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APRESENTAÇÃO 
 

 

 

Jon Lord é um cara muito querido. A repercussão mundial de sua morte reflete 

aquilo que ele plantou ao longo dos anos: gentileza, inteligência, bom humor e 

música da melhor qualidade.  

 

Nesta modesta homenagem foram reunidas algumas das entrevistas de Lord, onde 

é possível conhecer um pouco da vida e dos pontos de vista d’ O Maestro. Também 

foram compiladas algumas das matérias dedicadas ao triste episódio que 

interrompeu a obra de um dos grandes artífices da música.  

 

Fechando o trabalho, uma reunião de depoimentos de músicos que conviveram 

com Lord. 

 

O material aqui incluído é originário dos meus arquivos e da Internet. Caso você 

tenha alguma matéria que não conste desta coleção e queira colaborar para 

enriquecer as próximas versões, faça a gentileza de enviá-la para O Eremita. 

 

 

 

  

Dois suvenires do Maestro, ambos conseguidos pelo Eremita nos bastidores do Ginásio do Ibirapuera, 

pouco antes do show do Deep Purple no dia 16 de agosto de 1991: seu autógrafo (com as marcas do 

tempo agindo sobre o papel) e uma das etiquetas do transporte coladas nos cases do equipamento de 

som. 



 (v. 2.5) 

 

6 

 

  



 (v. 2.5) 

 

7 

 

ENTREVISTAS 

 
 

Abaixo uma lista das entrevistas que seguem. Coloquei todas que eu tinha em meus 

arquivos (até mesmo uma em francês, língua que não pratico há 51 anos). Algumas 

delas foram extraídas da Internet. Vou continuar pesquisando e, na medida que 

outras forem descobertas, serão inseridas nas futuras versões deste trabalho. 
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The Rock’s Backpages Flashback: An Interview 

with Deep Purple’s Jon Lord 
By Barney Hoskyns | Rock's Backpages – Tue, 17 Jul, 2012 

 

  

 

 

Jon Lord, who has died aged 71, was one of 

rock's most distinctive keyboard players, his 

aggressive organ playing as central to the power 

of Deep Purple as Ritchie Blackmore's guitar. In 

this November 1970 interview from Beat 

Instrumental, Lord talks of his technique and his 

equipment  

 

 

 

Deep Purple, since their formation from the debris of the Artwoods, Lord Sutch and 

others, have become increasingly recognized as one of the most progressive and 

forceful of all British hard-rock bands. Always experimenting, always pyrotechnical, 

the group have gone from strength to strength since their highly successful LP Deep 

Purple In Rock. 

 

I finally caught up with organist Jon Lord at the Kingsway basement studio of De 

Lane Lea after more than a week of missed appointments and crossed lines. He 

amiably agreed to break off the pre-recording warm-up session that was in progress 

and while the Beat Instrumental photographer manipulated his apparatus, Jon and 

I discussed Deep Purple's present role in the rock world. 

 

Fairly recently, Jon, Deep Purple have become known as something of a 

controversial group — especially in regard to classical music. Where do you feel 

Deep Purple's present musical direction is going? Is it going to consolidate this 

marriage of styles? 

 

No, I feel we're moving away from it now because it was never intended to be part of 

the direction of the group; it was merely an experiment. As you know, we did 

experiment with classical themes in the beginning — and with classical chord 

structures in the music, but it all got a bit soulless...planned, you know? We wanted 

to get a bit more freedom into the music so we don't normally use any form of 

classical music now — except maybe in our solos. I love classical music; I love the 

way it's worked ...all those chord sequences so I often use that sort of effect in my 

solos. The actual group now is trying to develop into being good at what we're best 

at — which is what we call Rock 'n' Roll. The Concerto was originally intended to be 

an experiment. What happened was it caused an awful uproar...which was very nice, 

of course...and that really started us off. 

 

 

http://ca.music.yahoo.com/blogs/rocks-backpages/
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So, you see your direction as trying to consolidate your rock base? 

 

Yes. And trying to move out from there, rather than getting into other things without 

any sort of basis at all. 

 

The classical venture was an experiment, then. Do you foresee any other 

experiments which Deep Purple are likely to get themselves into? 

 

Yes. There was a thing last week with the BBC 

which we did under much less of a cloud of 

publicity. We had been asked to it by the BBC a 

year ago. 

 

Was that the Gemini Suite? 

 

Yes. It was really a bee in my bonnet — this thing 

with classical orchestras — and the rest of the 

group were kind enough to indulge with me. 

 

You've been compared as an organist with Keith 

Emerson — for obvious reasons, how do you 

relate your playing to his? 

 

Keith has a very, very excellent technique. I mean, almost unbelievably excellent, and 

as such, I'm a great admirer of his. I consciously try not to copy Keith...the thing is, 

we both arrived at the same sort of idea and around the same time. I remember we 

once did a gig with the Nice. I'd heard of them but I'd never seen them. We found to 

his surprise — and to mine — that we were both doing similar sorts of things. I don't 

say that I'm a better organist than Keith, because I'm not. At least, not technically. In 

that, he's a superior player. What I do feel is that I have more feeling — more soul, if 

you like — in my improvisation. 

 

I remember you were quoted some time ago as saying that you were going to use 

less of the Leslie speaker in your playing. Do you still feel the same way about 

Leslies? 

 

Yes, think I do. I found that I was using it, rather than playing it...you know, switching 

the rotor on and off to get effects, and things like that...It's very exciting to hold one 

note down and switch on — very exciting — but it's not playing; I've found it doesn't 

fit into a Rock idiom. 

 

What equipment are you using now? 

 

Four Marshall Horn cabinets and a 200-watt amp with my C3; direct connections 

with the organ. What I'm going to do is to make up another 200-watt amp...the organ 

is putting out around 280 watts at source...basically, though, I've got the sound that 

I want. And I've got a sound that mixes well with the rest of the group. 

 

http://mit.zenfs.com/861/2012/07/jonloradripkfdkdkdkd.jpg
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Have you changed any equipment within the group? 

 

No. We're still all-Marshall. I'm getting a Fender electric piano for use on the stage. I 

won't be using it immediately — work it in gradually — but I feel the need for another 

sound within the group. It's possible that as time goes by, we may try some different 

instrumentation within the group for one or two numbers, but it's hard to say just 

now. At the moment we're trying to keep what we've learnt. Because we learnt a 

terrific amount with Deep Purple In Rock, it took six months to make that album: we 

think it paid off, really. I can honestly say that it's the first album we've been 100% 

satisfied with; it gave us a hell of a lot of confidence. During that long time, we learned 

a lot about ourselves and our music and our sense of direction. I suppose it's our 

basis now for our whole sound and our whole way of working. 

 

How do you feel the States has influenced you? 

 

We try very hard not to be influenced by it. We didn't want to come back from 

America all spaced out, sayin’ “Oh Wow”, and start playing long introverted ego-trip 

numbers. We're very extrovert, really. We like to excite an audience, get involved with 

them. The trouble over there is because of this accent on “Getting into the music, 

Man”, you tend to get some incredibly boring groups, who receive some excellent 

criticism over there, and yet we find them rather boring...competent, and quite nice, 

but rather boring. 

 

You don't feel that about British groups? 

 

No, I don't. I feel that British groups at least make an effort somehow that is more 

concerned with projection, with putting themselves across. 

 

Which British groups do you respect? 

 

East of Eden, for instance, really put an effort into it. Matthew's Southern Comfort, 

as well. They're American-influenced, alright, but it's done from an extremely English 

point of view. I don't think the Bonzo Dog could have evolved in America, nor could 

the old Nice: because of their musical discipline. This is one thing that British groups 

do have, a sort of discipline. Sometimes it can get a bit soulless, but on the whole, I 

think it's preferable to the American alternative. 

 

Do you believe in musical discipline? 

 

Yes. You take the great symphony writers like 

Beethoven...they wrote within an incredibly strict 

framework...you know, it must have a first subject, a 

second subject, a dominant key...and it must have an 

exposition based around the theme — that's just the 

first movement! But look what they 

produced...incredible music, through putting 

themselves into a restricted formula, and then 

http://mit.zenfs.com/861/2012/07/img846.jpg
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expanding from there. It's often like the restriction on a painter. A piece of canvas, 

some oils and a brush are his restrictions, and he works within those limits, and 

extends beyond them. Working against a restriction — for me — often produces 

greater things than getting rid of all boundaries. Free from jazz means absolutely 

nothing to me. Because there are no boundaries. 

 

What is the guiding musical philosophy of Deep Purple? 

 

We believe in experiment and excitement within the framework that we have set 

ourselves at this particular moment in time. That will change...we will extend, 

obviously. We'll get older, get different influences; we've not reached a point where 

we are perfectly happy and contented to develop naturally. We were trying to develop 

un-naturally before. We would grasp all sorts of different ideas at once...like a child 

in a garden full of flowers: he wants them all at once. When Ian [Gillan] and Roger 

[Glover] joined, something very nice happened within the group. 

