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t least London is a ‘home’ venue — before Earl’s
Court there was North America and Europe to
whizz around. The sheer volume of the
staging, lighting equipment and other
peripheral paraphernalia needed to sustain a
Floyd audience’s awe quota at warp factor 10
is vast. To transport the lot on daily jaunts between the
planet’s stadiums is enough to give even the most
experienced tour manager a full bore anxiety attack.

At the epicentre of this potential maelstrom is one Phil
Taylor, David Gilmour's right hand man and overseer of the
Floyd's backline. “I've been to every Floyd gig for the last 20
yvears and not actually seen any of them!” says the
permanently backstage bound Mr Taylor. He somehow
manages to bring calm to the confusion of touring,
nursemaiding 118 flightcases of Floydian backline on and off
planes and trucks to help ignite the world’s stages — 20 vears’
experience of all things Pink brought into sharp focus.

“I first started working for the band in 1974,” he continues.
“They were getting ready for a British tour with ‘Dark Side
Of The Moon’ and the first things we did were a few
rehearsals where they wrote some new material, which was
strange for me, being a bit of a fan in those days. We were in
this very small, dirty, dingy rehearsal room in King's Cross —
just me and the four members of the band for two or three
weeks while they came up with some tracks called You Got
To Be Crazy and Raving And Drooling which were re-written
and turned into Shine On You Crazy Diamond and some of
the stuff off the ‘Animals’ album. So on that tour, these new
tracks became the first half of the show while ‘Dark Side...
was the second and Echoes was the encore.”

Obviously the crew in those days was not quite so vast...

“It's hard to remember exactly, but I think there were
around a dozen or 15 people in the crew in those days. Today
the nucleus totals around 80, but of course it involves
several hundred people overall with all the drivers, the steel

assembly guys [ie - the stage construction crew] and various
other things. When I first worked for them with that small
crew, I looked after Roger, Rick and Dave [Waters, Wright
and Gilmour, but you knew that! — Ed] and the person who
looked after the drums also doubled as one of the quad PA
crew. So during the show there was only ever me on stage
dealing with all of it.”

What was Mr Gilmour using in those days, gear-wise?

“It was very similar to what he uses now. One of the first
jobs I did in the band was to go out and buy him some new
Hi-Watt amplifiers. I went down to Hi-Watt in Kingston and
saw Dave Reeves and bought two 100 watt heads which are
still in Dave’s rack today. He had WEM 4x12 cabinets with
Fane Crescendo speakers in, identical to the ones he uses
now, and he had a couple of Leslie cabinets for a couple of
things on ‘Dark Side...". He also had some Binson echo units,
a couple of EMS Synthis which he used for the sequence on
On The Run live on stage every night, and a small
pedalboard with a Fuzz-Face, a treble and bass boost, a
volume pedal and switching system for the delays.

“He had a black Strat that he always used - I think we
would have carried a spare, too — but one of the other first

Jjobs I had to do was to go out and buy two lap steel guitars, »
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“I've been
to every
Floyd gig
for the
last 20 years and not actually
seen any of them!”

» for the different tunings needed on Great Gig In The Sky and

One Of These Days, which was an alternative encore but in
the end they opted for Echoes. I went off to Sound City,
which was the in place to go in the west of London, and they
had two Jedsons, a cream one and a red one - they were
about 60 quid each and that’s what we bought and that’s what
he still uses, although we've since changed the pickups. In
fact, on this tour we found a Fender lap steel and he's been
using that.”

Needless to say, things have become a great deal more
sophisticated over the last 20 years...

“Well, Dave’s main Strat is basically a USA 57 vintage
reissue which we got hold of in 1984. It's fairly stock other
than it's been fitted with EMG-SAs, plus an EMG-EXG
expander and the SPC midrange presence control. Other
than that, apart from the fact that he's had his trem arm
shortened, it's pretty much stock. For a spare he's got a
virtually identical Strat which we managed to buy. When we
were on David’s solo tour in 1984, he went into Manny's in
New York with Mick Ralphs, who was his second guitarist on
the tour, and Mick picked up this red Strat and said it was
really nice and that he was going to buy it - but Dave wished
he'd found it first! Then last vear I saw this secondhand red
Strat in Chandlers which was just like Dave's, and so I
picked it up and said, Whose is this? and they said it was
Mick’s. So I said, Right, we'll have this! It needed a fair bit
of work done on it and it’s been fitted with the EMGs, too.

