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Pink Floyd's the Wall is arguably one of the most intriguing and 
imaginative albums in the history of rock music. Since its release in 
1979, and the subsequent movie of 1982, the Wall has become 
synonymous with, if not the very definition of, the term "concept 
album." Aureally explosive on record and visually explosive on the 
screen, the Wall traces the life of the fictional protagoinst, Pink Floyd, 
from his boyhood days in war-torn England to his self-imposed isolation 
as a world-renowned rock star, leading to a climax that is as 
questionably cathartic as it is destructive.  

From the outset, Pink's life revolves around an abyss of loss and 
isolation. Born to a war-ravaged nation that takes his father's life in the 
name of "duty," and an overprotective mother who lavishes equal 
measures of her love and phobias onto her son, Pink chooses to build a 
mental wall between himself and the rest of the world so that he can live 
in a constant, alienated equilibrium free from life's physical and 
emotional troubles. Every incident that causes Pink pain is yet another 
brick in his ever-growing wall: a fatherless childhood, a domineering 
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mother, a country whose king signs his father's death certificate with a 
rubber stamp, the superficiality of stardom, an estranged marriage, 
even the very drugs he turns to in order to find release. As his wall 
nears completion, each brick fruther closing him off from the rest of the 
world, Pink spirals into a void of insanity, cementing in place the final 
brick in the wall. Yet the minute it is complete, Pink begins to realize 
the adverse effects of total mental isolation, helplessly watching as his 
fragmented psyche coalesces into the very dictatorial persona that 
antagonized the world during World War II, scarred his nation, killed 
his father, and thereby defiled his own life from birth. Culminating in a 
mental trial as theatrically rich as the greatest stage shows, the story 
ends with a message that is as enigmatic and circular as the rest of 
Pink's life. Whether it is ultimately viewed as a cynical story about the 
futility of life, or a hopeful journey of metaphorical death and rebirth, 
the Wall is certainly a musical milestone worthy of the title "art." 

As with most art, Pink Floyd's concept album is a combination of 
imagination and the author's personal life. The album's germinated 
during the band's 1977 "Animals" tour when frontman Roger Waters, 
growing disillusioned with stardom and the godlike status that fans 
grant to simple rock stars, became disenchanted with the seemingly 
mindless audience and spit in the face of a concert-goer. Drawing on 
these feelings of adult alienation as well as the those springing from the 
loss of his own father during World War II, Waters began to flesh out 
the fictional character of Pink. The band's first frontman, Syd Barret, 
and the wild stories surrounding his drugged-out escapades and 
subsequent withdrawal from the world provided Waters with further 
inspiration for the moody rock-star Pink. The contributions of 
bandmates David Gilmour, Nick Mason, and Richard Wright, provided 
the final brush strokes for Pink, a contemporary anti-hero, a modern 
everyman struggling to find, or arguably lose, self and meaning in a 
century fragmented by war. 
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When the Tigers Broke Free, part 1 

(singer: Roger Waters)  
It was just before dawn one miserable 

Morning in black 'forty four. 
When the forward commander was told to sit tight 

When he asked that his men be withdrawn. 
And the Generals gave thanks as the other ranks 

Held back the enemy tanks for a while. 
And the Anzio bridgehead was held for the price 

Of a few hundred ordinary lives. 

 

 
Before I get to the first part of "Tigers," I'd like to address the non-Floyd song vaguely heard in the 
background of the movie's opening section. It's called "The Little Boy That Santa Claus Forgot," by Vera 
Lynn (see "Vera" later in this analysis). The lyrics are as follows: "Christmas comes but once a year for 
every girl and boy/ The laughter and the joy/ They find in each new toy./ I tell you of the little boy who 
lives across the way/ This fella's Christmas is just another day..." At this point, the vacuum cleaner whirs 
into electric life and "When the Tigers Broke Free, Part 1" begins. After the song ends and we get that 
wonderful close-up of the Mickey Mouse watch, Vera's song continues with : "He's the little boy that Santa 
Claus forgot/ And goodness knows, he didn't want a lot./ He sent a note to Santa, what he wanted was a 
drum/ This broken little heart when he woke and he hadn't come/ In the streets, yes he..." Once again, the 
vacuum drowns out the song. From the outset, Waters sets up a few brilliant parallels that will recur 
throughout the movie (and album). The very title of Vera's song, "The Little Boy That Santa Claus Forgot," 
is steeped with ideas of anticipation and disappointment, of longing for something and being (seemingly) 
overlooked. The connections with Pink are fairly obvious when viewing Vera's song in this light of hollow 
expectations. Maybe the little boy of Vera's song received nothing because Santa does not exist in reality. I 
know this seems a bit oversimplified, but perhaps the point is that placing your faith and hope in the unseen 
and the unreal is as futile as, say, expecting to be born into a loving world, a stable country, and a loving 
family complete with two parents. If anything, "The Wall" is a postmodern requiem for both former and 
present times, lamenting the pass of a pre-war era that will never be again while grieving the state of the 
post-World War II world. Correspondingly, Vera's song becomes less a charming song about a down-on-
his-luck kid and more a dirge concerning the uncertainties of life during and after the War. In a sense, her 
message is the very first message one would learn in a highly fragmented, postmodern world: there is no 
certainty. Accordingly, Pink's life is bookmarked by post-war fragmentation and uncertainty, both literally 
and symbolically. The artistic "first chapter" of Pink's life (i.e. the opening of the movie) is Vera's song 
about the futility of hope while the real "first chapter" finds Pink fatherless. Even more interesting is the 
vacuum cleaner that interrupts Vera's song in order to segue into "When the Tigers Broke Free, Part 1." The 
vacuum is both the object that obstructs Pinks thoughts in the present as well as the physical embodiment 
of the void around which Pink's entire life is based. Therefore it is only fitting that Waters, known for his 
fascination with cycles (as evidenced throughout most, if not all, of Pink Floyd's albums), leads us from 
Pink/the-little-boy-that-Santa-Claus-Forgot to the vacuum/void before taking us to the main root of this 
abyss…the absent father.  
"When the Tigers Broke Free" is perhaps one of my favorite songs from "the Wall" movie simply for its 
astounding emotional depth. Although it is one of my favorite songs in the movie, I can see why it wasn't 
included on the album: it's too straightforward. (On the DVD commentary, Waters says that "Tigers" was 
written specifically for the movie, although he later says that it was a song that was just lying around. 
Could be that it was a fragment during the album's recording but wasn't polished until the movie was in 
production.) The album "The Wall" is beautiful and compelling in the very fact that it is so hazy and 
cryptic. Rarely is there a song with straightforward narrative chronicling one incident at one point in time 
with such a clear and concise point of view. But that's what we get with "When the Tigers Broke Free," a 
rare and extremely raw portrait (at least in terms of "the Wall") of personal loss more in tune with the songs 
from the follow-up (and quasi-sequel) album "the Final Cut: a Requiem for the Post-War Dream." Yet even 
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this is fitting for the album's beginning as a sort of parallel to the beginning of Pink's life. Pink doesn't start 
building his wall until after he is born and, even then, after he comes to certain key realizations. Therefore 
it is fitting that Waters uses "Tigers" during Pink's symbolically pre-birth state (with his birth taking place 
during "In the Flesh?"), a time when there are no bricks and therefore no wall; a quiescent time when 
emotion is just that, raw and unfiltered. While the narrative voice is grown up and reflective and, in this 
first part, almost detached, like a historian recounting events of the past, it is still very prenatal both in 
terms of chronology and narrative action. Chronologically speaking, the events recounted are, as previously 
noted, events of the past taking place before or just after the narrator's birth, thus accounting for the semi-
detached tone of the first half of the song. In terms of the album's story, the song acts as a kind of prelude to 
Pink's own story, with Pink still lethargic in his hotel room/womb until his metaphorical birth into narrative 
action with "In the Flesh?" 
The tone of the first part of "Tigers" is very detached and observational, only hinting at the more personal 
voice that breaks out in the second part of the song later in the movie with certain colored (and therefore 
subjective) adjectives such as "miserable," "black," and "ordinary." As previously noted, the song is very 
straightforward and calm in comparison to the rest of the album, lacking the more dense metaphorical 
imagery of subsequent songs. As such, the actual song lyrics need little explanation in terms of narrative 
and symbolism: the action takes place in a trench at the frontline of the Anzio bridgehead in 1944. Waters 
comments on "the Wall" DVD commentary that his father, who served as the model for Pink's own dad, 
was 2nd Lieutenant of the 8th Battalion of the Royal Fusiliers Company C. The company held the frontline 
in February 1944 when the Germans launched a counterattack against the Allies in an attempt to drive them 
back to the sea. The fate of the men is still undetermined at this point in the film / album as is that of the 
still unborn Pink. Yet history (and Waters) reveals that the Royal Fusiliers Company C was completely 
destroyed by the counterattack, taking a "few hundred ordinary lives," among which was Roger / Pink's 
father. 
One of the most interesting things to me, cinematically, at this point is the plethora of extreme close-ups 
during "the Little Boy that Santa Clause Forgot" and "When the Tigers Broke Free, Part 1." The movie 
opens with a gorgeous long shot of the hotel hallway, very ghostlike and almost sterile in its absolute 
barren whiteness. The shot also is evocative of the birth canal leading to the womb/room that Pink currently 
occupies. Yet from here, the viewer is treated to one close-up after another, from Pink's father lighting his 
lantern with Lions matches (perhaps suggesting the noble cause and hearts of the Allied forces) to Pink in 
his hotel room with a cigarette burned down to his fingers. Every scratch on the glass of Pink's Mickey 
Mouse watch is visible (the watch serving as a reminder of the childhood he never had) as is every hair on 
his arm. The effect is both intimate and unnerving; we feel a certain closeness with Pink's father as he lights 
his lantern and a cigarette, utterly alone in a womb of darkness as sounds of bombs and guns fire 
sporadically all around him; yet at the same time, we feel a paranoid sense of scrutiny as the camera details 
every pore and hair of Pink's arm. In an instant we become both the rabid media / fans obsessively 
observing every facet of Pink's being as well as Pink himself under the world's microscopic eye as a result 
of his fame. 
Another shot which has many fans guessing is the transition between Pink's father and Pink in which a 
young boy (presumably Pink) runs across an open rugby field with only a goal post breaking the horizon. 
I've received many e-mails specifically addressing this one shot alone, a few even speculating that the 
goalpost, resembling the letter H, foreshadows Pink's drug addiction, particularly heroin. While this is quite 
possible, I believe that the shot is used to set up the contrast between Pink's psychological stages at many 
points during his story. The young child running across a playing field as well as the quick cut to the 
Mickey Mouse watch both denote a certain childlike innocence that Pink seems to keep trying to revisit 
throughout the narrative. The field is open and limitless save for the goal posts, alluding to the infinite 
possibilities of life before birth and during childhood. Yet as every scratch and blemish on Pink's watch 
shows, one's past childhood is etched and unattainable, especially for Pink whose innocence was marred far 
too early by the loss of his father. Like the watch, Pink's mental landscape is quite different in later, parallel 
scenes when the older Pink sits in a chair watching television surrounded by a hostile, barbed landscape. 
Even the childlike innocence of the child on the rugby field is underscored by his very solitude. He is the 
only visibly living being in the landscape. Viewed in this light, the scene might not only foreshadow Pink's 
drug dependence but also his alienation as a child as the result of losing his father in the war. As such, the 
sequence creates both a visual and thematic chain of events, starting with Pink's father engulfed by the 
darkness of war leading to Pink's pre and after-birth isolation eventually spawning the drugged-out, 
unresponsive man who is so mentally fragmented that he doesn't even notice that his cigarette has burned 
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down to his fingers let alone the maid's knock at his door.  
Interestingly, the conclusion of the calm, pre-album sequences (those cinematic events that take place 
before the album-proper begins) focuses on both the chain on Pink's door as well as the locked doors 
preventing the concert-goers from entering the stadium. The chains which held Pink together to this point 
are about to burst, not only allowing for Pink's conception and birth on the chronological plane of the story 
but also for the release of the very emotions and memories against which Pink is building his wall.  

In the Flesh? 

(album: Roger Waters, movie: Bob Geldof) 
So ya, thought ya 

Might like to go to the show 
To feel the warm thrill of confusion, 

That space cadet glow. 
Tell me is something eluding you, sunshine? 

Is this not what you expected to see? 
If you wanna find out what's behind these cold eyes 

You'll just have to claw your way through this disguise. 
Lights. 

Roll the sound effects. 
Action. 

Drop it on 'em!!! 
DROP IT ON 'EM!!!  

 

Unlike the movie's rather calm introduction into Pink's life, the album begins with as much roaring 
lightning and thunder as the "Let there be light" of Genesis. The pounding guitars, monstrous organ, and 
heavy bass and drums automatically inundate the listener with an abundance of aural spectacle, propelling 
the audience into the story without a preparatory breath…or so one might think. Actually, those with 
attentive ears will notice a little prelude to the musical story in the form of background music and a quick, 
nearly imperceptible voice. The music is from the ending of "Outside the Wall," the last song on the album 
and the spoken message is "…we came in?" Now if you crank up your speakers and listen to the ending of 
"Outside the Wall" you'll hear, at the VERY end, "Isn't this where…" If you were to set your CD player to 
automatically start the first disc at the end of the second one, you'd hear the continuous, uninterrupted 
music of "Outside the Wall" with "Isn't this where we came in?" Why the disjointed message? Put simply, 
it introduces us to Roger Waters' fascination with cycles. The story of "The Wall" is not limited to the war 
babies, those who grew up feeling the first-hand effects of World War II. The story is universal, portraying 
the (possible) lives of anyone who has lost a loved one, whether they are like Waters who lost his father in 
the war or any number of countless people whose parents, caretakers, or loved ones are absent from a great 
portion of their lives. No matter what era we are viewing or experiencing, we will always "come in" to the 
story of one person whose life is affected by the loss of another. The story is cyclical, spanning every 
generation since the beginning of civilization; the music is never-ending. Once one man's story ends, the 
next one begins. When Pink's wall comes down, the children in "Outside the Wall" collect the bricks, 
perhaps building their own walls and thus restarting the cycle with "In the Flesh?" In fact, as is the case 
with Pink, the very moment of conception is often the moment the cycle begins. 

Just as the cycle begins with Pink's conception, his father having already left and died when Pink was born 
(George Roger Waters was born September 6, 1944, nearly seven months after his father's death that 
previous February), the album begins with two birthing transitions on two narrative planes: the conception 
and birth of young Pink in 1944 and the current, rock-star Pink's transition into the Wall's completion and 
his subsequent final descent into insanity in the present. Young Pink's conception isn't so much as 
portrayed as implied in the movie and album. From the very first time I watched the movie, the procreative 
process immediately sprang to mind upon the opening sequence of the song. The countless young concert-
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Another Brick In The Wall, Part 1 

(Roger Waters) 
Daddy's flown across the ocean 

Leaving just a memory 
A snapshot in the family album 

Daddy what else did you leave for me? 
Daddy, what d'ya leave behind for me? 
All in all it was just a brick in the wall. 

All in all it was all just bricks in the wall. 

 

The segue between "the Thin Ice's" guitar solo to the quiet and repetitive guitar rhythm in "Another Brick 
in the Wall, Part 1" is one of the most flawless yet subtle transitions on the album…and rightly so. There is 
no pause, no quiet break between songs for the realization of life's hardships and one's awareness of self-
alienation. In fact, transition is almost simultaneous: once one comprehends the hardships of life (the cracks 
beneath one's feet), mental alienation has most likely already started. And so it is with "Another Brick in 
the Wall, Part 1," the first and most restrained of the "Brick in the Wall" trilogy. With the groundwork and 
ideas already laid out by the preceding songs, the metaphor of "the wall" is first introduced here 
specifically. Whereas the previous songs addressed life's misfortunes and alluded to the disguises that are 
crucial in order to live, "ABITW 1" compiles all of these instructions and warnings into one uniform and 
universal symbol.  

The metaphor of "the wall" is not entirely difficult to parse, especially after having been lead up to it by the 
previous songs on the album. I've received much e-mail asking me to explain the metaphor in full, but in all 
actuality, there is little address. The album is so grand and intricate that many people are intimidated by the 
thought of interpreting the main symbol of the piece, thinking that there is more to the simple image than 
meets the eye. While some might argue that the metaphor is incredibly tricky, I believe that it's the very 
opposite. If anything, the main idea of the "wall" is quite simple. In the physical world, a wall is simply a 
collection of material that is used as a partition to separate two or more things. The metaphor of the wall in 
the album and in life holds to this definition. Because life is so daunting at times, we all have a tendency to 
distance ourselves from it. Television takes our minds off it, alcohol dulls it, drugs alter the reality of it; in 
each example, we use everything at our disposal to prevent us from truly connecting with our feelings, from 
fully experiencing life as both good and bad. As a society, and equally as humans, we have been 
conditioned to distance ourselves from pain, even if that pain helps us in the long run. As a result, we create 
metaphorical bricks in our minds for every disturbing situation in an attempt to distance ourselves from 
being hurt again, from feeling raw and vulnerable. Over time, our personal walls in our minds grow higher 
and we become more cynical, more jaded towards life and our connections with it. In a sense, every brick is 
another defense mechanism, something that dulls the pain of a bad situation and disconnects us from ever 
having to feel that way again. Simply put, the metaphorical wall is nothing more than its real counterpart: a 
collection of bricks that separate us from something else. Just as the walls of your house protect you from 
the environment (both rain and sunshine, the good and bad), the mental walls we erect protect us from 
being completely vulnerable to Life (once again, both the good and bad).  

Such is the state in which we find young Pink in "ABITW 1," coming straight from the realization of life's 
burden ("the Thin Ice") into an awareness of his wall without a breath in between. The transition even hints 
at a subtle nihilism finely woven into the album. There is no decision between one realization and the next. 
From the moment Pink's dad flew "across the ocean" (both to war as well as to death, recalling ideas of the 
bodies of water separating the living and the dead such as the six rivers of the Greek and Roman 
Underworld), Pink's wall had already been started without his consent. It most likely is started before he is 
even fully cognizant of being an entity unto himself, his father gone and dead before Pink was born. "All in 
all," Pink muses, "it was just a brick in the wall" (emphasis mine). By referring to the brick(s) in the past 
tense, Pink displays a nihilistic resignation to accept his fate. His wall was started in the past and it's 
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something that he cannot change, or so he believes. In other words, he believes that he was born to his wall 
which was created the very second his father left and was killed; he was conditioned to continue adding to 
his wall from birth, unable to ever escape the Sisyphus-ian burden sparked by the loss of his father. 

Not only does "ABITW 1" introduce the idea of the metaphorical wall, it also establishes the musical thread 
used by the rest of the "Brick in the Wall" songs. The use of this common guitar riff as well as the deviation 
from it in later songs reflects the changing personality of Pink throughout the first half of his journey (disc 
1). It can be argued that the repetitious D note played with little derivation in this first song is directly 
proportional to Pink's persona at the time. Just as the repetitious note gradually emerges out of the final 
chords of "the Thin Ice," Pink slowly emerges into self-awareness, realizing the burden that has been 
placed on him by the very act of living while also continuing to construct his wall out of the tedium of his 
life. It's almost as if he adds a brick with each note, one after the other after the other; each brick is all the 
same in this monotonous life. Yet such monotony is still unable to repress brief moments of emotional 
outburst. The absolute bitterness in Waters' voice as he sings "Daddy, what d'ya leave behind for me?" 
coupled with the biting accent of the second guitar really illustrate the raw emotions Pink is feeling even at 
this early age while also foreshadowing a time when these emotions will explode. It's also interesting to 
note the anger in his voice when he asks his father what was left behind, aside from the "snapshot in the 
family album." It's almost as if young Pink is undergoing the psychological stages of grief when he 
unjustifiably lashes out at his father's memory. It's similar to when one loses a loved one and selfishly 
blames the person for dying or blames God or some higher power for taking that person from their lives. 
Although such anger is pointless and in a sense selfish, it is nevertheless crucial for the healing process. 
While one might argue that Pink proceeds beyond blaming his father in particular, he arguably is never able 
to move past his bitterness over his father's death. As he grows older, he continually points fingers at 
England, the War, Hitler, and all involved until he is consumed by that anger and ultimately transformed by 
it into the very thing that he hates most…but we won't get to that until the second disc.  

The movie sequence for "ABITW 1" is just as haunting and subtle as the song itself. While the songs never 
really give Pink an age, the movie portrays Pink as being around 5 to 7 years of age, making his musical 
soliloquy all the more valid, psychologically considering that it is around this time that a person's psyche 
really starts to develop a sense of self. According the DVD commentary, Waters said that the scenes within 
the church were slightly altered from a real event in his life. As a young child, Waters' grandfather (not 
mother, as depicted in the movie) takes Pink to the Chapel of the Royal Fusiliers in London to look at the 
memorial for those fusiliers who lost their lives in World Wars I and II. The event must have left an 
indelible mark on the young Waters who remembered finding his father's name in a book in the chapel.  

It is interesting to note the bits of metaphorical brick chained to Pink even at this early age. Symbols of the 
war abound in the model Lancaster Pink plays with, the General Service and Italy Star medals that he 
wears, even the chapel itself that serves as a memorial for those Fusiliers who lost their lives in the war. 
Pink's mother, whom we will later discover to be overprotective, is also present as she prays quite possibly 
for the repose of her husband's soul. Although this simple act of prayer is little indication of the mother's 
sheltering personality, it does introduce her devotion to her husband which eventually leads to her 
overprotective attitude towards Pink stemming from the sorrow of losing a loved one and defense from 
losing another. The next scene of Pink in the playground is, in my opinion, one of the saddest of the film. 
His longing to have a father, the joy on his face when another child's father briefly "adopts" him by putting 
Pink on the merry-go-round, and the subsequent sorrow and aching submission on Pink's face when he sits 
on the swing after the "adoptive" father rejects him; all are played out beautifully in Little Pink's subtle 
facial gestures. Much like his nihilistic resignation concerning the burden he was born with, Little Pink 
resigns himself to a lonely swing while watching the other father's push their children on the swing set. The 
emotion is delicate yet raw, a perfect precursor to unbridled grievousness of "When the Tigers Broke Free, 
Part 2." 
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When the Tigers Broke Free, Part 2 

(Roger Waters)  
And kind old King George sent Mother a note 

When he heard that Father was gone. 
It was, I recall, in the form of a scroll, 

With gold leaf and all. 
And I found it one day 

In a drawer of old photographs, hidden away. 
And my eyes still grow damp to remember 

His Majesty signed with his own rubber stamp. 
It was dark all around, there was frost in the ground 

When the Tigers broke free. 
And no one survived 

From the Royal Fusiliers Company C. 
They were all left behind, 

Most of them dead, the rest of them dying. 
And that's how the High Command 

Took my daddy from me. 

 

On the DVD commentary, Waters purports that "in some generation you break the cycle for some people." 
Waters' comments are a perfect foundation for the second part of "When the Tigers Broke Free," a song 
that serves as both Waters' and Pink's most emotional lament for the loss of a father. Unfortunately for 
Pink, Waters' comments about the cycle being broken are far from true at this point in the album. 
Chronologically speaking, young Pink is still erecting his wall brick by brick when he finds a drawer full of 
war memorabilia containing his father's death certificate sent by "kind old King George." Interestingly, the 
song's point of view is a departure from that of previous songs, written as a sort of present recollection of 
past events. Although the events of the song are in the past, it is being told from a present and almost 
omniscient (i.e. Godlike) point of view, taking into account the third person description of the battle that 
took Pink's father's life as recounted in the "Tigers, part 1" and a few verses in this second half. Such 
conflation between the first person personal point of view and the narrator-like third person illustrates just 
how much of Waters story and personality are tied up with Pink. The creator, while writing a story from the 
viewpoint of his character, just can't help but slip in his own point of view and experiences. Such an idea is 
further supported by Waters' real recollections of finding his father's death scroll in a drawer along with a 
collection of other war memorabilia such as service pistols and ammunition. Accordingly, the emotion of 
this song is perhaps the most pure of any song on the album in that it stems directly from the creator's own 
psyche. Whereas other songs mix true events with fiction or combine the lives of a few people into one 
story, "When the Tigers Broke Free" is an unadultered account of Water's childhood and his father's death, 
making it, at least for me, the most haunting song on the record…even if it wasn't on the original album! 

As with the first "Tigers," there is little need for a symbolic discussion of the song's lyrics being that they 
are fairly straightforward. Young Pink finds a scroll sent by the British government announcing his father's 
death, sparking the conclusion of the war story begun in the "Tigers, part 1." The most interesting aspects 
about this second part, as with the first, are the subtle connotations in the lyrics that give a bit of emotional 
insight into the narrator's mind. With the first part, words like "miserable" and "ordinary" belie the 
narrator's seemingly detached point of view, hinting at the cynicism and grief behind the composed voice. 
The second part is no different though perhaps much more effective in that the narrator is finally given an 
identity and the grief hinted at in the first part is fully and painfully evident towards the end of the song. 
The narrator's pain builds as he recalls finding physical proof of his father's death and is conceivably 
compounded by the fact that his father's death was nothing more than routine for the English government. 
The honor inherent in the scroll form and gold leaf is tainted by the king's signature in the form of a rubber 
stamp, implying that the father's life and the lives destroyed by the war are merely inconsequential and 
replaceable components of the factory-like workings of the English government. Not only did the King not 
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sign the death certificate of one who gave his life for the crown but also some lesser government employee, 
another cog in the great metaphorical machine of politics, most likely stamped the king's insignia on the 
scroll. As a result, there is little wonder why Pink vehemently attacks the High Command for taking "my 
daddy from me," a feeling of personal betrayal by the social systems that resurfaces later in the album in 
songs like "Another Brick in the Wall, Part 2" and "Mother." The accusations of governmental betrayal 
continue when Pink recounts that "they [the soldiers] were all left behind," either dead or dying after the 
Tigers (the German war tanks) attacked the Anzio bridgehead. Although it's most likely improbable that the 
British government candidly betrayed its own forces, it is certainly reasonable for Pink to feel such 
overwhelming bitterness towards the government for sending his father to death and subsequently treating 
that death as simply another statistic.  
Another interesting lyrical aspect in the song is the apparent allusions, whether intentional or not, to the 
imagery in previous songs and the larger themes of the album. Pink finds the scroll in "a drawer of old 
photographs, hidden away," a lyric reminiscent of the memory of Pink's father as "a snapshot in the family 
album" from "Another Brick in the Wall, Part 1." Ideas of the subconscious and repression are immediately 
recalled with the "old photographs" symbolically representing the memories hidden and forgotten in the 
"drawer" of one's mind. In other words, Pink's discovery of the scroll symbolizes the repressed emotions 
and memories that must eventually resurface, spawning the emotional outburst in the latter part of "Tigers, 
Part 2." As mentioned before, this cycle of repression, remembering, and emotional outburst is found 
throughout the album with "Tigers" acting as an example of just how early these cycles start. Another 
possible allusion is the "frost in the ground" during the Anzio battle, recalling the images of frozenness and 
sterility from "the Thin Ice." As with this previous song, the frost in "Tigers" reminds the viewer of the 
futility and fragility of Life, the burdens placed on us all (in this case, the burden of war), and every man's 
eventual demise. 

There is little narrative development during the movie scenes for this song although the emotional impact is 
immense. True to the song's narrative, Young Pink (now around the age of 12 - 13) comes home from 
school and finds his father's death certificate in the bottom drawer of a dresser in his mother's room. Along 
with the scroll he finds a shaving razor, a very male symbol, Waters muses on the DVD, and one that is 
missing from his life, as well as a box of bullets. Beneath it all he finds his father's military uniform, which 
he puts on in front of the mirrors of his mother's bureau. The following shots are equally haunting and 
powerful, cutting between shots of Young Pink and his father in the same outfit. These shots further 
illustrate Waters' ideas of cycles with the young taking the place (and the burdens) of the old. Pink's father 
wears the uniform of his country and takes on the burden of the war being waged. Pink wears the uniform 
of his father and takes on both the burden of losing that very same father as well as the effects the war has 
had on the country and the world. In a strict metaphorical sense, the father is Pink's doppelganger (and vice 
versa), acting as the ghostly double of Pink. In other words, Pink and his father are mirror images of each 
other, fighting a war neither asked for (whether real or metaphorical) and carrying the burdens of the 
previous generation. This idea of the doubled self is further compounded by the fact that the viewer sees the 
subjects (Pink / Father) through the mirrors of the bedroom bureau rather than by actually looking at the 
subjects themselves. It's also interesting to note that the shots of Pink's father are mainly stationary while 
the shots of Pink in the uniform pan his image in the side and main mirrors of the bureau, hinting at Pink's 
more fractured identity. Perhaps this is a result of the looking at himself through his mother's mirror. 
Symbolically, mirrors represent anything from the true self, the way one views oneself, or the way one 
wants others to view one. The mirror images of Pink reveal all of the above, revealing Pink as he is (the 
young boy beneath the uniform), Pink as the metaphorical extension of his father (Pink in uniform), and the 
way Pink's mother views Pink as both child and vessel for her feelings over the loss of her husband (Pink in 
uniform as reflected in mother's mirror). Each separate mirror image is another fracture in Pink's persona, 
another brick in his ever-growing wall accounting for the split of his identity later in the album and movie.  
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Goodbye Blue Sky 

(David Gilmour)  
Did you see the frightened ones? 
Did you hear the falling bombs? 

Did you ever wonder why we 
Had to run for shelter when the 
Promise of a brave, new world 

Unfurled beneath the clear blue sky? 
Did you see the frightened ones? 
Did you hear the falling bombs? 

The flames are all long gone, but the pain lingers on. 
Goodbye, blue sky 
Goodbye, blue sky. 
Goodbye. Goodbye. 

 

Aside from the extra songs such as "When the Tigers Broke Free" and alternate versions of tunes like "In 
the Flesh?," "Goodbye Blue Sky" marks the first prominent variation between the album and the film. 
While the song acts as a continuation of sorts for "Tigers" in the movie, it immediately follows "Mother" 
on the album. Although many have argued about the best possible position for the song, whether after 
"Tigers" or "Mother," I think the order for each respective project is perfectly suited for the song's 
multifaceted implications. 

On the original vinyl version of the album, "Goodbye Blue Sky" occupied the last slot on the first side of 
album one (remember that it was a double album). In an interview around the album's release, Waters 
described the song as being a recap of the first side of album one summing up Pink's life to that point. As 
Waters says, in it's most simplistic form "it's remembering one's childhood and then getting ready to set off 
into the rest of one's life." In this position, the song acts as the transition between "Mother" and the more 
grown up, more world-weary "Empty Spaces." The music is still very peaceful and beautiful, a reflection of 
the youth Pink is leaving behind, while the lyrics are more of a lament and arguably slightly paranoid. The 
very vocal stutter on the "Di' di' di' did" part of the verse belies any sort of composed identity Pink might 
have created for himself, revealing, if anything, his apprehension at bidding farewell to his own innocence 
by stepping into the sinful world where he will become an adult. By this interpretation and remembering 
the symbolism of the color blue as discussed in "the Thin Ice," Pink is saying "goodbye" to the "blue sky" 
of his childhood innocence and the protection of his mother. Also keeping in mind that Pink was once 
called "baby blue," his departure from his simplistic and inexperienced infancy is further underscored, 
specifically marking the transition between his appellation of "Baby Blue" to the more emotionally 
experienced and sexually charged color (and name) "Pink." As is true until now and for the rest of Pink's 
life, "the flames are all long gone but the pain lingers on." In other words, while those things which hurt 
Pink physically, mentally, and emotionally are no longer present in his life (the death of his father is a 
memory, his schooling days are over [at least in the song's position in the album], he is finally moving 
away from his mother's protective arms), the scars caused by these wounds are still present and just as 
painful; each of these pains are more bricks in his wall.  