 

What are your present recording plans? 

 

We're starting a new album, to be released, we hope, just after Christmas. 

 

At De Lane Lea? 

 

Yes. And Martin Birch is doing most of the engineering. We like this place — seem 

to have got it together with them. 

 

Any plans for tours in the near future? 

 

Starting in the New Year, we're doing a sort of round-the-country concert-hall thing, 

but first we're doing tours of Germany, France, Scandinavia and England between 

now and Christmas. 
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Jon Lord Interview (1981) 
Posted: December 15, 2015 (https://trinkelbonker.wordpress.com/) 

 

 
 

I interviewed most of the guys in Whitesnake when the band visited 

Stockholm for the first time on May 7th 1981, and this is the chat I had with 

Jon Lord (I posted the interview I did with David Coverdale quite recently 

on this blog). I had the Deep Purple Freak Society club going at the time and 

I recall that a guy at EMI wanted to be kind to me – this was my first meeting 

with an international band – and when you had guys that had been in the 

mighty Deep Purple in front of you, it opened doors. I certainly realized that 

there was a lot of fun to be had and I do think it changed my life drastically. 

A gentleman from Finland (from a radio station I seem to recall) also asked 

a few questions, I can´t really remember exactly which ones now. Several 

quotes have been lifted from this interview for books and records (“Phoenix 

Rising” comes to mind, they in turn probably nicked it from Dave 

Thompson´s “Smoke On The Water – The Deep Purple Story” book from 

2004 – no credit, which pisses me off). The interview was first printed in 

Deep Purple Magazine issue 23 back in the day. I actually thought that I had 

put it up here on this blog but a fan from Russia got in touch and asked me 

to post it (thanks Rad Losev for letting me know, I hope you will enjoy it!). I 

think this interview is up there with the best, Jon certainly opened up. If 

memory serves me right, I think my old Jon Lord interviews are up on his 

https://trinkelbonker.wordpress.com/


 (v. 2.5) 

 

18 

 

official site as well. But the time has come to post this on Trinkelbonker now 

and I certainly think it deserves to be out there. 

 

T: What do you have to say about the Rod Evans Deep Purple con? 

JL: – Well, I don´t want to swear on the radio. It was a very silly thing to do, an example 

of poor judgment I would say. He was an idiot. He was misled by people that wanted to 

cash in on the name, with no regard to quality. They didn´t care that it could hurt the 

name, the reputation that we spent years in building. We felt very sad about that. Had we 

not fought them according to American law for six month´s they could have recorded as 

Deep Purple, which would have been the worst lie… 

A disaster... 

– Yes, to them it would have been a disaster. 

And to the name… 

– Yes, because people would have bought it thinking that it had something to do with 

music. But enough about that. 

Who says that Whitesnake can not call itself Deep Purple? 

– David Coverdale, Ian Paice and myself. Basically because the last three years… eh, 

well Glenn has left the organisation, and Tommy Bolin is dead. So it makes sense to call 

it something else. We will never use it again either, fancy buying the rights? (laughs). 

Lets go back to the early days. The infighting you went through in Deep Purple. Who 

started all that? Was it Ritchie? 

– Most of the time, yes. Ritchie suddenly decided that he didn´t like Ian Gillan´s voice, 

which was silly, certainly in the light that he has such an obvious talent. Who else could 

have done “Child In Time”? And he suited our way of writing stuff. But in time… 

everything started with a riff… 

So this evolved slowly? 

– Yes, and then came the time when Ritchie started to hide behind his Fuhrer-mask and 

at that point Ian Gillan started to entertain the thought that it was time to move on and do 

something else, which in the end he did. It was so sad. We said “Can´t we take six month´s 

off?”, but Ritchie left anyway. 

That was Ritchie, which happened later. What reason had Gillan for leaving? “Lack of 

progression” was mentioned at the time. 
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– No, no, no… but it was easy for him to say that at the time because people would believe 

him. Progression doesn´t just occour, “Oh God, look how we are progressing!”. It takes 

time and it happens almost undetected. For instance, it is obvious that quite a lot had 

happened between “In Rock” and “Machine Head”. But it was easy to claim and it was a 

time of many problems and opinions, but we lived in each others pockets for quite a while 

so that should be expected. But you also have to have something in common to live that 

life. You are supposed to work together and make things happen on that stage. If you 

can´t do that you have a problem. 

It seems now that Ian Gillan was very upset after the split. He left the music business for 

years after Deep Purple. 

– Ian was a primadonna. On stage he played a primadonna and offstage he was a 

primadonna. And then Ritchie… eh, I don´t want you to think that there was a problem 

between Ian and Ritchie, everybody in the band was involved in this. But Ritchie always 

had a fixed mindset, always with very strong opinions. So he became a primadonna. And 

when we told him that he was in fact part of a group he used to say “So what?”. So to 

avoid friction we used to say “OK” a lot. In the end he became the person that people 

thought was the most important part of Deep Purple, that he somehow personified what 

was Deep Purple. It was a mistake to give him that. But I think he was quite bored with 

rock when Ian left, which happened in Japan in August 1973. But Ian Paice and myself 

tried to perk him up. At that point we had seen Glenn Hughes in Trapeze. He was a 

fantastic singer. Later, when it became known that we were looking for a new singer we 

were swamped with tapes. We tried to listen but we really had a hard time finding 

anything decent. And one day, and I swear that this is true, I picked up a tape and said “If 

this isn´t any good, forget it”, and it was the tape from David Coverdale. 

What kind of music was it on the tape? 

– I´m not sure, it might have been one of his own songs. The song was nothing to 

remember for very long but the voice was exactly what we wanted. I remember that there 

was a horn section and that you could hear people talk. So we made another two albums 

and then it all repeated itself. 

Did you really want to continue when Ritchie left? 

– We were under pressure. The office, the record company, the publishment company. 

And surely there had to be somebody out there in this big world that could fit us well. We 

had always been a hard working band, because that was the way that we wanted it to be. 

When Ritchie left in, eh, 1975, we had been working like that for seven years, which is a 

long time. We were living in California and David had heard Tommy Bolin play and he 

said “He is amazing, unbelievable”. So we asked him to come over for a jam and he said 

“Yeah, I would love to man” and he came over, with colored hair and things in it, and 

with this amazingly beautiful woman with him… and we all said “He´s in the band!” 
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(laughs). She was so amazing, we all said “Can we borrow her for half an hour?” (laughs). 

He played with us and it was great. 

How well did he function in the band? Was it as good as it had been? 

– He could have done if… eh… 

He hadn´t been a junkie? 

– Yes. We didn´t know that he had problems and how could we have known? And that 

was the sad ending of the whole thing. I mean, he was so talented, he could be brilliant. 

Some nights he could stand there below the spotlight and he could be amazing, a 

wonderful run could come from nowhere. He was an active person, young, good looking. 

It could have worked, had it not been for the problem with the arm. 

Did people want Deep Purple to carry on even after that split? 

– Yes, actually they did. But we said “Look, we have given this everything that we can, 

we have given you eight years of sweat and hard work”, and that was it. But we never 

said “Never again”, we just put it to the side. “Let Deep Purple rest for a while”. 

And we keep hearing these rumours… 

– So do we. 

Who is spreading them? 

– I honestly don´t know. Nothing has emerged from this band. I mean, David, Ian and 

myself has even publicly declared that we are not interested in reforming Deep Purple 

and that we don´t want people to think that it comes from us. But maybe a certain guitarist 

that has a habit of wearing funny black hats and lives in Connecticut… maybe the rumours 

are coming from Connecticut? I really don´t want to see a reunion for the wrong reasons. 

The only thing I have heard so far is people saying “Hey, we are going to make a lot of 

money… lots and lots of money”. But I have made enough. I´m not a millionaire, but my 

life is OK. I live a comfortable life and I enjoy myself in Whitesnake. I don´t want to see 

Whitesnake killed off just… and I don´t want to play those songs anymore. It would be 

like taking a step back and that doesn´t interest me. 

What do you think of some of these records that we see now, like “In Concert”? 

– We have no control over that at all. We have tried and Ian Paice did some re-mixing for 

the compilation “Deepest Purple”, but they would have released that anyway. So now we 

say “OK, so you are going to release a new album? Then let us know about it so that we 

can give you our help, a new mix or whatever”. Because it has all been released, there´s 

nothing left in the bag. 
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How about “Last Concert In Japan”? 

– You mean the one with Tommy? 

Yes. Word is he couldn´t even perform that night, and now people can buy that. 

– Money, money, money. We have no control over these songs until, eh, 1987, and then 

it´s “Bye bye Deep Purple”. 