“I also carry one more spare which is a cream coloured 57
reissue; Dave's not very fond of the colour, but it's very nice

to play. Other guitars he used on the tour were two
Telecasters which are both 52 reissues; the only
difference between them is that one of them
has the bass string tuned to D, which he uses
for Run Like Hell. The other one, which is in
regular tuning, he uses for Astronomy

Domine."

David’s acoustic guitars are Gibson J-200
Celebritys.

“They made a run of only 90 of these
particular guitars in 1984/85 and we've now
obtained three. Dave just really likes them;
they sound great and they're really lovely to
play. I've had them modified, they've got
EMG acoustic pickups in, but they've also got

small Crown microphones in them too. So

there are basically two
outputs from each guitar,
two separate radio trans-
mitters on them with two
different signals. Then
there’s a Gibson Chet Atkins
electro-classical which he
uses on High Hopes and the
two steel guitars which we
talked about earlier.”

So much for the guitars,
but from then on in, things
become a lot more complex.
To look at, Gilmour's rig is
pretty intimidating...

“The design concept was to
achieve a user-friendly
system with the cleanest
possible audio signal, using
the highest guality com-
ponents between guitar and
amp to eliminate hums,
buzzes, RF interference, etc.
So the electric guitars go into
a Pete Cornish routing
system, which is basically 24
sends and returns, controlled
via a Custom Audio footboard,
modified by Pete, with
individual on/off switches for
all send and return loops plus
a microprocessor which calls
up preset combinations of
effects with MIDI channel
change information being
sent at the same time. Then a
song title display is built in,
which works via MIDI, with a
duplicate display in the rack.”

Phew! So, judging from
some of the pedals on top of
the rig, one could say that
it's a strange marriage of hi
and lo tech?

“I guess we've taken
advantage of technology
inasmuch as Dave has enough
to think about up on stage,
being the focus of attention
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Wall of sound:
Gilmour's rack system

A Gilmour's eye
view of Earl's Court

Phil's
workstation
backstage

and so his switching system and equipment have to be as
simple as possible. At the end of the send and return routing,
it then goes into a master unit which, because 1 have his amp
racks backstage with me, has master volume controls on it
for Dave to control his 4x12s, Doppolas and voice box from
on stage.”

From a gig to gig point of view, it’s pretty easy to put in

situ and fire up night after night with maybe just a few
slight tinkerings.

“It is, yeah. There are a few minor tweaks; I always set his
gear up so that it sounds good to me and the levels seem
right, however the reason why he likes to have his rack on
stage with him every night and the reason why his pedals
are mounted on the top is so that he can wander over and
give them a tweak as he feels necessary. Pete Cornish has
modified most of the ‘off the shelf’ effects units for both
correct matching - level, impedance and so on - and has
included several ‘artistic’ mods for improved usability.”

Keeping his boss briefed on the latest equipment isn’t the
foreboding task it might at first seem...

“Between projects there are often quite long periods
where Dave doesn't play much guitar, but when there
is something - a tour or album - about to happen then
I keep my eyes open as to what's around and take him stuff
to try "

Next in line is the preamp stage.

“We use an Alembic F2B, mid 70s bass guitar preamp
based, I believe, around a Fender
Showman circuit, which is very
clean and with minimal
controls: brightness, volume,
middle, treble and bass. It
has been modified to reduce
the bottom end and fitted
with an extra valve. The
way in which Dave uses his
system is that he always
gets a good, nice, powerful
clean sound - a lot of his
sounds are basically clean
with a bit of delay - and
when he does his overdriven
stuff, he introduces various »
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Is. I guess a lot of people these days would look on that
an old fashioned way of doing things, but he is from the
‘old school' where you would have a couple of effects pedals
on the floor going into your amp or combo. We continue to
try the modern multi-effects units but, although they appear
to be improving, there are sounds which David has got on
rs by using pedals which cannot be
duplicated by those units. A lot of them tend to be good or