The problem with placing "Goodbye Blue Sky" after "Mother" is that the lyrically charged war images 
aren't especially applicable. The "frightened ones," "falling bombs," and running "for shelter" just don't 
carry across that overwhelming sense of war-time immediacy and forced transition when placed directly 
after "Mother." While the song works on the level of Pink's transition, the war lyrics seem out of place and 
drawing the usual parallels between Pink and World War II seems strained. I believe Waters realized this 
for the movie and thus moved the song so that it would follow "When the Tigers Broke Free, Part 2" (but 
then again my bias for the song's position here is shining through :-) ). Personally speaking, the song works 
best following "Tigers" in that it acts as both a continuation of the themes of war and loss dealt with in the 
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previous song as well as Pink's own realization of the burdens placed on him by his father, mother, and 
society as a whole. Directly following the highly emotional account of the father's death, the fear of war is 
palpable in the lyrics of "Goodbye Blue Sky." Just as England and the rest of the world bid farewell to 
whatever innocence remained before World War II, Pink, although still a child, bids farewell to his 
childhood ignorance. Similar to its meaning after "Mother," the song is another transition in Pink's life, 
between that of youthful unawareness and the self-consciousness of young adulthood. Although Pink is not 
bidding farewell to everything in his childhood (he still lives with his mother during this positioning of the 
song), he is saying "goodbye" to what he was once while apprehensively stepping into what he will 
become.  

As with most Pink Floyd songs, "Goodbye Blue Sky" is musically and lyrically deceptive in its seeming 
simplicity. The quiet music and vocals and the seemingly forthright lyrics can be viewed as the components 
of a simple transitional song…but narrow interpretation would rob the song and its artistic movie 
representation of its complex beauty. For me, the most interesting complexity lies in the duality of the lyric 
"promise of a brave, new world." The most commonly accepted reading of this line equates the "brave, new 
world" with the positive effects of World War II. Hitler and his fascist regime will be obliterated, thus 
allowing for the world to technologically progress and mature, becoming a safe haven for all peoples. Yet 
no matter how intentional, there is a sinister ring to the very same line recalling Aldous Huxley's 1931 
novel "Brave New World" that tells of a futuristic utopia in which babies are born from test tubes, trained 
for their future jobs at birth, and pushed into a homogenized, capitalistic world that has all but destroyed 
individuality. Such an allusion offers a plethora of interpretations. The "brave, new world" could be a 
reference to the standardized, Aryan nation that Hitler sought to introduce with his Third Reich. 
Simultaneously, the very same words could reference what our world has become after World War II, 
referring to the over-abundance of technology in a worldwide capitalist community as predicted by Huxley 
in 1931. Every computerized sale at global corporations such as McDonald's, GAP, and Starbucks brings 
the world one step closer to Huxley's vision of a false utopia. As a result, the individuality of the world's 
inhabitants is made uniform through technology and the media. The very same technology that produced 
the atomic bomb that took the lives of millions of Japanese people (and continues to show effects on 
Hiroshima and Nagasaki) is the same technology that allows us to microwave a burrito and watch the latest 
episode of our favorite television show. I don't mean to launch into a diatribe but rather demonstrate the 
fear behind our technological world as illustrated in both Huxley's novel and "Goodbye Blue Sky." So 
when the narrator innocently asks why "we had to run for shelter when the promise of a brave, new world 
unfurled beneath the clear, blue sky," the answer is that because that "brave, new world" has the potential 
for being just as flawed and narrow-sighted as the corrupt power we were fighting against. Arguably, the 
slaughter of millions of Jews by Hitler is nearly equivalent to the destruction of Hiroshima and Nagasaki as 
well as the sterile world being produced by the very same technology that helped the Allied forces triumph. 
Such ideas of "mixed blessings" (Huxley - the world is a utopia only in that it erases personal identity; 
WWII - the atomic bomb ended the war but created moral discord) tie in perfectly with Pink's personal 
situation. While focusing on constructing his wall, adding each brick as a protection from the outside 
world, Pink fails to recognize the long-term effects of his self-imposed isolation and his eventual 
destruction from within his erected barrier.  

The movie's depiction of this song is an example of just how powerful animation can be as a medium, 
allowing for scenes and events that could not be depicted by regular photography. The beginning shots of 
baby Pink and his Mother both set the time for the war-imagery of the song (the war is still being waged) as 
well as offer a contradiction between the innocence of England and the world as it was and the destruction 
that war has brought to the land as illustrated in the animation. As a dove flies into the air, the scene 
switches to animation and the bird of peace is symbolically torn apart by the German war eagle which 
gouges a bloody wound in the land and leaves a sulfurous trail in its wake. The eagle gives way to a 
domineering war-lord that morphs into a metallic factory churning out legions of bombers flying over 
London and scaring the gasmask-wearing "frightened ones" (portrayed as naked perhaps to illustrate their 
innocence) into shelters. The bombers turn into crosses just as the Union Jack (the British Flag) sheds its 
stripes to reveal a crucifix, both suggesting the needless sacrifices made on both sides in the name of war. 
The brainwashed, mob mentality of the Germans created by the warlord (Hitler and the "higher-ups") sent 
German youths to their deaths in the name of moral right just as the leaders of the Allies sacrificed the 
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young men of their countries. This is in no way a justification of the actions taken by both sides. Instead, it 
is a vehement anti-war argument. It's only when the dove of peace reemerges from the shattered ruins of the 
metal factory / warlord that the dead soldiers are able to find peace in death. Like the blood from the cross 
running down the hill into the drain, the sacrifices of all the men involved are in vain. Gerald Scarfe's 
animation adds another dimension to the song portraying his strongly anti-war sentiments. For Scarfe and 
Waters (as illustrated in "the Wall" and the follow-up album, "the Final Cut"), war is little more than 
glorified chess between two enemies, a battle between political giants displaying the "might" and "power" 
of one leader over his people; it is a narcissistic fight for "moral right, superiority," and property. The only 
hope one can have is that in the end, as the dove's rebirth suggests, peace will prevail.  

The Happiest Days Of Our Lives 

(Roger Waters)  
When we grew up and went to school 

There were certain teachers who would 
Hurt the children in any way they could 

By pouring their derision upon anything we did 
And exposing every weakness 

However carefully hidden by the kids 
But in the town, it was well known 

When they got home at night, their fat and 
Psychopathic wives would thrash them 

Within inches of their lives. 

 

From the pain of birth to the acceptance of life's burdens, the grief of personal loss to alienation from 
society as a result of being deprived of a father, Pink proceeds to grade school, a period in life in which 
most, if not everyone, can sympathize with the downtrodden protagonist. Nearly everyone has had a bad 
experience at school and Pink is no exception. "The Happiest Days of Our Lives" is a truly acrimonious 
song with an equally ironic title recalling Pink's Grammar School days that were anything but happy. The 
brooding bass guitar and Waters taciturn vocals only add to the sinister effect created by the lyrics, as if he 
is schoolboy whispering in the school yard to his friends concerning what he sees to be the evils of the 
system. The lyrics are straightforward, telling about those "certain teachers" who would stop at nothing in 
order to break the children of their individuality, thus forcing them into a voiceless, faceless mold of 
"productive citizens" (Waters, DVD commentary). However, one must be careful not to take the song as a 
blanket statement of all educational systems. As with any institution there are "good" and "bad" members, 
those who truly care about what they are doing and those who take out their aggressions on the innocent. 
Waters commented in an interview that this song refers to those bad teachers who continually put their 
students down, never encourage or motivate them, and simply try to "crush them into the right shape, so 
that they would go to university and 'do well'" (Waters, DVD commentary). Yet for all the injustice 
delivered upon these unsuspecting children, the second half of the song finds the narrator in a sort of 
karmic bliss as he recounts the abuse these very same teachers face in their personal lives. While this is a 
perfect example of karma, of reaping what you sow, it is also another prime illustration of the theme of 
cycles in "the Wall." The teacher punishes the children because he is unfulfilled personally and punished by 
his wife in one way or another. Although it is great to see the teacher getting what he deserves, this 
uninterrupted cycle is just as disastrous as any other encountered in the album. One must keep in mind that 
the teacher is not inherently evil but that he is merely redirecting the pain and emptiness of his own life. 
Moreover, the torment that he doles out will undoubtedly influence one of the children who will mete that 
same pain in turn onto the next generation. So while the teacher is responsible for his actions, he is not 
completely at fault for he is just distributing to the rest of the world the suffering and the burdens that the 
past and present generations have transferred to him. Like Pink later in life, the teacher has the power to 
exterminate this vicious and violent cycle yet he is so entrenched behind his own wall that he chooses to 
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defend his position and redirect the pain of life back into the world. Unfortunately, while he is defending 
his own wall, the teacher inadvertently provides some of the bricks for the walls of his students.  

The accompanying movie scenes for this song perfectly highlight Pink Floyd's (and the filmmakers') ability 
to meld the every-day with a heightened sense of reality, both mentally and emotionally. A perfect example 
is the sequence of film before the song actually starts when Pink and his two cronies go down to the 
railroad track to lay bullets on the rails and watch them explode as the passing engine rolls over and ignites 
the ammunition. First Pink lays a bullet on the rail in a tunnel as a train approaches and then backs himself 
against the tunnel wall as the locomotive and train cars explode the bullet and pass him by. Whether 
sparked by the exploding bullet (a leftover from the violence of World War II) or his day at school, Pink 
imagines both the train cars as being packed with faceless people and his school teacher at the other end of 
the tunnel yelling for him to "stand still, laddie!" The transition between external reality and Pink's 
imaginings is so seamless and void of any transitional clues that the viewer (and perhaps Pink himself) is a 
bit perplexed as to the reality of the horrific train procession. The effect of such blurring between fantasy 
and reality creates a bond between the viewer and Pink (we experience firsthand what Pink alone has seen 
and so can feel his confusion) but it also reminds us to stay on our toes, to be wary of accepting the story as 
an undeviating narrative. What appears to be "real" on the screen may be the most fantastical conjuring of 
Pink's splintering mind. While the hallucinatory aspect of this example is fairly obvious, other instances 
further in the film are far less discernible and if taken as reality will no doubt throw the viewer into a state 
of confusion similar to Pink's own mind. This film segment is merely a stepping stone, in a sense; it is 
something that reminds us as the viewer that not everything we will see is real and that in order to make 
sense of the story, we must be able to separate the elements accordingly.  

Another interesting aspect about this pre-song scene is the blatant parallel between the faceless passengers 
in the train (presumably school children as evidenced in the next song as well as the brief mask seen on 
Pink between the passing train cars) and the millions of "faceless" Jews transported to concentration camps 
during WWII. While I seriously doubt that Waters is suggesting that the plight of school children is just as 
ominous and grave as the deaths of millions of Jews, I think that he is suggesting that both institutions 
(certain schools / concentration camps) were machines that sought to repress all "participants" and rob them 
of their human rights and individuality. By this reading, the school master at the end of the tunnel takes on 
a greater weight as a Nazi-esque type dictator whose sole intent is to force the teeming masses of youth into 
a unified mold void of personal identity. And just as the soldiers march into the consuming fog of self-
erasure in "the Thin Ice," Pink begins to walk out of the tunnel into the smoke left by the train as the song 
begins, paralleling his loss of identity with that of the soldiers earlier in the movie. Nor do the war/dictator 
allusions end there. Directly following the tunnel scene, the viewer is privy to the faculty lounge of the 
school where the teachers are preparing for class when the school bell rings. As they stand, each teacher 
adjusts his or her garments as if straightening a military uniform in preparation for war. They then march 
out of the room in single file and, in military style, march down the hallway in two columns with Pink's 
teacher in lead as the "commanding officer," so to speak. A little interesting and often overlooked subtlety 
is the color scheme of the walls in the hall that the teachers march down. The half white (on top) and red 
(on bottom) parallel the color scheme of the insignia in Pink's later dictatorial dementia. The symbol, found 
both on the flags and Pink's armband, depict two hammers set against a backdrop of white (on top) and red 
(bottom). For those of you with the most recent release of the DVD and VHS versions, check out the spine 
of the covers to see what I mean or simply fast-forward to "In the Flesh." While the colors of the hall and 
Pink's insignia later in the movie may simply be coincidence, I think that this occurrence of the white and 
red subtly foreshadow what is to come by showing part of the cause of Pink's later breakdown.  

In the next scene, the teacher discovers Pink writing poems and disciplines him by public ridicule (reading 
the poem aloud for the class to laugh at) and a quick slap on the hand with a ruler. (Note: the poem the 
teacher reads is part of a lyric from the song "Money" off of Pink Floyd's "Dark Side of the Moon," 
possibly foreshadowing Pink's future success as a rock star.) Little time is wasted by Pink's display of 
individuality and the teacher automatically resumes the rote Geometry lesson, pounding the definitions into 
the heads of the children by means of constant repetition. This "learning" is very similar to the 
"hypnopedia" of Aldous Huxley's A Brave New World in which lessons are repeated to sleeping infants by 
a machine so that, after hearing the lesson countless times in their sleep, the young children will accept the 
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formulas as fact. Such subtle brainwashing, much like the techniques used by Pink's teacher to mold the 
children into "proper members of society," results in a strictly enforced caste system and shapes the bio-
engineered children into the "model" citizens.  

The exultant joy of Waters voice as he imaginatively recalls the punishments meted on the teachers is 
reflected in the following scenes showing the teacher eating with his wife who, while not being physically 
overweight as the lyrics suggest, is certainly a very domineering presence in the teacher's personal life. The 
room cluttered with pictures and other minutiae of home life, the larger-than-life shadows on the wall, the 
vibrant blue wall paper and purple light in the window behind the wife; all contribute to the surrealistic, 
slightly-skewed atmosphere of the scene which causes the viewer to wonder, once again, if we are seeing 
reality, the imagination of young Pink, or a mixture of both. Whatever conclusion one comes to, the reality 
or fantasy of the scene is not as important as the previously mentioned idea of the karmic cycle. The 
punishments the teacher issues to the schoolchildren are equally issued back onto him by his wife (and vice 
versa) as evidenced by the alternating shots of the teacher swallowing down a piece of hard meat at his 
wife's command and shots of him spanking a child with a belt.  

At the risk of sounding flippant, the teacher is not allowed to continue with his meal without first eating the 
parts of the meat that he doesn't wish to eat; and so he bellows at the end of "Brick, Part 2" that "[i]f you 
don't eat your meat, you can't have any pudding." Because he can't have his metaphorical dessert without 
first enduring the hardships of life, then he will make sure that the same applies to the next generation. The 
result is that the vicious cycle of pain and frustration perseveres. 

Another Brick In The Wall, Part 2 

(Roger Waters / David Gilmour) 
We don't need no education 

We don't need no thought control 
No dark sarcasm in the classroom 
Teachers leave them kids alone 

Hey! Teachers! Leave them kids alone! 
All in all it's just another brick in the wall. 

All in all you're just another brick in the wall. 
We don't need no education 

We don't need no thought control 
No dark sarcasm in the classroom 
Teachers leave them kids alone 

Hey! Teachers! Leave them kids alone! 
All in all it's just another brick in the wall. 

All in all you're just another brick in the wall. 

 

This second and most famous part of the "Brick in the Wall" trilogy continues with the narrative line and 
themes begun in "Happiest Days of Our Lives." In Part 2, the school children create an anthem of youthful 
unrest in response to the harsh treatment of the cynical teachers. Since its release, countless children and 
adults have adopted "ABITW 2" as an anarchistic hymn using it to strike back against years of educational 
oppression. While some apply the song's biting lyrics to specific kinds of schooling, others use it as a 
rallying cry against any government mandated form of education. Largely as a result of this latter 
utilization, many countries around the world have banned the song from being played on their radio 
stations, a few even going so far as to place a national band on both the album and Pink Floyd. However, 
counter to these extremist views of total educational anarchy, the song was written as an attack against a 
specific type of learning, that which Waters and countless others endured as children. The lyrics are quite 
specific in this effect, rebuking those teachers first described in "Happiest Days" who use "thought control" 
and "dark sarcasm" to mold the school children into mindless drones of society. While there seems to be no 
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specific allusion to Aldous Huxley's Brave New World, there are certainly parallels between Huxley's 
vision of future "education" and the rote learning of Pink's teachers. As previously mentioned, Huxley's 
novel presents children learning largely through hypnopedia, a process of repeating fundamental lessons to 
each child as he or she sleeps. Although the specific lessons depend upon the child's social status, there are 
certain governing "truths" that are taught which all must abide by. The outcome is a loss of individuality 
and the molding of each child into identical cells in the body of society. Though the educational system 
Waters is speaking out against is not as subliminal as Huxley's vision, the effects are the same, producing 
social clones who know the definition of an acre yet who cannot produce an original, imaginative thought 
throughout the majority of their lives. The opening lyrics illustrate this in the fact that "we don't need no 
education," is both a double negative (We Need Education, in the sense that certain types of education are 
good…they keep people from using double negatives! :-) ) and it's a specific cry stating "we don't need 
THIS TYPE OF education." In this sense, "ABITW 2" is not so much a song about complete revolution as 
it as an anthem about reclaiming stifled individuality; it's a criticism regarding the types of teachers and 
systems that ridicule an imaginative child for writing poetry, as in Pink's case.  

Ironically, despite being a song about individuality, the lyrics are full of apparent conformity. Gone is any 
first person singular pronoun. If you scan the lyrics, you won't see any mention of "I." Instead, the lyrics 
boast "WE don't need," a collective boast alluding to the conformity of ideas. Brad Kaye sent me an e-mail 
concerning the dichotomy of the song that I felt needed to be repeated here. "When the school children are 
all chanting 'We don't need no education' together in unison, this act, in a way, is MORE conforming than 
the education they have grown to hate. If you think about it, Roger Waters was saying that even in a revolt 
against conformity there will still be the presence of conformists, or uniformed followers. The use of the 
helpless school children is magnificent and proves my point even more. These kids do what they are told! I 
mean, I read somewhere that Roger got the idea to use a group of kids one day and then BANG, the next 
day he asked a school if he could come in and BANG, they all agreed and within a short period of time, the 
entire chorus of children was recorded. No questions asked. Nobody raised a fuss or anything, even the 
teachers in the school were excited and caught up in the moment without fully understanding what was 
going on. My point is this: Roger Waters wanted to show how conformity is ever-present, even when we're 
little, and even when we are rebelling. His point is definitely powerful." I couldn't agree more. (Side note: it 
was actually Floyd producer Bob Ezrin who originally came up with the idea to record schoolchildren 
singing the anthem. Seeing the potential for a radio hit, Ezrin recorded the children and mixed the song 
before approaching the band with the final product. Needless to say, Waters liked the reworked version and 
kept it on the album.) 

Musically speaking, "ABITW 2" is much more varied and vibrant than the trilogy's first installment. As I 
mentioned before, the musical styles of the "Brick in the Wall" trilogy reflect the development of Pink. 
Whereas the music in Part 1 is much more subdued and repetitive reflecting Pink's budding self-awareness, 
Part 2 is much more energetic, musically echoing Pink's lively adolescence, his developing artistic 
imagination, as well as his conformity to the conventions of building a wall as seen in the repetitive verse 
and chorus. Every personal injury repeatedly becomes "just another brick in the wall," linking the ideas of 
conformity with those of cycles. The animated guitar solo breaks the monotony for a few moments but 
ultimately the song fades back to the sounds of the school yard and, above all else, the shouting teacher 
who continues to lord over the children's lives yelling "wrong, guess again!" while reinforcing the lesson 
previously mentioned that "if you don't eat your meat, you can't have any pudding." Interestingly, the 
repetitive sounds (guitar chord / verse / chorus) and narrative cycle (teacher / mental revolution / 
conformity / teacher) rolls perfectly into the dull drone of the phone ringing, briefly foreshadowing the 
events that take place in the transition between "Young Lust" and "One of My Turns." This later transition 
in turn reinforces the ideas of cyclical conformity and repetition while hinting at the failures of many 
fundamental social institutions such as school and marriage.  

Like the popularity of the song "Another Brick in the Wall, Part 2," the movie representation of the song is 
one of the most distinctive and well-known pieces in the Pink Floyd video collection. The darkness and 
cynicism of the set design is due in large part to Gerald Scarfe who based the factory-like school in the 
video on some of his previous artwork inspired by his own education. The children march in unison to the 
same beat, rolling through a machine only to emerge as putty-faced clones void of individual distinction 
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who ultimately falling blindly into an oversized meat grinder, metaphorically pulverized and minced into 
the same ground beef-like form as the preceding victim. It's interesting to note that many of the machines 
pictured are made up with parts that resemble hammers. Hammers are a major dichotomous symbol in "the 
Wall" possessing both creative and destructive powers, simultaneously beneficial and oppressive. The same 
hammer that constructs a house has the power to tear it down. Similarly, the hammers in the machines 
metaphorically create ideal members of society while destroying each child's individuality. Both natures of 
the symbolic hammer are explored in greater detail later in the movie and album as Pink slips further into 
his dementia. 

The ideas of conformity in revolution inherent in the song are further solidified in the accompanying film 
footage. Although the children in the second verse sing lyrics of personal rebellion, their unified singing 
coupled with their symmetrical seating in the film are as eerie and standardized as when they marched 
down the hall in oppressive unison. Despite their rebellious intentions, they have become just as 
homogeneous as when they were school clones. Furthermore, like the dual nature of the hammers, what 
begins as a productive revolution (the regaining of individuality) turns into destructive violence as the 
children destroy their school and create a bonfire with the instruments of their past educational repression 
that serves as a funeral pyre for their teacher whom they drag out of the school kicking and screaming. This 
scene of absolute anarchy spawned by the overthrow / absence of an authoritarian figure is evocative of 
William Golding's novel Lord of the Flies in which a group of school children revert to being savages when 
their plane crash lands on a deserted island. Similar to almost every theme in "the Wall," Waters alludes to 
both the creative and destructive forces of any one idea. While overly-domineering figures are destructive 
to personal development, the absence of any authority figure is just as caustic. The dictatorial teacher 
represses each individual child but the lack of any education whatsoever is just as harmful. In this sense, 
living life is like walking a thin wire between two polar but equally destructive forces; to live, one must 
either skate over the thin ice carrying the personal burdens of the past or break through the ice and drown in 
self-destruction.  

One last interesting matter concerns the aforementioned blurring of reality with imagination. While the 
scenes of the children marching through the factory-like school are undoubtedly fantastical, the rebellion 
that takes place during the guitar is much more realistic, thus causing a bit of confusion as to whether these 
events are truly taking place. For a while, the viewer is completely submerged within Pink's mind 
wondering about the authenticity of what they are seeing. There are no fantastical elements to the set and 
the violence portrayed is certainly feasible albeit horrific. In the end, the viewer is instantaneously thrust 
out of these dark imaginings as the camera cuts to Pink rubbing his ruler-struck hand. It is at this point that 
we are fairly certain that what has just taken place was completely in Pink's mind, once again reminding us 
as the viewer to keep on our toes lest we fall for Pink's illusions. As the album and movie progress and Pink 
becomes further shut off behind his wall, his imaginative visions become much grander and much more 
dangerous, increasingly distorting the line between reality and fantasy.  
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Mother 

(Roger Waters) 
Mother do you think they'll drop the bomb? 
Mother do you think they'll like this song? 

Mother do you think they'll try to break my balls? 
Ooooo Mother should I build the wall? 

Mother should I run for president? 
Mother should I trust the government? 

Mother will they put me in the firing line? 
Ooooo Is it just a waste of time? 

(Ooooo Mother am I really dying?) 
(David Gilmour) 

Hush now baby, baby, don't you cry. 
Mother's gonna make all your nightmares come true. 

Mother's gonna put all her fears into you. 
Mother's gonna keep you right here under her wing. 

She won't let you fly, but she might let you sing. 
Mama's gonna keep baby cozy and warm. 

Ooooh babe ooooh babe oooooh babe, 
Of course mama's gonna help build the wall. 

(Roger Waters) 
Mother do you think she's good enough -- for me? 

Mother do you think she's dangerous -- to me? 
Mother will she tear your little boy apart? 
Ooooo Mother will she break my heart? 

(David Gilmour) 
Hush now baby, baby don't you cry. 

Mama's gonna check out all your girlfriends for you. 
Mama won't let anyone dirty get through. 
Mama's gonna wait up until you get in. 

Mama will always find out where you've been. 
Mama's gonna keep baby healthy and clean. 

Ooooh babe oooh babe oooh babe, 
You'll always be baby to me. 

(Roger Waters) 
Mother, did it need to be so high? 

 

Had Sigmund Freud lived 40 more years (to the overripe old age of 123), he would have been delighted to 
hear such a wonderful example of his life's psychoanlytic work embodied in the haunting lyrics of 
"Mother." Or had Oedipus lived a few millennium longer than his fictional death he would have found an 
adversary in the youthful Pink, a young boy whose desire for maternal acceptance and love is arguably 
equal to the greatest mother-centered protagonists in the history of literature. Contrary to the eye-gouging 
antics of Oedipus or even the grandiose melodrama later in Floyd's album, "Mother" is relatively low-key 
and emotionally subtle. The music itself is interestingly split, though with few if any seams to show for it, 
between the gloomy and simple verse chords and the effervescent, nursery rhyme-like chorus. Coupled 
with these seemingly disjointed yet oddly congruent styles are the blistering guitar solo and unsettling 
lyrics, all of which culminate in a perfect example of Floydian schizophrenia. The simple chord progression 
and uncomplicated lyrical delivery reflect Pink's childhood innocence at the time the song takes place. The 
very inquisitiveness emulates those youthful stages when the world is one big mystery. Why is the sky 
blue? Why does the ocean have waves? Where do babies come from? While the steady stream of inquiries 
seems to imply that Pink is rather young, with most children going through the "question" phase of 
development around 3 or 4 years of age, the level of seriousness shrouded behind the questions characterize 
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Pink as being fairly older. The implications of governmental conspiracy and public ridicule indicate Pink's 
age as being around 12 to 14, that age when one learns that many of the world's most time-honored 
institutions are nothing more than hollow shells of public hope and dictatorial vanity. Santa Claus isn't real 
and there are many major religions that worship other deities than Christ. It's an age of discovery and self-
recreation, when one must adapt and reinvent himself or herself in light of new knowledge. By this reading, 
the song's question (Pink) and answer (Mother) technique fits perfectly with this stage of budding self and 
global awareness. From the great Greek philosophers who used questions and answers to illustrate and 
promote self-realization and their own philosophical ideas, the dialogue form is often the favored method 
for encouraging mental and philosophical progression. So why would the band choose to illustrate such a 
serious stage of personal development with the nursery rhyme-like style of the song's chorus? Before we 
get to that, the song's emotional and psychological message must first be examined. 

Similar to the music, the lyrics are as subtle as they are unsettling. Although the song takes a seemingly 
forthright form of question and answer, the psychological implications behind the lyrics are far from being 
simple and straightforward. Although the battling was over, the effects of World War II were still extent in 
the years following the atrocious fight. The destruction of Hiroshima and Nagasaki by the atomic bomb as 
well as the deaths of millions of Holocaust victims and soldiers were all too fresh in the global 
consciousness. Fears of nuclear warfare and continued fighting ran rampant through the post-war world, 
instilling a sense of uncertainty in the generations of and following the war. Such fears are blatantly 
reflected by the first line of the song in which Pink asks his mother if "they'll drop the bomb," referring to 
the apprehension of enemy retaliation. However, this line, as well as the majority of the lyrics, is open to a 
wide range of interpretation. Because of the psychological tendency to group people into two main 
categories (those like "us" and those apart from "us," or the Other) coupled with the recent divisions of 
global powers in the war, one automatically assumes that the "they" Pink refers to is the enemy of the 
Allied forces. Reading the lyrics in this light illustrates Pink's burgeoning global awareness, thereby 
exhibiting his maturing persona. Yet taking into account that the "they" in the rest of the lyrical stanza 
oppose Pink in some personal manner casts a different light on the first line. In the succeeding lines, Pink 
wonders if "they'll like this song" or "try to break my balls," metaphorically referring to emasculation 
through personal attack, implying that his fears are much more personal rather than global. Therefore, "the 
bomb" becomes a symbol of any kind of destructive power in life, especially when considering that a bomb 
killed Pink's dad in the war. Accordingly, the "they" becomes as faceless and unrecognizable as the molded 
children in "Brick in the Wall, 2." No longer is there a discernible enemy. "They" could be anything from a 
collective appellation for Life in general to one's closest friend; "they" becomes anything that has potential 
destructive powers. The war, Pink's teacher, and, as we learn in this song, Pink's mother are all "they"s in 
the life of Pink. Because he realizes that this Other could be any situation, person, or thing and that they 
could "drop the bomb" (i.e. cause destruction in his life) at any time, he is consumed with an overwhelming 
fear, or paranoia rather, of the external world. Being that there is so much potential danger in the world, 
Pink asks his mother if he should "build a wall." For Pink who is already growing more and more paranoid 
at such an early age, the internal is his only safe haven from the dangers of the injurious world.  
Yet Pink's youthful imaginings shine through even amidst his budding paranoia when he asks if he should 
"run for president." To clear up a few misconceptions, I seriously doubt that this is a realistic dream of 
running for United States president considering that Pink is, after all, British. Rather, I believe that the 
unspecified presidency is used to show that despite his hardening world and personal views, Pink is still 
young and thus full of childlike expectations and dreams. All dream of being great and important figures at 
some time or another, Pink is no exception. Still, his momentary dreams of great political power are 
quashed when his overpowering apprehension takes over when he questions the trustworthiness of the 
government, wondering if "they'll put me in the firing line." Once again, the "they" is unspecified and can 
refer to either the actual government or anyone who assails and criticizes those with power. As Pink 
realizes, power and greatness merely emphasize the vulnerability of a person; when one is in the spotlight, 
he or she is that much more susceptible to public criticism and attack.  

Now it's time for you as a Floyd fan to pick your favorite next line because the band has given us a few 
choices. The album version ends the verse with "is it just a waste of time," with the "it" arguably referring 
to Life in general. In light of all of life's hardships, Pink is wondering if it's even worth living. In the movie, 
Pink sings "am I really dying," referencing his childhood sickness that is further recounted in "Comfortably 
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Numb" as well as the idea that life is nothing more than a gradual death which also reemphasizes Pink's 
reluctance to continue remaining vulnerable by living in the external world. In concert, Waters sang "what 
a crazy time," perhaps in reference to the chaotic, post-war and postmodern world Pink grew up in as well 
as the often-tumultuous phase of adolescence and personal discovery. Whichever line you choose, each 
contributes a different yet cohesive view of Pink's fragmenting and confused personality.  

In true dialogue form, Pink's mother takes over at this part of the song to expand on everything Pink has 
discussed thus far. What's most interesting about the mother's voice is that it isn't so much a true-to-life 
recreation of her thoughts and sayings as it is a loose representation of her actions and what those actions 
are doing and have done to Pink. While the point of view is partly through the mother's eyes, there's a hint 
of something else behind her words, an omniscience that is beyond her or young Pink's view. It's as if the 
mother's actions rather than her thoughts and words are speaking, referring to herself in the third person 
("she") rather than the first ("I"). No reasonably sane mother would knowingly hurt her own child yet 
millions of mother's in the world physically and psychologically harm their children through their actions. 
What one mother might think is best for her child could very well be the thing that causes the most 
detriment, as in the case of Pink. I personally don't think the mother is directly speaking but the effects of 
her actions certainly are. The problem with Pink's mother isn't that she is inherently evil or psychotic but 
rather that she is overprotective. As Waters said in a 1979 interview, "if you can level one accusation at 
mothers it is that they tend to protect their children too much. Too much and for too long. That's all." 
Having lost her husband to the war and seeing her son as the only remaining extension of the man she 
loved, the mother tries every imaginable way to keep her son "under her wing." Unfortunately, such 
overprotection results in the psychological projection of her own fears onto her son, overcompensating for 
the loss of her husband by keeping Pink safe from any harm that might arise. In this light, the earlier scenes 
of Pink dressing in his father's uniform ("Tigers, 2") take on an even stranger tone considering that Pink, in 
a sense, becomes his father in the watchful eye of his mother in that he is the last remnant of his father. By 
trying to make up for the past (the mother "failed" at protecting her husband from death and so is 
determined to keep Pink safe), Mother ultimately stifles what Pink might have been. As if in response to his 
dreams of greatness at being "president" (symbolically), the mother proclaims that "she won't let you fly 
but she might let you sing," insinuating that Pink is only allowed brief and fleeting moments of 
individuality and personal discovery. Instead of the risk of greatness, the mother keeps him "cozy and 
warm" before finally, and eerily, answering his earlier question by offering to "help build the wall." 
Whether she is cognizant of it or not (most likely not), the mother's actions largely contribute to Pink's later 
isolationism. In trying to keep him as safe as can be she inadvertently produces the most harm.  