There is talk about releasing some bootlegs now. 

– Yes, and in a way you could say that it is very flattering. It means that we had great 

success and that it meant something. My personal advise to anyone that is going to buy 

one of these titles is, check it out in the store, listen to the quality of the sound, look for 

the source… because it could be a load of crap. Sorry, eh, rubbish! 

How about a few words on Tony Ashton that was involved in your next project? 

– Oh, I love him, he is my favourite. 

What is he up to now? 

– Eh, Tony´s life would make a great movie. A series of disasters. He went broke, which 

was very sad. He never thought that the tax people was for real, thought they were a fairy 

tale, which they are not. And one day he had them at his door. 

When did you first meet him? 

– In 1969, we shared the same management company. I still think that Tony is one of the 

finest performers Britain has ever had. But he had this nervous breakdown, which is why 

we had to stop the Paice Ashton Lord thing. He was just a nervous wreck. He couldn´t 

face the public again. He is writing music and doing advertising work today, and I think 

he is happy doing that. It could all change one day, he has written some music that could 

well be a huge deal when it comes out. 

How was the breakup of PAL? 

– As I said he had lost it by then. We were going to record a second album but then he 

didn´t even work in the studio anymore. Ian Paice and myself paid the bills and it was a 

lot of money. 

Did you want to form a new band after that? 

– PAL finished in 1977 and I didn´t do anything until 1978. 

 

 



 (v. 2.5) 

 

22 

 

How about offers? 

– Sure, but I had a nervous breakdown as well. I sat at home and felt sorry for myself. 

And the longer you do that the harder it is to walk out that door again. I stopped writing, 

playing, listen. It happens to a lot of people. 

So did you view Whitesnake as a chance to rehabilitate yourself? 

– (laughs) I hope not. I have always been a good friend with David, apart from a little 

fight that we had once in a German magazine, which meant nothing. 

You don´t like to write songs? 

– I don´t think of myself as a great rock´n´roll writer. With a guitar you can come up with 

a decent riff in minutes. You can´t do that with keyboards. 

Any projects in the pipeline? 

– I have written music for another solo album. I´m very interested in English music from 

1600-1800. I´ll try to utilise those influences and incorporate them in a more modern way. 

I have no expectations that it will sell, I just hope that it will pay for itself. Cozy Powell 

and Simon Phillips are going to play on it. I was going to use Bonzo from Led Zeppelin 

but of course that is impossible now. The songs will feature different stars and it is all 

written. I don´t know when I will have the time to do it. Which is the same old problem 

that I always used to have. But I didn´t do anything for two years and that was hell. As 

long as my legs will allow it I will continue to tour. It has nothing to do with age, if you 

have the energy and the will it will not be a problem. But you have to convince yourself 

that you really want to go up on that stage and make people happy. To make them sing. 

It has to have some meaning. If you have that self confidence, you´re fine. 

You said in an interview once that playing extended solos bored you. How do you view 

this today? 

– I play a short solo now as well, but not Bach and Tscaikovsky because I don´t think that 

the people want to hear that. 

How about playing something from “Sarabande”? 

– I usually listen to what the bassplayer and the drummer is doing and then anything goes, 

which is a step back to how it used to be in the early days when rock´n´roll was one with 

improvisation. I find that interesting, it´s a challenge. 

Progressive? 

– Not necesserily, but something is going on that keeps you awake (laughs). But 

sometimes everything works out great and that is wonderful. Today, I want to stick to the 

traditional role of a keyboardplayer – and this is not my idea or anybody elses – I just 
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want to roam inside the big picture. And on top of that the drums, the guitars and the bass 

can deliver. It is like a huge orchestra. But I always looked at the keyboards as something 

of a small orchestra. We´ll see tonight if you agree with me. 

What is it like to work with Ian Paice, who surely is the best drummer in rock? 

– I have always said that I have considered myself lucky to work with Ian. You can´t be 

in top shape every night. Maybe the journey have tired you, or maybe you feel a bit ill. 

OK, you may want to appear to be in good spririt, but there are bad nights. You know, up 

with the arm and “Hey, hey”, but you feel bad. But Ian is always so full of energy, “Come 

on, yeah, push, push…”. I have worked with a lot of drummers but nobody has his 

enthusiasm. That´s why I love him. 

Yes, he worked hard even on that final UK tour of England with Deep Purple, when the 

rest of you had given up. 

– Yes, but then we had a drug addict on one side of the stage and an alcoholic on the 

other, and Glenn was pissed out of his mind. 

Is it true that Ritchie wanted you to join Rainbow? 

– Five times. 

And it doesn´t interest you at all? 

– No. 

Would you use him on your album then? 

– Sure, but then he would have to do what I told him to do (laughs). I really don´t want 

to be a background musician, and I wouldn´t even be sure that I had a job because he fires 

people more often than he changes his underwear. You would never know who would be 

in the band, whom you would socialise with. Because it wouldn´t be with Ritchie, you 

never see him. It could be Freddie Mercury. I will never understand why he had to change 

it. Cozy Powell was a great drummer and Graham Bonnet is an amazing singer. I 

considered that band to be a very good one. He should have kept it. I just did some work 

for Graham´s solo album and he told me that the problem with Ritchie was that he kept 

telling him how to sing all the time. 

David Coverdale has said that he thinks that Ritchie may end up being the Frank Sinatra 

of rock´n´roll. 

– (laughs). That´s funny, it could happen. 
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He never changes his style. 

– No, but he changes the band, but not the music. But I don´t want you to think that I have 

anything against Ritchie, that´s not true and I like him. I find him very hard to work with 

but I like him. I also have great respect for his talent, but it hasn´t moved in the last five 

years. He plays pretty much what he played back in 1975 but in my opinion not as good. 

And I think I know why. He doesn´t have to fight anymore. The moment he encounters 

another opinion, he change the band. So the energy might get lost in that situation. He 

just avoids conflict now, like the one he had with me in Deep Purple. I wasn´t about to 

let him have all the spotlight and that resulted in all the duels that we had, which became 

a trademark for Deep Purple. He doesn´t have that now in Rainbow. The only guy that 

used to be like that in Rainbow was Cozy Powell. 

Do you think that Deep Purple still had that energy when Tommy Bolin was in the band? 

– When he could play, yes. But that was like one night out of five. It was a sad period and 

I really don´t like to talk about it very much. 

OK. 

– He destroyed himself and that was a tragedy. But Ritchie annoys me, he doesn´t try 

hard enough. He doesn´t give anybody a chance to inspire him. He always wanted to be 

on top of the world and now it continues. It was sad that he had to leave Deep Purple. 
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Jon Lord Interview (1984) 
Posted: September 7, 2012 (https://trinkelbonker.wordpress.com/) 

 

 

 

 

I met Jon Lord three times in his Whitesnake years (and briefly later on) and 

made three interviews, one of which (this one), was really just a chat in a 

restaurant. This was right before he left Whitesnake for Deep Purple and he 

knew that I had published a Deep Purple fanzine in Sweden. Not only did he 

buy a beer, but he hinted that the Purps were about to meet… This 

conversation took place at Grand Hotel, Stockholm, April 14 1984. Enjoy. 
 

JL – I am so tired, I have hardly slept at all since we arrived in Sweden. I will have 

to steal an hour or so before the show tonight. 

T: It was sad to hear that Mel Galley had broken an arm. 

– Yes, that is the sort of thing that give you an ulcer. Two weeks from now our most 

important tour of the States begins and Mel can´t be there. Right now we don´t 

know how to deal with this but if it works out fine with John Sykes here it should 

work out in America as well. But it is all quite nerve wracking. 

The american market is the only one left to conquer. Is David ready to work as hard 

as it takes to crack it over there as well? 

– David might well be but then he would have to do it without me. That is how 

Deep Purple conquered America, loads of concerts all the time. And it finished us 

as well. I hope that Whitesnake cracks America but I don´t intend to kill myself to 

make that happen. But what happens over there now is very important for the future 

of Whitesnake. 

https://trinkelbonker.wordpress.com/
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I know that you hate this question but what about Deep Purple? I spoke with Ian 

Gillan a few months ago and he claimed that it was close to happening in january 

last year. 

– I am disappointed that he said that because I have never said yes, and neither has 

Ian Paice. It seems to me that Ritchie Blackmore, Roger Glover and Ian Gillan wants 

to get Deep Purple back together again, but I still have to say yes. But we will have 

a chat about this soon. 

What is your opinion about Chris Charlesworth Deep Purple biography, are you 

happy about how the band is portrayed in this book? 

– As happy as I can be, but naturally everything that happened was not revealed 

even now. If we talked about everything that occured girlfriends and others could 

get hurt. You know, there is a lot of stuff going on in a band that people never see. 