reasonably good, but they're never brilliant.”
So much for multi-effects, but whither the Gilmour

generated electrons next?
“The signal then comes from the preamp and goes into his
volume pedal and from there it goes off, splits and
goes into his delays. Then it comes out through
the master routing unit and goes into his
HIWATT power amps. I've got three
normal HIWATT heads, AP100s,
which have a preamp in,
but Pete Cornish has
modified them so
that we're just

record over the ye

using the power amp stage, just going in using the master
volume and the presence control. Then there’s another rack
with the other three which are slave amps. They're all run
with Mullard EL34s. One HIWATT powers a WEM 4x12 with
the Fane Crescendos in it and a Marshall with
Celestions; the second one does the same

thing but it has a chorused

version of the first

signal - in effect,

this means

that one

pair




has a wet signal and the other remains dry. Then we have a cycles and therefore, if you're us
spare HIWATT in the rack. In the second rack, the top there'’s a lot of power coqugf-dqt
HIWATT powers his voice box [a Jim Dunlop Heil], but what satisfactory for the bottom end
I did there was get Pete Cornish to make me a dummy load, dummy load on there to deal with d
because what a lot of people have found with heavy voice One unique aspect of Gilmour's backline are the Dappolas
box usage is, because of the nature of ~ custom built, revolving speakers.
the driver in them, which is “T designed them in conjunction with a guy called Paul
a mid range horn driver, Leader and had them built. What we were trying to do was
generally they make a full range, reasonably high powered rotating spea
don't work unit. We didn't want to use a Leslie, although David ha
below Leslie simulator in his rack, we wanted a slightly dif e
800 sound. It has two six inch 100 watt drivers in it, stacked on
each other which is a lot of weight to move around, but they
seem to work quite well. We have three of & :'_
them on stage which are used continually —— k>
in conjunction with the 4x12s. We
were influenced by David
getting hold of a thing called
a Maestro Rover, which is
a revolving full
range speaker »
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The seat of power: HIWATT 100s

» he uses in the studio. They're quite nice, but fairly low
powered and so for live work we needed something with
more power.”

Phil's showtime position backstage is just behind Gilmour's
row of 4x12s. Conditions are fairly cramped, but
workmanlike - here, he has to be able to deal with all the
problems that might crop up during a performance.
Anything from a simple tune up to major MASH like effects
surgery has to be possible. Essential, therefore, is Phil's
workstation — quite literally mission control.

“In my workstation I have drawers of strings, spares and

all sorts of exciting things. The tuner unit I had custom

made for the 94 tour which includes a Peterson 19"

strobe tuner and a BOSS TU-12, with some lights

and a dimmer so I can see what I'm doing and a

switching system so I can send the signal to either a

Fender Super Champ or to a headphone amplifier. So

if I'm tuning an acoustic guitar and I can’t really hear

it, I can just put on a set of headphones, turn the
volume up and get on with it. I also have the ability to
monitor David’s instrument and radio system through
the workstation while he’s performing which is my
first checkpoint for troubleshooting any problems
which crop up. I have headphone monitoring available
at key points throughout his system in order to locate
any problem quickly.”

There is a constant turnaround of guitars during a Floyd
performance and everything has to be pre-tuned and
generally spot on.

“Absolutely. Before the show I pull things into tune that are
going to be used during the first half of the show, but I spend
most of the number before a guitar is needed tuning it. There
are always temperature changes which will affect tuning,
especially in the outdoor stadiums as you approach nightfall.”

The positioning of Phil's workstation must mean that

Guitarist January 1995

things can get fairly loud...

“Pretty loud, yeah, but not horrendously so; you can stand
by each other and talk, Basically I'm here listening to Dave's
system and tuning. I get called up on stage for different
reasons, but generally I'm just listening for any of the
equipment going wrong. I'm always on red alert!"

What sort of things do go wrong?