In response to Pink's mother, the ensuing guitar solo blazes into life out of nowhere almost as if musically 
representing one of Pink's few outbursts of individuality. The reaching voice of the ascending arpeggios 
gives way to the descending notes that lead back into Pink's paranoid musings. However, more has elapsed 
between the mother's chorus and Pink's last verse than a guitar solo. "Do you think she's good enough for 
me," Pink intones in the first line with the general implication that time has elapsed since the adolescent 
musings of the song's first half. Although it is unknown whether the "she" is just a girlfriend, his wife, or 
women in general, Pink is apparently in a relationship implying that he is at least a few years older than he 
was earlier in the song. In that time, Pink's paranoia has seemingly shifted, now including his mother in the 
list of "they"s in that he now addresses her cynically, asking if the girl he's chosen is "dangerous for him" 
and sarcastically wondering whether she'll "tear your little boy apart." It seems that Pink has become aware 
of the damage caused by his mother's overprotection and in response is using her maternal fears against her, 
mocking her motherly defense with every line and caustic tone of voice.  
While Pink's attitude has changed, his mother's has not. Her unwavering protection continues with the last 
chorus in which she vows to "not let anyone dirty get through." Declaring that she'll "wait up until you get 
in" and "always find out where you've been," her overprotective resolve to keep Pink "healthy and clean" is 
merely strengthened. Out of all of her lyrics, the last line is perhaps the most telling and the most damning 
in which Mother says that Pink will "always be baby to me," emphasizing her personal bond with her child 
by finally referring to herself in the first person ("me"). For her, Pink will always remain "Baby Blue" and 
so need her protection, an idea of vigilant guardianship that comes full swing later in "the Trial." The 
viewer finds that while Pink is physically and mentally older, his mother still holds him captive, restraining 
him "under [her maternal] wing." Even though Pink is frothing at the bit to discover the world outside of 
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his house, his town, and his country, his mother projects onto him eternal infancy where he'll "always be 
baby to me." Thus the song is schizophrenically split between two conflicting frames of mind, both 
musically and lyrically: between Pink's blooming self in the somber verses and the mother's overprotection 
of her child's innocence in the nursery rhyme-style chorus. We finally see that the mother's chorus is so 
much like a nursery-rhyme because she continually views her child as nothing more than a helpless infant.  
The song ends with Pink forlornly asking if "it need[ed] to be so high?" The point in time is either that of 
Pink's last verse (when he cynically asks about his relationship with a girl) or possibly later in life (Pink's 
present state fully enshrined behind his wall). Being that the line is as ambiguous as the rest of the song's 
lyrics, there is much debate as to what "it" refers to. One theory is that Pink is looking over his childhood 
and reflecting on his mother's overprotection, wondering if she really had to set her expectations for him at 
such an overwhelming height. Another view is that "it" refers to Life in general as it has in previous songs. 
By this reading, Pink questions whether life really had to be so hard and whether pleasure in life had to be 
so unattainable. But perhaps the most widely accepted reading has "it" referring to the Wall itself with Pink 
asking if his wall had to be so daunting, so unavoidable, and so insurmountable. Although everyone has a 
wall, Pink possibly victimizes himself by believing that his is greater and higher than the rest. As Raven so 
adequately put it in an e-mail: "'Mother, I know I needed a wall, but did it have to be so high that I can't get 
back out if I need to?'" As we will see later, there is a way out yet Pink is so full of self-pity and contempt 
for the world that he is blind to any means of escape. 

The music is the first noticeable difference between the album and movie versions of "Mother." The simple 
and gloomy acoustic guitar is replace in the movie with what sounds like a xylophone or some similar 
instrument picking the individual notes of the song. The resulting sound is very childish and very much like 
a nursery rhyme, along the same lines as the chorus on the album version. It's almost as if the music is 
playing from a toddler's hanging mobile, further emphasizing the childlike state that Pink's mother tries to 
contain her child within. Yet as we see later in the song, the Young Pink is much older than the toddler 
image that the music evokes. What is odder than this, though, is that the song begins not with images of 
Pink's mother but with remembrances of his wife. The viewer first sees a Polaroid photograph of Pink and 
his wife sitting on the bedside table as Pink vainly tries to reach someone on the phone. A quick flashback 
of Pink and his wife kissing follows, insinuating that it is she that Pink is trying to call. As he hugs his 
pillow to himself after placing the phone receiver in the cradle, there is a quick shot of Young Pink in a 
similar position resting his head on his mother's chest. Had Pink been a young toddler, the scene would be 
relatively unremarkable, yet there is certainly something peculiar at seeing an obviously adolescent boy 
lying on his mother's bosom in such an infantile posture. Even before the song's lyrics start, Waters is 
already setting up the framework for the song, showing the overprotective, maternal hold of the mother and 
Pink's perpetual infancy. In perfectly Freudian fashion, it's these very musings about his mother that trigger 
thoughts about his wife and vice versa. Many psychoanalysts such as Sigmund Freud purported that most 
people form relationships with people who remind them of their parents, whether similar in physical 
appearance or personal demeanor. Freud saw this phenomenon as an extension of the Oedipal / Electra 
complex (depending on the person's gender) in that the parent of the opposite sex is usually the first person 
a child loves and seeks love from. Therefore, finding a spouse who is similar to that parent is simply an 
offshoot of those original puerile feelings. It's hard to say at this time if there are any similar qualities 
between Pink's wife and mother considering that "Mother" is the first time the viewer is introduced to the 
wife (in the movie) and one of the first descriptions of Pink's mother.  

In the following scene we find the white / red color scheme first depicted in "Happiest Days of Our Lives" 
in the hall that young Pink sits in. A punished young child walks out of the office Pink sits by, insinuating 
that it is Pink's turn to be chastised for some offense (perhaps he has been writing more poetry). As I 
mentioned before, the white and red were shown in the school to subtly show part of the cause of Pink's 
later outburst in the second "In the Flesh." While the colors are once again shown in the school, they are 
also depicted in the context of the song "Mother," thereby alluding to the mother's own culpability for 
adding bricks to Pink's wall and for ultimately creating the Nazi-esque Pink later in the album. As the song 
unfolds, the viewer begins to see how the mother contributed so many bricks to Pink's wall and how it 
affected him as an adult (before his final breakdown). Case in point: the following scenes alternate between 
young Pink watching a neighbor girl undress and adult Pink watching television as his wife undresses. [A 
side note on Pink's wife: we mainly see her undressing through her shadow, something that will come up 
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later in "Don't Leave Me Now." Additionally, the fact that she is largely viewed by her shadow suggests 
that she is almost always outside of Pink's periphery, hardly ever getting his full attention.] As we see, 
young Pink gets thoroughly into the role of voyeur, turning off the light, smoking a cigarette, and watching 
the girl through binoculars, all to enhance the euphoria of adolescent sexual discovery. Oddly, the adult 
Pink couldn't care less that his wife undresses before him while trying to entice him out of his TV induced 
daze. As she sits bare-chested in front of him on the bed, Pink maneuvers himself so that he can see the 
television. The contrast between the normal sexuality of young Pink and the near-sterility of adult Pink is 
obvious albeit a bit confusing. But as the scene plays on, we see why adult Pink has become what he is; just 
as young Pink immerses himself into his voyeuristic strip-show, his mother opens the door to his room, 
prompting him to quickly put out the cigarette and feign studying. The composition of this scene is 
beautiful and telling with the face of the mother obscured from sight, making her more of a generalized 
force of motherhood rather than a specific mother. Moreover, the shot of Pink shamefully looking back at 
his mom is set up so that the camera looks down on him from above, evoking feelings of the ominous and 
ever-watchful eye of the god-like Mother. 

In the succeeding scenes and as mentioned above in the lyric analysis, Pink asks his mother if he's "really 
dying" accompanying images of Pink lying in bed (in all actuality looking more worried than sick) with a 
doctor and his mother beside him. The doctor then points a finger at the mother (perhaps accusingly? As if 
the mother has worried Pink into illness) and the two walk into the hall to discuss the sickness, closing the 
door behind them. There are many interesting portions to the scene as a whole, all of which contribute to 
the sense of mounting anxiety. Firstly, when the mother closes the door to Pink's room, the room is thrown 
into a cold, blue light implicating Pink's continual existence as "Baby Blue" to the mother. Corresponding 
to the lyrics of nightmares and fears, fantastical shadows appear on the ceiling resembling the masks worn 
by the children in "Another Brick in the Wall 2." Just as those certain teachers seek to shape the children 
into model citizens, the "nightmares" and "fears" of Pink's mother mold Pink into a copy of her own 
worrisome mind. Simply put, Pink loses his individuality with every passing day under Mother's watchful 
eye, putting on another mask when he takes on his mom's fears as a part of his own persona. 
Psychoanalytically speaking, the mother projects her personality onto her son and thereby forms him into 
what she desires, fears, or both. Because she fears so much for Pink's health and well being, Pink 
unknowingly takes in those fears and becomes sick. A simpler theory might claim that Pink has a mild 
fever and the mother, true to her overprotective nature, calls in a doctor, worried that the fever will lead to 
something fatal. Whatever theory one might take, the overprotection of Mother is still emphasized above all 
else. Yet it's not just the mom who is contributing to this cycle of perpetual infancy for the next scene 
shows Pink sneaking into his mother's room and climbing into bed with her, seeking her maternal 
protection. Interestingly, this moment of action in which Pink pursues maternal guardianship is juxtaposed 
with a shot of adult Pink touching his sleeping wife's shoulder. Note the same blue light in the scene in 
adult Pink's bedroom, further equating the mother with the wife and, as Gerald Scarfe says on the DVD 
commentary, "muddling up his mother with his girlfriend [wife]" in Pink's mind. Like the mother who 
hardly wakes when Pink climbs into her bed, the wife simply rolls over in her sleep, facing away from 
Pink. I can't help but be reminded of a line from "The Hero's Return" on Floyd's album "the Final Cut" 
which reads: "Sweet heart, sweet heart, are you fast asleep? Good, cause that's the only time when I can 
really speak to you. There is something that I've locked away. A memory that is too painful to withstand the 
light of day." Considering the fact that "the Final Cut" is a sort of sequel to "the Wall" in the loosest way 
imaginable (a few of the songs are "Wall" leftovers or continuations), I'd like to think that this line was 
spoken by Pink to his sleeping wife regarding his wall. It's only when his wife is asleep that he can truly 
speak his mind without feeling like he's putting himself out there to be torn down and ridiculed. If this line 
was written with no Pink or Wall intentions, I'd like to think that Waters and Parker were inspired by it so 
much that they shot this scene. But that could very well be my wishful thinking. Nevertheless, the tones of 
both this scene and the line from "the Hero's Return" are similar. Both characters (Pink and "Final Cut" 
narrator) simply cannot communicate for fear of revealing too much of their inner selves for fear of baring 
their souls and being met with destructive criticism. Pink seeks his mother's protection and his wife's 
companionship only when they are asleep and unable to disparage him.  

The next scene is similarly intricate and full of meaning (what in this album ISN'T?!?). Once again, Young 
Pink runs down the stairs but when he opens the door, he sees (at least in his mind) a skeleton lying next to 
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his mother in bed. When I first watched this scene, I was immediately reminded of Pink's dead father, an 
idea that lends itself to an interpretation of the Mother rather than Pink. The mother is unable to continue 
with her life because she holds so fast to the memory of her dead husband and because she refuses to let 
him die by keeping him alive, in a sense, by projecting her feelings concerning the husband onto Pink. This 
reading implies that continual grieving leads to decay rather than the preservation of memory of the 
deceased. The mother decays because she is unable to move on in her life and Pink decays because he is 
restricted from growing mentally and emotionally by her unyielding protection. Another interpretation of 
this scene fits more closely with the actual music of the album. Right as Pink discovers the skeleton, 
Gilmour's guitar solo roars into electric life. As I previously stated, the guitar solo can be heard as an 
outburst of individuality and self-discovery for Pink. If such is true, then Pink's discovery of the skeleton 
corresponds with his own self-discovery. Metaphorically speaking, Pink sees himself as the skeleton in the 
bed and realizes the damaging effects of his mother's overprotection, thus accounting for his change in tone 
between his first and last verses. He finally comprehends the stifling death of individuality that he is being 
put through and lashes out against his mother's refuge. This idea is further emphasized with the flash-
forward to Pink's wedding, showing that Pink has moved beyond the grasp of his mother by marrying. Or 
has he? As Freud would believe, perhaps he is further entrenching himself in the idea of maternal 
protection by marrying someone whom he believes to be like his mother. It's difficult to say at this time 
being that we have little character background for the wife. From all indications, the wife's personality is 
certainly different from Mother's. The scene after the solo in which Pink's wife tries to get his attention at 
the piano is far from the ominous feelings evoked by scenes containing the mother. The wife appears to be 
loving, jovial, and most of all hurt by Pink's lack of communication, all of which are qualities that can't be 
applied to the mother. The wife eventually leaves the room feeling neglected and Pink continues in his 
daze, having "taken too many drugs at this point, in my view" as Roger Waters states on the DVD. Despite 
the apparent incongruities between Freud's theories and Pink's choice of a non-Mother-like wife, another 
interpretation is born. As the second verse implies, Pink tries to find a girlfriend / wife who is nothing like 
his mother, who is the antithesis of everything that his mother wanted him to have. However he is not 
happy with his choice. Instead, he longs for the maternal protection and affection that he has forsaken and 
not finding it in the non-Mother-like wife he's chosen, Pink turns to other things to fill the void (see "What 
Shall We Do Now?").  
At this point in the movie, the song has really become less about the actual Mother of the title and more 
about the effects she's had on Pink's adult life. She's affected his sexuality, his inability to communicate 
freely, his attitude towards women. And because of these effects, Pink's wife eventually finds solace and 
love in another man.  

In my opinion, the shots of Pink in a ballroom dancing class are mainly used to emphasize his adolescent 
humiliation caused by his mother. It is obvious that Pink does not wish to be in the class; he has no dance 
partner and when he finally does ask a girl to dance, she is twice his height and seemingly reluctant to 
dance with him. On the DVD, Waters claims that this scene was inspired by a true childhood event. Though 
his real mother, he claims, wasn't as overprotective as Pink's, she did make him attend ballroom dancing 
lessons in knee-high pants against his wishes, humiliating the young Waters so much that the memory is 
indelibly etched into his memory. While Pink is wearing full pants instead of knee-highs, the humiliation is 
still present in the awkwardness of Pink's pairing with a taller girl.  

After this brief digression into Pink's past, the arc returns to the relative-present in which Pink, unable to 
contact his wife, curls into the fetal position on his bed, once again emphasizing his inability to leave his 
infancy…another effect of his mother's overprotection. The viewer finally, but not surprisingly, gets to see 
why Pink is unable to contact his wife as the final line is sung. Referencing his growing wall, the line is 
sung over the metaphorical placement of yet another brick: the wife's infidelity. Similar to the earlier shot 
in which the mother's head is obscured, making her less personal and more of a universal force, the final 
shot in the song merely shows the entangled legs of two lovers, their faces unseen but their actions 
overwhelmingly felt.  
After the song is over, Pink continues to try to get in touch with his wife. Instead, the lover's voice comes 
over the phone instead of his wife's and Pink finally realizes what she's done (still not fully realizing what 
he's done to make her behave that way, though). Pink slides down the wall in a daze and his hand slips from 
the receiver in a visual that parallels the earlier image of his dead father's hand falling from the receiver 
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after his bunker was bombed. In both instances, Life dealt both the father and Pink unexpected blows. 
While the father physically dies while calling for reinforcements, Pink's metaphorical death is merely 
accelerated with this latest "bombshell."  

An interesting side note about this scene is that the phone call used at this part in the movie (also found 
after "Young Lust" on the album) is said to have really taken place, though not fully in the same context. 
Roger Waters once stated that he made this phone call while on stage, I believe, during a concert. Although 
the person on the other end of the line was in on the gag, the unsuspecting operator simply thought that this 
was a real call and so tried her best to patch Waters through to his "wife" only to have another man answer. 
It's hard to say if this is a true story, though, because Waters semi-refutes it on the DVD commentary, 
saying that it is either a false story or that he just doesn't remember doing it; both accounts are possible. 
Here's what Waters had to say back in 1979 concerning the operator, leading me to believe that the gag 
really did take place and that Waters' memory has become a victim of age: "I think [Young Lust] is great; I 
love that operator on it, I think she's wonderful. She didn't know what was happening at all, the way she 
picks up on…I mean it's been edited a bit, but the way she picks up, all that stuff about 'is there supposed to 
be someone else there beside your wife' you know I think is amazing, she really clicked into it straight 
away. She's terrific!"  

Empty Spaces 

(Roger Waters) 
What shall we use to fill the empty spaces 

Where we used to talk? 
How should I fill the final places? 
How should I complete the wall? 

 

Coming on the heels of "Goodbye Blue Sky" on the album, "Empty Spaces" acts as a transition between the 
young-adult Pink setting out into the world on his own (at least in terms of the album's placement of 
"Goodbye Blue Sky") and his entry into full-blown adulthood in "Young Lust."  

In terms of the album's placement of "Empty Spaces," it's difficult to pinpoint just who is being spoken to. 
Had this version of the song made it in the movie directly after "Mother," one would automatically assume 
that Pink is talking to his adulterous wife, asking how he should fill the void that their marriage has now 
become. Yet by this reading, Pink's inquiry concerning the empty spaces "where we used to talk" is more 
ironical than truly sincere for Pink is depicted as being highly uncommunicative in the preceding scenes of 
the movie. If anything, this shows how blind to the truth Pink really is. Believing that their marriage was 
healthy before this latest incident, Pink places all the blame of his wife's infidelity on his wife, blind to the 
fact that his callous behavior was the major cause behind her finding a new lover, someone who would 
actually listen to her and love her. In this light, the last two questions concerning the remaining gaps in the 
wall are almost rhetorical, readily answering themselves: Pink will fill the "final places" and "complete the 
wall" with his wife's infidelity.  

However, the song's position on the album might lead one to believe that he is addressing his mother. 
Having ventured out from his mother's protective wing, Pink is finally experiencing the real world and 
discovers it to be more desolate and unfriendly than he was expecting. By this reading, he is asking his 
mother how he should fill the void of her protection, of her companionship. Oddly enough, he finds a 
temporary filler in the sexual frenzy of "Young Lust," adding yet another Freudian spin to Pink's 
relationship with his mother and the influence she's had on his sexuality. If he really is addressing his 
mother (at least in his mind) then the last two questions act almost as a continuation of his earlier inquiry 
when he asks his mother if he "should build a wall," as if he's saying, "Okay, my wall is built. I'm almost 
completely shut off from the rest of the world. Now, how shall I finish it?" With as much damage as 
Mother has done to Pink's persona, he should have no problem at all filling in the remaining gaps.  
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Remembering that Pink acts as an Everyman of sorts, one whose life journey reflects the walls and lives of 
nearly all of humanity, yields a third interpretation of the lyrics. The "we" becomes more of a generalized 
first person pronoun rather than referencing anyone or anything specifically. In other words, Pink is 
speaking for the human race when he says "we," for everyone has a metaphorical wall similar to his 
(although most people's walls aren't as high).  

As if reflecting this transitional theme, the song's music is a bit chaotic in my opinion. "Empty Spaces" 
picks up on the main musical riff from "In the Flesh?" but makes it far more unstable, most notably with 
the high vibrato of the synthesizers and the jumbled music and mumbling in the intro. However, there's 
more to the strange, backward sounding mumbling than sheer atmosphere. Click here to play the musical 
intro in reverse. Yup, a secret message in which Roger Waters says the following: "Congratulations. You 
have just discovered the secret message. Send your answer to Old Pink in care of the Funny Farm, 
Chatnole." At this point, a second person says: "Roger, Carolyne is on the phone." Leave it to Waters to 
throw the listener on another loop (or maybe cycle). I know, I know. It's almost too much to try and 
interpret what is obviously Waters' attempt at humor. But I think there's a bit more to the backwards 
message than just a good laugh. Firstly and as previously mentioned, "Empty Spaces" (on the album) is 
chronologically set before Pink's adulthood in "Young Lust" and after his adolescence in "Mother," making 
him roughly 18 - 20, give or take a few years on both sides. While we could quibble as to his exact age, 
what's most important is that the song does NOT take place in the true present time (during the concert, 
after Pink has finished his wall). Yet judging by clues such as "Old Pink in care of the Funny Farm", the 
hidden message is most likely from the present time for it's only after Pink finishes his wall that he truly 
becomes "crazy, over the rainbow." Therefore, what is presented here is a sort of foreshadowing from the 
present, if such a thing is possible. In the middle of telling his story, Pink indirectly inserts his present state. 
Interestingly, it's this transition that is one of the most critical in Pink's development. As an adult, he could 
easily cope with the injustices he has been dealt by life and thereby alleviate his repressed emotions. As we 
see, though, (or have already seen in the movie), Pink refuses to take responsibility for what has happened 
to him and so he signs his own metaphorical death sentence when he continues to build his wall at an 
increasing pace. Thus, the transition is emphasized by the hidden foreshadowing alluding to Pink's current 
mental state caused by his irresponsibility at the "Empty Spaces" point in his life. In other words, it's as if 
Pink is saying, "I am here now (in the "Funny Farm"...the metaphorical insane asylum in my head) because 
of what happened then (in "Empty Spaces." 

Secondly, the song delves into self-reflexivity when the second voice comes in telling Roger that "Carolyne 
[Roger Waters' wife] is on the phone." The mentioning of Waters' real wife reminds the audience that this 
story is NOT real, that it is merely art. Such self-reflexivity is a major characteristic of modernist and 
postmodernist literature in which the authors intentionally draw the reader out of the story to remind them 
(among other motives) that what they are reading is art and should be read on more levels than just the 
narrative plane. One of the most classic examples of this can be found in James Joyce's Ulysses in which 
the character Molly Bloom seemingly addresses the author directly when she exclaims something to the 
effect of, "Oh Jamesy. Won't you take me out of this poo." Since there is no "James" or "Jamsey" in the 
story, most readers are inclined to believe that Molly is addressing Joyce himself, comically asking why he 
has written her into such a situation. As you can imagine, the effect is jolting. At first the reader is inclined 
to ask how a character would know that she is just a character in novel? Well, mainly because she IS just a 
character and so she says exactly what she is written to say. This forces the reader to step back from the 
narrative and realize that there is more than story going on here; there is the sheer artistry of the author as 
well as the multiple levels he or she has instilled in the piece of art. The hidden message in "Empty Spaces" 
has the very same effect, forcing the listener away from the narrative for a moment and reminding him or 
her that this is just a piece of art, not a slice of life. However, the fact that the second voice calls him Roger 
while Roger is speaking in the guise of "Pink" reminds the audience that, in a way, this IS real. Roger IS 
Pink because he has infused his own persona and much of his life into his character. So while the self-
reflexive message draws the listener out of the story, the blurring of reality and fiction validates the 
actuality of the story. Tthe backward message simultaneously shows that while Pink's specific story is 
fictional, his metaphorical journey and the wall he creates are universally real. 
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One last tidbit of information: Water has been quoted as saying that if it had not been for his wife Carolyne 
and her insistence on communication, he would have ended up as insane as Pink. As we see in the movie, 
Pink drives his wife away as a result of a lack of communication. But according to Waters, no matter how 
stubborn he got or how hard he tried to push his wife away, Carolyn would force him to open up to her and 
talk. So perhaps the backward message is above all a personal "thank you" from Roger to Carolyne. After 
all, Waters / Old Pink is interrupted from continuing with his "secret message" by Carolyne who is on the 
phone and wanting to talk (communicate) with Roger. 

What Shall We Do Now? 

(Roger Waters) 
What shall we use to fill the empty spaces 

Where waves of hunger roar? 
Shall we set out across the sea of faces 
In search of more and more applause? 

Shall we buy a new guitar? 
Shall we drive a more powerful car? 

Shall we work straight through the night? 
Shall we get into fights? 

Leave the lights on? Drop bombs? 
Do tours of the east? Contract diseases? 

Bury bones? Break up homes? 
Send flowers by phone? 

Take to drink? Go to shrinks? 
Give up meat? Rarely sleep? 

Keep people as pets? 
Train dogs? Race rats? 
Fill the attic with cash? 

Bury treasure? Store up leisure? 
But never relax at all 

With our backs to the wall. 

 

Although "What Shall We Do Now?" was originally recorded at the same time as the rest of "the Wall" it 
was replaced on the album with "Empty Spaces" because according to Waters' 1979 interview "it's quite 
long, and this side was too long, and there was too much of it." Thankfully he liked the song a great deal 
and reinstated it in the movie immediately following "Mother." Even though "What Shall We Do Now?" is 
in all actuality an extended version of "Empty Spaces," it differs from "Spaces" in that it really expands on 
the theme of transition and examines the various ways to fill the missing gaps in the wall. Since I've already 
discussed the song's music in "Empty Spaces" (relatively the same in "What Shall We Do Now?"), I'll go 
straight into the lyrics. 

As Waters said in an interview, "this level of the story is extremely simplistic." Don't get me wrong, the 
fact that it might be simplistic does not make it simple by any means. If anything, "What Shall We Do 
Now?" contributes to the multiple themes of "the Wall" while adding a few of its own. But as a song in 
itself, the lyrics are fairly and caustically straightforward. Put simply, it is a list of things that people use to 
fill "the waves of hunger," that void in their lives and the missing gaps in their walls. Arguably, people are 
trained by society to "search for more and more applause" in a "sea of faces," or in other words, they are 
trained to become someone else so as to be socially acceptable, thereby garnering more acceptance (social 
"applause"). It's the reason why corporate stores such as the Gap are successful; we are told that in order to 
fit in, we must adjust to the social norm even if that norm seems to deviate from the status quo. For an 
example of this, look at the success and profitability of punk music (a genre notoriously known for going 
against the grain of society) in the early 90's sparked by radio-friendly bands like Green Day. In our ever-
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growing materialistic society, you must become someone else before you are someone; you must wear a 
fashionable brand of clothes, drive a stylish car, keep trendy friends, eat at chic restaurants. Namely, you 
must adapt yourself to the latest social trends in order to become your social self. Accordingly, these things 
start to become social fetishes. We become obsessed with the latest trends, defining ourselves by what we 
see in the media, what is marketed towards us, and what our peers are doing. In the most ironic social twist, 
individuality is supposedly achieved by conformity to commercialized social norms. We fill our lives and 
define ourselves with designer jeans and fancy cars; with how much money is in our bank accounts and 
how many sexual partners we've had; with what we eat and where we sleep. This is the very core of the 
attack in "What Shall We Do Now?" a polemic against the foundation of the world's increasing capitalistic 
society. It's an attack against conformity, the loss of individuality, and mostly against the idea that these 
material things will complete our lives and make us truly happy.  

Yet all of the things listed in the song aren't necessarily evil. Many people feel that vegetarianism is the 
healthiest way to eat and sending flowers by phone is certainly a far cry from the evils of Hitler and his 
Nazi regime. Why are such things attacked, then? As Roger Waters perfectly states in his 1979 interview, 
it's about being "obsessed with the idea of being a vegetarian...adopting somebody else's criteria for 
yourself without considering them from a position of really being yourself." These things are not inherently 
evil; rather, it's the obsession with these things, with defining one's self by someone else's standards, that is 
the moral decay of modern society. "More, more more!" becomes the global motto with every passing day 
and with the accumulation of it all, walls are being erected higher and more impenetrable. While the song 
veers away a bit from the actual story line of "the Wall," Pink's applicability to the materialistic obsession 
perfectly reflects the walls of many people across the globe. As Pink's fame and fortune increase, he further 
buries himself behind a wall of possessions, becoming more detached from the rest of the world as a result 
of his personal accumulation. As one conforms to the current trends, true and personal communication 
becomes more and more difficult. After all, how can one communicate individually if one defines himself 
or herself as a collection of commercialized goods? But as the wall of possessions grows, so too does the 
obsession to obtain more until finally one is the beast of his fetish, living each day at the will of his 
delusion. Even after we are consumed, we live "with our backs to the wall," insinuating that rather than 
looking for a way out from our self-imposed isolation (which would require us to face the wall), we ignore 
the growing ramparts and continually search for the next trend in the hopes of being accepted, of getting 
"more and more applause." 

The movie sequence for "What Shall We Do Now?" is arguably the most beautiful and haunting animation 
of the film. The screaming face image, the sexualized flowers, the wall of possessions, all spring from 
Gerald Scarfe's brilliant interpretation of the song and, at least in my opinion, fully captures the essence of 
Waters' social sermon. The sheer artistry of the animation in the beginning of the song with the male and 
female flowers flowing and morphing into lovers before attacking each other is almost beyond words. 
Despite its beauty, many people might have a problem with the apparent misogyny of the introductory 
piece. The male and female flowers sensually dance around each other before performing intercourse, 
morphing into free-flowing humanistic figures before changing into monstrous beings with the male 
attacking the female. However the female changes back into a flower and releases all of her glory, shining 
brightly before viciously snapping up the male in her lips and flying off as some sort of bestial dragon. It 
could be easy for one to view this sequence as a misogynist attack against dominant females, revealing 
them to be nothing more than man-hating beasts. However, I think such a reading is grossly inaccurate in 
that it is viewing the sequence out of context. It must be remembered that this is Pink's story and that, for 
the most part, the viewer has been viewing the movie from Pink's point of view. This animation sequence is 
no different. Not only was Pink raised by a dominant, overprotective mother, he has just found out that his 
wife is cheating on him. Therefore it shouldn't be a surprise that Pink would feel a great amount of 
aggression towards women. He selfishly feels that he has been abused by them and is continually the victim 
of their beastly appetites for male emasculation (although we have seen quite the opposite in "Mother" in 
which Pink drives his wife to infidelity by his own lack of emotion and communication). Furthermore, it 
was a woman (Mother) who caused Pink (at least in his mind) to become mentally isolated and distrust 
women. Because we view it all through Pink's eyes, we are getting a very skewed view of relationships 
between men in women.  
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As if spawned by this latest personal injury of infidelity, a wall of materialistic desires bursts onto the 
screen in the form of high-rise buildings, televisions, radios, Harley Davidson motorcycles, Mercedes, 
Cadillacs, and BMWs. A "sea of faces" greets the wall of possessions (forming a wall of conformity with 
their faces), each one a clone of his or her neighbor similar to the masks worn by the schoolchildren in 
"Brick in the wall 2." The wall plunges onward, breaking the peace of the countryside with the screams of 
the "the people caught up in the wall" (Scarfe, DVD). Everything the wall passes is corrupted. Gerald 
Scarfe states in the DVD commentary that "in the shadow of the wall, flowers turn into barbed wire; men 
turn into monsters." As the wall passes, an innocent infant grows into a beast and then into a man in 
uniform (the Nazi-esque uniform of Pink's fascist regime later in the movie) who bludgeons another man to 
death, the innocent's blood splashing onto the wall. As a result of the lack of communication fostered by the 
barriers between people, the wall begets social decay, personal degradation, and violence. Religion is 
destroyed as the wall continues its course straight through a church and "a new god is set up" as the pieces 
reform into a casino-like neon building that spews mass-produced neon bricks (Scarfe, DVD).  

The next sequence running through a list of Pink's personal bricks is another example of Scarfe's amazing 
artistry. The Pink doll screams and morphs into a curvaceous female shape (the sexual promiscuity of 
"Young Lust" as well as the feminine "betrayal" in "Mother"). The woman changes into large, feminine 
dollops of ice cream suggesting the sensual excesses of Pink's lifestyle. The ice cream then reverts back to 
the female shape, next morphing into a submachine gun (foreshadowing Pink's violent outbursts later in the 
film) before changing into a syringe and needle (drugs), a guitar (his musical fame), and finally rounds out 
the list of personal bricks by turning into a black BMW (expensive possessions). The song ends with an 
ambiguous sequence depicting a red fist rising from the ground and turning into a hammer. After seeing 
how the wall perverts everything in its path, one might view the fist rising from the ground as another 
perversion of nature similar to the flowers turning into barbed wire. In the presence of the wall, even the 
earth rises up and forms itself into an implement of creation (the wall is created) and destruction (personal 
individuality is destroyed). A much more optimistic reading of this scene might see the fist rising from the 
ground as a good omen rather than one of social and personal decay. By this reading, nature will ultimately 
reclaim the earth from the tyranny of humanity's reign. Just as grass eventually grows through the asphalt 
of a parking lot or just as the weather erodes and destroys even the largest of mankind's creations, so to will 
nature rise up and destroy the personal and social walls of humankind. Though the fist is red (conjuring 
thoughts of bloody strife), it turns into a powerful tool of reform.  