It seems like Ian Paice was basically fired from Whitesnake… 

– Yes, but he had himself to blame. He became a little lazy when we recorded 

“Saints An´Sinners” and David took notice. Ian Paice is a better drummer than Cozy 

Powell, but Cozy is probably better suited for Whitesnake now. 

Do you keep in touch? 

– Sure. We will always be the best of friends. My wife Wicky is his wifes Jackys 

sister. They are twins, I think I have just discovered how to tell them apart(laughs). 

I talked with him just three days ago. 

You didn´t write anything for the new Whitesnake album “Slide It In”, why is that? 

– I´m really not that good at writing stuff that suits Whitesnake and since David is 

good at it I just forget about that. I have been busy working on music for a couple 

of movies and a tv-series. And I am thinking about making a followup to “Before I 

Forget”, my last record. 

If you excuse my candidness, I feel that Whitesnake is still a better live band than 

studio band. Any plans for a new live album? 

– So far we have still to achieve in the studio what we can in a live situation, that 

is true. There is talk about a new live album but then you know how the situation 

is at the moment. Maybe later. 
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An interview with Jon Lord,  extract from "www.thehighwaystar.com” 

 

JON LORD: "There's something to me beyond 

just being Deep Purple's keyboard player." 

by Robert L. Doerschuk 

 

After 25 years pounding out progressive metal, he still wrestles a mean 

Hammond while trading licks with Ritchie Blackmore. Duke Ellington may 

have written "Moon Indigo", but these guys invented Purple. 

 

Keyboards: You were somewhat pessimistic about the state of rock keyboard playing in 

our previous interview. Have you changed your opinion? 

Jon Lord: Not really. I see the green shoots of spring as it were, in the music business. 

Something good is happening. There's certainly a parallel with the early '70s, with the 

Seattle bands and so on. In England, there seems to be an outpouring of young musicians 

who are actually willing to go out and play in front of audiences instead of saying "Get 

me to a studio. Make me a star." I don't know how big an outpouring this is or whether 

it's actually going to turn the corner and lead us to those halcyon days again. But it 

certainly feels a lot better than it did a couple of years ago. To be honest, though, I don't 

see that many keyboard players. 

K: Don't you feel that techno is, in a sense, a kind of electronic punk? 

JL: That's right. But you can't go home again. Once you have a revolution of the kind that 

we had in the '70s with punk, it's forever changed. You can only hope that humanity will 

be able to use the technology, rather than vice-versa. You'll want to see man playing the 

machine rather than machines playing the man. I was almost sucked into that myself, 

because you see all these amazing things being done and you gravitate toward them. 

K: The new Deep Purple album suggests that you're still devoted to real-time playing. 

JL: Oh yeah. We went to a place with no distractions, to Bearsville in Woodstock, New 

York. Albert Grossman built that place; it's where (the Band's) Music from Big Pink was 

recorded. Garth Hudson's Lowrey is still in one corner, and his Bsendorfer in another 

corner. It's this huge room, redolent with rock history, maybe 150 feet long, 30 feet tall, 

and 60 feet wide. We set up in the middle of this huge room in a circle, all facing each 

other, close together. Ritchie sat right next to me. And we played live, as much as we 

could. In that sort of configuration, there was very little room for using the new 

technology. Ritchie used some synthesized guitar; he plays through a straight Marshall, 
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with a Roland synthesizer through another stack, then they mix them together to get that 

big sound. On the backing tracks for a couple of songs, I used the Clavinet sound from a 

Korg Wavestation MIDIled in with the old Clavinet sound from the (Yamaha) DX7, and 

mixed that in with the organ. 

K: Aren't there better clav sounds around than the one in the DX7? 

JL: Yes, but strangely enough, it works well in this combination. I've still got a DX7, and 

there are a couple of sounds in there that I still haven't heard anywhere else. So I keep the 

thing for just those two sounds. There's one sound that I've got available at nearly all 

times: No. 16. It's like a "wow" Clavinet, with a nice growl. It mixes with just about 

everything I've got, including the low organ; it adds a slight definition to the low manual 

of the Hammond. I was using the DX7 as my MIDI controller for a while too. 

K: What controller did you use on the album? 

JL: The Hammond Suzuki XB-2, so I could get a combination of organ and clav sound. I 

quite like the XB-2, although it's not a real Hammond by any stretch of the imagination. 

It's rather good little instrument, but I'm still aware of the lack of a mechanical feel. A 

proper Hammond is a combination of electronics and mechanics. 

K: So is the organ on this album all XB-2? 

JL: No, it's not, just on a couple of tracks but i don't use my (Hammond) C-3 either. I used 

a (Hammond) B-3 that we found in the studio - it's probably Garth's - and one small 

Leslie, which we cranked up to get that nice growly sound. 

K: The XB-2 came in only when you wanted to MIDI with something else? 

JL: Yes. The idea with the backing tracks was to do as little overdubbing as possible, just 

for the fidelity of the exercise. The feeling was, if we could just get the four of us sounding 

(snaps fingers) like that without overdubs, then the better the end product is surely going 

to be. Mistaken or not, that was our opinion. Also, I found that the extremely distorted 

sound of the XB-2, which I got by pushing the distortion wheel way up, mixed with the 

Real Hammond coming through the Leslie, was quite interesting. I did that on a couple 

of tracks. So I'm taking the XB-2 on the road. I'm keeping it on top of the organ as my 

controller keyboard. That way, if my C-3 does go down at any point, I can still sound like 

an organist for the rest of the set. 

K: Then why not just leave the C-3 at home? 

JL: Because I'm used to standing behind a piece of furniture. It's a psychological thing. I 

am a Hammond player, and I'm used to standing behind a big Hammond. I'd feel a little 

strange, at least in the Purple context, standing behind an XB-2, no matter how you 

configure it. There's a very strong physical relationship between me and the Hammond. I 

like to get that Hammond under my knee, and I can't imagine myself really rocking 

anything like an XB-2 (laughs). 
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K: Your roadies would probably appreciate it if you had a fake C-3 frame made for the 

XB-2. 

JL: One of them has already suggested that (laughs)! I said, "In your dreams, pal." 

K: What else are you taking on the road? 

JL: My organ has the XB-2 on top, and all the MIDI stuff is offstage: the (Korg) M1R, 

the (E-mu) Emulator, and the (Korg) Wavestation. 

K: Your previous album, Slaves and Masters, was released in 1990. What led the group 

to come back together again after that? 

JL: Toward the end of the '80s, we released House of Blue Light, which we actually 

thought was a good Deep Purple album, but it didn't get too much critical success. At the 

same time, we had a bit of a run-in with our record company - we've got a different label 

now. We didn't feel the album was very well serviced, so we were a little bit down about 

everything. Then somebody stepped on the self-destruct button, and we decided to change 

singers. That was, if I can coin a phrase, a fucking stupid and idiotic thing to do. I don't 

know why we did it, but we did. So Joe Lynn Turner ended in the band, and we made an 

album that had very little to do with the Deep Purple that most of us wanted. This is not 

an anti-Joe schtick. He tried very hard, but he couldn't be the singer we wanted him to be, 

and we couldn't be the band he wanted us to be. He wanted Deep Purple to be radio-

friendly, Jon Bon Jovi-sh. Nothing against Jon Bon Jovi either, but that's not what we are. 

So we did a world tour, and Joe did very well. But we came out that in the fall of 1991 

with a rather large feeling of dissatisfaction. When we started writing again, in November 

and December of '91 down in Florida, it was apparent that what Ritchie was coming up 

with and we were molding was like one thing, and what Joe was trying to sing on top of 

it was massively inappropriate - words like "tell it to my heart", which is a fair enough 

emotion but it didn't fit the likes of (imitates chugging Deep Purple rhythm: "ganga, 

ganga, ganga"). There was a dichotomy there. So when we got into the studio early in the 

summer of '92, we decided that we had to ask Ian (Gillian) if he would be gracious enough 

to come back. God bless him, he did. And here we are. 

K: The organ has a lot to do with the immediate identification of Deep Purple's sound. 

What is the key to the Jon Lord sound on the organ? 

JL: I've been told this over the years, and it's constantly surprising and flattering, because 

I don't really know what I do that differently. To try to examine it in one way, I was a 

pianist until sometime in the '60s that...well, I didn't really have an epiphany or anything. 

I didn't have a vision on the road to Damascus. But I was dissatisfied with what was 

coming out when I played. I didn't want to sound like Georgie Fame or Zoot Money, and 

I didn't want to sound like a rock version of Jimmy Smith, although he was an immense 

influence on me. I was thinking of ways around this, and I started to bring in a bit of 

classical music. And I discovered that if you leaned on the keyboard and played with the 

drawbars, interesting things happened. I always put the drawbars roughly the same way. 
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K: You've got the bottom four drawbars out... 

