary Union General Meeting was
1led on Tuesday 31 January in the J.C.R. on
ceipt by the President of fifty signatures.
e motion that 'This Union strongly protests
ainst the Government's shortsighted and im-
rel intention to increase the fees for over-
as students, and urges the Government to
scind its decision in view of the dotrimen-
1 effect it will have on the educefional
velopment of the developing countries and
eir studonts already in this country.' was
ssed unanimously.

UCK BERRY IS COMING FEBRWARY 25 1967

ELECTTONS
VOTE TODAY F(R:

SDO Candidates: Kelvin BURGH

Lorraine FIRTH
SOCIAL STUDIES COUNCIL REPRESENTATIVE

Candidates: Steve BUTTERS
. Arshad MAHMOOD

(2 vacancies) Trevor NATHAN
Gordon STEVENS

\?‘oti.ns 9 a.m. - 5 p.m. PORTERS' LOBBY
REGISTRATION CARDS MUST BE SHOWN.

SEREIERUREERLR
RESULTS
b )

School of Afro-Asian Studies
Council Member: Miss Imogen DAWSON

School of Educational Studies
no nominations, so post will remain
vacent until Council elections at the
end of term. 8

FedRndnokkRRRR

Voting for Secretary of Council
Buildings Officer
at Council Tuesday 7 February 6 p.m.

DANCES$$DANCE S §DANCES $SDANCESEIDANCELSS
Saturday 11 February = 8.30 - 12.30

ATAN BOWN SET voted most promising group

of 1966 and

PINK FLOYD outstanding exponents of the
psychedelic sound-light-pictures experi~
nent with

The Wishful Thinking and Russells Clump.
Fantastioc velue for 6/-, Tickets from
Porters Desk.
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The Pink

WHEN the Pink Floyd played
at Canterbury in November
they were good, but when they
retorned on Saturday to the
Canterbury Technieal College
dance they were even better.
The group themselves think
they have developed, and those
who attended both of their Can-

terbury performances must
agree.

The music, a mixture of high
droning sounds and exciting

build tips, (samed with flashing
and unusunl colours projecte
on to the back of the stage, go
to make up an exciting impro-
vised act.

As the music starts people
listen uninterestedly, but after
about three minutes the sound
is so strong that it is Impossible
not to go with it.

Created by turning up the

amplifiers and relying upon

strong audience reaction io the

ear-bursting noise, the sounds

of the Pink Floyd force their

way into the audience and be-
louder

come and _stronger as
they continue to play.

The whole effect is rather
pagan, yet as the colours
vibrate with the music the
artistry of the group becomes
apparent.

Their new record, “Arnold

Layne," gives a good impression
of “what the group are abowt.
Listen to the words carefully
and yon will realise that they
sing ‘and perform about differ-
ent and unusual things, things
that are not quite accepted, al-
though people want to hear
about them.

I asked Nicky Mason (drums)
whether he thought that they
could manage to sell their re-
cords  without the lighting
effects that make up their stage
show He thinks they can.

“We didn't try to get exactly
the same cffect,” he said. “The

The pagan effect of

Floyd

Pink Floyd on record will just
have to be different from the
Pink Floyd on stage, although
the basic sound and atmosphere
still comes through.”

Syd Barrett (guitar) told me
that he likes the record. “I
listened to it a couple of times

and  discovered that it was
good,” he said.

The group’s bass guitarist,
Roger Waters, seemed fo be

quite awed by the way record-
ing sessions have a habit of
prolonging themselves. He told
me that while they were making
“Arnold Layne” they met other
groups who had been in the re-
cording studios every evening
for two months.

But In my opinion the group’s
hard work at the studio has
paid off—and “Arnold Layne”
must sell well.

I shy from using the word
“hit” because I do not think
that the hit parade is a good
way to measure a record's suc-
cess, A type of music that is en-
joyed by some may not be
bought on record by others, al-
though it still gives great
pleasure to those who choose to
listen to it,

RECORD REVIEW

CHff Richard

With the soft ballad that so
suits CHff Richard, “It's all
must make the top 20.
Perhaps it is o little too similar
to his other recent recordings,
and old ones, too, for some
people. But hé still sings with
such sincerity, and the lyrics
are so acceptable, telling the
age-old story of the broken
heart, that this record cannot
really fail.

Millie Small

“Chicken TFeed” could be
Millie's come-back record. The
girl with the sugar sweet voice,
and the sparkling personality,
she deserves some success, and
the unusual words and bouncy
tune on this dise could help her
rise again.

It is a novelty record In a
way, telling how she does not
care really how much her boy-
friend earns as long as she is
the only “chicken he feeds."

Three People

A folksy record with a good
heat that swings along, “Got
to find a reason for leaving,"
could be a minor hit.

A fairly new group on the re-
cord scene, Three People have
been singing folk songs for
quite a while, and this dise may
be their answer to the eritics
who say that folk music will
no longer sell on record. o