The final scene after the music is over merely reemphasizes (almost needlessly) what has just been said in 
the song. The hammer is used as a tool of destruction to smash a display window through which looters 
pilfer a range of consumer products. The fact that these items (televisions, radios, vacuum cleaners) are 
luxuries rather than necessities simply stresses the idea that the capitalistic wall leads to crime and violence. 
Society has taught us that we are nothing without personal possessions and so those who are unable to 
afford them are willing to steal in order to be socially acceptable. Interestingly, as the crooks are hustled 
into the police wagon, two old women steal out of the broken display window, insinuating that 
commercialism turns everyone into a criminal, even the most unsuspecting. No one is safe nor truly 
innocent in a society in which a baby grows into a violent monster and elderly women pilfer merchandise 
behind the backs of policemen 
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Young Lust 

(David Gilmour) 
I am just a new boy, 

A stranger in this town. 
Where are all the good times? 

Who's gonna show this stranger around? 
Ooooh, I need a dirty woman. 

Ooooh, I need a dirty girl. 
Will some woman in this desert land 

Make me feel like a real man? 
Take this rock and roll refugee 

Oooh, baby set me free. 
Ooooh, I need a dirty woman. 

Ooooh, I need a dirty girl. 

 

Bounding behind "Goodbye Blue Sky" on the album and "What Shall We Do Now?" in the movie, "Young 
Lust" bursts into life as "a pastiche of any young rock and roll band out on the road" (Waters, 1979 
interview). The music is so vibrantly cliché and the vocals so infectious that the song, while lampooning 
the sexually driven, big-guitar-rock songs and bands of the time, transcends its mold and becomes a lively 
entity unto itself. Although Waters' original song recounted the singer's cautious sexual exploits after 
school, "hanging around outside porno movies and dirty bookshops," the collaboration of Waters, Gilmour, 
and Ezrin quickly turned the song into a rollicking melody recounting Pink's entrance into rock and roll 
super stardom. And what better way to show celebrity excesses than through the eyes of yet another sex-
driven star. Yet there's little wonder as to why Pink explodes into his new personage: in terms of album 
chronology, he has just left his overprotective mother, his school, and the life he knew, all of which 
oppressed the development of Pink's individuality. In the total absence of any boundaries whatsoever and 
with his newfound power as a celebrity (we never really do find out HOW Pink became a star…but that 
might be besides the point), Pink bursts through the rules placed on him throughout his life and recklessly 
embraces all that he was never allowed to experience. As the cliché says (which is appropriate for this 
purposefully stereotypical song), he simply immerses himself with sex, drugs, and rock and roll.  

Though the song is relatively simple in terms of narrative (it's mainly used to detail the sexual exploits of 
rock star Pink whose every sexual fantasy is explored in every town that his tour stops in), the very style 
that Floyd uses to convey the message contributes to the deeper undertones of the album. It's interesting 
that Waters described the song as a pastiche, a literary imitation usually for the sake of satire. In one way, 
the pastiche technique is used to criticize a certain type of music or lifestyle without blatantly attacking it. 
To use a literary example, many of the chapters of James Joyce's masterpiece Ulysses parody other writers, 
books, and cultural trends of the time in an attack on what Joyce arguably saw as the degeneration of 
intellectual thought and literature. Although Joyce never mentions a specific writer or book in these parodic 
sections, his views are loudly proclaimed and his aim is nearly unmistakable. So too is the aim of Pink 
Floyd's "Young Lust," a parody of every rocker whose used his celebrity for sex and drugs, whose ego is as 
large as his image, and whose only care is the pursuit of carnal pleasure.  

Going beyond sheer parody, Floyd interestingly uses this technique to further define Pink's character. The 
very fact that the song is an imitation of popular rock music of the 70's reinforces Pink's lack of 
individuality at this time in his life. Up until now, he has been molded by his mother, his school, and life 
itself into a model civilian void of nearly all traces of distinctiveness. In the movie Pink is punished by his 
teacher for writing poetry, restrained sexually by his ever-watchful mother, alienated from much of society 
because he has no father; all of the above have only contributed to the flimsy mask of personality, each 
incident painting a feature onto the mask rather than adding depth to his character. Fittingly, the first song 
of his new independence is one that is so full of rock clichés (the gruff, sexual voice; the catchy, melodic 
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hook; the polished guitar solo) that it's hard to grant just one person credit for writing the song. It not only 
recalls popular musical trends at the time but the vocals are also reminiscent of an earlier Floyd tune called 
"the Nile Song", according to a Waters interview. Pink is not just a mere shadow of 70's rock and roll but 
he's also a shadow of his creators' earlier music. But it's only after he fully erupts that Pink finally 
comprehends the hollow shell that he is and the void of individual nothingness underneath, a realization 
that further contributes to the completion of the wall and the destruction of whatever self there once was. 

While the song's position on the album denotes a more natural sense of newfound sexual freedom, one 
might argue that its position in the movie is much more dubious, casting the song in a retaliatory light. By 
this argument, Pink turns to the sexually willing groupies in order to get even with his unfaithful wife 
whose infidelity he has just discovered in "What Shall We Do Now?" Pink stays in his trailer for most of 
the song, only emerging momentarily when he sees a pretty female fan that catches his eye. Although he is 
obviously annoyed with her when she tries to get his autograph, he nevertheless takes her back to his hotel 
room, insinuating that he originally intended to do something with her, that is until he has another one of 
his "turns" in the next song.  

One might also argue that the movie sequence is little more than an extension of the album version, 
"serious[ly] romanticizing" the life of a rock star (Waters, DVD). The majority of the song's scenes do little 
to advance the plot, mostly showing the excesses of celebrity life in the numerous women, abundant food, 
and flowing champagne before concluding the song with the groupie following Pink back into his trailer. 
Despite the scenes' apparent frivolity, there are a few subtleties that rescue the video from being nothing 
more than justification for sex jokes and female nudity. It's interesting to note that despite this being Pink's 
sexual anthem (at least on the album), he is probably the character with the least amount of screen time 
during the song. His absence from the majority of the footage creates a physical separation between the 
viewer and the character, one that quite possibly parallels Pink's feelings of abandonment and detachment 
after having discovered his wife's unfaithfulness. This sense of disconnection is further emphasized by the 
few times Pink is on screen. When the viewer is offered a glimpse of Pink, it is usually through the window 
of Pink's trailer, producing yet another wall of separation between the viewer and Pink as well as Pink and 
the rest of the world. Rather than joining his own backstage party, he sits by the window and indifferently 
watches the festivities outside of this trailer through a dark pair of sunglasses, yet another wall of 
separation between the external world and himself. Even when he does emerge from his trailer at the end of 
the song, he quickly retreats back into it when he finds that the female groupie is just another faceless fan in 
search of an autograph and a wild story. Interestingly, the fan is more persistent than one might expect, 
trying to take off his glasses to "find out what's behind [his] cold eyes" and following him into his trailer 
and eventually back to his hotel room, even after Pink has blatantly expressed his exasperation with her. 
Coupled with the groupie's resemblance to his wife (at least in my opinion…which is perhaps why Pink 
was drawn to her in the first place), the fan acts as yet another extension of the wife's insistent attempts to 
try to break through Pink's wall and truly connect with him. But just as Pink eventually drove his wife to 
having an affair, he will also drive the female fan away from him before she even glimpses what's behind 
his disguise in "One of My Turns."  
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One Of My Turns 

(Roger Waters) 
Day after day, love turns gray 
Like the skin on a dying man. 

Night after night, we pretend it's all right 
But I have grown older and 
You have grown colder and 

Nothing is very much fun any more. 
And I can feel one of my turns coming on. 

I feel cold as a razor blade, 
Tight as a tourniquet, 
Dry as a funeral drum. 
Run to the bedroom,  

In the suitcase on the left 
You'll find my favorite ax. 
Don't look so frightened 

This is just a passing phase, 
One of my bad days. 

Would you like to watch TV? 
Or get between the sheets? 

Or contemplate the silent freeway? 
Would you like something to eat? 

Would you like to learn to fly? 
Would 'ya? 

Would you like to see me try? 
Would you like to call the cops? 
Do you think it's time I stopped? 

Why are you running away? 

 

Although we've always had glimpses of Pink's darker side before this point in the album, "One of My 
Turns" gives us our first extensive view of the present turmoil teeming beneath the surface of Pink's 
detached persona while simultaneously shifting the tone of the album. Up until now, the album is arguably 
dominated by young Pink's naïvete as he grows (or at least tries to grow) into the life handed to him at 
birth. Even the cynically didactic tones of "In the Flesh?" and "the Thin Ice" are counterbalanced by a 
certain paternal, instructional quality. Beneath the gravity of the previous songs lurked a sense of exploring, 
of seeking self and searching for one's place in the world no matter how misguided that search might be. 
While songs like "What Shall We Do Now?" and "Young Lust" portray Pink as exploring the physical 
pleasures of life, they portray searches nonetheless that insinuate the desire to grow. Even the carnality of 
"Young Lust" is embedded within a certain sexual innocence, a feeling of sensual discovery and 
exploration. As we shall see, though, "One of My Turns" is the brick wall, so to speak, against which the 
naïve explorations of self and the world crash.  

Following the young groupie's quasi-theatrical ramblings concerning Pink's hotel room, Pink lapses into a 
trance-like state of personal reflection sparked by the recognition of his wife's infidelity as well as his 
inability to connect with the young girl he's brought to his hotel. While the song's later lyrics are seemingly 
addressed to the terrified fan, it is usually believed that Pink is mentally addressing his wife in the song's 
calm first half. In his 1979 interview with Roger Waters, interviewer T. Vance described Pink at this stage 
of the album as a man who has "got everything but nothing;" he's got the celebrity status that most people 
can only dream of, adoring fans, expensive possessions, every worldly object that he could desire. However 
he takes for granted what should be the most important thing in his life, a personal connection with his 
wife, the importance of which he only realizes once that love has been taken away. Yet even then he is 
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blind to his own accountability in driving his wife to infidelity, instead turning his ire on what he sees as 
the fickleness of love and life. Just as he sees everything in his life, Pink views the very connection that 
could have been his salvation as another personal betrayal, a relationship that decays and ultimately causes 
mental distress which in turn contributes another brick to the wall. For Pink, this decay is unavoidable: 
comparing the degeneration of love to the decomposition of a "dying man" and other natural processes 
(growing "older" and "colder") dispels any personal blame that Pink might have felt. In his mind, 
everything in this world will decay and at length cause more harm than good. These ideas of degeneration 
are further implanted with the abundance of imagery concerning death and violence; the grayness of love 
like a dying man's skin; aging and becoming more inert, more unfeeling; comparing his feelings to a "razor 
blade," a "tourniquet," and a "funeral drum." These last three similes possibly act as allusions as well; the 
"razor blade" could very well insinuate Pink's later turns to violence not only in the song but also during his 
Hitler-esque phase (and quite possibly alludes to his near-suicide in the song "the Final Cut"); the 
"tourniquet" suggests Pink's current drug use as well as later injections ("Comfortably Numb") that cause 
him to undergo another metamorphosis; finally, the mentioning of the "funeral drum" foreshadows his 
metaphorical death as he retreats completely behind his wall. Perfectly mirroring the transitory moment 
before Pink's eruption, the tourniquet and funeral drum also carry with them the notions of being stretched 
almost to the breaking point. A tourniquet is drawn tight around a limb in order to hinder briefly the flow of 
blood through an artery (possibly symbolizing the cessation of Pink's feelings and emotions) while the head 
of a drum must be drawn tight in order for sound to resonate throughout the hollow body (symbolizing 
Pink's shallow persona). In both instances, the imagery of being stretched so tightly prepares the audience 
for what must surely come soon: the breaking point. 

Because of his own shallowness (which Pink does not recognize) and the shallowness of the groupie 
(which he denunciates hypocritically), Pink's emotional breakdown bursts into musical life after a 
stretching crescendo. In an instant, he turns on the terrified groupie because she represents the very 
superficial life that he had invested so much in but that he simultaneously denies. Upon entering his hotel 
room, the groupie is overcome by the room's size, the amount of guitars he has lying around, concerning 
herself with his possessions rather than with connecting with Pink on a personal level. Yet it is Pink who 
brought the girl back to his room most likely with the intention of having sex with her; it is Pink who 
bought all the guitars and expensive possessions; it is Pink who invested his faith in the superficiality of the 
world, in the list of things from "What Shall We Do Now?" However it is also Pink who cannot resolve or 
possibly comprehend the duality of his own character, his desire for love and a personal connection yet also 
his desire for life's material and sensual pleasures. But rather than take the blame and attempt to explicate 
his own persona, Pink blames his wife in the first half of the song for his inability to connect through love. 
Likewise, he blames the groupie in the song's second half for his inability to completely satiate himself 
with the excesses of celebrity. In both cases, he's really attacking himself and his own inadequacies and his 
own beliefs without truly knowing it. 

Once the damn has been broken, the water gushes forth. Yet the lyrics suggest that this isn't the first time 
Pink's emotions have erupted, nor is it the last for it is "just a passing phase," insinuating that it's happened 
before (see the interpretation of the guitar solo in "Mother" for another of Pink's "turns"). From here, Pink 
cynically addresses the groupie in a sarcastic response of sorts to her earlier questions, this time asking her 
if she'd like to "watch TV, or get between the sheets, or contemplate the silent freeways," covering a range 
of possibilities that could be used to pass the time and feign a personal connection. The lyrics are fairly 
self-explanatory though must be taken with a grain of salt. Does Pink really have an ax in his suitcase? 
Does he really think he can fly? It must be remembered that these things are sung in a specific context and 
so are most likely reflections of Pink's instability and the emotions that come with that mental state. What 
better way to show Pink's violent outburst and mental deterioration than to have him calling for his 
"favorite ax," a statement that's both unsettling and darkly humorous in its very absurdity. During the song, 
Pink is almost completely out of his mind and so it becomes increasingly difficult to separate narrative fact 
from fantasy, to separate the telling of a chronological narrative from the poetic use of images and phrases 
to suggest emotional states of mind. It is also interesting to note that in rock terminology, an "ax" is a slang 
word for a guitar, creating more ambiguity in Pink's lyrical ravings. However you personally interpret the 
lyrics, whether literal or darkly humorous, there is little doubt that Pink's relationship with the groupie ends 
just as all of his relationships seemingly end, at least in his mind: Pink is left alone, alienated once more 
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from the world, a situation that lends itself to two different renderings of the song's last line. By one theory, 
Pink is being heartfelt when he shouts "why are you running away," hinting at both his obliviousness as 
well as the inherent need to realize why every relationship in his life ends with one outcome. Another view 
purports that the line is utterly sarcastic with Pink deriding the departing groupie, cognizant of his perpetual 
alienation and not surprised that yet another attempt at personal connection has failed.  

There is little that needs to be said in terms of movie analysis considering that the film basically follows the 
narrative of the song's lyrics with the camera jostling through the scene as Pink destroys his hotel room 
while the unprepared groupie hides in whatever nook or cranny she can find. Steve Jasper wrote in and 
revealed that the television is playing an old WWII movie called "The Dambusters." Jasper writes, "The 
Dambusters' is essentially a biopic of Barnes Wallis, the bloke who designed the bouncing bomb. This was 
dropped by bombers onto German reservoirs where it bounced along the surface of the water and then 
slowly sank to the bottom of the dam wall where it would explode, breaching the dam and flooding the 
valley, causing all the factories to flood as well and thus halt the German steel production necessary for the 
war effort. In the Wall film, 'Dambusters' is on one of the channels on the telly all the way through the 
sequence with the TV in it. It's a war film all about blowing up walls." Quite fitting for "The Wall" though 
its inclusion at this part in the movie is more ironic than reflective being that Pink is still concerned with 
building rather than destroying his own wall. Also note that Pink destroys the TV first before erupting into 
the other rooms, possibly hinting at his subconscious repression of anything that grows too painful, that 
reminds him of his bruised past such as, in this incident, the death of his father. "The Dambusters'" 
inclusion is made further ironic in that, if anything, Pink's latest "turn" probably coupled with or sparked by 
the remembrance of his father in WWII acts as a catalyst for his inner wall's culmination. If anything, his 
"turn" causes him to regress behind his wall and continue building at an alarming rate. In what might be yet 
another act of symbolic repression, Pink ends the song in the film by throwing the television out of the 
window and screaming, "next time, fuckers," the very intonation of which hints at his fractured world view 
in which he envisions all of society against him. After all, every relationship he tries to produce eventually 
ends with him being ostracized, or so it seems through the clouded, unseeing eyes of our unbalanced 
protagonist.  

Don't Leave Me Now 

(Roger Waters) 
Ooooh babe, don't leave me now. 
Don't say it's the end of the road. 

Remember the flowers I sent. 
I need you, babe 

To put through the shredder  
In front of my friends 

Ooooh babe, don't leave me now. 
How could you go? 

When you know how I need you 
To beat to a pulp on a Saturday night 

Ooooh babe, don't leave me now. 
How can you treat me this way? 

Running away. 
Ooooh babe. 

Why are you running away? 
(David Gilmour) 

Oooooh Babe 

 

Having finally come to the realization that he is absolutely alone in the world after having failed to form a 
true connection with his wife or the groupie, Pink lapses into the depressive bout of "Don't Leave Me 



 38

Now." Perfectly reflected in the sluggish rhythm of the piano and the reverb-laden synthesizers, the reverb 
itself hinting at the hollowness and void of Pink's life, "Don't Leave Me Now" finds Pink in "the 
depths…of deprived depravity" (interviewer Tommy Vance, 1979 Roger Waters interview). At first the 
song seems to follow in the tracks of the few songs before it, wearing its meaning on the surface. Distressed 
at the thought of his wife's infidelity, Pink gives voice to the plethora of warring emotions teeming within 
his heart, mind, and soul. In one instant he pleads with his wife not to leave him, not to say that their 
relationship is over. Seconds later, the rage over being left boils to the surface and Pink threatens to put his 
wife "through the shredder" or to "beat [her] to a pulp on a Saturday night." It's certainly a shock for most 
listeners to hear the previously docile Pink (submissive to the point of being non-responsive) not only 
conjure up brutal images of physical abuse but also relish the thought of meting these very images on his 
adulterous wife. So is Pink physically abusive to his wife? Are these images that he sings of true? As I 
mentioned above in "One Of My Turns" concerning Pink's "favorite ax," there is a certain danger to 
interpreting these lines in a literal context. First and foremost, it must be remembered that this character is 
uttering these lines at the extremes of his emotional capacity. In "One Of My Turns" he is at the height of 
his violent rage and now in "Don't Leave Me Now" Pink is at the bottom of the darkest depression. I cannot 
stress enough how important it is to keep a character's mental state in mind when interpreting, or even 
reading / listening, to their narrative. Many writers love to use the unreliable narrator, presenting the 
protagonist's skewed views as truth in order to reveal fully the instability, deceptiveness, or simply 
playfulness of the main character's mind. I think that is what Waters is doing with Pink at this moment, 
using these false recollections of beatings in order to show just how far gone Pink's mind really is. Keeping 
this in mind and judging by the complete absence of spousal abuse throughout the rest of the album, I 
personally would say that Pink never physically mistreated his wife. One can argue, and rightly so, that 
Pink mentally abuses her in the very fact that he totally distances himself from her, but even that is a far cry 
from "beat[ing her] to a pulp." Perhaps he says these things to justify her leaving him. Perhaps he says them 
in order to get some amount of revenge on her, using the very thought of beating her to placate his own 
wounded pride. Whatever one's interpretation of these lines might be, it is most interesting to see how 
quickly Pink flips from one apparent extreme to the other, wondering where their relationship went wrong 
before lashing out.  

Along with the rapid shifts in feelings, it is also interesting to note Pink's obliviousness throughout the song 
in which he blindly asks, "how could you treat me this way?" As I'm sure I've mentioned countless times 
before, Pink is still ignorant of his liability in the formation of the bricks for his wall, believing this whole 
time that it is the world and everyone in it who have created and continue to create bricks through their 
injurious relationships with Pink. Accordingly, Pink sees himself as the hapless victim in all of his failed 
relationships. At his very core he wants to connect with someone, to forge a personal bond with another 
person, but is unable to leave himself so vulnerable. But rather than realizing that he is as much, if not 
more, to blame for the distance he creates between himself and the rest of the world, Pink projects each one 
of his faults onto the external world, blaming everyone except himself for "running away."  

Not surprisingly, it seems that cycle of Pink's mother's overprotection has come full circle, causing Pink to 
protect himself from the world almost by means of the same neurotic behavior of his mother. Notice that 
Pink repeats "oooh babe" throughout the song, a phrase that until now has been uttered numerous times by 
his mother alone in songs like "The Thin Ice" and "Mother." And so the cycle of obsession continues, 
paralleling such haunting ideas like the mother putting "all of her fears into you" with Pink's equally 
disturbing threats of putting his wife "through the shredder." Even the image of an actual shredder quite 
possibly alludes to Pink's childhood education in which the teachers attempted to mold their students into 
model citizens (the movie scene of "Another Brick In The Wall 2" uses a hamburger shredder to perfectly 
convey this point). Pink alludes to the shredder here as being an implement of personal humiliation, an 
instrument that produces submissiveness. Simply put, he fantasizes about molding his wife in much the 
same way that the teachers tried to mold him. In other words, Pink has adopted both his mother's 
obsessions as well as his teacher's methods of using humiliation to create the desired product. Pink is 
becoming the very things that he detests in a cyclical pattern that culminates in his final, corrupt 
transformation later in the album.  
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Heretofore I have been discussing "Don't Leave Me Now" as Pink's degenerate mental address to his 
adulterous wife. Yet in a 1979 interview with Tommy Vance, Roger Waters states that Pink doesn't sing the 
song "to anybody; it's not to her [the groupie] and it's not really to his wife, it's kind of to anybody. If you 
like it's kind of men to women in a way, from that kind of feeling." Generalizing the song in the way 
Waters does really stresses that Pink's relationship with his wife is seemingly the same as his polar love-
hate relationship with everything in his life. He loves his father but hates him for dying. He loves his 
mother but hates her for stifling him. He loves his celebrity but hates it for being so shallow and 
materialistic. He loves his wife but hates her when she cheats on him. And as we shall see soon enough, he 
loves his wall for the protection it gives but will eventually hate it for nearly entombing him. 

The movie scenes accompanying "Don't Leave Me Now" once again depart from simply depicting the ideas 
conveyed by the lyrics (as seen in the past two songs) and instead offer up many densely packed images. 
The song begins with a close-up of the debris in Pink's hotel room, littering the screen with shots of broken 
glass, overturned tables, and smashed guitars. While the chaos might not seem like much out of the 
ordinary at the moment, I think it is important to note so that the development between this point in time 
and the ordered chaos depicted later in "Is There Anybody Out There?" can be truly understood. The 
Christological parallels of "The Thin Ice" depicting Pink floating in a crucified form are furthered here, 
first with a close-up shot of Pink's blood-soaked hands reminiscent of the stigmata and then with a full 
screen shot of the "crucified" Pink, his blood dispersing and staining the clear blue water of the swimming 
pool. This shot is interestingly superimposed over images of Pink's wife and her lover, the faded image of 
Pink's crucifixion standing out in sharp contrast to the almost animalistic movements of the lovers. Though 
he is a sort of anti- or mock-Christ, Pink presumably imagines himself otherwise as evidenced in the shots. 
In his mind, he is a martyr who is betrayed by the sinful acts of a loved one (notice that Pink's wife has red 
hair, supposedly the same color as Judas Iscariot, the disciple who betrayed Jesus in the Garden of 
Gethsemane). As a result, he is suffering for their sins by means of his own mental crucifixion, the 
depressing anguish that he is experiencing because of his wife's transgressions. Though Pink is presented in 
such a light, the audience is far more cognizant of his mock-Christ role, knowing that Pink was not so much 
betrayed by his wife as he was by himself, that he is only victimized by his own blindness and ignorance.  

Pink is next shown sitting in a chair watching TV while each splash of blood that falls from his fingers 
takes on a cataclysmic, Christ like resonance. Despite the apparent ordinary reality of the scene with "the 
Dambusters" still playing on the television, this scene is quickly revealed to be another one of Pink's 
hallucinations. Far from the littered screen that opened the song, the room, though sparsely furnished, is 
still intact just as the TV is still in working condition. The hallucination continues as the shadow of Pink's 
wife emerges onto the back wall before transforming into a preying mantis, the very name of which creates 
a hunting / hunted scenario in which Pink, the "hapless victim" is hunted by his wife. The mantis's face 
soon transforms into the female flower from "Goodbye Blue Sky" which itself is suggestive of a woman's 
vaginal lips, a "symbol of womanhood" as Gerald Scarfe suggests on the DVD commentary. Pink cowers in 
the corner, tortured by both the mantis in front of him and the thoughts of his wife's adulterous acts 
superimposed on the screen. And so the song ends with Pink crouching in the corner, helpless in his mind, 
surrounded by the massive blue walls that possibly allude to the "baby blue" innocence which he believes 
he still possesses. In his mind, he is as innocent and unaccountable as the crucified Christ who, according to 
Christian beliefs, suffered and died on the cross as a result of the world's transgressions. Yet here we find 
another separation in the characters of Christ and Pink, further supporting the argument that Pink is a 
mock-Christ rather than a Christ figure. While Christians believe that Jesus gave himself to the world when 
he died so that all might live, we will see in the next song that Pink takes the opposite course by completely 
isolating himself from the external world, symbolically sacrificing himself so that he alone might live. 

Resurging from the depths of his depression, Pink commits one final violent act before completely isolating 
himself from the injurious external world. With the rage that has built up over his life, Pink symbolically 
attacks the burdens that he feels has been placed on him. He destroys the television with one fell swoop of 
his guitar, striking out against his past afflictions (represented by "the Dambusters" that was playing on the 
TV) and his present burdens (embodied in everything from the materialistic symbol of the television and 
the surrounding hotel room to his very solitude in the scene). It is also interesting to note that Pink destroys 
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the TV right before the couple on the screen kiss, alluding to his own severed relationships and his inability 
to truly connect with anyone. In an instant Pink is propelled into the uncharted reaches of mental dementia.  

Another Brick In The Wall, Part 3 

(Roger Waters) 
I don't need no arms around me 

And I don't need no drugs to calm me. 
I have seen the writing on the wall. 
Don't think I need anything at all. 

No! Don't think I'll need anything at all. 
All in all it was all just bricks in the wall. 

All in all you were all just bricks in the wall. 

 

The final part of the "Brick in the Wall" trilogy bursts into existence with the culmination of years of 
repressed rage and mental anguish. The recurrent guitar riff is no longer the soft drone in the background as 
it was in "part 1" nor the lively anthem of youthful anarchy in "part 2." Rather, the riff has been 
transformed into a savage declaration punctuated sharply both by the outbursts of guitar throughout and 
Pink's own unrestrained statements of personal disconnection. From the loving embraces of his 
overprotective mother and his adulterous wife to the mind numbing effects of drugs and his celebrity, Pink 
immediately rejects the things that have previously blunted the pain of his existence in the first two, bitter 
lines.  

Seeing "the writing on the wall" is a phrase often used when one believes to know the outcome of an event. 
This "knowing" is not necessarily in a psychic or premonitory sense but rather out of the belief that one 
knows how things will turn out based on what has happened so far. In an e-mail concerning the origin of 
this phrase, Robert Bell wrote the following: "the writing on the wall could be an allusion to writing that 
appeared on the wall at a feast of the proud king Balshazzar (The book of Daniel, The Bible). When the 
king's wise men failed to decipher the writing, Daniel was summoned and was able to read the inscriptions, 
which prophesied the King's ruin. That night, the King was slain and his kingdom divided. 'The writing on 
the wall' is now commonly used as an expression of a warning about one's fate." (Many thanks to Robert 
for sending this astute observation.) One can only assume what Pink believes will happen if he were to stay 
with his current course, though he most likely assumes that ultimately he will be devoured by the 
destructive world, crushed beneath the burdens that he believes are being unfairly placed upon him. As he 
sees it, the only way to survive is to sacrifice himself to his isolation and to complete his wall, swearing off 
anyone and everyone that might have been able to offer any amount of help. In Pink's mind, there is only 
hurt where help should be. As a final declaration, Pink sings that "you were all just bricks in the wall" in an 
attempt to "convince himself," as Waters stated in his 1979 Tommy Vance interview, "that his isolation is a 
desirable thing." Caught between living a painful existence in the external world and finding solace in his 
own disconnection (so he believes), Pink chooses the metaphorical death of his self-imposed isolation. 
Catalyzed by the realization of his wife's infidelity, the memories of what he had lost in the past, his 
inability to connect with a single person, and his inadequacy to deal with it all, Pink's wall grows to 
completion as the remaining gaps between himself and the outside world are stoppered up.  

The film scenes for "Another Brick In the Wall Part 3" are nearly impossible to describe shot by shot. For 
the most part, the song's scenes are comprised of various earlier scenes from Pink's life (his wedding, 
rejecting his wife, the school teacher, crawling in bed with his mother, the bombing of his father's bunker, 
etc.) interspersed with a profusion of scenes depicting a full scale riot. Though the riot scenes are most 
likely different, they are quite reminiscent of some of the first scenes in the movie ("In the Flesh?") in 
which a group of Pink fans are harassed by the police. In a sense, the inclusion of riots at both the 
beginning and end of the first half of the movie insinuates the closing of this specific period in Pink's life. 
He's been born, grown up, faced the trials and hardships of life and is finally embarking into unknown 
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territory when he encloses himself behind his wall. What was Pink will soon be no more as this stage of his 
life comes to a close. I think it's also intriguing how the riot scenes (completely random and impersonal in 
terms of the Pink storyline) are woven into the completely personal story of Pink. To me it's as if Waters 
(or maybe Pink?) is suggesting that life is impersonal, that it is nothing more than a riot. Life and especially 
the burdens therein are nothing more than a handful of events whose consequences intensify until they are 
completely out-of-hand, reeking havoc and leaving a wake of destruction. 

It is also interesting to note the introduction of the worms (maggots) superimposed over one of the shots 
halfway through the movie footage. While the worms, a symbol of decay, aren't introduced lyrically until 
"Hey You," they make their debut in "Brick Part 3," and quite fittingly considering that it is at this point in 
Pink's journey that he starts to decay and regress into the farthest reaches of his mind.  

The song ends with the first real shot of Pink's wall overwhelming the screen in its very immensity. Yet so 
it seems true in life, as well, that we don't realize the burdens of our lives, our own walls, until they are 
towering over our heads. Thereby it is only appropriate that the viewer never gets a full grasp on just how 
massive Pink's wall is until the wall has been completed and it is too late for Pink to escape. Possibly for 
the first time in the movie, the viewer gets the sense that the wall has shifted from being a means of 
protection to an all-encompassing prison impenetrable from the outside world and inescapable from within.  

Goodbye Cruel World 

(Roger Waters) 
Goodbye cruel world, 
I'm leaving you today. 

Goodbye, goodbye, goodbye. 
Goodbye, all you people,  

There's nothing you can say 
To make me change my mind. 

Goodbye. 

 

Though a cursory listen to "Goodbye Cruel World" might lead one to believe that Pink is on the verge of 
committing suicide, the song is actually more about metaphorical rather than physical death. Having 
decided to isolate himself completely from the external world, Pink sings his final farewell to the world 
outside and the life he knew as he arranges the last few bricks in their places. As Waters said in his 1979 
interview, Pink is "going catatonic, if you like…he's had enough, that's the end." Unlike its counterpart, 
"Outside the Wall" (which shares the same root music), "Goodbye Cruel World" abruptly ends as Pink 
sings the last goodbye in almost a symbolic placement of the final brick, instantly cutting out the outside 
world (the listener included…at least at the moment). The abruptness of the ending also implies Pink's 
willingness to utterly leave the world behind and take refuge where no one can reach him. 

Just as the first half of the film includes shots of riots in an attempt to bring about closure to this stage in 
Pink's life, the beginning scene for "Goodbye Cruel World" reintroduces a shot already familiar to the 
audience, that of the catatonic Pink watching TV (just where does he get all of these TVs!) with a cigarette 
burned to ash all the way down to his fingers. The shot creates a time arc, linking the beginning of the film 
with the end of the first half, reestablishing the present state of time and showing that all that has happened 
in between "In the Flesh?" and "Goodbye Cruel World" were in the past. The reintroduction of the scene 
into the movie shows that Pink had already completed his wall even before the audience came into the 
album and the movie, possibly creating an overall sense of futility in the audience as we helplessly watch 
the events that have already taken place. Also note how the final three shots of the "Goodbye Cruel World" 
offer a reversal of some of the first shots from the movie. While "When the Tigers Broke Free, Part 1" 
began with a shot of the playing field, then cut to a close up shot of Pink's cigarette before panning 
backwards to show Pink, then zooming into a close up of his eye, "Goodbye Cruel World" is the very 
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reverse, going from the cigarette to Pink to Pink's eye to the memory of the playing field. And so the first 
half of the film ends with a reversal of its beginning, quite possibly alluding to the regressive decay Pink is 
undergoing at this point in his narrative.  