“On this tour we've had to deal with a lot of temperature
changes and we've had to set up in the rain a lot because of
the number of outdoor venues we've been doing. You set up
in the morning and it may be cold and raining and then by
afternoon, the sun's come out and it's got really hot so you
have to put space blankets on the equipment to keep the sun
off. The pyro on stage contributes a lot of dust and filth
every night which gets into everything. I've had a few
failures; nothing went wrong on the first part of the tour but
gradually some of the pedals started not working properly
and I had two or three of those go down. Apart from that, the
only other thing was one of the radio transmitters failed.”

What happens to all the gear during Floyd downtime?

“We have a warehouse where I have Dave's gear set up so
that I can play with it, but generally it doesn't get used very
often. Elements of it get used, but as an entire system it
doesn’t because there’s nowhere to use it, it's too big. Dave’s
studio is on a boat and not very large and so there's just no
room to set it up anywhere.” B

Set the canfrols. ..
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If ever a Fender Stratoca:
‘most highly prized’, then

pictured here. David Mead

ust about everyone knows the story

behind this guitar. What? You

don’t? Well the main thing to

understand about Stratocaster No
0001 is that it wasn’t the first one ever
made. The guitar bears the neck date ‘TG
6.54', and a further body cavity mark
declares ‘Mary 9.28.54" — some months
after production commenced. The letters
TG’ tell us that the man responsible for
crafting the neck was Fender employee
Taddeo Gomez and the name ‘Mary’,
another employee, crops up on many
Strats from this period.

There are Stratocasters in existence
which bear much earlier neck dates and
which have the serial number on the trem
cavity backplate, as opposed to the
neckplate in this case.

Various theories abound as to why this
instrument in particular was selected to
bear the all-important single digit; it was
certainly destined to be a showpiece, or
something pretty special because ms
custom colour and gold livery, butthaﬁht &
Strat? Absolutely not. In fact, it mﬂ’ﬂt
Leo Fender may have decided to start
numbering his new creation from 0100,
rather than 0001. The reasoning behlhﬂ il
this is lost behind the shrouds of time 9
most, if not all, of the people who could
provide any answers to the clues are long
since dead. There is even so con-
siderable conflict as to the exact date that
Stratocasters began to surface from the
Fullerton factory. George Fullerton
remembers that it was March 1954,
whereas plant manager Forrest White
insists that it was more like October that
same year. Certainly we know that the
early production breadline days
Fender company were nothing less than !
chaotic and so it is quite reasonable to
assume that the actual numbering of
guitars in those days was, if not wholly
arbitrary, then something of a hit and miss
affair.

Happily, Stratocaster No 0001 B*Sﬂll ln
remarkable condition and fully pla
ended up in David Gilmour's hands thanks
to Phil Taylor, who bought it from none
other than Seymour Duncan in the mid
70s for around $900. (Makes you want to =4
weep, doesn’t it? — Ed) Phil kept RM ;l«!
his flat and treasured it, but more 2
it was a lovely guitar to play than % P
historical significance. However, it i
only a matter of time before Phil’s
employer showed an interest and began
to circle, vulture-like. Phil resisted and
resisted, but then came the time when he
had to raise the money to put tamrds -]
buying a house. He approached The Banl: >

Guitarist January 1995
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Of Floyd who turned out to be the
bank that likes to say Yes, But Give
Us The Strat, Phil. Now, numero
uno resides with David Gilmour as

part of his considerable coll-
ection.
It's a credit to Mr G that the

guitar doesn’t spend its life in
a glass booth. In fact, the
day that Guitarist went to
photograph it, there were no
restrictions put on its hand-
ling, just the general directive
to please take care. So we
can attest to the fact that
Number 0001 is still a joy to
play. It bears much of the
livery and hardware com-
mon to early Strats - the
anodised scratchplate and
ash body, for instance -
but the colour, which
often looks blue in
photographs and is
in fact white, and
the gold parts were
doubtless custom fea-

tures.

Nobody knows
where the actual first
Stratocaster is and

only detective work

of a Holmesian
standard is ever
likely to change
that fact. In the
meantime,

this guitar wears

the ‘most coll-
ectable Strat'

crown and, pre-

tender though it may
be, it wears it well. |
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