JL: ...but with the second one, for some reason, only out to 2. Then it kind of steps down, 

and the top two are halfway out. Also, a massively important part of organ technique 

involves how you use the swell pedal. It's no good to just put the pedal to the metal. I use 

it to highlight. 

K: That's quite apparent on the new album. There are places where you fade up into the 

mix. 

JL: Yeah, and I've got a bad back to prove it. For 25 years I've been standing on one leg 

onstage. The pedal is very underused. People don't seem to be aware of how important it 

is. It's not a volume pedal; it's an expression pedal. Really, it's the only way you have of 

controlling expression on an organ. 

Another thing is, from '68 onwards, I spent two or three years really working with Ritchie 

to find the best way to make our sounds work together. He and I started the band, and 

what we very much wanted was this synthesis of organ and guitar - a gorgon (laughs). I 

arrived there roughly about the time of "Deep Purple in Rock"; that's when I began to feel 

that I was learning how to integrate into what Ritchie does. I like to think that you often 

can't tell which of us is playing what. 

K: When either of you solos, the other one falls into a traditional accompaniment role. 

But when you're playing together in the ensemble, your parts do mesh. 

JL: Interestingly enough, it's become almost second nature now when we're rehearsing or 

writing. I've got a sort of hand-to-hand style, kind of rocking from one hand to the other, 

which I can almost describe as Stevie Wonder's Clavinet technique. It's just seemed to 

have arisen from attempting to make the effect as amorphous as possible, to make this 

gorgon. That's what Ritchie and I were searching for in those early years. 

K: Are you talking about having one hand on the lower manual and one on the upper? 

JL: Yes, that's one effect. Also, when it's riffing time, I'll go to the bottom manual and 

use just the first four drawbars all the way out. 

K: Riffing? 

JL: Riffing inside Ritchie. I'll get this woody sort of sound, but with the amps and Leslies 

way up. That's how I get the edge, rather than from using the top drawbars to cut through. 

K: It also seems that you have a favorite vibrato setting. 

JL: Yes. It's C1, the only one I ever use. 

K: For a long period, you didn't play through Leslies at all. 

JL: That's right. "In Rock" has no Leslies. 
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K: Clearly, there's Leslie on the new album. But it's definitely underplayed. And on 

several cuts, it sound totally dead. 

JL: Very perceptive! Yeah, I do that a couple of times. 

K: What in that sounds appeals to you? 

JL: It's less forgiving. Therefore, it holds your attention just a little bit more. Then there's 

that wonderful release when you put it onto "slow". You get that lovely initial swirl. 

Booker T. used it to great effect. 

K: By calling the dead sound "less forgiving”, you're acknowledging that there's a 

temptation to just rely on the sound itself. 

JL: It's a very easy thing to do. In fact, that's why I went to straight speakers in the late 

'60s and early '70s. I needed a lesson. For all that time that I had just the straight speakers, 

it was very unforgiving, because every mistake shows up. Of course, that only helped me 

improve my technique. But after a while I really started missing the Leslies, so I began 

using a combination of the two - straight speakers and Leslies, as I do now. 

K: By playing most of the time in the organ's lower or middle range, are you deliberately 

obscuring the voicings? 

JL:  Exactly. I hate bright primary colors in Purple's music. There aren't many of the from 

me; it's a darker side. 

K: Yet often your solos begin on a very high, bright note. 

JL: That's my burst of sunlight. I know I do that a lot; sometimes I have to stop myself. 

It's a device, but it's a good one. If nothing else, it grabs people's attention. 

K: But it also contrasts with that low register Purple chordal style. 

JL: Absolutely. But this way of playing also came early on, when I tried to play exactly 

what Ritchie was playing. That really caused me some problems, but they were great ones 

to solve. For example, there's an old track "Hard Road", where Ritchie came up with the 

main riff. It's much harder on the piano, because the guitarist can do hammer-ons. There's 

a lot of that kind of stuff on things of his which I have to copy, especially on the faster 

stuff. 

K: Throughout the new album, you stick to the idea of playing suspensions. But every 

now and then you do throw in a third, and the effect can be dramatic. In "The Battle Rages 

On", you seem to be playing triads on the verse. 

JL: Yeah, with the third on top. 

K: But then you went to fifths right before the guitar solo as a kind of textural contrast. 
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JL: Ritchie was playing up the neck, and I was doing the same rhythm on the organ. Once 

again, that was a very guitary thing to do, and I was trying to get the organ to complement 

it. 

K: This form does restrict you to a certain harmonic range. Do you ever do thicker 

voicings? 

JL: I do use them, but it's very rare in Purple. I just did a tune called "For A Friend" in 

memory of a lovely lady; a singer, who died. I'm very pleased with it; it's got some nice 

chord changes in it. You know, some of my music does have an emotional side. 

K: That's one of the problems when the public perceives you mainly as a member of some 

established band: You get musically pigeonholed. 

JL: Absolutely. And the problem is going to arise again. I've had a solo album inside me 

for about the past 11 years. It's written, it's done. I've got so much I want to say. But I 

know what could happen, so I'm having talks with my manager at the moment on how we 

can keep it from becoming "the solo album from Deep Purple's keyboard player." Because 

it's not going to be anything like any Deep Purple fans would expect. I have to seriously 

address this problem of how to get across to people that there is something to me beyond 

just being Deep Purple's keyboard player. I'm not ungrateful for that, but I do have another 

musical life inside me. 

K: If Purple fans buy your album because of you identification with the band... 

JL:  ..they might be disappointed. I know that we'll be taking a rest in '94 and trying to 

decide what to do with the rest of our lives - whether it's Purple or what. That's when I 

want to do it. I feel like a woman who's gone past the nine months: "I have to get rid of 

this thing." 

K: Does your solo music feature a wider harmonic vocabulary than the work you do with 

Purple? 

JL: Well, one of my great influences as a writer outside of Deep Purple is the great 

nineteenth-century and early twentieth-century English composers - Elgar, Vaughn 

Williams, Holst, and so on. But those same sorts of modal chords are in "The Battle Rages 

On" as well. 

K: During the crescendo passage in "The Battle Rages On," you resisted the temptation 

to kick the Leslie into high gear. 

JL: I wanted to retain the intensity. When we were recording that, we were pretty sure of 

what the words were going to be. Roger had written most of them before Ian had come 

back. It's a very desolate song: it doesn't actually hold out much hope. The singer isn't 

saying that he wants to kill everyone; that's what the leaders of these countries are saying. 

So we've got these chords leading up to this clash. I didn't want to spoil the build-up with 

a bunch of Leslie vibrato. 
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K: Were you on the next cut, "Lick It Up," at all? 

JL: The Clavinet sound is all there is in there. 

K: The chords on the chorus sound like a typical George Harrison part. 

JL: Well, he's a mate, and I only steal from my friends (laughs). But when I first heard 

the mix on that song, I couldn't really hear what I'm doing. So they sent me a version with 

the Clavinet out, and it was night and day. So I really achieved my goal of mixing in with 

Ritchie - maybe too well. You can't hear the keyboards, but if you take 'em out, you really 

notice that they're gone. 

K: Do you work out notated parts with Ritchie? 

JL: Sometimes. He doesn't write notation - no reason why he should - so he'll say, "What's 

this? Can you write this down so I don't forget it?" I'll notate it, and sometimes I'll find 

myself having to teach it back to him (laughs). I can score pretty quickly; it doesn't take 

me more than a couple of minutes. I often write down little bits and pieces that Ritchie 

plays without him even knowing, because I know he'll forget them. 

K: The beginning of "Anya" was very evocative. What sound were you using there? 

JL: It's a sample of cimbalom. There's a sound on the Wavestation called "Clavichord," 

which MIDIled very nicely to a sound on the (E- mu) Proteus to give that slightly out-of-

tune effect of a string being hit with a hammer. I wanted to prostate the riff as if it had 

been played quietly on a cimbalom, to get the effect of a Middle European caf, although 

Ritchie goes to Spain on his Martin six- string (laughs). But that's all right. 

K: From there, the song kicks into a typical Deep Purple groove, which sort of 

overwhelms the mood you and Ritchie had just established. So what was the purpose of 

the intro? 

JL: The intention was to lure you in and to set up a mood more for the lyrics than for the 

music. The lyrics are about freedom. Anya is not a woman; she's a symbol of freedom as 

it happened in central Europe a couple of years ago. On the "Slaves and Masters" tour in 

'91, we were one of the first bands in there after the Wall had come down. It was most 

affecting. 

K: How does Deep Purple feel different these days than it did five or ten or twenty years 

ago? 