The playing field scene takes on a slightly more significant role at this point in the movie in that it plays 
longer than before. Whereas the shot shifts halfway through Young Pink's traversal of the field during 
"When the Tigers Broke Free, Part 1" he makes it across the field in "Goodbye Cruel World," stopping and 
looking down as presumably finds something on the ground. Though many questions abound, one in 
particular occupies the top of the list. Why is it that Pink thinks of this one moment out of a lifetime of 
moments the very second he imprisons himself behind his wall? What is it that he finds here in this 
childhood memory that has affected him so much as to be his sole thought when faced with self-imposed 
isolation? I suppose you'll just have to continue reading. Fortunately for the audience, this is only the 
conclusion of the first half of Pink Floyd's monumental work of art. The characters have been introduced, 
the foundation has been laid; now it's time to venture into the unknown.  

Hey You 

(David Gilmour) 
Hey you, out there in the cold 

Getting lonely, getting old, can you feel me? 
Hey you, standing in the aisles 

With itchy feet and fading smiles, can you feel me? 
Hey you, don't help them to bury the light 

Don't give in without a fight. 
Hey you, out there on your own 

Sitting naked by the phone, would you touch me? 
Hey you, with you ear against the wall 

Waiting for someone to call out, would you touch me? 
Hey you, would you help me to carry the stone? 

Open your heart, I'm coming home. 
(Roger Waters) 

But it was only fantasy. 
The wall was too high, as you can see. 

No matter how he tried, he could not break free. 
And the worms ate into his brain. 

Hey you, out there on the road 
Always doing what you're told, can you help me? 

Hey you, out there beyond the wall, 
Breaking bottles in the hall, can you help me? 

Hey you, don't tell me there's no hope at all 
Together we stand, divided we fall. 

 

Another favorite of classic rock radio stations along with "Another Brick part 2" and "Comfortably Numb", 
"Hey You" introduces the second half of the album using all of the pain and disorientation on which the 
first half was built. Whether it is a satisfactory opening for the second half or not is still very debatable. I'll 
get into my personal qualms about the song's placement in the album in a paragraph or two. 

The story recommences with the well-known, fragile sounding riff played on a reverb-laden twelve-string 
guitar. It seems only fitting that this second half begins with the haunting echoes of a singular guitar riff 
mirroring the expansive void of Pink's inner world after the completion of his wall, his lone voice 
reverberating against his unfilled life unable to fill the vast space. While "In the Flesh?" announced Pink's 
birth into life (and into the album) with thundering drums and wailing guitars, our hero's (or anti-hero's) 
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delivery into his new disassociated world is heralded with as little commotion as possible. A fretless bass 
finally joins the delicate guitar before giving way to Pink's solitary voice, at long last alone behind his wall. 
Paralleling his sudden realization of his expansive surroundings, the music rarely shifts out of its subdued 
tone, only breaking free once in the middle at the onslaught of another of Gilmour's fiery guitar solos 
before falling back to the same hollow riff of the twelve-string guitar. 

The song's lyrics aren't too hard to explicate once Pink's setting and frame of mind are considered. As 
Waters states in an interview, Pink is "behind the wall a) symbolically and b) he's locked in a hotel room, 
with a broken window that looks onto the freeway." Trapped behind a colossal structure made from the 
pain and repressed emotions of his life, Pink searches in desperation for anything, be it a way out, a fissure 
through which he might reconnect with the outside world, or simply a willing person on the other side who 
might listen to his pleas. Accordingly, most of the song's lyrics reflect this search. What makes the lyrics 
interesting, at least for me, are the nuances laced within Pink's cries. Although he is taking a step forward 
psychologically by finally turning to the outside world for help (although it might be too late), it's 
interesting to see how Pink's nihilistic thoughts are projected onto the very world and people whose help he 
seeks. In the first line he asks for support from "lonely" people who are living in a "cold" world, a state 
paralleling his own. The next line addresses those who are slowly realizing the reality of life behind their 
"fading smiles," (coupled with the "aisles," this is a possible reference to his own concert-goers eager for 
the show), a line that is reminiscent of the harsh understandings of "In The Flesh?" and "The Thin Ice." A 
few lines down Pink cries out to one "sitting naked by the phone" and one with "your ear against the wall." 
Once again, both lines are implicative of Pink's personal predicament if we recall his earlier attempts to 
phone his adulterous wife while curled up on his bed or, even now, his own ears pressed to his wall waiting 
for someone to call out and rescue him. Even in his attempts to reach out, Pink ultimately reverts back to 
his former egoism by projecting himself onto the world all around him. Furthermore, his cries for someone 
to "feel" and "touch" him are interesting in that these are things Pink was never able to do in his life. He 
built his wall out of the fear of feeling and out of his paranoia of being emotionally touched, of leaving his 
psyche vulnerable to the whims of the world. Such hypocrisy further delineates Pink as more an anti-Christ 
rather than a Christ figure. While it was Jesus' golden rule to "do unto others as you would have others do 
unto you," Pink pleads for others to do unto him what he has hitherto been unwilling to do for others. Yet 
interestingly enough, he continues to cast himself in this afflicted role, asking those who are listening not to 
"help them to bury the light," a symbol that takes on Christ-like significance when read in conjunction with 
certain New Testament writings comparing Jesus to the light of the world. Even if this isn't a religious 
allusion, it certainly is a literary one. Light is most often used as a symbol of truth throughout most of the 
world's literature. What's interesting is that Pink never does specify what truth he is referencing in this line. 
Even if he did, it would more likely than not be ironic in that he is far from seeing the "Truth" of the world 
after being blinded by his own misery and self-proclaimed martyrdom for so long. A slightly more 
optimistic view might see Pink as finally realizing the error of his ways in the brief time that his wall has 
been finished. And so his request for help carrying "the stone" (a symbol of overwhelming burdens since 
the myth of Sisyphus) could be either heartfelt or narrow-sighted, depending on one's view of the world and 
our protagonist. As I've said countless times before, it's debatable, especially when considering the song's 
position on the album. But we'll get to that in a minute.  

Just before launching into the guitar solo, Pink asks for the unnamed listener (that is if anyone IS 
listening…his wife, his mother, or even us?) to "open your heart, I'm coming home." Once again, he is 
asking those outside the wall to do what he never could. Many people in Pink's life (his wife comes to 
mind) have tried to find a place in his heart only to be shunned and alienated. Yet at the moment he feels 
the most danger of being consumed by his own creation, Pink asks to be let into the hearts and lives of his 
listeners. As before, the line between sincere remorse and insular egoism is blurred, leaving the last lyric 
just as difficult to pin down as those preceding it. One reading might interpret this last line before the guitar 
solo in a literal fashion with Pink longing to return to either the watchful care of his mother in his 
childhood home or to return back to his home to his wife. Another reading might view "home" under a 
more metaphorical light, thinking that Pink wishes to regress back to his childhood, back to where it all 
began, so that he might start over and see where things went wrong. Such a reading is based largely on the 
idea that one can only progress by learning from the past. For Pink to progress, he must first regress and 
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comprehend the people, the events, and most importantly the decisions that have lead to his current 
entombment behind his wall.  

Almost in response to his desire to return to his origins, the guitar solo blazes into life, recalling in its very 
fervor the previous solos reflecting Pink's emotional outbursts created out of his search for self. Like the 
solo in "Another Brick in the Wall Part 2" or "Mother," the lead guitar in "Hey You" musically conveys 
Pink's frenzied realizations of his separation from the world. Yet what draws my attention the most is the 
rhythm guitar in the background which reverts to the same musical theme begun in "In The Flesh?" and 
repeated throughout many songs on the album. For example, listening to the background guitar in "Hey 
You" and then the verse vocals in "Another Brick 2" ("we don't need no education") might help one to 
identify this musical theme upon which much of the album is based. What's interesting about this to me is 
that it is a musical reversion back to album's beginning with "In The Flesh?" seemingly sparked by Pink's 
declaration of psychologically returning to the beginning. Just as the guitar solo reflects Pink's ongoing 
search for self, the rhythm guitar mirrors his attempts to rediscover his origins by literally returning to the 
musical theme from the very beginning of the album. 

At this point the narrative voice (be it Life or the narrator himself) interrupts the story to summarize the 
story thus far. Pink's resolutions and his belief that he had or would contact someone on the outside were 
"only fantasy" for "the wall was too high." The wall was fulfilling its responsibility of keeping the outside 
out and the inside in and, as a result, "the worms ate into his brain." Although the worm symbolism was 
briefly introduced during the sequence for "Another Brick In The Wall Part 3," "Hey You" marks its lyrical 
introduction into the album. Roger Waters stated it best in his 1979 interview when he said, "[the worms] 
were my symbolic representation of decay." Isolation leads to a sort of metaphorical death (Pink's in 
"Goodbye Cruel World") which in turn leads to decay on nearly all levels be they physical, mental, 
spiritual, or emotional. Once again mirroring the metaphorical events of the story through music, the 
introduction of the worms in the lyrics gives way to the incessant humming and buzzing superimposed over 
the haunting guitar riff, the aural reflections of a horde of metaphorical worms and maggots feeding on 
Pink's decaying self.  

Despite the listener's knowledge of Pink's futile fantasies of reconnection, Pink cries out for a sympathetic 
ear, openly asking for help rather than masking his needs behind his desires to be "felt" and "touched" as in 
the first few verses. Nevertheless it seems that he has finally realized what the narrator has already told the 
listener, that "there's no hope at all." Despite his claim that "together we stand, divided we fall," such a 
claim is more ironic than anything else considering that this maxim is far from the way Pink has lived his 
life thus far. If anything, Pink has lived by the belief that together we fall and alone we stand. How else 
would he be able to justify the completion of his wall? Almost to reiterate such a nihilistic idea, "we fall" is 
echoed over the last chords of the song as if reverberated through the void from Pink's wall. Not only is 
such a repetition reflective of Pink's current state but it also foreshadows the eventual fate of the wall itself. 
When he cries out the last line, it's as if the bricks answer back with "we fall, we fall, we fall" in response 
to the first half of the line. And so it's as if Pink yells out the solution to his problem, the key to tearing 
down his wall, in one relatively overlooked line. The bricks fall when "together we stand." Yet being that 
he doesn't believe the proverb he has just declared, asserting it more in an attempt to convince himself (or 
Life or God or Fate) that he believes this, Pink's wall will remain standing until he realizes and experiences 
the importance of the words he has just uttered. 

By now you're probably wondering about those aforementioned problems I have with "Hey You." While I 
think the song is extraordinary and well crafted, I think it's a bit misplaced in its positioning on the album. 
Waters once recounted how Bob Ezrin called him, remarking how the third side of the album just wasn't 
right. "I thought about it and in a couple of minutes I realized that "Hey You" could conceptually go 
anywhere, and it would make a much better side if we put it at the front of the side, and sandwiched the 
middle theatrical scene, with the guy in the hotel room, between an attempt to re-establish contact with the 
outside world, which is what "Hey You" is" (Waters, 1979 Interview). The idea of "sandwiching" the 
theatrical scenes is certainly interesting and the music of "Hey You" flows seamlessly with "Is There 
Anybody Out There?" and the rest of the album. However I'm not convinced that it flows "conceptually," as 
Waters put it. Going from the Pink in "Goodbye Cruel World" who is resolute in his need for isolation to 
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the Pink in "Hey You" who is suddenly filled with the realization of his errors is a bit too much of a 
conceptual leap for me. There has been no growth, no personal experience that would warrant such a 
sudden shift in his personality. Yet the narrative dissonance is further complicated with the succeeding "Is 
There Anybody Out There?" a tune which presents a Pink far more akin to the "I don't need no arms around 
me" Pink from "Another Brick 3" and "Goodbye Cruel World." Although he does ask if there's "anybody 
out there," his asking is very indifferent, especially when compared to the manic need for help as seen in 
"Hey You." Simply put, Pink goes from vehement indifference ("Another Brick 3" / "Goodbye Cruel 
World") to unhindered concern ("Hey You") back to tepid indifference ("Is There Anybody Out There" and 
to some extent, "Nobody Home). "Hey You " works well musically in its current position yet, in my 
opinion, is too disjointed in terms of the complete narrative. Hence I completely understand why the film 
sequences for the song were left on the cutting room floor. Despite its absence from the film, though, I am 
able to offer an analysis of the cinematic sequences thanks to the power of the almighty DVD features! 

If the sudden switch in tone between "Goodbye Cruel World" and "Hey You" was not enough to warrant 
the latter song's excision from the film, watching the corresponding footage should justify why the song 
was removed from the movie. For the most part, the majority of the video sequences shot for each song 
advance the story in some degree, whether they further the actual narrative or simply add depth to Pink's 
splintering psyche. The footage for "Hey You," however, accomplishes little if any of these and at times is 
so heavy-handed that it seems as if parts of it were lifted from a cliché-ridden art house video.  
The song begins with a close up of the bricks in Pink's wall before panning back to show Pink, nearly in the 
buff, clawing for a way out. The scene then shifts to pan over the blank faces of Pink's concert-goers, each 
one alike in their vacant expressions. Though we never see Pink on stage, it's as if he's singing his pleas out 
to the audience, to those "standing in the aisles" as mentioned above. Next is a panoramic shot of a row of 
empty infirmary beds often seen in World War II movies followed by a long shot of two empty chairs set 
against a white wall. Pink fades into one chair, motionless, and after a short time, his nude wife fades into 
the other before turning to look at her motionless husband. For me, this is one of those aforementioned 
heavy-handed moments in which the "symbolism" is so thick that you could trip over it. The chairs, set at 
opposite sides of the wall, mirror the distance between Pink and the rest of the world (especially his wife). 
Furthermore, the wife is depicted nude most likely to show how Pink sees her (and possibly women as a 
whole) as adulterous harlots concerned only with themselves. She fades out of the chair as Pink sings, "I'm 
coming home," and the shot quickly shifts to a car exploding as the guitar solo begins. From there, a 
multitude of rioting scenes takes the screen, alternating between a crowd of mostly skinheads tipping over 
cars and throwing Molitov cocktails to the police adorned in full riot gear.  

As the narrative voice sings about Pink's wall being too high the scene shifts to a hand (presumably Pink's) 
clawing at the inside of some entombing container followed by a close up of seething maggots 
corresponding with the metaphorical worms eating into Pink's brain. A close up of a man in a hospital bed 
(reminiscent of the WWII movie "Johnny Got His Gun") with a superimposed woman screaming over the 
image gives way to a close up of a fire started in the previously depicted riots. Following is a long shot of a 
line of policemen silhouetted by the fire marching in unison in their riot gear. A line of rioters throw 
flaming debris from the other side while forming a pile with mattresses and desks, a scene remindful of the 
bonfire in "Another Brick In the Wall part 2." Finally, the shot of policemen marching changes back to the 
beginning shot of Pink against his wall searching for a chink, a hole, a way out. 

Being that the song essentially finishes where it starts with Pink against his wall and that all of the footage 
in between is either extraneous or used in other songs, it seems that cutting the song from the film was the 
obvious choice. Relatively nothing is added to the narrative flow or to viewer's perceptions of Pink. 
"Goodbye Cruel World" showed Pink in this same symbolic posture against his wall as does the beginning 
of "Is There Anybody Out There?" While the shots of the riot spark thoughts about Pink's own 
dichotomous sides and his own internal rioting (his rebellious "One of My Turns" side warring against the 
more rational Pink that finally steps forward in "The Trial"), these scenes are nonessential in that they 
reiterate ideas that arose in previous songs. Some of these same rioting shots were used in earlier sequences 
such as in the frenzied collage from "Another Brick In the Wall Part 3." Likewise, the worm symbolism 
was presented earlier as was Pink's attitude towards his wife's adultery. While the song itself is amazing, 
the footage is not, especially when viewed alongside the rest of the movie. Thankfully it was cut, creating a 
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more harmonious bridge between Pink's entombment in "Goodbye Cruel World" and the slow realization 
of the effects of such absolute disconnection in "Is There Anybody Out There?" and the subsequent songs.  

Is There Anybody Out There? 

(Roger Waters) 
Is there anybody out there? 
Is there anybody out there? 
Is there anybody out there? 
Is there anybody out there?  

 

Don't let the single line lyric fool you. "Is There Anybody Out There?" is just as complex musically and 
visually as the rest of the album and movie. Though an explanation of the lyric is easy enough, with Pink 
calling out to anyone outside of his wall who might hear him, it is most interesting to see how the musical 
and even lyrical subtleties create an entire mood within one single grain, a single question. I mentioned in 
my original Wall analysis that Pink is pleading for help from the outside world. While this explanation 
would fit after coming out of the plea-driven "Hey You," it doesn't really fit coming after "Goodbye Cruel 
World," it's original position on the album. Using the sequence of songs in the movie, "Is There Anybody 
Out There?" takes on a different connotation that is more befitting to the whole narrative flow. Having just 
completed his wall, Pink immediately begins to see the drawbacks of his decision to disconnect himself 
from the world. And so "Is there anybody out there," rather than being a cry for help, is intoned more out of 
a need to reconnect with the outside world. In this light, his question as to whether anyone is "out there" is 
voiced more out of the need to know that the external world still exists, that there is life beyond his wall, 
rather than as the abandonment of all self-pride in a plea for help. Even if he realizes that he needs help, 
which I'm certain he does on some level, I'm sure he is far from certain as to how to actually obtain it. 

The way the single lyric is sung also adds to the subtle defining of Pink's new emerging self. While Waters' 
sings the first couple of lines alone, he is soon joined by other voices singing in unison to create a haunting 
chorus effect. One conclusion concerning this chorus of voices is that these are the echoes, as in "Hey 
You," of Pink's solitary voice resounding off of the wall, thereby conveying aurally the expansiveness of 
the void and the enormity of Pink's construction. Another conclusion, and one that I personally lean 
towards, sees this chorus as foreshadowing of Pink's other personalities, mainly the dictator-like persona 
that will soon obtain life. As a result of his entrapment, Pink begins to decay psychologically, thus allowing 
the other facets of his personality free reign. While previous songs hint at the emergence of these other 
personas, "Is There Anybody Out There?" is one of the first songs to actually feature their emanation. Put 
simply, Pink's decay allows his darker tendencies to gain power over his mind. Keep in mind that I'm not 
suggesting that Pink has multiple personalities. Far from it. Rather, I think these other voices are more like 
auditory renditions of Pink's many facets, the fragments of Pink's personality that split from the whole as a 
result of one painful event after another. Although these personality fragments are evident in previous 
songs (for example, the warring sides of loneliness and rage in "Don't Leave Me Now"), they finally obtain 
their own separate voices in the unified chorus of "Is There Anybody Out There?" 

In his 1979 interview, Waters described the song as "a mood piece." The solitary classical guitar backed by 
the quiet orchestra perfectly creates an ambiance of aloneness, musically highlighting Pink's realization of 
his isolation after the completion of his wall and before the eventual decision to regress and set things right. 
Aside from the repeated line at the beginning, Pink is voiceless throughout the rest of the song, perhaps 
daunted by the sheer size of his psychological barrier or uncertain as to how to proceed in escaping from it. 
Regardless, "Is There Anybody Out There?" remains one of my favorite songs off of the album and, in my 
opinion, one of the greatest acoustic guitar solos in the history of rock music.  

After a bit of "symbolic scrabbling" (as Waters puts iton the DVD commentary) with Pink scraping against 
his wall, the scene follows worn out rock star as he sinks to the ground before fading into a shot of the 
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disheveled hotel room floor, now neatly ordered in complex designs. Out of all of the sequences in the 
movie, this particular scene seems to confound viewers the most. I've received innumerable e-mails asking 
what Pink is building, if anything, or stating that viewer's own opinions on his massive arrangement. A 
fellow named Gogul Leviathon sent me his own explanation of this scene, one with which I happen to 
agree the most. Rather than paraphrase his opinions and risk cutting an important idea, I'll just repeat what 
he said. "Concerning the thing Pink was constructing in 'Is There Anybody Out There?' I believe that it 
wasn't any thing or shape in particular, but rather something to show his need to live an ordered and 
organized (up to the point of mania) life. I'm sure you recall the absolute chaos of his apartment at the start 
of 'Don't Leave Me Now.' For Pink to transform this into a painfully accurate design shows the fragile and 
tenuous state he was in. Moving a Coke can a few centimeters, replacing the guitar neck he knocked, seems 
silly to anyone else, but to Pink, it was not only necessary but essential to have it perfect." Gerald Scarfe 
recounts that this scene came out of talking about "what you do when you're going off your head." One 
tries to reorganize life into a recognizable pattern. Oftentimes schizophrenics and others suffering from 
mental disorders "detect" patterns in everything from what people say to the movements of nature. Because 
of some fear or wariness about life's uncertainty, many obsessively try to give structure to the most random 
of events and circumstances. To borrow another line from the DVD commentary, it's "trying to make sense 
out of chaos." In a sense, it's another embodiment of Pink's dichotomous rebellious / passive personas. Like 
the rioter, one part of Pink's personality (the rebellious "we don't need no education" part) trashes his hotel 
room in a fit of rage. Yet like the policemen who try to quail the riots and restore order, another side of 
Pink's psyche (the persona concerned with the rules and social morals ingrained in him by the school 
teacher and his mother) steps forward and attempts to produce systematic organization out of the clutter.  

Yet these polar sides won't continue warring within Pink for long. As the last notes fade away, the scene 
changes to show Pink shaving in the bathroom. After finishing with his face, Pink lathers himself with 
shaving foam and shaves his chest clean of hair. Unconcerned with the blood that dribbles from the cuts on 
his chest, he next opens the razor and splits it in two before the shot is replaced by that of blood dripping 
into the sink filled with water and foam. Pink, a hazy outline behind the condensation-covered glass, 
presses himself to the bathroom door before pulling it aside and revealing his new incarnation. He emerges 
from the bathroom (metaphorical womb) relatively hairless, a symbolic newborn created out of the decay 
of his isolation. It is in this metaphorical rebirth that the two previously warring sides of Pink's personality 
(rioter / orderer) merge into this new monster, Pink's most frightening alter ego. It is the birth of Pink the 
Dictator.  
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Nobody Home 

(Roger Waters) 
I've got a little black book with my poems in. 
Got a bag with a toothbrush and a comb in. 

When I'm a good dog they sometimes throw me a bone in. 
I got elastic bands keeping my shoes on. 

Got those swollen hand blues. 
I've got thirteen channels of shit on the T.V. to choose from. 

I've got electric light. 
And I've got second sight. 

I've got amazing powers of observation. 
And that is how I know 

When I try to get through  
On the telephone to you 

There will be nobody home. 
I've got the obligatory Hendrix perm. 

And the inevitable pinhole burns 
All down the front of my favorite satin shirt. 

I've got nicotine stains on my fingers. 
I've got a silver spoon on a chain. 

I've got a grand piano to prop up my mortal remains. 
I've got wild staring eyes. 

And I've got a strong urge to fly. 
But I've got nowhere to fly to.  

Ooooh, Babe when I pick up the phone 
There's still nobody home. 

I've got a pair of Gohills boots 
And I've got fading roots. 

 

"[P]art of him [wants help], but part of him that's you know, making all his arms and legs, that's making 
everything work doesn't want anything except just to sit there and watch the TV" (Roger Waters, 1979 
Interview). Such is the state in which we find Pink in "Nobody Home," locked away in his hotel room with 
the realization that he needs help but uncertain as to whether he truly wants it or how to even get it. In a 
fragile, near-catatonic mental and physical state, Pink begins to list those things that he has, those things of 
which he is certain of possessing after his awareness of his wife's adultery and the subsequent completion 
of his wall. In a way, "Nobody Home" is to the drugged up, worn out celebrity as "Young Lust" is to the 
naïve and sexually driven rock star first making it in the business. In a way both songs are companion 
pieces depicting opposite ends of the manic depressive-like career of any superstar with the manic euphoria 
of "Young Lust," the embarkation into a world of carnal pleasures, preceding the depressive quagmire of 
"Nobody Home," the awareness that such luxuries as well as a life based on them are hollow and 
meaningless. In this light, "Nobody Home" and "What Shall We Do Now?" are also related in their cynical 
ideology concerning the baseness of superficial possessions. The only difference between the two songs is 
time. The Pink of "What Shall We Do Now?" is oblivious to the narrator's warnings of emptiness produced 
by basing one's life around trivial belongings. By "Nobody Home," he has learned the true price of such a 
lifestyle. The possessions, the false relationships, all of the certainties on which he has based his life have 
fallen away leaving him alone, barren, and without a moral compass.  

In my opinion, the lyrics and music of "Nobody Home" are remarkable for the most part in that they 
express so much through so little. The snippets of imagery convey a range of ideas, emotions, and states of 
mind similar to the way lyrics such as "my favorite ax" from "One Of My Turns" can relate a specific 
feeling through a simple, albeit fantastical, phrase. "Nobody Home" is full of such "simple" lines making 
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up a sort of inventory in Pink's mind. It is a catalogue of certainties (at least certainties in Pink's mind) 
ranging from actual objects, both nihilistic and optimistic ideas, or even the oddly humorous reflections of 
an apprehensive brain.  

Although the song is relatively complacent with Waters' voice, composed for the most part, drifting over 
the introspective piano chords, there is still a sense of disunity below the surface, a hint of discord in a 
seemingly languid song. Such disharmonious feelings could very well originate in the song's lyrical drive 
that lists the things that Pink has against the one thing that is missing, the one thing that isn't "home," be it 
his wife or love in general. One might further suggest that this contradiction of "things that are" versus "the 
thing that isn't" is interspersed throughout the lyrics as well, not solely dwelling within the conflict between 
Pink's remaining possessions and the love that he realizes he's lost or possibly never even had. By such a 
reading, it's interesting to note that Pink begins his catalogue with his "little black book" full of poems 
recalling the book of poems which the young Pink was chastised for having in the movie sequence for 
"Another Brick In The Wall, Part 2." Yet directly following this somewhat holy image, a creative icon for 
the artist, is the listing of Pink's bag containing mundane items such as "a toothbrush and a comb." 
Accordingly, the rest of the song develops into an exchange between the visionary and the typical, further 
adding to internal strife in the song as a whole. The high-minded, artistic items, the mediums through 
which the poetic gems are pulled from the creative ether (the book of poems, the grand piano, second sight, 
etc.) seem to contest with the more lowbrow, ordinary items of the everyday (13 channels on the T.V., 
shoes held together by elastic bands, personal addiction, etc.). Continuing with this theme, Pink's list is 
fractured even more between his personal aspirations and the heaviness of reality as evidenced in such lines 
as, "I have strong urge to fly, but I have no where to fly to." Pink's artistic / personal spirit yearns for a 
freedom he cannot obtain because, firstly, he is bound by the weight of his own wall and secondly, because 
he has no true home or loved one to fly to. He has spent his adult life amounting unknown measures of 
fame and wealth while neglecting the only things (family, love, personal connections) that could keep him 
grounded in the real world. As a result, his only home is whatever hotel room he occupies for the night with 
the products of his life's undertakings summed up in a small, insignificant list. 

The mentioning of Pink's "swollen hand blues" as well as other drug references add to the song's hidden 
disorder while also paralleling a sense of confusion that seems to have plagued Pink's whole life. By one 
interpretation, the mentioning of Pink's "swollen hands" is a definite allusion to his drug addictions. Many 
people have written e-mails saying that many junkies, especially heroin addicts, actually develop swollen 
hands as a result of prolonged use of the drug. Others claim that they have experienced similar feelings 
while high on one drug or another, be it a feeling of swollen hands, feet, head, or some comparable feeling 
of a disproportionate reality. (And in recounting this I am NOT condoning any kind of drug use. I am 
merely repeating things written to me over the years in response to this one line.) Coupled with the song's 
other drug references ("nicotine stains" [a sign of cigarette addiction] and the "silver spoon on a chain" 
[used to freebase cocaine]), the mentioning of his "swollen hands" further defines Pink's personal 
addictions and their contribution to his present chaotic state.  

Yet the "swollen hands" act as more than just a passing reference to Pink's drugged up state of mind. 
Although we haven't reached the analysis for "Comfortably Numb," one of the lines in the song is 
important for a full interpretation of the "hands" symbol in this song. In the later tune, Pink recalls in a 
flashback that as a child suffering from some unknown illness, his "hands felt just like two balloons." And 
so not only do the "swollen hands" act as both a flashback (to Pink's childhood) as well as foreshadowing 
(to the revelation of this illness in "Comfortably Numb"), but the symbol also connects the past and present, 
further highlighting Pink's belief that his whole life has been plagued by chaos. Furthermore, the symbol 
also contributes to the aforementioned themes of internal discord by evoking two wholly different ideas of 
the main character: the innocence of young Pink struck by illness conflicting with the image of adult Pink, 
catatonic as a result of his personal addictions and his self-imposed isolation.  

While one might view the title line of "nobody home" as a reference to his wife's refusal to answer the 
phone as previously mentioned, another reading of the repeated line might see this as Pink referencing 
himself. Ever since the last brick was placed, Pink has slipped further into a catatonic state of depression. 
While sitting motionless in a chair watching television, his conscious mind might very well recognize the 
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decline in his mental health, thus referring to his own lapse in sanity when singing that "nobody [is] home." 
Though the thought of someone who is reasonably cognizant of their insanity might seem a bit 
contradictory or oxymoronic, it is no more different than Pink's later euphemisms in "The Trial" in which 
he notes his dementia with lines such as "crazy, over the rainbow, I am crazy." Therefore it is quite 
reasonable that Pink's realization is not about the love he has lost but rather about the mind he is losing to 
decay.  

Either reading of the title line ultimately leads to the same place: Pink's realization that despite all that he 
has, he has nothing. Such things as wealth and fame are trifles when compared to matters of the heart and 
soul. Not only does he realize the things that are gone but also those things that he believed he once had 
might not have ever been his in the first place. His childhood innocence is nothing more than a memory. 
His faith in the world is all but destroyed. And what he once considered love is nothing more than 
thousands of miles of telephone wire and a ringing phone that no one ever answers.  

With the awareness that all that he was thought of as stable is now anything but, Pink concludes the song 
by recognizing that even his ties to the past are "fading roots." The self-imposed isolation has not only cut 
him off from the rest of the world but has also severed his ties with whatever person he was before the last 
brick was laid. Nevertheless, though his roots are "fading" they have not been severed. By comprehending, 
at least partially, the effects of his isolation, Pink proceeds with the idea of returning home that he first 
considered in "Hey You." In his 1979 interview, Waters stated that "he's getting ready to establish contact if 
you like, with where he started, and to start making some sense of what it was all about." Though Pink still 
may not fully recognize his own responsibility in the making of some of his bricks (such as driving his wife 
to adultery), he does acknowledge the need to see where things went wrong and, if possible, the need to 
correct his life.  

The movie's depiction of "Nobody Home" is quite possibly my favorite sequence in the entire film. The 
cinematography is both beautiful and disturbing with images full of rich and complex symbolism that belie 
the apparent calmness of the scene much as the lyrics of the song intimate deeper feelings of discord. The 
sequence opens with Pink, eyebrows newly shaven, watching "the Dambusters" on TV. Although the 
memories of his father uncovered by this film sparked a violent outburst in Pink earlier in the film, now 
only the faintest hint of tears line his eyes before he changes the channel. Even then the very act of pressing 
the buttons to change the channel recall images of Pink dialing the phone, presumably trying to reach his 
wife, and then stabbing it in frustration with a broken wine glass. He continues to hammer on the remote 
before returning, as always, to "The Dambusters" as if his subconscious mind won't allow him to escape the 
feelings he has buried and to continue living in self-imposed isolation.  
He watches the movie with resignation as the scene changes to what Gerald Scarfe calls a "musical 
alienated landscape." Though Pink's solitude is conveyed visually in the vast panorama of dead grasses and 
bare trees, his psychological defenses are equally shown in the barbed wire fence and crossed hammers 
(once again, a symbol of violence, creation / destruction) silhouetted in the foreground. He is alone on his 
own battleground, protected from the enemy just as he is detached from those he loves. Pounding himself 
against his chair, Pink proceeds with the idea of returning to his roots referred to at the end of the song 
when his adult body fades into that of his young self. As mentioned above in the lyrical analysis, the 
conflict of ideas is illustrated once more as young Pink explores the barren, war-torn landscape, the 
innocence of youth prominent against the brutal destruction, the dead soldier, and the trenches barren of 
life. Paralleling his metaphoric departure into the dark and unknown depths of his own mind, young Pink 
descends into the trench and is engulfed by darkness…  

…only to emerge on a lower level amidst the row of infirmary beds first shown in the cut footage from 
"Hey You." Passing by a bed with a straight jacket flung over the sheets, young Pink ventures into a side 
room to find his older self crouching in a corner holding tight to his "little black book." Young Pink darts 
from the room after touching his older self's shoulder and confronting the crouching man's crazed eyes and 
insane grin. [Perhaps this is the long-foreshadowed self who left the backwards message in "Empty 
Spaces," asking those who reply to the secret note to send their answers to "old Pink, care of the Funny 
Farm" (a euphemism for an insane asylum).] There are a number of ways to view this startling encounter, 
each of which is equally convincing and valid. One might suggest that this is the first time that Pink, now 
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taking the form of his childhood self in an attempt to rediscover his "fading roots," confronts his 
subconscious mind as represented by the crazed adult self cringing in the corner. If so, it is quite easy to see 
why Pink would flee his repressed self. Until now, he has projected onto the world his own faults making 
himself into a blameless martyr slighted by Life. Yet for one brief instant, Pink comes face to face with his 
insanity and retreats upon the realization that it perhaps it is himself and not the world that is unbalanced. 

Another reading views the scene as a first meeting between the ideals and innocence of young Pink (those 
youthful dreams sung of in "Mother") and his current, world-wearied self. It's the conflict between 
innocence and experience and the reaction of that childlike purity when faced with what one will become. 
Crouching and crazed in an insane asylum is far from the hopeful Pink's childhood aspirations of "run[ning] 
for President." And so the younger self retreats either because of the understanding that he is, 
subconsciously, this very same monster or because of the fear that this is what he will become if he doesn't 
rediscover his true self and bring down his wall.  

After running across the playing field, Pink walks through the muddied trenches while observing a pile of 
dead bodies blocking one entire branch of the trench. Taking the opposite route, young Pink stops to pull a 
blanket partially over a young, dead soldier, an action of caring reminiscent of one soldier's somewhat 
motherly comforting of another in the sequence for "The Thin Ice." Yet the difference between these war 
shots and those from "the Thin Ice" is that Pink is now an active part in the sequence. While he lay 
cruciform in the pool in "The Thin Ice," imagining the grisly deaths of his father and rest of the Royal 
Fusiliers Company C, his young self now wanders the desolate landscape actively remembering, or rather 
trying to reconstruct, his past and his place in it. Though he was far from any battlefield as a baby, the 
sacrifices of the British soldiers during the war, especially that of his father directly influenced his life. The 
war was both the first brick in his wall and the first bomb dropped in his mental landscape. Only now is 
Pink "coming home" to assess the damage of all these bricks, starting with the very first one.  
"The Dambusters" once again fills the screen, though this time during an emotional scene involving, quite 
appropriately, death and personal loss. Steve Jasper e-mailed the following information: "The sequence we 
hear [and see], arguably one of the saddest in cinematic history, is the death of Nigger the dog. The dog is 
owned by one of the pilots who's on the raid and the dog is wandering around the air-base as he often did. 
But he gets lost because his master isn't around. The posh sounding officer laughs and turns him away and 
somebody else tells him he isn't supposed to be where he is. So he carries on wandering around. The dog 
then gets run over (by one of the officers, I think, but whoever it is becomes very concerned). People 
realize and run around to check if he's all right, but he dies. And everyone's sad and they think of it as a bad 
omen for the raid (although the raid goes well). The fact is that this clearly works on different levels. For a 
start, in 'The Dambusters', the death of the dog can be seen as a metaphor for the people dying in the war, 
but more apparent to us is the connection between Nigger and Pink. Pink's dad isn't there and Pink gets sort 
of lost." Ironically, it's during this moment of death and loss that Pink fully regresses to his past in an 
attempt to find himself. Young Pink watches his adult, catatonic form for a second before walking off into 
the barren landscape. Like the soldiers disappearing into the mist in "the Thin Ice," young Pink vanishes 
into the thick, white smoke that fills the screen. However, unlike the soldiers who metaphorically vanished 
into death and anonymity, Pink strides into the mist in the hopes that he will rescue himself from the 
dementia created by his own obscure individuality.  
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Vera 

(Roger Waters) 
Does anybody here remember Vera Lynn? 

Remember how she said that  
We would meet again 

Some sunny day? 
Vera! Vera! 

What has become of you? 
Does anybody else in here 

Feel the way I do? 

 

Determined to reconnect with his past and reverse the fading of his individual roots, Pink returns to the era 
in which both he and the first bricks of his wall were created. Vera Lynn, born Vera Margaret Welch in 
1917, reached the height of her popularity as a singer during World War II. Much beloved by the European 
forces and especially by the British, Vera's optimistic songs provided a ray of hope even in the bleakest 
times. It seems quite appropriate that Pink recalls this cherished British singer in the time leading up to his 
darkest hours of insanity, recalling "how she said that we would meet again some sunny day." The line, an 
allusion to one of Vera's own songs entitled "We'll Meet Again," is seemingly optimistic in its reassurance 
that the dark times will eventually pass. The lyrics of Vera's song are as follows: "We'll meet again/ Don't 
know where/ Don't know when/ But I know we'll meet again some sunny day. / Keep smilin' through/ Just 
like you always do/ 'Till the blue skies drive the dark clouds far away. / So will you please say hello/ To the 
folks that I know/ Tell them that it won't be long./ They'll be happy to know/ That as you saw me go/ I was 
singing this song. / We'll meet again/ Don't know where/ Don't know when/ But I know we'll meet again 
some sunny day." (Many thanks to Bradley Stapleton for the lyrics). While Pink bid farewell to his own 
"blue sky" in the first half of the album, his allusion to Vera's song in which "blue skies drive the dark 
clouds far away" seems to suggest that he is finally parting with his former nihilistic tendencies in the 
hopes that he will rediscover the innocence that he once feared to be lost. Yet there is more beneath the 
surface than a simple optimistic allusion.  

Just as many celebrities represent the values of their respective nation in the eyes of the citizenry, many of 
those living through WWII looked upon Vera Lynn as both a symbol of England's pre-war innocence as 
well as the collective voice of hope for the country. She was the voice of a generation sacrificing 
themselves for a righteous cause, a beloved nation, and personal integrity. With so much significance 
behind the very name and figure of Vera Lynn, it's interesting that Pink undercuts the allusion's external 
optimism with the question of "what has become of you?" Although Vera once sang that "we'll meet again 
some sunny day," both she and the pre-war innocence that she represented disappeared for the most part 
from the public consciousness after the war. And so Pink's continuing strain of nihilism weakens the 
superficial hope offered by Vera's song, once again reaffirming his ideas of expectation and loss. Keeping 
in mind that Pink's first lesson in life ("In The Flesh?") was that of the disappointment that always follows 
futile hope, it's interesting to note that Pink comes back to this lesson of failed expectations in this, his first 
song after regressing back to the past. Vera's heartening assurance as well as the confidence that England 
would be returned back to her former, pre-war state are once more empty promises in Pink's eyes. The 
innocence of both the nation and Pink was ruined by the deaths of countless brothers, sons, and fathers. By 
this reading, one can assume that when Pink asks if anyone else "feel[s] the way I do," he is referring to 
that sense of hopelessness beginning with his first realization that this, the pain of life, was not "what [he] 
expected to see." [Side note: Waters further explores this theme of post-war devastation in Pink Floyd's 
succeeding album "The Final Cut: A Requiem To The Post-War Dream." I highly recommend it.]  

This same theme of hope and dejection is further conveyed in the movie sequence for "Vera" in which 
young Pink wanders through a train station in the desire that his father has returned safely from the war. It 
must be remembered, though, that the sequence for "Vera" is not an actual memory from Pink's past. 



 53

Chronologically speaking, Pink would have been a very young baby when the last soldiers returned from 
the war. And so the movie sequence is not so much a historically accurate return to the past as it is Pink's 
symbolic regression to his life's first pain (and subsequently his first brick), that realization of failed 
expectations. Cinematically speaking, it's only appropriate that "Vera" marks the beginning of Pink's 
reversion to the origin of his suffering being that the movie itself began with Vera Lynn singing "the Little 
Boy That Santa Claus Forgot" even before introducing Pink as the main character. 

After emerging from the smoke of the previous song, young Pink roams across a train platform full of 
expectant loved ones. The faces gathered by the train burst with joy as the soldiers dismount and find their 
respective families. Sons embrace their parents and fathers their children as Pink wanders through the 
crowd and smoke, tugging on the uniform of one unaccompanied soldier (an action reminiscent of the 
playground scene in "Another Brick In The Wall Part 1). Upon realizing that the man is not his father when 
the soldier turns around, Pink drifts back from the joyous crowd with his head held low in dejection. 
Though the sequence and song's message are short and simple, they are nonetheless powerful. Pink's desire 
to "meet again some sunny day" with his father is shattered, reinforcing the idea that pain, not hope, 
prevails. Now that he has symbolically relived this original suffering, it is up to Pink to either dwell on the 
pain or progress in his journey.  

Bring The Boys Back Home 

(Roger Waters and choir) 
Bring the boys back home. 
Bring the boys back home. 

Don't leave the children on their own, no, no. 
Bring the boys back home. 

 

And progress he does continuing with the war-themed "Bring The Boys Back Home," a hymn-like chant 
that Roger Waters calls "the central song on the whole album" (1979 interview). Similar to the narrative 
alteration with the summary in the middle of "Hey You," the song offers a shift in perspectives to what 
appears to be the collective voices of England, of the world, of all men. Though the lyrics and music 
specifically recall the war era of the late 1940's with the chorus asking for an end to war's devastation, 
"Bring the Boys Back Home" is applicable to every generation in that its underlying message is the very 
foundation of social life. For Waters, the song is the lynch pin in that "it's partly about not letting people go 
off and be killed in wars, but it's also partly about not allowing rock and roll, or making cars or selling soap 
or getting involved in biological research or anything that anybody might do, not letting that become such 
an important and 'jolly boys' game' that it becomes more important than friends, wives, children, other 
people." In essence the song's ultimate message of human connection is the very thing that Pink has missed, 
failed at, or rejected throughout his life. And it's the only thing that can bring down his wall.  

Though it might seem odd for the answer to Pink's problem to just suddenly appear in the midst of the 
album, it is not unheard of in the world of literature, or more specifically theater. Many authors have used 
deus ex machina to bring about sudden resolution to a play's central dilemmas. The term itself is derived 
from the Latin meaning "god from the machine" which comes from the Greek theatrical tradition of 
lowering a deity onto the stage by means of a crane so that he or she might intervene in a difficult 
predicament. The technique has been used ever since, though the Greek and Roman gods have since been 
replaced with fortuitous events, unexplainable messages, or contrived characters that are introduced solely 
to resolve the plot or situation. In the tradition of this seasoned stage device, "Bring The Boys Back Home" 
acts as the deus ex machina for Waters' epic story, though the usual Floydian twist prevents this resolving 
technique from untangling either the plot or Pink's current situation. If anything, the inclusion of this song 
is a reminder that the answers to life's difficulties are generally all around. But like Pink many of us are so 
blinded from building our walls too high and too fast that we either disregard or overlook the obvious 
solutions to our problems.  
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Despite the unexpected answer in the midst of turmoil, Pink continues to dwell on his bricks, many of 
which are audibly depicted in the loop of sounds at the end of the song. The teacher's harsh criticisms, the 
groupie's oblivious concern, and in the mix a new sound from the present seamlessly entwined with the 
audio clutter of Pink's past. Unconscious of his manager knocking at the door telling him that it's "time to 
go" to perform at his concert, the sounds of Pink's life blend and grow until the multiple facets of his 
psyche once again ask "is there anybody out there?" After the answering, collective voices of "Bring the 
Boys Back Home," it is easy for the listener to answer that there are people "out there." But for the 
incognizant Pink, however, the answer is just another insignificant noise buried within the multiple layers 
of his auditory self-absorption.  

The sudden appearance of the drummers marching out of the fog in the cinematic depiction of "Bring The 
Boys Back Home" is as fitting a deus ex machina as any. While the chronology of Pink's age was the only 
detail belying the historical voracity of "Vera," the highly stylized "Boys" sequence discards the pretense of 
narrative continuity in order to emphasize both the stunning visuals and the underlying message of 
resolution. Every person at the train station turns towards young Pink and sings in unison while Pink, 
occupying his own little island of isolation amongst the crowd, turns from face to singing face without 
uttering a single word. He is at once alienated from the crowd because he has no father nor any loved one 
there, but he's also isolated in that he is not singing the common chorus nor does he even hint at knowing it. 
As mentioned before, he is oblivious to the answers that are found all around him.  

As the band marches back into the fog, the scene shifts to show a group of soldiers lounging against the dirt 
walls of a trench. Unlike those in Pink's barren mental landscape, the soldiers depicted in this sequence are 
alive, healthy, and seemingly untouched by the devastation of war. And unlike the earlier shot of soldiers 
advancing into the fog in "the Thin Ice," the troops in "Bring the Boys Back Home" march into a fog that is 
clearing under the prominent blaze of the noonday sun. Recalling that light is often associated with truth in 
literature, the soldiers progress out of the metaphorical death of the all-consuming mist and into the warmth 
of the collective voice, the truth of common humanity that shatters walls and connects all life. In a scene 
remindful of the chanting school children in "Another Brick In the Wall Part 2," row upon row of singing 
soldiers fills the screen hinting at both the conformity as well as the common bonds of human existence. 
Such a scene also recalls Pink's earlier, if not entirely heart-felt, line that "together we stand, divided we 
fall," once again reminding the viewer of the answer to Pink's predicament: we need each other to truly 
exist.  

But in spite of this repeated resolution, the song ends abruptly as Pink walks alone over the train platform 
towards the familiar TV, lamp, and chair. He is equally alone in the deserted station as he was in his barren, 
war-scarred landscape. Though he shouted the answer at the end of "Hey You" and heard it throughout 
"Bring the Boys Back Home," Pink is still separated from the rest of the world, a prisoner of war who is 
unaware that the key to his mental cell is within his grasp.  
After young Pink settles back into the chair to watch TV, the scene cuts to his adult self sitting catatonic in 
the same position in front of the television in his disheveled hotel room. Auditory thoughts from his past 
blend with the pounding at the door and as if in answer to the question of anybody being "out there," Pink's 
manager and crew break into his room. Yes, there are people "out there," though those who find him just 
might not be able to provide the exact help Pink is looking for. If anything, they fortify the mental prison 
that Pink has constructed. 
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Comfortably Numb 

(Roger Waters) 
Hello, is there anybody in there? 

Just nod if you can hear me. 
Is there anyone home? 

Come on, now, I hear you're feeling down. 
Well I can ease your pain 

And get you on your feet again. 
Relax, I'll need some information first. 

Just the basic facts. 
Can you show me where it hurts? 

(David Gilmour) 
There is no pain you are receding 

A distant ship, smoke on the horizon. 
You are only coming through in waves. 

Your lips move but I can't hear what you're saying. 
When I was a child I had a fever 

My hands felt just like two balloons. 
Now I've got that feeling once again 

I can't explain, you would not understand 
This is not how I am. 

I have become comfortably numb. 
(Roger Waters) 

Ok, just a little pinprick. 
There'll be no more aaaaaaaaah! 

But you may feel a little sick. 
Can you stand up? 

I do believe it's working, good. 
That'll keep you going through the show 

Come on it's time to go. 
(David Gilmour) 

There is no pain you are receding 
A distant ship, smoke on the horizon. 

You are only coming through in waves. 
Your lips move but I can't hear what you're saying. 

When I was a child I caught a fleeting glimpse 
Out of the corner of my eye. 

I turned to look but it was gone 
I cannot put my finger on it now 

The child is grown, the dream is gone. 
I have become comfortably numb. 

 

For many fans, "Comfortably Numb" is the exemplary Pink Floyd song. The brilliant musical 
arrangements, haunting guitar solos, ethereal vocals and sweeping lyrics illustrate just why this band is 
considered one of the best in the history of rock music. Yet not only is the song an important number in the 
Floyd catalogue but it is also arguably one of the most important songs in the album's second half in terms 
of both narrative and theme. 

As mentioned before, "Comfortably Numb" begins as if in answer to Pink's final question at the end of 
"Bring the Boys Back Home." The moody bass, gradual drums, and wavering guitars build to the song's 
first line as if musically representing Pink's drifting consciousness and his hazy realization of being spoken 
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to from both outside of his mental wall and inside his physical one, the hotel room. Curiously, though, the 
song begins with the questions of what is for now a total stranger, one who inverts Pink's last question by 
asking if there's "anybody in there?" referring to both the hotel room as well as Pink's comatose state. Quite 
possibly mirroring Pink's own state of mind, first time listeners are often confused as to just who is 
speaking. Is this another of Pink's hallucinations? Is this Pink speaking to himself? Is this a real person? It's 
hard to say if Pink even knows, but thanks to lyrical implications as well as Roger Waters's interviews, it's 
safe to assume that the new speaker is a doctor who, along with Pink's manager and others, has broken into 
Pink's hotel room in an attempt to try and revive him for that night's concert. As Waters states, the rest of 
the song becomes Pink's "confrontation with the doctor," with "confrontation" taking on both senses of its 
meaning. It is both a meeting between the two as well as a battle as the doctor attempts to reinvigorate the 
indifferent Pink who just might not be ready to be resuscitated. After all, his journey to reevaluate his 
"fading roots" is terminated almost abruptly with the intrusion of his manager and doctor having only just 
begun in "Vera" and "Bring the Boys Back Home."  

The verses in the first part of the song do little more than detail the doctor's initial examination of Pink, 
testing his awareness of himself ("just nod if you can hear me"), his emotional situation ("I hear you're 
feeling down"), as well as other medical generalities ("can you show me where it hurts"). What is most 
interesting for me about the doctor's introduction lies in the irony behind his questions rather than what is 
actually said. As mentioned before, his first question ironically reverses Pink's main question since "Hey 
You." Asking if there's "anybody in there" could very well be what Pink has wanted to hear all along: there 
is someone "out there," and they are trying to get behind his wall and help him. Yet in another irony, the 
"help" the doctor ultimately brings is far from what Pink really needs. The doctor then asks if there's 
"anyone home," recalling, unbeknownst to him, Pink's earlier fixation on the ideas of home. It's 
questionable as to whether Pink is "home," that is fully cognizant at this time, or even if he is found "home" 
in the brief journey back into his mind. As if calling through the haze and muddle of Pink's brain, the 
doctor's wavering voice finally asks Pink to show him "where it hurts" in one of the verse's most blatant 
ironies. For Pink, the truth is that it hurts nowhere and everywhere. That is, the pain is not physical, not 
something that can be pointed out, poked at, and remedied. Rather, the pain is deeply seeded within his 
mind and quite possibly within his very being. 

Perhaps in reply to the doctor's question, Pink tries to show the origin of his suffering as best he can 
through his mentally entombed and drug-dulled state. As if answering "where it hurts" and "nod if you can 
hear me," Pink sings in the vaporous chorus that "there is no pain / you are receding." It appears his wall 
has fulfilled its purpose in blocking out the emotion, the feeling, and the connectivity with life outside of 
the mind. All is dulled for Pink; all is distant like a ship's "smoke on the horizon," an image that is as 
enigmatic as it is eloquent. Some might argue that the line is nothing more than a metaphor, an image 
conveying Pink's feelings of isolation and helplessness, as if he is adrift on the sea with help visible but 
equally out of reach. Others might argue that it is a childhood memory, that Pink's mind is lapsing between 
the present and the past as a result of being interrupted from his regression by the manager and doctor. It's 
even possible that the mental picture symbolically portrays the root of Pink's disorder. Ship imagery was 
often used by Waters to convey the departure and sacrifice of English soldiers during World War II. Many 
examples of this can be found in Pink Floyd's followup album, "The Final Cut," in songs such as 
"Southhampton Dock," which lamentingly pictures the symbolic figure of England's innocence "bravely 
wav[ing] the boys goodbye again" as they disembark for the war from the harbor. Applying these same 
ideas to "Comfortably Numb" and Pink's story, it's easy to see how the ship on the horizon could symbolize 
Pink's father, having gone and died in the war and constantly hovering on the horizon of his son's mind. It 
is also interesting to note the oceanic implications in this and the next line, both with the ship and when the 
doctor's voice is "only coming through in waves." Keeping in mind that water is often a maternal symbol, 
the mother's overprotection of Pink is also implied in the image. It was also mentioned before that water is 
often a symbol of the mind as well, reflecting the multiple layers and unfound depths of the human psyche. 
By both readings, the water (Pink's mother / mind) intensify the root icon of the ship constantly on the 
horizon, ultimately producing the overwhelming sense of distance and isolation. It is the story of Pink's 
psychosis in a single line. 
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From here Pink regresses back into his mind and, more specifically, the childhood memory of being sick, 
as previously mentioned in the analyses of "Mother" and "Nobody Home." Many fans are puzzled by this 
sudden mentioning of some childhood illness which, until now, has remained unmentioned throughout the 
album, barring the movie version of "Mother" and the implications of the "swollen hand blues" in "Nobody 
Home." Though I wish I could provide more specifics about this illness, there is little information to go by 
in the song itself. But perhaps that is what makes Pink's story so universal, so applicable to everyone in this 
world. Nearly all of us have been sick, and many to the point of the disorientation Pink felt as a child. 
Listing specifics ("I, Pink, contracted a serious case of the flu when I was 13 years old, which lasted 4 
weeks and…etc.") would not only detract from the etherealness of the song but also from the universality 
of Pink's story. When it comes down to it, we know all that we need to know. Pink was sick as a child and 
the only reason he recalls that memory now is because at the present moment, he is feeling similar effects 
to that illness many years past. While that which is causing his "hands [to feel] just like two balloons" 
(most likely drugs) differs from the cause of his adolescent ailment, the feelings of disorientation are the 
same. By one argument, this parallel between the past and present shows what little has changed. Sure, the 
innocence of Young Pink has been left in the dust of experience, but the raw emotion and the impression of 
being lost, isolated, and without an anchor are relatively the same. It's like the meeting between old and 
young Pink in the movie sequence for "Is There Anybody Out There?" except this time Pink realizes that 
relatively nothing has changed aside from the completion of his wall. In a way the wall becomes Pink's 
present illness. It is that which causes him to feel disoriented, to feel incapable of any connection, even 
linguistic, and which prompts him to simply state that he "can't explain [and] you would not understand."  

In light of this parallel between old and young Pink as well as the rest of the album, his next cry that "this is 
not how I am" is generally read more as blind irony rather than cognizant truth. The fact is that this IS how 
Pink is. He has been this way since he was a child and with the construction and completion of his wall, 
this is how he has remained. From what we've heard, Pink has nearly always been distant, 
uncommunicative, and disordered. While he might view his recent pitfalls as new developments in his life, 
the audience has the ability to see the story as a whole and thus conclude that these recent occurances are 
merely the recycled experiences of his past. Pink has been in this state before (as evidenced in the young / 
old parallel) and will continue to remain here until destroys his wall and progresses into life without being 
"comfortably numb," that is without dulling the pain and past trauma by whatever means necessary. Yet for 
the time being he remains "how I am" by numbing the effects of the physical world with drugs and the 
mental world with his wall.  

After a brilliant guitar solo, the doctor is back in the second verse with a shot that will hopefully (at least 
for the manager and crew) revive Pink from his drug and wall induced trance. A Floyd fan simply known to 
me as Rob sent his suggestion on what the "pin prick" actually is. "In Comfortably Numb, when the doctor 
gives Pink an injection, it may not be to take away the pain. If you remember, he screams after the 
injection. It might be Narcan, which is an opiate antagonist often given to heroin abusers when they enter 
emergency rooms. It kills their high immediately. However, if they're suffering from paranoid delusions 
(the wall, the dictator) it would not help those." As mentioned earlier, though, the shot itself is not given to 
help Pink along psychologically. Rather than being the assistance he seeks, the shot is really a reflection of 
one of Pink's bricks. It is yet another string which controls him, keeping him "going through the show" (the 
concert) so that the managers and all involved continue to make a profit off of him. As Roger Waters says 
in his 1979 interview, "they're not interested in any of these problems, all they're interested in is how many 
people there are and tickets have been sold and the show must go on, at any cost, to anybody." Once again, 
Pink finds out that there are people "out there," yet those who find him at this time severely reinforce his 
wall rather than help deconstruct it.  

Since the very beginning of the album, the "show" has been a metaphor for life itself. Keeping this original 
reading in mind, it is arguable whether the doctor's shot aids Pink's "going through the show" or hinders it. 
From one perspective, the shot does resuscitate him from his drug-induced stupor, which in a sense 
reconnects him with the physical world. Yet from another and equally valid perspective, the shot can also 
be said to interrupt the regression started in "Vera," thereby obstructing his metaphysical journey to 
reconnect with his roots and find a way out of his wall. Furthermore, one can also argue that the doctor's 
shot acts as a catalyst for the future emanation of Dictator Pink, in a way freeing the crazed self that has 
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been locked away for so long in his subconscious. Or could it be, by that first reading, that the rise of 
Dictator Pink is imminent and that the shot not only quickened the fascist self's fruition but also the 
subsequent epiphany that destroys Pink's wall? Just as these varying viewpoints are debatable, the ensuing 
questions are likewise unanswerable.  

Pink enters the song once again with the second chorus, this time recounting that as a child he "caught a 
fleeting glimpse / out of the corner of my eye." While I wish I was able to provide some lyrical certainty, 
especially after the problematic questions just posed, I am unfortunately unable to fully define what this 
"fleeting glimpse" is. Such is the joy of literary interpretation, though. That "fleeting glimpse" is any 
number of things for each and every one of us. One could reason that as a child Pink saw the world as it 
really was, warts and all, as the saying goes. Much like the caustic warnings from "the Thin Ice," Pink 
realizes that life is an often long, arduous trip whose dividends are usually not equivalent to what is 
invested. Life and the people in it are full of masks, full of walls, deceit, double-speak, pain, and suffering. 

Or perhaps he saw a glimpse of what he would become, once more paralleling the relative stasis between 
young and old Pink. This quick glance could very well be the meeting of selves as visualized at the end of 
"Is There Anybody Out There?" in which young Pink confronts and flees his older self, scared by the 
dementia he finds behind the deranged older eyes.  

From a wholly different perspective, Bill Romanelli writes: "My theory is that it's a fleeting glimpse of a 
life, and a world, without walls. Everyone on the planet at one time or another wishes they could go back to 
the innocence of their childhood, that they could see the world through the eyes of a child. All of us, when 
we're children, have this fleeting glimpse. I think it's 'fleeting' because this 'innocence' of childhood 
probably only lasts until we're three of four years old, and few of us are even fully self-aware before we're 
two years old. That means for two years of our life (practically an instant in a 40 year life) we exist in a 
state where we feel safe, cared for, and untroubled. We're completely undistracted by material concerns, 
egos, and so on. And we trust everybody, implicitly. And then it's gone. The child has grown, the dream (of 
a world without walls) is gone." 

Or could that glimpse be something as simple and universal as hope and love, things that are sorely lacking 
from Pink's life as both a child and an adult. Pink is loved as a child by his mother, yet this overprotective 
love is so selfishly centered on the mother's own feelings of loss that it becomes distorted into something 
more akin to suffering. Similar to Bill Romanelli's point, it's possible that Pink simply hopes, even if it's for 
a brief time. Perhaps he hopes to be great ("mother, should I run for president?") or for a life without his 
wall or even something as seemingly simple as being accepted. However, whatever hope he has departs in 
the shadow of the wall that will consume life for the rest of his youth and into his adulthood. Subsequently, 
Pink's "fleeting glimpse" disappears like the innocence of a grown child, the departed "dream" replaced by 
the unsettling reality of a life full of walls, masks, spoiled fantasies, and failed hopes. It is a life where, at 
least for Pink, one either acts or is acted upon with grievous consequences.  

Just as Gilmour's guitar solos have often mirrored a change within Pink, the final frantic lead guitar reflects 
Pink's latest dramatic metamorphosis. It is the raging change from one who has formerly been acted upon 
(at least in his own mind) to one who is finally about to act. 

True to the ethereal quality of the song, the movie sequence for "Comfortably Numb" is one of the most 
rich and symbolically complex pieces in the film. Though the episode starts ordinarily enough by faithfully 
depicting the first verse in which Pink's manager and medics break into the room to find Pink in a drug-
induced stupor, the sequence soon becomes a bit more dense with the induction of the first chorus. As Pink 
sings of his childhood memories, the screen is filled with the familiar shot of Pink running across the rugby 
field and stopping in front of the camera. Just as "Goodbye Cruel World" expanded this same shot from 
"When the Tigers Broke Free, Part 1," "Comfortably Numb" continues the sequence past its predecessors, 
showing Pink from another angle as he circles a spot on the ground, and then bends to pick up a wounded 
rat from the grass. Pink takes the rat home, shows it to his mother, and is shooed from the house by the 
startled woman who backs away from the rodent. He then takes it to a little shack beside a canal and places 
it in a makeshift bed of straw, wrapping his sweater vest around the injured creature. Before the second 
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verse begins, there is a quick shot of Pink's mother superimposed over the sky of Pink's alienated wasteland 
(that barren landscape first depicted in "Nobody Home.") What is most interesting about this shot for me is 
the way the Mother is portrayed with such garish, exaggerated makeup and hair. She is a larger-than-life, 
almost godlike figure spanning the limitless sky. If nothing else, she is part of the reason for the wasteland 
lying below her. Nor is she the only reason. As subsequent shots show, the doctor, Pink's father, and 
numerous others bar the sky, symbolizing not only Pink's isoaltion from life but also from the limitless 
hopes and dreams (the sky) of his former childhood innocence. 

Soon after we find young Pink being examined by a doctor, the same shot that was used in the sequence for 
"Mother" depicting the childhood illness alluded to in the chorus of "Comfortably Numb." It's quite 
possible that Pink has picked up some kind of illness from the rat, one which he remembers years later as 
he begins to awaken after being injected by the doctor in his hotel room. Interestingly, older Pink screams 
well after the needle pierces his arm, causing one to wonder if he's yelling more in response to his 
childhood memories rather than his present pain.  

At the second chorus, young Pink once again runs to the shack only to find that the rat is dead. After a shot 
of Pink dropping the animal's body into the canal, a line of people cross the wasteland in front of the 
camera. First Pink's father holding the dead rat by the tail with Pink's wife (theatrically made up like the 
Mother) in the background. Next the schoolteacher whose eyebrows are made into a continuous furrow 
followed by one anonymous soldier after another. They are the sources for the bricks in Pink's wall, each 
one spawning an emotion that ultimately lead to the creation of Pink's alienated mental landscape that they 
walk through. As they pass they look at the camera, at Pink, with love, or accusations, or sympathy. In 
Pink's mind they are gaudy (like the depiction of the Mother and wife), obtrusive, and most of all, never 
ending.  

But what about that rat? Since I posted my original analysis back in 1997, a large number of people have 
written me about the symbolism of Pink's pet rodent. Whether asking me to expound further or telling me 
their own opinions, the rat seems to have affected the audience in much the same way it affects the young 
Pink. Roger Waters states on the DVD commentary that like Pink, he found a rat on a rugby field that died 
a few days after he took it home and cared for it in his garage. Yet there seems to be some deeper level to 
this memory that goes beyond the simple depiction of an incident from the author's childhood. On some 
deeper level, many feel that the animal is a symbol of Pink's father, dying out of Pink's life just as soon as it 
entered into it. Vardaman from William Faulkner's novel As I Lay Dying associates the death of his mother 
with that of a fish he caught earlier in the day. For the young child, the death of one creature is just like the 
death of another. "My mother is a fish," Vardaman comments, externalizing and coalescing his youthful 
and shallow thoughts on death. And so the rat could very well serve this same purpose for the young Pink, 
acting as a carrier of sorts for the chaotic feelings of loss caused by the loss of his father. Others feel that 
the rat is a reflection of Pink, its sickness and helplessness mirroring Pink's own childhood illness and 
dependence. Still others might choose to explicate the scene from a psychoanalytic perspective. If one 
interprets the rat as Pink's hopes and dreams (a sort of symbol of Pink himself), then the mother's rejection 
of the rat is metaphorical of her rejection of Pink's individuality and emotions. Pink then tries to foster these 
hopes alone, yet he eventually suppresses these feelings within his mind when he tosses the rat into the 
canal (once again interpreting water as the subconscious mind). Young Pink's act of oppressing to the 
shadowy and uncharted depths of the mind those feelings that one cannot deal with is a perfect example of 
the classic psychoanalytic defense mechanism of repression, much like the wall itself.  