JL: Good question. The most obvious difference is that Ian (Paice, drummer) is more 

careful than he used to be. He doesn't take quite as many chances as he used to. Ian took 

more chances than any drummer I ever knew on those early '70s albums. Then, sometime 

in the '80s, he got very concerned wit keeping a steady tempo. He began playing with 

clicks and so on. I think that took a little bit of the verve out of his playing. I mean, if you 

do a two-bar fill, who cares if you come out just a bit ahead? That's what this kind of 

music is all about: pushing forward. Most rock songs get faster at the end than they were 
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at the beginning; it's a natural momentum. In this kind of music, there's no major plus to 

keeping exactly in time. As for Roger (Glover), he has always said: " I'm not a great bass 

player but I'm a thinking musician." He works really hard on what he plays and thinks 

very hard about the parts. The major change I've noticed in the last few years is that Roger 

will often go in and do hiss bass line again. He'll play the backing track with as much fire 

as he can to help ignite it. Then you'll find him back in the studio late at night, smoothing 

things out. 

K: What about Ritchie? His career spans periods of dramatic evolution in the art of rock 

guitar performance. Has he absorbed or responded to many of these changes? 

JL:  Not really. Blackmore is very self-contained. Since about '85, he's been very taken 

with what he can do on guitar synthesizer. He practices as much as any musician I've ever 

met. But he's sometimes quite dismissive of other ideas. He has some sort of tunnel vision 

when it comes to playing. You have to understand, though, that a lot of the big guitarists 

of, say, the past 20 years came from a blues tradition. Ritchie never went the blues route 

at all. The only musician who ever heavily influenced him and had anything to do with 

blues at all was Jimi Hendrix, and that's a very different way of looking at the blues. 

Ritchie came from British rock of the early '60s, without that R&B influence that crept in 

later on. 

K: He certainly can play the blues. 

JL: Oh, yeah, when he wants to. But he'd never admit is as a major influence. We've got 

reels and reels of us jamming, with some glorious guitar playing. I'd love the public to 

hear that, but he won't let that happen. 

K: In listening to the new album, I imagined the band as if it had come along ten or fifteen 

years later than it did, with you brought up in the synthesizer era rather than as an organist. 

On all of these songs, synthesizer parts would certainly work. Is there ever a time that 

you think about making that kind of a shift in direction, even if on just a couple of cuts? 

JL: I've made a couple of attempts to do very synthesizerish things, but it always felt 

uneasy. I have a setup now that seems to complement the band just so, and I'm loathe to 

rock that particular boat. I have my Emulator II, the hard-drive one, with various sounds 

that I incorporate. I find the sounds in my two Korgs - the M1R and the Wavestation - 

very useful for moments. So I'm pretty set. Outside of the band, I'm probably a much 

more wide-ranging player. The Deep Purple side of my life is very defined in terms of 

style and equipment. Although we are quite a wide-ranging band within our parameters, 

it has rather defined me in a certain way. Not that I'm not proud of it, but I do feel a certain 

constraint. 

K: And these constraints would be eliminated on your solo album. 

JL: I would be able to wander more, hopefully without losing touch with the center or the 

base of some kind. As I get older, I'm playing more piano. I play a lot of piano at home. 
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K: What kind of piano do you have? 

JL: A very beautiful 7'6" Grotrian Steinweg. It's not a rock and roll piano, but it's great 

for playing classical music. I find that I'm going back to my old sheet music and buying 

sonatas. I used to be able to play the "Pathetique" fairly well, A to Z. I'm afraid I've 

disappointed myself, because I can't play it as well as I could 30 years ago. 

K: Of course, you're probably playing "Hard Road" better than you were 30 years ago. 

JL: Yeah. There are compensations (laughs). 

K: The point is that Deep Purple sounds like a completely contemporary band except in 

the keyboard department, given your preference for Hammond over synths. 

JL: I know exactly what you're saying. Its actually fascinating to hear this from somebody 

else, because I've been very aware of this. However, the only reason that doesn't worry 

me is that it does give us an unique sound - a sound that we're pretty much stuck by over 

the years. It's what we believe in. Just to take one point of issue, there is one track on the 

album that has heavy synthesizer effect, and that's "Anya" - the trumpet riff that I do with 

Ritchie. And if you listen carefully to the end of "The Battle Rages On", as it builds up 

twice, the battlefield trumpets added a nice touch. To me, synthesizers have never been 

means to an end. They are embroidery - very useful tools to use for halos around various 

sounds. 

K: Is that because of what they are or because of how they've been used? Chick Corea, 

for example, would use his monophonic synth as a prominent lead voice on his old Return 

to Forever albums. 

JL: Oh, sure. And Zawinul as well. So it's really me, not just the synthesizers themselves. 

I'm kind of a technophobe. I find it very difficult to teach myself technological things. I 

don't flind my head back and say, "I don't need to know anything because I'm an artist." 

It's just that I'm bloody useless. Hands-on, I'm okay. If somebody shows me how 

something works, I can pick up on it. But I'll very rarely take it any further. I'll experiment 

quietly with a machine, and once I've found a few things that I like, I'll tend to stick there. 

It's kind of a technical laziness. Really, it goes back to the fact that I was originally a 

pianist who became an organist, and I'm happy with those kinds of keyboards. 

K: What are the differences in how you'll play, say, a blues solo on organ and piano? 

JL: I would play a solo on the piano totally differently from the way I would on an organ. 

My technique on the organ is radically different because the lighter keyboard makes it 

easier to do smears. I'm quite traditional in choice of notes, although thirds on an organ 

don't really work, unless you want a particularly sweet effect. On organ, one of my 

favorite devices is to build runs based on stacked fourths. That happens quite a bit in my 

solos onstage. 

K: That's a nice way to kick off a solo. 
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JL: We all have these little kick-starts, don't we? And we can use them in middle of our 

solos when we run out of steam. Of course, on an organ, you can just hold down one high 

note and give it some Leslie. Another ting that's very helpful about the organ is that most 

of the things we do in rock and roll are in E, G, A, B, or D. Now, the top note of the organ 

is C, so if we're in, for example, E minor, just smearing to the top gets you a rather nice 

effect. Instead of starting the solo on an A, you start on the C, which is the minor sixth; 

that puts you into a state of mind where you can go just about anywhere. 

K: Sometimes you might deliberately start a solo half a step down from the key of the 

tune as well. 

JL: That's right. On "Hard Loving Man" from In Rock, where the guitar is doing this 

galloping kind of rhythm, and I play a solo that goes just about anywhere but in the chord 

that Ritchie's playing. You want to do whatever you can to slightly pervert that rather 

jolly German beer-barrel rock you might end up doing. 

K: What's your best solo on record? 

JL: I'm very proud of "Hard Loving Man". The solo on "Lazy", from Made in Japan, was 

also really inspired. I was off somewhere quite special. 

K: Have you ever punched in notes on solos? 

JL: Maybe once I had a great solo on a first take, but there was an awful clinger in the 

middle, and I took it out. But I think that's legitimate. I was so happy with the solo, and I 

knew I couldn't do it again. If I can, I much prefer to take first or second take because it 

has more heart in it, although there may be fewer mistakes in later takes. Sometimes, if I 

take the first two or three takes, and the first one has a great beginning and the second one 

has a great ending, I'll try to marry them. It doesn't often work, but sometimes you can 

make it work. Solos on albums nowadays tend to be shorter than they used to be. Funnily 

enough, the longer ones are easier, because you have time enough to build. Now you've 

got eight bars, or 16 if you're lucky. 

K: But you can stretch in concerts. 

JL: Oh, yeah. Also, there's the old rule: If you play a wrong note, play it again immediately 

(laughs). 

K: Are you surprised that you're still doing this for a living after all these years? 

JL: Constantly. I wake up some mornings thinking about that: "What the **** are you 

doing? When are you going to get a real job? Or buy a small farm?" The weird thing about 

it, though, is that it seems so short. As much as any other reason, I think that's why I 

haven't changed. I mean, I love it. I really do. I'm reasonably good at it. And I can't really 

do anything else! I don't actually have that many other talents that I can parlay into a 

career. So, in a way, I've painted myself into a corner. But it's a corner I'm happy to be in. 
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25 Years of Deep Purple The Battle 
Rages On… 

 

Interview with Jon Lord  
 

from “KEYBOARDS Magazine”, fev.1994. 

 
 

‘Impossible, that can’t be him’, is the first thing that comes up in the 
Keyboard reporter’s mind as he sees the man who lightly strides towards 
him and reaches out his hand to greet him. "Nice to see you, I’m Jon Lord." 
So it *is* him...? 
 

But where are the flying mane, the dark sunglasses, the leather jacket and 
the waistline that had curved more and more happily these last years. The 
oldish gentleman, with his jogger-look, his slight keep-fit figure and the grey 
hair, tightly bound in a ponytail very obviously enjoys the reporter’s 
astonishment and the unuttered question concerning the miraculously 
changed outer appearance, that doesn’t even fit in the image which the 
latest press photographs from the House of Deep Purple give him. "Well, 
I’ve given up on drinking, play a little sport, and it makes me feel good..." 
 

It wasn’t going to be the only surprise the reporter got that day, since during 
the meeting hardly anything remained of the image, displayed towards the 
public, of the virtuoso organ player, whose name has been named in the 
same breath for the last 25 years when the name Deep Purple comes up - 
especially in their legendary line-up (with singer Ian Gillan, guitarist Ritchie 
Blackmore, bassist Roger Glover and drummer Ian Paice), to which the rock 
world owes Hard Rock albums like "In Rock, "Made in Japan" and “Perfect 
Strangers”, albums that pushed back frontiers. 
 

The Deep Purple "Mark II" concert, which will be held the same night in the 
Grugahalle in Essen (4-10-1993), also amazes: no trace is left of the listless 
impression the five-piece made to old and to new fans during many 
performances in the eighties. Purple ‘93 plays its triumphs - classics like 
"Speed King", "Child In Time", "Knocking At Your Back Door" and the 
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absolutely necessary encore "Smoke On The Water" - with absolute 
authority. 
 

Something that was to be expected, since the traditional adversary of 
Purple diva Blackmore, despite his hair turning white, looked young again 
this afternoon before the sold-out Gruga concert, as if he had only been 
eating nutritious vegetables for the last months. And the grim expression 
and Jon’s frontal confronting poses on record sleeves and promo shots have 
obviously disappeared, too. 
 

Who is presenting himself here is a gentleman, with a good attitude and 
perfectly shaped British manners, who is very clearly embarrassed by the 
fact that his knowledge of German is letting him down at the moment, since 
he reacts to the coffee and the still mineral water, presented on a silver 
plate: "Is it ‘das Kaffee’ or ‘der Kaffee’?" This resulted in a conversation 
about German, English and French cases whilst the reporter tried to change 
the subject to the one that was the reason for the conversation: 25 years of 
Deep Purple, the new album “The Battle Rages On”, and the anniversary 
tour. 
 

But it’s not that easy to stop the glowing talker, Jon Lord. One admiring look 
through the window of the old hotel Hugenpoet, situated in the picturesque 
suburb of Kettwig, and he has found another reason to continue the 
conversation: “Isn’t that a wonderful place? All this green out there. The 
moats... This is the second time we’re staying here and the first time I have 
immediately asked for information - the house was built in the 13th 
century, was the property of a wealthy family in the Middle Ages. They’ve 
done a great job restoring it. I believe that even the stables are still there. 
It looks a bit like ancient England”. But you yourself live on the island of 
Mallorca nowadays. “Yes, that’s a nice place also, although I have to admit 
that I sometimes long for the English rain. Luckily, Ian Paice does not live far 
from me. When I’d like to hear some English sounds... Is this part of the 
interview already?”. Yes, the tape is running. 

 

KEYBOARDS: Mr. Lord... 

 
LORD: Call me Jon. We are about the same age, aren’t 
we? How old are you?  
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KEYBOARDS: Just turned 40. 

LORD: (laughs) You lucky bastard. I’ve passed 50 (points at his grey hair). 
But you have some grey hairs yourself, too, as I can see. That’s a comfort. 
 

KEYBOARDS: Talking about old age, I have to confess that one can’t hear 
this from your new album. The band still sounds as fresh as it did 20 years 
ago. 
 

LORD: Thanks for the compliment. But, to be honest, it would be better to 
say that the band has got the same power *back*. We’ve had some bad 
times and made some shitty albums. Luckily these were few. 
 

KEYBOARDS: Since you’ve repeatedly succeeded in kindling that old fire. 
 

LORD: Yes, it’s really funny, because always when we ourselves start to 
believe that Deep Purple has finally died, something happens, which makes 
us realize that time has not come yet. I think there’s two reasons for the 
fact that Deep Purple still exists. One has to do with our history, the other 
with recent happenings. 
 

The historic reason is one that I have recently tried to explain to our fan club 
(DPAS, P.O. box 254, Sheffield), since they asked me the same question last 
years. My answer was: ‘No matter what the result would be like, we have 
never gone into the studio with the intention to make a bad album.’ 
 

KEYBOARDS: No band would want to do that. 
 

LORD: True, but I can only speak for this band. And with us it was surely the 
case that we have had high hopes and expectations for every album we 
made. We always wanted to be as good as never before. 
 

KEYBOARDS: And, if possible, as good as you’ll never be again. 
 

LORD: (laughs) I know what you mean: since we can never be sure that 
there’ll be another Deep Purple album? Right, I mean, we ourselves know 
best, that the band has been working in situations in which we’d ask who’d 
leave this time, for the umpteenth time. (laughs) That’s the reason why we 
have made every album, aware of the fact that it could be our last. We’d 
never want people to say: ‘What a lousy album. They should have thrown 
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in the towel ten years ago.’ We’d reached this point a few times, but that’s 
the way it is; sometimes the fire is there, sometimes it is not. You can’t just 
go into a store and buy something to light it, like: ‘Oh sorry, do you happen 
to have a Deep Purple lighter on offer?’ (laughs).  

 

But when you look back, I think you could find that we haven’t recorded 
many albums in all those years for which we should be ashamed. When I 
think about the highs and lows we’ve gone through, I myself am amazed 
how few there are. "Slaves And Masters" is undoubtedly an album which 
should never never have been labeled as Deep Purple; and this thing from 
73, "Who Do We Think We Are", surely wasn’t one of our best moments. 
 

KEYBOARDS: "Who Do We Think We Are" did include one of your biggest 
hits, "Woman From Tokyo". 
 

LORD: Yes, but that doesn’t necessarily mean that the band was satisfied 
with the album. For we wanted to make music that we could be proud of, 
and some of our best songs weren’t hit singles, they were album tracks. 
 

KEYBOARDS: Pieces like "The Mule" (on "Fireball", 1971)? 
 

LORD: I’m glad that you mention this song, since it is still one of my 
favorites. Although it was in fact too psychedelic for Deep Purple - and 
surely no single! But whether a song is good or not does not depend on 
whether it fits on a single or not. Some songs are really rare - they do what 
they please. "Smoke On The Water" for example is a song that has grown 
way too big over the years for the band to be able to control it. To some 
extend it has even turned around: the song controls the band. 
 

KEYBOARDS: Because the audience is waiting for you to play it at every 
concert? 
 

LORD: They would lynch us if we didn’t play it! 
 

KEYBOARDS: Doesn’t it bother you that you have to keep playing pieces like 
"Smoke..." or "Child In Time"? 

 

LORD: No. First of all the audience has the right to hear their favorite song.  
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KEYBOARDS: Ritchie (Blackmore) seems to think differently. 

 

LORD: (laughs) Well, Ritchie is one of a kind. You never know how he will 
respond. Sometimes he just leaves the stage and ten horses couldn’t pull 
him back on. But my personal opinion is that the people who have bought 
a ticket should get their money’s worth. For many who come to see us it is 
the first Deep Purple concert of their lives and they would probably be very 
disappointed if we didn’t play "Smoke on the Water" for them. That’s the 
first reason why I think we should simply play the song. The second reason 
is that "Smoke..." is a great song and I still enjoy playing it. As long as the 
people want to hear it, it’s okay. I have no problem with that. The only 
problem I have, being a musician, is when we have recorded an album 
which, we later realize, is not what we were initially after. "Who Do We 
Think We Are" is an example of this. Not that the musical ideas were bad, 
but as an album it was no revelation. It was an honest album though, since 
everybody could hear we had huge personal problems. 

 

KEYBOARDS: Ritchie versus the rest of the band? 

 

LORD: That’s what everybody thinks since Ritchie has this image. The 
problem however was the entire band. At that time, everything simply fell 
apart and one can notice this listening to the album. We were in desperate 
need of a holiday, but we weren’t given the chance. Our management sent 
us on yet another tour and another one and another and another, and now 
everybody knows what came out of this.  

 

But to come back to your question: the first reason that Deep Purple always 
made new starts is that we always said to ourselves: “Let’s prove ourselves 
to the people once again and make another really good album!” For 
example, with "The Battle Rages On..." we wanted to show that we can 
deliver better things than "Slaves and Masters", which was really not a Deep 
Purple album at all. It carried the name, but the sleeve was deceiving. 
 

KEYBOARDS: Since it wasn’t Hard Rock, but pop. 
 

LORD: Indeed. I myself was against Joe Lynn Turner from the beginning on. 
He just wasn’t the singer I imagined. If s funny because in fact none of us 
wanted him, but he was the only one that was left. The guy we actually 
wanted, if we *had* to work with a replacement for Gillan, was the singer 
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of Survivor (Jimi Jamison), a very nice, very quiet and very pleasant guy. He 
was an enormous Deep Purple fan and he would happily have taken over 
the job. But at the time he was afraid of his managers. They were Italo-
Americans; that says enough (laughs). 
 