But why does Pink continue to return to this memory? The emotions caused by the rat's death are just one 
out of innumerable things that Pink has repressed throughout his lifetime. Why is it that Pink returns to this 
instance of finding the rat time and again? It is the first shot of young Pink at the beginning of the movie in 
"When the Tigers Broke Free, Part 1." It is also the first thing Pink thinks about immediately after 
completing his wall. And now, as he sits in his hotel room, mentally fading between the past and present, it 
is once again the predominant memory of his childhood. So out of all of the pains and repressed feelings of 
his life, why does Pink vividly recall, almost habitually, this singular incident? I believe it's because this is 
one of the only times in his life in which he truly connects with another living being. Though he grieves at 
the loss of his father, Pink never truly connected with him because he never really knew him. And though 
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he loves his mother he cannot connect with her because she is so overprotective and demanding. Both 
relationships are marked by Pink being taken from (emotionally, individually, etc.) rather giving. Yet out of 
his childhood innocence, Pink gives himself to this injured and helpless animal, sacrificing his time and 
even the clothes off his back for the welfare of a creature that most, like his mother, automatically shun. 
Perhaps he sees a bit of himself in the rodent, his own metaphorically injured and alienated state. Or 
perhaps he projects his hopes in life onto the creature, wanting to believe that life is more than the flimsy 
disguises sung about in "the Thin Ice." Whatever the rat is to Pink, the connection he makes with it is 
deeply rooted, enough so that it is one of the most dominant memories in his mind years later. 

Yet what about the nature of this memory, of this remembered connection? One might argue that the 
recollection is actually Pink's slow realization that the wall is more injurious than advantageous. He built 
his giant defense mechanism out of the belief that no true connections could be made between two living 
things. However, in stark contrast to this idea lies the image of young Pink giving himself so freely to the 
rat. If a true, personal connection is possible, then the wall was built in vain. But from the opposing side, 
this memory could very well be a negative realization, a moment that reinforces Pink's previous belief that 
all relationships end in ruin. Pink's care ultimately ends with his mother rejecting the animal and the rat's 
death. Put simply, all paths lead to pain, loss, and death, thereby justifying the completion of Pink's wall. 
Such an idea is reinforced when Pink's dad walks through the wasteland carrying the dead rat, almost as a 
reminder in Pink's mind that all things in life lead to pain.  

Almost in response to the painful memories of loss and death and the hallucinatory procession of the 
characters in Pink's past (his living bricks) across his mental wasteland, Pink retreats further behind his wall 
and further into decay. As the crew members carry him down the hall, the flesh on Pink's arm begins to 
form a sort of chrysalis, a fleshy cocoon that soon spreads to his chest and face before finally encapsulating 
his entire body. The lights of the hallway distort as the crew drags the pulpy mass that was Pink down the 
stairs and into the awaiting limousine. In the back seat of the car, Pink tears at the flesh of his melting face, 
an image reminiscent of the faceless masks worn by the children in "Another Brick in the Wall, Part 2." For 
the most part, Pink has been formed by the events of his life and the people who have populated it. He has 
taken on the identity of all those who molded him. The loss of his father, the watchful, paranoid eye of his 
mother, the stricture of his teacher, the infidelity of his wife, the ignorant ardor of his fans; all have shaped 
Pink into the faceless, identity-less mass sitting in the back seat of the limousine driving him to his concert. 
That is until now. Pink first breaks through the flesh-like cocoon on his arm, revealing a black-sleeve 
underneath adorned with a patch, a symbol of two crossed hammers. He finally breaks free from the mask 
that was his identity-less face and emerges from his shell in a full black Nazi-like uniform. The conflicting 
sides of Pink, the rebel and the orderer, that began to coalesce in "Is There Anybody Out There" have 
finally united and been born into the figure that sits calmly and expressionless in the car's back seat. All the 
pain, all the hatred, all the feelings of loss, all the disillusionment; every negative emotion that has been 
repressed within the murky canal of Pink's mind erupts to the surface of long mental suppression and finds 
an outlet in this newly awakened incarnation.  

In terms of the movie song order, the reign of Fascist Pink is at hand.  
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The Show Must Go On 

(David Gilmour) 
Ooooh, Ma, Oooh Pa 
Must the show go on? 

Ooooh, Pa. Take me home 
Ooooh, Ma. Let me go 
Do I have to stand up 

Wild eyed in the spotlight? 
What a nightmare. Why 

Don't I turn and run. 
There must be some mistake 

I didn't mean to let them  
Take away my soul. 

Am I too old, is it too late? 
Ooooh, Ma, Ooooh Pa, 

Where has the feeling gone? 
Ooooh, Ma, Ooooh Pa, 

Will I remember the song? 
The show must go on. 

 

In the brief moments after being resurrected from his self-induced comatose state and before taking the 
stage at his own concert, Pink arguably experiences an instant of mental clarity in which he assesses his 
present condition and decides how to continue, if at all. While the theatrical style of the song stands in 
contrast to the ethereal "Comfortably Numb," it fits quite well in the context of the album's second half. In 
one sense it's only fitting that "the Show Must Go On" is written in such a theatric style when considering 
that Pink, much like the actor waiting in the wing's of the playhouse, is about to take the stage of his own 
concert. Like any actor, most entertainers must adopt a certain stage presence, living up to the audience's 
expectations of what they are there to see. Roger Waters has made numerous comments about how the rock 
star, while onstage, becomes a sort of god to the audience, and must carry a larger-than-life persona. Yet 
when it comes down to it, they are merely human like the rest of us, a simple person playing a role for the 
amusement and entertainment of those who have paid money to see them. And so the song reiterates the 
previously introduced themes of masks and disguises, though in this instance, Pink must decide whether to 
wear his "rock star" mask once again and take the stage or shed the disguise and start anew.  

Yet before we get to Pink's dilemma and decision, I think it's interesting to note the childlike lyrics and 
vocals in the first half of the song. While the voice beseeching "Ma" and "Pa" to "take me home...[and]...let 
me go" may seem quite random in the context of the rest of the song (and the album for that matter) I think 
they are rather appropriate at this moment in Pink's life. The lines, very much like the tantrum of a tired 
child, parallel Pink's own tantrum after becoming exhausted with his mind, his wall, and life itself. And like 
the misbehaving child who grows weary of a place or activity, Pink has grown weary of his own lot in life 
and only seeks the comforts of home, a possible reference to his earlier attempts to rediscover his childhood 
innocence. Furthermore, note that the childlike singer also commands his mother to "let me go," possibly 
paralleling Pink's earlier desire to escape from his mother's overprotective grasp while reflecting his partial 
desire to be released from life.  

The ensuing italicized lines were printed on the lyric sheet yet cut from the song for some unknown reason. 
After addressing his growing apprehension at performing "in the spotlight" yet again in the italicized lyrics, 
Pink goes on to his current state in the succeeding lines, ambiguously speaking of the impending "show" in 
terms of both the concert and his wall. Perhaps his audience has taken his soul, in a sense, forcing him to 
perform behind the mask of "rock star Pink" rather than as himself. The songs he sings have lost their 
original depth of feeling just as he has lost his ambition to sing them for the crowd that both revere and 
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alienate him. Possibly paralleling the line in "Mother" in which he asks if "they'll like this song," Pink then 
wonders if he'll even be able to remember "the song," that is if he'll even be able to perform in the state he's 
in. Nevertheless, despite all obstacles, Pink concludes with the old theatrical adage that "the show must go 
on" and takes the stage in the next the song. 

From another perspective, Pink might be experiencing a true moment of clarity in which he fully realizes 
the negative effects of his wall, aware that it has taken away his individuality and, as he sings in the next 
few lines, his "feeling." And for a brief second, Pink is faced with the consequences of his previous actions 
(alienation, loss of personal feeling) and the choice of what to do next. Should he continue in his current 
path, do what he is told, and see where he ends up? Should he lock himself away again and attempt to 
recommence his journey towards self-realization? Or could this be a choice as old, and equally theatrical, 
as Hamlet's "To be or not to be" soliloquy? Is this simply a choice between continuing life or committing 
suicide? Whatever his choices may be, Pink ultimately decides that "the show must go on" as he prepares to 
take the stage and proceed with his current path, a path that quickly leads to decay, corruption, and quite 
possibly redemption.  

In The Flesh 

(album: Roger Waters, movie: Bob Geldof) 
So ya, thought ya 

Might like to go to the show. 
To feel that warm thrill of confusion, 

That space cadet glow. 
I've got some bad news for you sunshine, 
Pink isn't well, he stayed back at the hotel 
And they sent us along as a surrogate band 

We're gonna find out where you fans really stand. 
Are there any queers in the theater tonight? 

Get them up against the wall! 
Get them all! 

There's one in the spotlight, he don't look right to me, 
Get him up against the wall! 

Get them all! 
That one looks Jewish! 
And that one's a coon! 

Who let all of this riff-raff into the room? 
There's one smoking a joint, 

And another with spots! 
If I had my way, 

I'd have all of you shot! 

 

Just as the first "In the Flesh?" introduces the character of Pink and symbolically announces his conception 
/ birth, the second installment similarly declares the emergence of Pink's latest incarnation. Pink takes the 
stage amid the familiar thundering drums and vibrant guitars and begins the song exactly as he sung it at his 
previous concert during the first "In the Flesh?" Before long, however, he changes the lyrics, announcing 
that he has left his former self "back at the hotel," which, in a way, is true in that this new Pink was 
arguably born after the doctor gave him the shot in "Comfortably Numb." In an attempt to test the loyalty 
of his fans, Pinks orders the crowd to get various groups of minorities "up against the wall," claiming that 
all of the "queers…Jew[s…and] coons" would be shot if he had his way. The song explodes back into life 
after his final proclamation, reaching the familiar crescendo (minus the war sound effects) before lurching 
to a halt and giving way to the next song on the concert's setlist. 
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As with many of the songs on "the Wall," the actual narrative of "In the Flesh" isn't that difficult to follow. 
Pink takes the stage, shouts a few racist orders, and continues with his concert. However, the true depth of 
the song (and the album, for that matter), lies in what is not said rather than what is.  

First and foremost, it must be remembered that THIS SONG IS NOT A REFLECTION OF THE BAND'S 
BELIEFS! I emphasize this because of the number of e-mails I've received asking if Pink Floyd is a racist 
band. The answer is NO. This song is supposed to be offensive. It is supposed to be fascist. It's 
SATIRICAL. That is the very point that the band is trying to make, though you'll completely miss this 
point if you don't listen to the song in the context in which it was written. I can easily see how one might 
assume that Pink Floyd is racist if one listens to "In the Flesh" by itself. But it must be remembered that the 
song is like a chapter in a book, expanding on what was said before and what will be said afterwards. I 
cannot stress this point enough. Waters did not write the song to express his personal beliefs about 
minorities but rather to show the state Pink has reached after becoming completely isolated behind his wall. 

So what exactly IS that state? Many might find it odd that, in essence, Pink turns into the very mindset that 
killed his father. He spews Nazi-esque propaganda at his unsuspecting and equally ignorant audience in an 
attempt to mold them into his warriors, so to speak. Put simply, he has become like Hitler, a dictator 
leading by sheer personality and singular vision. Viewing this latest incarnation, many speculate as to why 
he turns into this fascist, especially in light of the effects of such convictions, i.e. the death of his father in 
WWII. It would seem that Pink has become the very thing he hates. By one reading, this is the point of the 
song, if not the album itself. Psychoanalysts often believe that obsession leads to assimilation, that is people 
become consumed by the very things they obsess about the most. In this case, Fascist Pink is born of Pink's 
hatred of the war and the causes of his father's death. Yet it's not just the war that Pink is disturbed by. If 
anything, the war is just a handful of bricks in his wall. Accordingly, Fascist Pink is also comprised of the 
other emotions that Pink has repressed throughout his life. This new dictatorial persona is the schoolteacher 
in his authoritarian rule; just like Pink's mother, he instills fear and paranoia in the world; like Pink's 
suppressed thoughts of rebellion in "Another Brick In the Wall, Part 2," he is an insurgent proponent of 
chaos; contradictorily, like the leaders of the war itself, he orders his followers as if using military tactics. 
And so Fascist Pink is created out of the turbulent and often conflicting emotions that Pink has repressed 
throughout his life. He is both an extreme disguise masking Pink's true self as well as the complete 
opposite, a fountain of pure emotion created by the suppression of life's hardships and fostered by a lifetime 
of isolation. 

It's this isolation that lies at the heart of Waters's psychological and social commentary. It can even be 
argued that this is the heart of "the Wall" itself. In his 1979 interview, Waters recounts the germ for both 
Fascist Pink as well as "the Wall" album. During the last show of Floyd's 1977 "Animals" tour, Waters 
became so depressed and alienated from the crowd that he spat on a fan in the front row, taking on a sort of 
authoritarian demigod guise for a brief second. In that moment of frustrated isolation, Waters hit upon the 
character of Pink (or rather what Pink would become) as well as the psychological core of "the Wall." 
Plainly stated, repression leads to isolation; isolation leads to decay; decay leads to destruction. Pink has 
been alienated from the world so long that, in the end, he becomes the bitter emotions that he fought to 
repress for so long, coincidentally becoming the same kind of hatred that took his father's life and 
established this cycle of violence from his birth.  

Nor is this cycle of repression, isolation, and destruction limited to the individual. By turning Pink into 
such a recognized Nazi-like character, Waters subtly suggests that perhaps all wars and fascist ideas spring 
from a similar social cycle of disconnection. For example, the Ku Klux Klan still exist largely because they 
refuse to open themselves and their minds to the world, choosing instead their own views of segregation. 
Similarly, Hitler was so enraptured by his singular opinions that all those who opposed him and his views 
were soon annihilated. And so history has shown that nearly all groups who build a wall of social 
righteousness inevitably seek to oppress those who believe differently, much like Dictator Pink now forcing 
his hatred on those who will listen. Correspondingly, both individual and social fascism are born from the 
same origins, the unwillingness to communicate and the desire to segregate.  
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Yet there is another level to Waters's social commentary, mainly reiterating from a different perspective 
that blind obedience to pop culture originally addressed in "What Shall We Do Now?" from a different 
perspective. Though Waters found faults with himself during Pink Floyd's numerous tours (such as the one 
mentioned above), he also encountered what he felt to be one of the chief problems of contemporary 
Western culture: the public's obsession with celebrity. Much of Waters's own feelings of alienation sprang 
from the way his audiences treated him and the band more as gods rather than the common men that they 
are. Pop culture tends to relegate superhuman-like status to celebrities, detailing their every exploit in every 
facet of the media. In a way, these actors and politicians and musicians become our lives. We eagerly spend 
the rising ticket prices to see their movies, base our social lives around their television shows, and 
anxiously read about their every move in magazines and newspapers. Accordingly, many view them almost 
as gods, looking to these ordinary individuals for personal fulfillment. Such was Pink Floyd's experience in 
concert, playing in front of tens of thousands of ardent and revering fans that relegated god-like statuses 
upon the band. And so Waters turns the critical mirror back onto us, the audience, asking which group is 
more out-of-touch with reality: the rock star who becomes like a dictator because of his isolation or the fans 
who blindly follow his fascist commands?  

Having just clawed his way through the fleshy chrysalis at the end of the movie sequence for "Comfortably 
Numb," Fascist Pink arrives at his concert's venue and is escorted down a hallway with a skinhead 
praetorian guard in tow, each dressed in identical black uniforms and marching with military precision. 
Pink enters the arena and makes his way through the crowd, kissing babies and shaking hands. Banners 
litter the rafters and stage bearing a crossed-hammer emblem. The audience, mostly dressed in black and 
some sporting shirts that simply read "HATE", cheer enthusiastically as Pink makes his way to the stage. 
The orchestra continues to play as Pink leans towards the microphones on the podium, singing the song's 
lyrics as if he's delivering a political speech. The minorities are torn from the crowd, their faces never 
shown (so as to reduce their humanity in the eyes of the spectators), their colorful clothes setting them apart 
from the rest of black-clad crowd. Pink's fans erupt with cheers as he gives his final declaration, raising 
their crossed arms, which in turn mirror the crossed hammers, in salute to their leader, who gives back their 
salute from his high position on the stage. The scene is far from being a reflection of an ordinary rock 
concert. This is a political assembly. More specifically, with crossed hammers replacing the swastika and 
skinheads lining the aisles, this is a hate rally. 

Arguing whether this is an actual depiction of Pink's concert or merely another of his hallucinations seems 
beside the point. More than likely (and as we'll see in "Stop"), this scene is just one more of Pink's self-
induced delusions. Yet as I said before in the lyrical analysis, the actual narrative of the song seems 
secondary to the more important satirical message conveyed. Every facet of the scene, from the crossed 
hammer banners to the ensemble band to the devoted crowd, punctuates the idea that modern arena rock 
concerts "owe more to the Nuremburg rallies than to art" (Waters, DVD commentary). The celebrities we 
choose to adore become our models, our leaders, and our gods. As soon as Pink commands and points to a 
minority, the mob erupts into action, pulling the unsuspecting individual from the audience and leading 
them to an uncertain fate. No one questions. No one objects. The crowd simply performs what is 
commanded of them. Much like the school children from earlier in the film, it is the ultimate loss of 
individuality with Pink (a representative of pop culture) molding the crowd into whatever shape he desires. 
Like Hitler, he commands them to adore him and they do so. He commands them to follow his rules and 
they obey. He commands them to hate and they hate accordingly. Even if it's only in his mind, Pink is 
finally on the other side of the chain of command, giving orders rather than being acted upon. Or so he 
thinks for the time being. 

One further note about the movie sequence for "In the Flesh." A few people have e-mailed me with 
different links concerning the emblem of the crossed hammers. It seems that this is an actual symbol touted 
by a white supremacist group known as the Hammerskins. It is still uncertain whether Pink Floyd borrowed 
the badge to grant a sense of immediacy and reality to their social satire or if this group derived their 
symbol from the album / movie in an ironic turn of events. Judging by the DVD commentary in which 
Roger Waters implies that the band (or himself) came up with the symbol, I am more inclined to believe the 
latter of the two scenarios. It is quite possible that a skinhead group adopted the symbol as its own, ignoring 
or ignorant of the fact that the emblem is actually used to mock the mob mentality by which they operate. 
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Wherever or whenever it originated, the symbol of the hammer is still one of both destructive and negative 
creative powers within the album and movie. In this instance it is both a force of oppression, suppressing 
the individuality of the crowd as well as Pink's true self, as well as fatalistic creation, building the walls of 
hatred and personal and social isolation higher. 

Run Like Hell 

(Roger Waters) 
You better make your face up in 

Your favorite disguise. 
With your button down lips and your 

Roller blind eyes. 
With your empty smile and your hungry heart. 

Feel the bile rising from your guilty past. 
With your nerves in tatters 
As the cockleshell shatters 

And the hammers batter down the door. 
You better run. 

You better run all day and run all night. 
And keep your dirty feelings deep inside.  

And if you're taking your girlfriend out tonight 
You better park the car well out of sight. 
Cause if they catch you in the back seat  

Trying to pick her locks, 
They're gonna send you back to mother  

In a cardboard box. 
You better run. 

 

Without missing a beat, Pink segues from the racial segregation of "In the Flesh" to a full proclamation 
threatening those who stand against his rule. Roger Waters states that "Run Like Hell" is simply Pink 
"doing another tune in the show…in his drug crazed state." As mentioned before, it is highly arguable 
whether the concert we witness / hear is another of Pink's delusions, an actual show, or perhaps a 
combination of both. Pink could very well be standing in front of his audience shouting such threats, 
imagining his audience hanging on his every word. Once again, the actual plot is moot and secondary when 
compared to the psychological themes laced within the lyrics. 

While "In the Flesh" isolated the social pariahs (at least by Pink's fascist views) from the group of 
followers, "Run Like Hell" keeps them in their respective places, this time "batter[ing] down the doors" 
with the destructive power of the dichotomous hammer while simultaneously building a wall of fear to 
hedge against minority insubordination. Ironically, Fascist Pink is using the very fears and misgivings that 
kept him repressed for so long, regurgitating the hatred that formed him, onto his crowd in a vicious cycle 
of oppression. It's as if Pink's threats against the minorities are actually reflections on his former self. The 
"favorite disguise" and "roller blind eyes" in this song parallel Pink's hesitations about life when faced with 
the "cold eyes" and masks addressed in the first "In the Flesh?" Furthermore, the "empty smile 
and…hungry heart" are also analogous to the hollow materialism in "What Shall We Do Now?" while the 
"guilty past" could very well refer to many of Pink's experiences such as his questionable treatment of his 
wife, which greatly contributed to his "nerves in tatters." Similarly, the threat of being sent back to 
"mother" for relatively normal sexual behavior suggests that Pink has inherited his mother's omnipresent 
and overprotective eye. Like the schoolteacher who punished his pupils as a result of being punished by his 
wife in "Happiest Days / Brick Part 2," Pink returns to the world the injustices that he feels the world 
unfairly placed upon him. It is Pink blaming the world for making him the way he is, then contributing to 
the cycle by trying to create more people just like him by using the very grievances that shaped him. In 
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essence, "Run Like Hell" is the ultimate form of egotism with Fascist Pink forcing everyone to either 
become just like him or suffer the consequences.  

Just as "In the Flesh" carried with it parallel themes of personal and social isolationism, "Run Like Hell" 
continues to outline the similarities between psychological and societal decay. While "In the Flesh" set Pink 
up as a Hitler-like character, "Run Like Hell" fleshes out this dictator persona by paralleling Fascist Pink's 
threats with those of Hitler's regime in the Germany of the 1930's and 40's. But before we deal with these 
broader social themes, I think a quick summary and analysis of the movie sequence is in order.  

Continuing with the hate rally theme, "Run Like Hell" begins with the concert audience chanting "hammer" 
and raising their crossed arms, a scene eerily similar to the rallies in Nazi Germany in which the crowds, 
speaking "Heil Hitler" ("hail Hitler"), raised their arms in salute to their leader. The audience ceases to exist 
as a collection of individuals and becomes a singular mass saluting in unison, dancing in unison, and 
wearing the same faceless masks. The message: there is a fine line between a crowd and a mob, from the 
hate rallies of Nazi Germany to the seemingly harmless concert. And mob rule is what Fascist Pink 
releases. An attack dog is set loose on an outsider; a group of skinheads rush into minority restaurants and 
houses, tearing the people from their peaceful surroundings and destroying everything in their paths. The 
maggots of decay seethe as two African Americans are attacked in the back seat of their car, the male 
beaten and the female raped by the skinhead mob. And interspersed within these scenes, a shot of three 
dead men hanging from a scaffold on a hill. The image is overtly powerful, recalling everything from the 
crucifixion of Jesus and two other thieves on the hill of Golgotha to the more contemporary lynching of 
blacks throughout America's history, especially in the Jim Crow days of the late 19th and early 20th 
century. The implications are all too clear: mob rule is as much a part of the dark side of humanity as the 
dictators that lead the horde. Just as his fascist persona is Pink's darkest side, mob mentality is humanity's.  

Concerning the historical implications of the song, Bill Romanelli made the following connections: " The 
scene [for]…'Run Like Hell' is (in my opinion) a re-creation of an event called 'Krystalnacht,' or 'crystal 
night', when Nazi stormtroopers raided the ghettos, shooting, looting, and so on. The term 'crystal night' 
came about from all the broken glass on the streets and sidewalks [that] glittered in the moonlight….Re-
enacting Krystalnact is appropriate here, as the Nazi's are saying to the Jews, 'you are not like us, you will 
never be like us, and you must be eliminated. If you think you can escape, you better run.'" Thomas Goebel 
e-mailed a few historical corrections, stating that this incident actually took place before the onslaught of 
World War II and the gathering of Jews into the ghettos. He states that the "Kristallnacht" took place in 
1938 on the night a German diplomat (von Rath) was murdered in Paris by means of a secret Jewish 
organization. The Nazis subsequently used this event as an excuse to burn down Jewish synagogues and 
shops in many German cities, further undermining the Jewish infrastructure and leading to the atrocities of 
the ghettos and concentration camps. Just as the Krystalnact was yet another step between labeling a group 
as outsiders and the subsequent mass murder of that repressed population, Pink's declarations and the 
ensuing mob rule in "Run Like Hell" represent yet another step in his descent towards complete decay. 

Yet arguably there is a subtle hint of hope amidst the unsettling images of rape and violence. Just as the 
disturbing image of the three hanged men illustrates the social decay throughout mankind's history, it also 
alludes to the personality shift that has taken place within Pink. Whereas Pink has set himself up as a Christ 
figure in sequences like "the Thin Ice," the Christological implications of the hanged men in "Run Like 
Hell" completely reverse this Christ-like view of himself. Now Pink symbolically embraces the role of 
Jesus' Biblical persecutor, Pontius Pilate, acting upon the innocent minorities just as this Roman governor 
acted upon the Christian savior. To some degree, though, this realization is beneficial in that Pink has never 
been a Christ figure, although he's certainly seen himself as such until this point. Having finally reconciled 
himself with the idea that he is more antithetical to the Christ figure (a notion that we as the audience have 
seen from the beginning of the album and film), Pink inadvertently catalyzes his progression towards the 
redemption he finds in "the Trial." Even if this sudden insight is steeped within delusion, Pink's slow 
realization of his own activity begins to undercut his previously held notion that he has been a passive 
martyr afflicted by life's injustices. Although at this stage in the album and movie he is still under the 
dichotomous assumption that he is both acting and acted upon (as evidenced by the lyrics), the 
metaphorical seed of true self-awareness that will lead to his atonement has been planted. 
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Waiting For The Worms 

Ooooh, you cannot reach me now 
Ooooh, no matter how you try 
Goodbye, cruel world, it's over 

Walk on by. 
(David Gilmour) 

Sitting in a bunker here behind my wall 
(Roger Waters) 

Waiting for the worms to come. 
(David Gilmour) 

In perfect isolation here behind my wall 
(Roger Waters) 

Waiting for the worms to come. 
Waiting to cut out the deadwood. 

Waiting to clean up the city. 
Waiting to follow the worms. 

Waiting to put on a black shirt. 
Waiting to weed out the weaklings. 
Waiting to smash in their windows  

And kick in their doors. 
Waiting for the final solution 

To strengthen the strain. 
Waiting to follow the worms. 

Waiting to turn on the showers 
And fire the ovens. 

Waiting for the queers and the coons 
and the reds and the Jews. 

Waiting to follow the worms. 
(David Gilmour) 

Would you like to see Britannia 
Rule again, my friend? 

(Roger Waters) 
All you have to do is follow the worms. 

(David Gilmour) 
Would you like to send our colored cousins 

Home again, my friend? 
(Roger Waters) 

All you need to do is follow the worms. 

 

After a quick countdown in German, "Waiting for the Worms" begins with a musical interlude that 
provides the listener with a short break from the overwhelming dictatorial persona that has dominated the 
previous two songs. Yet in light of "In the Flesh" and "Run Like Hell," the theatrical beginning for 
"Worms" offers more than a slight repose from the racial slurs and threats of Pink's latest incarnation. If 
anything, it shows that despite the dominance of the Hitler-esque figure over Pink's mind, there is still a 
slightly reasonable, somewhat cognizant self trapped beneath; there is a glimmer of the old Pink beneath 
the furious eyes of his fascist outcropping.  

Stepping away from the delusion of autocratic supremacy, Pink, at first in the multiple voices of his 
splintered personality, recounts his current state behind his self-created tomb. He bids "goodbye [to the] 
cruel world" once again, though this time his farewell is spoken more out of the sorrowful realization over 
what he's done rather than the egotistical need for self-isolation that ended the album's first half. He has 
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discovered that his "perfect isolation" is far from ideal and far from being isolated in that he continues to 
wage war, perhaps even more now, within his own mind. Like so many troops throughout history whose 
lives are merely chess pieces in the hands of military dictators, he is a solitary soldier trapped behind his 
bunker not so much lamenting his situation as he is accepting of it. He waits for the imminent death and 
decay (the dictatorial voice that continually interrupts his musings) that he knows must surely come rather 
than hoping, in vain as he sees it, for a way out. Yet despite the fact that Pink is doubtful of his fate and that 
his dictator persona resumes full control over his mind only a few verses into the song, the very presence 
and continual existence of this underlying authentic self hints at the potential for change and eventual 
rebellion over the worms of decay.  

But for the time being the fascist takes over Pink's mind with his next phase of ethnic cleansing. Just as "In 
the Flesh" socially paralleled the first stages of Hitler's rule with the labeling of "outsiders," and "Run Like 
Hell" represented the next step, recalling Krystalnact and the removal of Jews into the ghettos, "Waiting for 
the Worms" symbolically depicts the final stage of the Holocaust, a period in which over 6 millions Jews 
and minorities were slaughtered by the ruling Nazi party. In the course of three songs, Pink's autocratic 
personality has moved from ethnic branding, to segregation, and finally to minority obliteration, spouting 
various phrases of "social purification" through a megaphone at his audience as the baritone voices of his 
followers punctuate his every decree with the foreboding "waiting." Fascist Pink has progressed beyond the 
ethnic slurs and threats of the previous songs; he now promises the wide-spread destruction of those who 
stand in his way, a promise that cements his transformation into the very despotic, oppressive forces that 
killed his father and stained his life from birth.  

The Hitler / World War II parallels are as abundant as they are blatant, from "the final solution" referencing 
the slaughter of millions of innocents, the final phase in Hitler's ethnic cleansing, to "turn[ing] on the 
showers and fir[ing] the ovens," alluding to the gas chambers and large ovens that respectively killed and 
incinerated the bodies of countless Jews. Other dictators are referenced throughout the song, as well, such 
as the "black shirts" referring to Mussolini's fascist armed men who, as Floyd fan Chandan Deuskar 
summarized, "marched on Rome in 1925…overthrowing King Victor Emmanuel III," thereby establishing 
Mussolini's despotic rule. Another fan known as Sagi also wrote that Pink's "fascist character might be 
based on a British politician… named Sir Oswald Mosely who established the British-fascist party. Their 
sign was a megaphone and some of his slogans can be recognized in 'Waiting for the Worms.'" Similar to 
the movie image of the three hanged men that alludes to a past of human corruptibility, "Waiting for the 
Worms," though written from a WWII slant, is nevertheless broad enough so as to reference the recurring 
decay of the human condition throughout history as a result of personal and social isolation. Accordingly, it 
is not a song specifically about Hitler or the tyranny of his oppressive regime, nor is it solely about 
Mussolini or Mosely or any one dictator. Rather, it is about all of these and more. It is a conglomeration of 
corrupted leaders and fascist ideas, a song that ceases to be about one person or leader or idea and becomes 
the universal force of oppression that has plagued the egotistical minds of men since the beginning of 
human history. It is the deceptive impetus by which one believes his nation is supreme over others ("would 
you like to see Britannia rule again?") or that a group can and should be segregated and annihilated because 
their ethnicity or beliefs differ from the ruling majority ("would you like to see our colored cousins home 
again?"). It is the hammer-like drive of creation by which nations rise and men are made famous just as 
much as it is the worm-like force of decay by which those same countries and men fall and are made 
infamous.  

But ultimately it's this very force of oppression as well as the endurance of his true persona that snap Pink 
back to reality. Roger Waters says in his 1979 interview that as the drugs in Pink's system wear off, "he 
keeps flipping backwards and forwards from his real, or his original persona if you like, which is a 
reasonably kind of humane person, into this waiting-for-the-worms-to-come persona, which…is ready to 
crush anybody or anything that gets in the way." As the dictator shouts various unknown slurs and threats 
through the megaphone and the crowd chants "hammer" in unison, the feelings of oppression, isolation, 
hatred, and every other negative feeling associated with the wall culminate in a swirling, chaotic blend. Yet 
just as the frenzy reaches its climax, it is abruptly eclipsed by old Pink's final cry for freedom as he screams 
"stop," a singular command of action from the depths of his self-made prison that overthrows the preceding 
repressive turmoil. Old Pink has had enough and is finally ready for change. 
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Though much of the song is cut out in the movie, the sequence for "Waiting for the Worms" does a brilliant 
job at visually depicting the foreboding, oppressive tone of the album's track. While the song begins with 
Pink's theatrical farewell to the "cruel world," set over images of the fascist followers carrying the crossed 
hammer banners and constructing a stage in the middle of a street, the rest of old Pink's musings are 
excised and the song proceeds as his dictator self takes the platform with a black megaphone through which 
he announces his edicts. The rest of the abridged song cycles through various rioting shots, the animation 
sequence from "Goodbye Blue Sky" in which a fascist member bashes in the head of an innocent man, and 
the famous animated sequence of the army of hammers, marching synchronously with the crowd's 
"hammer" chant. Yet buried beneath the autocratic images that populate the screen are a few shots that, like 
the appearance of old Pink's rational voice at the beginning and ending of the album's song, show that the 
protagonist's true self is still extant and capable of redemption. As Pink sings of his entrapment at the 
beginning of the song, there is a brief shot of a group of concert fans trampling a Pink doll underfoot, 
followed by an image of that very same doll huddled against a grate. The symbolism of the scene is dark 
and ominous, showing how those who are often in the public eye are often thrashed by those they serve. In 
this case, in trying to live up to the godlike standards placed upon him by his followers, Pink has lost his 
individuality, his soul, and has become nothing more than a faceless doll. Yet at the same time, the very 
inclusion of this image is a welcome sight for the viewer, who has been absorbed by the unrelenting images 
of Fascist Pink's rule over the past two songs. If nothing else, these shots are a reminder that there is 
another, more rational Pink beneath the surface of this Nazi-like incarnation, one who continues to appear 
throughout the song's otherwise frightful visuals in brief glimpses, silently screaming for release. Like the 
album, this rational self finally finds his voice at the climax of the song, screaming "STOP" above the 
roaring crowd, the marching hammers, and the hate-filled cries of his soon-to-be dethroned dictator self.  

Stop 

(album: Roger Waters, movie: Bob Geldof) 
[Stop!] 

I wanna go home 
Take off this uniform 
And leave the show. 

But I'm waiting in this cell  
Because I have to know. 

Have I been guilty all this time? 

 

And in an instant, the reign of Dictator Pink is brought to an end, brought about not by years of war and 
futile sacrifice but rather by human accountability. It is one of the most sudden shifts in character yet one 
that perfectly reflects Waters's view of both social and personal responsibility. All of the world's ills, the 
oppression, atrocities, and violence, all come down to one thing: reasonable choice. One either decides to 
act for the betterment of himself / herself or their society, or one doesn't act and lets decay set in. Life is full 
of potential, both positive and negative. Everyone has the potential for redemption just as everyone has the 
potential to become self-imprisoned and closed-minded, like Dictator Pink. But once one decides to make a 
choice and act, the effects, both good and ill, are seemingly instantaneous. Earlier in the album, Pink 
regressed into his tyrannical state and the effects of his actions were immediately felt, even if they only 
registered within his own disillusioned mind. Similarly, Pink has once again decided to act at the end of 
"Waiting for the Worms," screaming his defiance to his despotic self in the simple yet powerful word 
"stop." He is tired of the show, of living life behind masks and disguises, and wishes to "take off this 
uniform" (a bookend symbol, so to speak, alluding to everything from his father's military death to this 
latest fascist delusion), to rid himself of the burdens he has accumulated throughout his life. But most 
importantly is his decision to remain in his mental cell long enough to see if he's "been guilty all this time." 
He is starting to realize just how much of a role he has played in the creation of his wall, seeing that he has 
always been an active participant in his own isolation rather than a hapless victim doomed to suffer the ills 
that the world placed upon him. Put simply, he has gained "feelings of an almost human nature," that is 
self-accountability. Pink has journeyed from egotistical martyrdom to taking full responsibility for his 
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actions. As if summoning the resultant trial of self-judgment, parts of Pink's last words [in italics] ("I'm 
waiting in this cell cause I have to know / Have I been guilty all this time?") echo and coalesce into a single 
background phrase, repeating "time…to know" over and over. 

Like the instantaneous transformation between Pink's dictator and reasonable selves on the album, the 
movie sequence for "Stop" immediately propels the viewer from the army of oppressive hammers to a 
public bathroom in which we find Pink cowering in a bathroom stall and reading from his "little black 
book" of poems. With the crowd cheering faintly in the background and the presence of the same security 
guard from "Young Lust," we come to realize that the scene is taking place in one of the concert hall's 
lavatories, further intimating that the previous songs were merely delusions within Pink's decaying, isolated 
mind. Far from being the devastating power of oppression that he was only moments ago, Pink now broods 
in one of the bathroom stalls, reading selections of poetry from his book before reciting the lyrics of "Stop." 
It's interesting to note, however, that the lyrics he reads from his book before getting to the main part of the 
song are far from random snatches of verse. In yet another example of Waters's use of self-reflexivity, (for 
example, Pink's poem in "Happiest Days" is actually the Pink Floyd song "Money") the lyrics Pink reads in 
the bathroom are culled from the Floyd album, "the Final Cut," and Waters's solo album, "the Pros and 
Cons of Hitchhiking." The first fragment heard as the camera pans over the bathroom stalls is from the 
song "Possible Pasts" and reads as the following: "Do you remember me? How we used to be? Do you 
think we should be closer?" The second snippet, from "Pros and Cons," reads: "And I put out my hand just 
to touch your soft hair / To make sure in the darkness that you were still there/ And I have to admit/ I was 
just a little afraid, oh yeah/ But then…." While some might argue that these lyrics were included as a sort of 
inside joke for Floyd fans, like the inclusion of "Money" in "Happiest Days," it's nevertheless interesting to 
note the common themes between Pink's story and the lyrics that he repeats. Many go so far as to consider 
the album "the Final Cut" an unofficial sequel to "the Wall" in that many of the songs contained on this 
follow-up album were either cut from the original "Wall" record or are deal with many of the same themes 
as Pink's story, such as war and isolation. Whether "Possible Pasts" was written with Pink in mind or not, 
the lyrics still apply to his story as he desperately tries to rediscover his true self and those he has wronged, 
such as his wife. And so it is quite feasible that Pink is asking himself, his estranged spouse, or even both if 
reconnection with what was and what can be is possible. Similarly, the lyrics from "Pros and Cons" can 
seemingly apply to both, with Pink reassuring himself that yes, his true self still exists or that his wife is 
still within his reach. Either way, it's reassuring for us to see Pink, even in this greatly disturbed state of his, 
trying to reconnect with the two people that he has arguably wronged the most: his wife and himself. Yet 
whether it is too late or not to rekindle these and other past relationships is still undecided, ultimately 
coming down to the final judgment concerning his life, his self, and his wall.  
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The Trial 

(Roger Waters) 
Good morning, Worm your honor. 

The crown will plainly show  
The prisoner who now stands before you 
Was caught red-handed showing feelings 

Showing feelings of an almost human nature. 
This will not do. 

Call the schoolmaster! 
I always said he'd come to no good 

In the end your honor. 
If they'd let me have my way I could have 

Flayed him into shape. 
But my hands were tied, 

The bleeding hearts and artists 
Let him get away with murder. 

Let me hammer him today. 
Crazy... toys in the attic I am crazy,  

Truly gone fishing. 
They must have taken my marbles away. 

Crazy, toys in the attic. He is crazy. 
You little shit you're in it now, 

I hope they throw away the key. 
You should have talked to me more often  

Than you did, but no. 
You had to go your own way, have you 

Broken any homes up lately? 
Just five minutes, Worm your honor, 

Him and Me, alone. 
Baaaabe! 

Come to mother baby, let me hold you in my arms. 
M'Lord I never wanted him to get in any trouble. 

Why'd he ever have to leave me? 
Worm, your honor, let me take him home. 

Crazy, over the rainbow, I am crazy, 
Bars in the window. 

There must have been a door there in the wall 
When I came in. 

Crazy, over the rainbow, he is crazy. 
The evidence before the court is incontrovertible 

There's no need for the jury to retire. 
In all my years of judging I have never heard before 

Of someone more deserving of the full penalty of law. 
The way you made them suffer, 
Your exquisite wife and mother, 

Fills me with the urge to defecate! 
Since, my friend, you have revealed your deepest fear 

I sentence you to be exposed before your peers. 
Tear down the wall! 

 



 72

I originally prefaced my interpretation of "the Trial" in my first "Wall" analysis by saying, "not enough can 
be said about this song." I still hold to this statement. For me, "the Trial" is nothing short of a magnificent 
climax to an album that itself is nothing short of epic. Yet the word "climax" doesn't seem to do the tune 
justice. Granted, the song brings about some form of resolution to Pink's story, but at the same time it 
leaves so much unanswered and unanswerable. But what could be more fitting for a story that is as circular 
as Pink's? And in this sense, "the Trial" is somewhat like the epitome of the entire album, combining its 
high theatrics, unflinching cynicism, dark humor, deep emotion, and paradoxically, both unwavering 
nihilism and steadfast optimism. The song is a seeming contradiction, offering a dichotomous look at the 
light and dark, good and ill, of Pink's life from a number of different perspectives, all of which take place 
within the mind of one person.  
 
Vance: Who puts him on trial?  
Waters: He does.  
Vance: He puts himself on trial?  
Waters: Yes. 

So Waters summarized in his 1979 interview upon "the Wall's" release. I included these comments to 
emphasize the fact that above all else, one must remember that the root of "the Trial" lies within one man. 
This is not a "real" indictment, nor do the witnesses called by the prosecution actually testify in an actual 
court of law against Pink. Like so much of the album itself, "the Trial" is in reality just another of Pink's 
hallucinations. Shed the song's wild array of characters and intense theatrical style and one is still left with 
the song's core: one man putting himself on trial for the events of his life and coming to terms with the 
decisions he's made. Waters continues by saying that "the judge is part of him just as much as all the other 
characters and things he remembers. They're all in his mind, they're all memories." Being figments of his 
imagination, each character, though somewhat independent of Pink's main persona, are influenced by his 
ideas and memories. For example, the character of his mother is more a representation of how Pink views 
his mom rather than an actual depiction of how she is in real life. But before we get to her section, let's 
delve into the song from the beginning. 

The prosecutor introduces the song in his opening speech to the jury and judge. It's interesting to note that 
he addresses the judge as "Worm, your Honor," recalling the symbol of decay found throughout the second 
half of the album. Coupled with the fact that the lawyer speaks on behalf of "the crown", it's quite possible 
that Waters is mocking the British judicial system, insinuating that those who run it are nothing more than 
fops and closed-minded fools. In terms of the narrative, however, the title "Worm" also suggests that the 
lawyer and the judge (and jury, for that matter), those characters who aren't based on the memories of 
actual people, are entirely products of Pink's wall. Having been created out of this delirious isolation, a 
state of mind that Waters believes to lead to both personal and social decomposition, it is only fitting that 
the highest authority figure in Pink's delusion, the judge, is addressed as the Worm, the all-encompassing 
symbol of decay. Since the wall created them, it is only natural that they would view Pink's "feelings of an 
almost human nature" as a crime. After all, they were spawned from Pink's egotistical need to detach from 
the world and dull the emotions of life. In this sense, both the lawyer and judge are like outgrowths of the 
Fascist Pink persona and, like him, are vindictive and militant when it comes to Pink's true self. Yet Pink's 
sudden shift in perspective in "Stop," the realization that such disconnection was a mistake and that perhaps 
he truly is to blame for many of his life's problems, certainly counteracts everything upon which his wall 
and delusions are based on. The wall was built out of selfish needs. The unexpected awareness of his 
accountability is anything but selfish. It's for this very act of unselfishness that Pink is put on trial by the 
creations of his isolation, who in turn call various people from Pink's past to testify against him and to 
prove that he has been selfish all this time. 

Like a double-edged sword, the ensuing trial has two sides that eventually converge on the same point: for 
the people of the wall, exhibiting Pink's selfishness throughout his life proves that his moment of "feelings" 
was a singular error, albeit an unforgivable one. For Pink, however, the trial's ostentatious display of his 
egotism is the only way to truly reevaluate his life, contemplate his mistakes, and hopefully move on in his 
journey towards redemption.  
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And so the prosecutor calls the schoolteacher to the stand, who in turn wastes no time lambasting Pink's 
boyhood character. Ironically, the teacher (or rather Pink's version of him) makes Pink look all the more 
innocent in that his assault on Pink's individuality shows just how similar he, the teacher, is to the wall 
people / Fascist persona. Like these delusional creations, the schoolmaster is most upset because he was not 
able to mold Pink and control him, an idea that may find sympathy with the insular inhabitants of the wall 
but one that doesn't go over well with us, the audience. Instead we are reminded of Pink's former purity and 
individuality, of his childhood unwillingness (at least in mind) to conform to the strictures of an unjust 
system. If anything, the testimony of the schoolmaster, which the prosecutor uses to besmirch Pink's 
character, actually makes us relate with Pink even more. In a way, this brick caused by his school days is 
almost entirely justifiable, just like the memories of his mother's obsessive control a few verses later nearly 
vindicates the creation of that maternal brick in Pink's wall.  
At this point Pink's true self finds his voice and pronounces that he is "crazy" by means of a few 
euphemisms. It is uncertain whether he feels provoked by the schoolteacher's testimony to speak up in his 
defense or if he's simply speaking as if to say "there's no need to punish me because I'm already being 
punished by my insanity." Interestingly, the euphemisms he uses all have certain childlike connotations to 
them, from toys to fishing to marbles, as if the teacher's accusations not only reminded him of his current 
situation but also of the his lost childhood innocence.  

Although the wife's testimony chronologically comes after Pink's momentary outburst, I'll briefly discuss 
the final witness before examining the middle, most damaging one. Like the schoolteacher, all the mother is 
concerned with is controlling Pink, though in an entirely maternal way. Pink's view of her overprotection is 
laced throughout the song, such as the mother's rhetorical wondering as to why "he ever had to leave me," 
though the representation of her in this song is relatively the same as the depiction of her in "Mother." Little 
to nothing has changed between Pink's childhood views of his teacher and mother, once again showing that 
not all of life's bricks are self-made. The mother eventually pleads with the judge for absolute control, 
asking if she can "take [Pink] home," just as the teacher previously asked for permission to "hammer him 
today" (playing off of the symbol of the oppressive hammer). Though the creation of these two bricks is 
seemingly justifiable, the middle brick in "the Trial" is a far different story. 

After the schoolteacher attacks Pink's character and before the mother attempts to herd her child back under 
her protective wing, the wife glides onto the witness stand and delivers a linguistic thrashing that Pink truly 
deserves. While the teacher and mother's testimonies are actually thinly veiled laments on their loss of 
control over Pink, the wife's accusations are spoken more from personal betrayal than the conceited 
complaints of the other two witnesses. Getting directly to the point, she accuses him of not "talk[ing] to me 
more often" and of going "your own way," both of which contributed to the lack of communication and 
personal connection that ultimately destroyed their relationship. In a snide remark referencing Pink's 
accountability in their failed marriage, the wife sarcastically asks if he's "broken any homes up lately," 
before asking the judge, much like the teacher, for "five minutes…alone" with Pink to exact retribution. 
Although one would expect such an attack from a slighted lover, for Pink's self-centered, unresponsiveness 
was a major factor in the failure of their marriage, one must once again remember that this is NOT the wife 
testifying but rather Pink's interpretation and memories of her. This is Pink testifying against himself, and 
for the first time in the entire album, he is seeing his broken marriage from his wife's perspective, realizing 
that he is indeed to blame for the separation. Until now, Pink has largely lamented his wife's infidelity, 
wondering how she "could…treat me this way "("Don't Leave Me Now") among other self-absorbed 
musings throughout the album. But in the wife's testimony against Pink in "the Trial," Pink finally 
understands how his wall, his self-absorption and lack of emotion, contributed to his wife's unfaithfulness, 
proving once and for all that he has been "guilty all this time." Nevertheless, her adultery is still a brick in 
his wall and must be dealt with accordingly. 

Once again, Pink sings of his insanity after his mother's testimony, though this time the euphemisms reflect 
the loss of any sense of reality ("over the rainbow") as well as his self-induced imprisonment ("bars in the 
windows"), both of which are results of being trapped behind the wall. Why Pink decides to speak out a 
second time is still as uncertain as before, though one might choose to take a slightly different perspective 
from the previously stated explanation. Perhaps he is not singing "crazy" as a defense of his actions, a 
means of saying that he is already being punished by his dementia. Rather, he might be stating the effect 
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that these voices have had on him. After all, each character witness is nothing more than a brick in the wall. 
And so after hearing each witness testify, Pink might very well sing out as a personal response to what he's 
hearing, finally realizing that these bricks are the reason that he is "crazy." In other words, the bricks's 
voices and his subsequent utterances act as an epiphany detailing once and for all the consequences of self-
imposed isolation. Furthermore, this complete understanding also leads him to conclude, "there must have 
been a door there in the wall when I came in." Metaphorically speaking, yes, there was a door. But Pink 
never found it before now because he was unwilling to perform what one must do in order to gain access to 
that exit: abandon the self-indulgent notion that "I don't need no arms around me" and reconnect with the 
outside world. He was unwilling to accept that the door that allows escape from the wall is understanding 
and communication.  

At last, the judge thunders into the song after Pink's pronouncement, accompanied by the familiar "Wall" 
musical theme that threads its way throughout the album, connecting the bricks of Pink's wall like cement. 
(Note: This theme is played throughout in various keys and tempos. This same musical arrangement that 
plays behind the judges voice is also played in both versions of "In the Flesh[?]," the vocals in the "Another 
Brick in the Wall" trilogy, "Empty Spaces," the rhythm guitar and bass playing behind the guitar solo in 
"Hey You," and the end guitar riff in "Waiting for the Worms," among other slightly less obvious places in 
the album.) In what is perhaps another slight against the British judicial system, the judge proceeds with his 
verdict without allowing the jury time for deliberation. Yet despite the fact that the judge has more lines in 
the song than any one character, both he and his verdict still remain a bit of a mystery. Although the lawyer 
sets up the trial as a condemnation of Pink's "feelings of an almost human nature," the judge declares Pink 
guilty for making his "exquisite wife and mother" suffer, that is he is seemingly punishing Pink for not 
showing emotion. Could this be an inconsistency within the judge's character? Perhaps. Or perhaps the 
judge is holding true to the lawyer's fascist indictments, blaming Pink for wanting to be an individual and 
resisting the oppressive, molding forces of his bricks, personified as the schoolteacher, wife, and mother. 
And so when the judge is blaming Pink for making the wife and mother suffer, he is referring to the brick 
versions of these people who would be negatively affected by Pink's human feelings.  

Others might claim that the judge is actually the voice of reason in the song, that his verdict is in fact Pink's 
true self passing judgment on the decisions he's made, such as making his wife and mother suffer. 
(Sidenote: as for the mother's suffering, who knows. Perhaps Pink's portrayal of her is a bit exaggerated and 
he really should feel guilty for his callous treatment of her.) By this theory, one could argue that even in the 
farthest depths of depravity and decay, hope and redemption are present. Furthermore, the judge is 
influenced by this hope (in that he is a part of Pink) and though he thinks he is punishing Pink in sentencing 
him to "tear down the wall," he is actually redeeming Pink. Correspondingly, the crowd's chants of "tear 
down the wall" can be interpreted in numerous ways, either as the vindictive petition for punishment by the 
wall personas or the concerned pleas for Pink's well being voiced by those "bleeding hearts and artists" 
outside the wall.  

No matter which view one takes, the wall ultimately comes down in the end. Considering that the song is 
sung largely from the perspective of the wall people who view tearing down the wall as a punishment, 
many fans think that the wall's collapse is yet another negative turn of events for our hapless anti-hero. It is, 
in all actuality, anything but punishment. As Roger Waters states in his 1979 interview, "the judgment to 
de-isolate himself…is a very good thing." Perhaps for the first time in his life, Pink is unfettered by past 
burdens and is able to experience life to the fullest without the hindrance of dulling mental defenses. While 
Pink was born into the world in "In the Flesh?" and continually born into new incarnations throughout the 
album, the destruction of his wall marks his true rebirth into life. Though he is now more vulnerable to the 
pains of life, he is also more susceptible to life's pleasures, allowing him to truly connect with his emotions, 
his loved ones, and the world. As Pink's story attests, the wall-like defense mechanisms are in reality more 
oppressive than protective, replacing humility and understanding with egoism and decay. And though the 
world remains imperfect despite one man's enlightening journey, the destruction of this one wall removes 
yet another brick from the larger wall of humanity. The destruction of this one wall becomes another 
broken link in the vicious, circular chain of oppression and violence. With enough bricks and links gone, 
the social wall of prejudice will collapse and the circuitous cycle of injustice will be broken. 
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Considering that much of "the Wall" can be read from a psychoanalytic perspective (as I've done in many 
of the songs), I thought I would include a brief Jungian interpretation of "the Trial." (I highly recommend 
the book the Portable Jung as a starting point for those unfamiliar with the works of this psychological and 
philosophical marvel, who has influenced a generation of thinkers and storytellers from Joseph Campbell to 
George Lucas.) In his theories on the process of individuation (the process one undergoes in order to create 
a distinct self), Jung purported that just as we all have good sides to our ego / personalities, we also all have 
villains / dark sides / evil within us. Jung labeled this darkness as "the shadow," and believed that one could 
not fully individuate, that is become an individual self, without first accepting the shadow. One can easily 
see Pink's shadow in the various outcroppings of his decay, most notably the dictator persona. Jung 
continues by saying that a person who successfully undergoes individuation must first call to light all of the 
repressed aspects of his own psyche (anima, shadow,etc.) and that he (or she) must then accept all of these 
aspects as a part of himself. [For those familiar with Jung, one might readily identify the mother and wife 
personas in "the Trial" as Pink's anima.] However, this full acceptance of the lighter and darker sides of 
one's persona is especially hard because everyone, to a degree, has Christ-like notions that lead a person to 
believe that they can actually obtain true perfection, like the Christian figure of Jesus. Jung believed that 
these notions are unobtainable and false because unlike the mythic or historical figure of Jesus (depending 
on your religious beliefs), everyone has a shadow, an evilness, inside of them. But because men are often 
vainglorious and unwilling to accept the idea that they are less than perfect, the shadow is often repressed, 
preventing that person from accepting his true, whole self, both the good and bad. However, when a person 
accepts his / her shadow, a sort of enlightenment takes place where his consciousness is broadened and the 
separate aspects of his psyche merge into one. Thus he becomes an individual self. Accordingly, Pink sets 
himself up as a Christ figure throughout the movie, repressing his own shadow (his accountability) behind 
his wall. Yet after repressing these emotions, Pink fully embraces his dark side when he becomes the 
Dictator, an action that is as dangerous to self-development as repressing one's shadow. But with the "the 
Trial," every aspect of his persona, both light and dark, are fully realized and accepted, bringing about the 
collapse of the wall and the emergence of Pink as an individuated self. He takes responsibility for his 
actions and accepts his shadow as a part of himself, breaking the personal and social cycle of ignorance and 
unaccountability by taking the next step towards psychological wholeness.  

Rivaling the complexity and beauty of "Goodbye Blue Sky" and "What Shall We Do Now," the animation 
sequence for the "the Trial" is every bit as resplendent as the song's music and lyrics. The scene opens to 
reveal Pink, now in the form of a faceless rag doll, sitting against his wall, awaiting the commencement of 
his trial. Even from the beginning of the sequence, one wonders why Pink is depicted as a harmless, 
relatively motionless doll in this, his most decisive moment. One theory is that once he starts the process of 
self-judgment, he is unable to stop it. In other words, he is at the mercy of reliving and realizing his bricks. 
Other maintain that this is merely a reflection of how he's viewed himself his entire life, as the immobile 
plaything of the world's ills, a victim tossed about from one injurious incident to another. Although "the 
Trial" is largely about him overcoming this presumptuous perspective, he still does not break free from the 
grasp of his burdens until the end of the song when his wall is torn down. In a way, he still is the plaything 
of his bricks until he destroys them. He has been created and shaped by the people in his life and the 
feelings he represses and so he is continually acted upon by these very factors until he finally acts. As we'll 
see later in the sequence, he still is tossed around by his memories / bricks up until the time of the wall's 
destruction, which is perhaps his first true action in the entire movie.  

The ensuing trial is depicted as a showy theatrical number much like it is on the album. The courtroom, 
complete with stage lights, is more of an arena than a house of law, just as the prosecutor is more like an 
actor than a lawyer, putting on makeup and dancing around the stage. Once again, the social implications 
are fairly blatant, equating the judicial system with public spectacle (mob spectacle, perhaps) rather than a 
means of justice. Accordingly, the worms of decay slither into the arena and form the judge's stand, the 
"Worm, your Honor" himself represented as a giant, serpentine wig. 

With Pink probably basing his reflections of the schoolmaster on the rumors recounted in "Happiest Days 
of Our Lives," the teacher falls from the top of the wall as a marionette controlled by the ruling hand of his 
"fat and psychopathic" wife. After the teacher feeds the students into the meat grinder of a school, crushing 
and reforming them into uniform worms (here a symbol of decay cause by the oppression of certain kinds 
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of education), the cycle of violence is once more portrayed as the wife beats her husband, the teacher, who 
in turn beats the Pink rag doll. The teacher then turns into a hammer, a visual form of destruction and 
oppression, as he finishes his attack on Pink. 

Similar to the doll who is maligned by the witnesses / bricks, Pink now portrays himself as a leaf that turns 
into a man, then back into a leaf, blown by the winds of his wall. He is still inanimate and without volition 
even in this form. 

His wife slithers from under the wall, turning into scorpion like creature reminiscent of Pink's hallucination 
in "Don't Leave Me Now," which stabs the motionless doll before morphing into a distorted symbol of 
grotesque femininity, an amalgamation of breasts, legs, and vagina. Though Pink comes to realize his 
accountability in their failed marriage, he still portrays his wife in the same negative way he does the other 
witnesses. After all, this is the brick that she created out of her infidelity. No matter how guilty Pink is 
concerning their failed relationship, her subsequent actions still created an emotional wound within Pink's 
mind, a wound which in turn became this particular brick of whorish womanhood. Building on this male 
chauvinist idea of womanliness (yet another part of Pink's shadow), the mother bursts from the wall as a 
fighter plane (perhaps also representing the father's war-related death) prior to changing into a giant, 
vaginal mouth that grabs Pink with an umbilical cord and pulls him back into the mother, back into her 
arms where she thinks he belongs. For the darker, repressed side of Pink, women are either injurious 
through their immorality or oppressive through their neurotic guardianship. Correspondingly, both ideas of 
womanhood add to Pink's bricks, just as the mother herself turns into a wall, enclosing Pink within.  

As Pink sings of his lunacy a second time, a faceless man falls through the sky, breaking it into 
innumerable shards and revealing the blackness underneath. The image is metaphorically similar to that of 
"Goodbye Blue Sky" as the limitless dreams of youth are broken, exposing the hollowness of adult life. But 
at the same time, the image is redolent of Jung's theory of individuation, with the tumbling Pink straddling 
the realms between his light side (the sky) and his shadow (the darkness underneath).  
From a symbol of decay to one of judicial incompetence, the worm judge turns into what art director 
Gerald Scarfe succinctly calls "a giant asshole," representing what "many people think about the law" 
(DVD commentary). He is both a very imposing as well as a very comic figure, roaring his verdict like 
thunder while simultaneously, and excuse the pun, talking out of his ass. Considering that "the Trial," for 
all its frivolity, is a highly significant turning point in Pink's life, it might seem odd to portray the judge as 
such a dichotomous character, one who is both serious and farcical. However, this duality speaks volumes 
about the absurdity of both personal and societal isolation. While the creation of the wall and Pink's 
subsequent journey towards self-discovery and individuation is a weighty topic, one with numerous 
individual and social implications, the very reality that one can become so self-absorbed and intentionally 
detached is equally absurd. Simply put, to think that life revolves completely around one's self is as 
ridiculous as the thought of a giant talking ass. 

After his wall encloses him when the verdict is announced, images from Pink's life, the visualization of his 
bricks, flash onscreen as the crowd repeatedly chants "tear down the wall." He is reliving each moment that 
has led him to his current state: his fascist persona, his marriage, the wife's adultery, the teacher molding 
the schoolchildren into Ideal Citizens, the hammers, the hate rally, the wartime implications of the German 
war eagle, the groupie, the rat, the doctor injecting drugs into his arm. Each image is a mere flash in a 
seemingly endless barrage of injuries, all of which fade to reveal Pink's enormous wall spanning the entire 
screen. It finally explodes over Pink's screams (of pain? Triumph? Both, in the realization of his freedom 
and vulnerability?), with the bricks tumbling through the air before the screen is obscured by clouds of 
white dust. Although one could argue that this dust, similar to the white fog into which the soldiers march 
in "the Thin Ice," symbolizes Pink's death at the collapse of his massive creation, I tend to view it in a more 
positive light. The color white, usually a symbol of innocence and truth, coupled with the subsequent fade 
to the children in "Outside the Wall," leads me to believe that the dust is Pink's enlightenment and the 
purity regained through the destruction of the wall. For me at least, it is a symbol of his rebirth into life.  
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Outside The Wall 

(Roger Waters) 
All alone, or in twos, 

The ones who really love you 
Walk up and down outside the wall. 

Some hand in hand 
And some gathered together in bands. 

The bleeding hearts and artists  
Make their stand. 

And when they've given you their all 
Some stagger and fall, after all it's not easy 

Banging your heart against some mad bugger's wall. 

 

Abandoning Pink's tale for perhaps the first time, the album concludes with "Outside the Wall," a sort of 
epilogue addressing the main theme of "the Wall" (at least for Roger Waters) rather than the specific story 
of the protagonist. Thematically, this last song is very much akin to the revelatory "Bring the Boys Back 
Home," which Waters felt to be the centerpiece of the album. Like the earlier song, "Outside the Wall" is 
about the community that comprises this world, and the personal connections that serve as the foundation 
for all of life. Just as "Bring the Boys Back Home" is a reminder within the story to not let anything 
become so important as to outweigh one's humanity, "Outside the Wall" depicts this same view from a 
different perspective, from those who "walk up and down outside the wall" trying to reconnect with the 
loved ones trapped within. Some walk outside the wall "all alone," like Pink's wife who tried to break 
through her husband's isolating barriers, only to "stagger and fall" as a result of Pink's continual lack of 
communication, turning to another man for solace and affection. Others are "gathered together in bands," 
where "band" could either stand for a group of people or, in another self-reflexive statement, the actual 
"bleeding hearts and artists" like Pink Floyd themselves who attempt to evoke change through their art. In a 
way, that's what "the Wall" really is: the band "banging [their] heart[s]" against the personal and social 
walls that stand throughout the world.  

And though the cycle begins anew as the song ends, with "Isn't this where…" signaling the end of the 
album, there is still hope that the cycle can be broken. For no matter how many walls are erected, there will 
always be people "out there" that try to break them down. It's what Waters did after recognizing his own 
wall. He and his bandmates conceived and recorded an illuminating testament concerning the decay of 
individuality through isolation and the hopeful rise of the individual as a result the common bond of 
humanity. If Pink's story tells us anything, it's that though the cycle of violence and oppression repeats 
itself, it doesn't have to. All it takes to break that chain is a change in perspective, a realization that through 
it all, one is not alone.  

The movie sequence for "Outside the Wall" really leans towards this hopeful message of terminating one 
such cycle of violence. The scene fades from white onto the day after a riot (presumably the one pictured in 
snippets throughout the movie) as various people go about cleaning up the debris. The camera pans down 
to show young kids gathering bricks and other wreckage into baskets and toy dump trucks. While some 
argue that the kids are merely continuing the cycle, symbolically gathering the bricks for their own 
psychological walls, I think the final shot conveys an overall sense of optimism. As the children gather the 
debris, one child finds a Molotov cocktail, or Petrol Bomb as Waters calls it, recoils at the smell of the 
wick, and pours the petrol from the bottle. As Waters says on the DVD commentary, the child "defuses it" 
and, along with his other child friends, begins to bring order to the chaos of the previous generation (the 
ones who started the riot). Waters continues by saying that the child "decides to build rather than destroy," 
breaking the cycle of violence and oppression in this one instance. It's also interesting to note the reworked 
style of the song for the movie, featuring an orchestra and vocals similar to the music from "When the 
Tigers Broke Free." Though the movie begins with war, turmoil, and the creation of one man's wall, it ends 
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with peace, the destruction of that very same wall, and the hope that the follies of the past will corrected for 
the progress of generations to come.  

 