KEYBOARDS: You mean, they have connections with the Mafia? 
 

LORD: Yes, they have connections with a certain "family". (laughs) They 
didn’t want him to leave the band and he didn’t dare to get into a fight with 
them. After a long period, during which we though he’d accept the job, he 
turned it down. We were very disappointed and had to do auditions. 
 

There actually were a few good singers, but they were too young for us. I 
mean, Deep Purple isn’t a young band anymore, but one with a long history 
and very complicated personal relationships. I think that every young 
musician would automatically be in a very weak position with us; he would 
be intimidated by the strong egos, who play a very big role for us. The 
feeling in the band would suffer from this shyness, especially on stage, 
where we really battle. 
 

So, one of us said: Why not try it with Joe Lynn Turner? And the others said: 
Not Joe again! I mean, he once was in Rainbow, then wasn’t and then was 
- he was a kind of a "rent-a-singer"! But Joe agreed with the audition, 
something which surprised me, and he came and he sang like an angel, 
wonderful! (laughs) I’m afraid that this is going to be a very long answer to 
your question - you can interrupt me if you want to! No? 
 

KEYBOARDS: No, please fill the tape! 
 

LORD: Well, okay, I will talk as long as you will let me, alright? To make a 
long story short: somewhere during these auditions we said to ourselves: 
since Gillan isn’t the only one who can sing, there has to be someone else, 
so why not Joe? When we first came to the studio, the problems piled up 
and "Slaves and Masters" reflects these problems very well; the musical and 
personal differences. 
 

I mean, Joe’s vision on this band was not our vision. He wanted to make 
something out of the band, which it couldn’t be and we wanted to change 
him into something, which he couldn’t be. It was marriage made in hell, not 
in heaven, and this hell became extremely hot very quickly. 
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Roger did some real Herculean work at the time to keep everything 
together. Sometimes he went to Joe, sometimes to us, always to try and 
bring us together musically. But it just didn’t fit. There was this beautiful 
piece, which Ritchie and I had written, "Love Conquers all" (on Slaves and 
Masters). We once played it late at night, that is Ritchie and I played it 
together. It was very sad, very melancholy, it was introspective, but it was 
absolutely a Purple song, a bit like “When a blind man cries” (on the Singles 
A’s & B’s) or the quiet parts in "Child In Time" or "Wasted Sunsets" - a ballad 
of the kind we sometimes play, a blues ballad. But then Joe appeared and 
turned it into some sort of cabaret song. 
 

KEYBOARDS: You should have gotten Freddie Mercury. 
 

LORD: Freddie - God bless him! - would have sung it very well without a 
doubt. The people expect songs like that from Freddie or Queen, but not 
from Deep Purple! I continuously said: ‘No, no, no - what are you doing to 
the song, what is this gonna be?" The feeling wasn’t right from the 
beginning on. I have really tried to steer the piece into a different direction; 
I have for example put in a string quartet. I wanted it to sound a Iittle more 
sour and not so sweet. The term ‘sweet’ could only have been used in a 
blues context for this piece. It was a sweet little blues, if you know what I 
mean. But it was not sweet as in ‘sugary’, and Joe sang it like it was a real 
kitsch ballad! (laughs).  

 

I know that I’m talking for too long, but now, to finish you off, why I had the 
feeling that we had to prove something with the new album (The Battle 
Rages On...). We had said to ourselves that when we were to record an 
album for our 25th anniversary, it had to be a real Deep Purple album, not 
some surrogate Deep Purple album like "Slaves and Masters". We did one 
three-week session, we then took two weeks off and then we did another 
two-week session, and with this all backing-tracks and principal overdubs 
were ready. 

 

KEYBOARDS: "The Battle Rages On..." almost sounds as if it was recorded 
live in the studio.  

 

LORD: We have, in fact.  
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KEYBOARDS: Rumours are saying that you have avoided meeting each other 
in the studio. It was said that everybody had recorded his tracks separately. 
 

LORD: That’s again the kind of bullshit that’s always printed about us! 
We’ve this time really played as a band and have later only added very few 
things, a few guitars and keyboard overdubs. 
 

KEYBOARDS: You have also hired Thom Panunzio to be your co-producer. 
Why Panunzio? He’s from California; his nature is quite different from 
yours. 
 

LORD: That’s a good question. I myself at first also thought that Thom was 
a very strange choice. But it later turned out that it had been exactly the 
right choice for us. Thom is very reserved, very quiet, but he loves 
Rock’n’Roll and he brought along his own engineer, Bill Kennedy. A guy in 
his thirties, who clearly wishes he was still in his twenties, with a punk hair 
and a fifty-cigarettes-a-day voice. He insists on raising the recording 
volume, until right below the point on which everything distorts! (laughs). 
 

KEYBOARDS: Especially Ritchie must have liked that.  

 

LORD: He did. (laughs) Ritchie warmed up with him very quickly, not just 
because he recorded very loudly, but also because he’s a very good 
engineer - he hasn’t screwed up one single track.  

 

It was also a very classic studio. I don’t mean a studio for classical music, 
but a studio that was built especially for the kind of classic Rock’n’Roll Deep 
Purple plays; The Bearsville studios in Woodstock. 
 

KEYBOARDS: But you have also recorded in the Red Rooster (Peter Maffay 
studio in Tutzing). 

 

LORD: Yes, a few things, but the biggest part was done in Bearsville. This 
studio has this enormous recording room, built almost entirely out of wood, 
about 15 meters high; a bit like Abbey Road nr. 1 - you can put a whole 
orchestra in it. Ideal to get a fat drum sound. 
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KEYBOARDS: Have you recorded all instruments in this room? 
 

LORD: Yes, all backing tracks were recorded there and almost most 
overdubs. It was the best possible situation for us, since we could really 
work as a band.  

 

Thom has really made it work. His musical contribution had its limits, but he 
hadn’t been hired for that anyway. I mean, nobody tells this band what the 
songs should look like; when we’re good, we’re good, and when we’re bad, 
we’re bad - I mean really bad! -, but we’re good or bad in the Deep Purple 
way. What Thom did for us, was produce the backing tracks in such a way, 
that the band sounded like a band. That was his job; the rest, the second 
session, was Roger’s work. 
 

KEYBOARDS: What did you do during the second session? 
 

LORD: That was for the vocals. And that’s a story that tells you a lot about 
how Deep Purple functions - if it functions! After these first three weeks 
Ritchie and I were sitting together in a room and he looked at me for some 
time and said absolutely nothing. Then I couldn’t take it any longer and I 
asked him: "What’s the matter, do you have a problem?" And he said: "I 
think, we all have a problem. Be honest, you’re not satisfied!" "No," I said, 
"I am satisfied with the backing tracks, but still, something is wrong." Then 
he said: "And what’s the problem called?" What should I say? I said:" The 
problem is Joe, right?" I just knew, that was it. 
 

KEYBOARDS: So, you had planned up to the last session with Joe Lynn 
Turner still as a singer? 
 

LORD: Yes, and it was really a problem. None of us wanted to be the one to 
show Joe the door, but at the same time, everybody knew that it wouldn’t 
work with him. So, Ritchie said: "Okay, we have a singer whom nobody 
wants, right? Help me out here!" I knew exactly what he was thinking at the 
moment. He didn’t want to be the doorman again, the bad guy. My heart 
was pounding in my throat, for I thought the next thing he would say was: 
Let’s get Gillan back! But then he just said: "We’ll have to start looking for 
a new singer, don’t you think so?" I thought: Oh man, not again! So I talked 
about it to Roger and Ian Paice and said: "Joe is really not the right singer 
for us, what do you think?" And both of them said: "Yes, we should see if 
we can get Gillan back!" 
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But this shouldn’t become an anti-Joe-Lynn-Turner interview, for Joe really 
has a super voice, he is a great singer. But he just isn’t a Deep Purple singer, 
he is a pop rock singer, he wants to be a popstar, who has girls at his feet as 
soon as he comes on stage (laughs), and I wish him all the luck. But Deep 
Purple surely wasn’t an intermediate on his way to this... You’re looking at 
your watch? 
 

KEYBOARDS: I was afraid time was running out. We’re really still at the first 
question: What keeps Deep Purple together after 25 years? I still have some 
other questions. 
 

LORD: Don’t worry. If you’ve got the time - I have time enough! I won’t get 
up and leave, since you give me the opportunity to explain a few important 
things about Deep Purple which are always reflected wrongly in the press 
and are important to me. I hope you will print them too! 

 

KEYBOARDS: Your relationship with Ritchie for example? 

 
LORD: (laughs) Yes, Ritchie, the pest! I mean, Ritchie has undoubtedly a 
complex personality!  
 
KEYBOARDS: How would you describe your current relationship?  
 
LORD: We get along very well, better than before.  
 
KEYBOARDS: When was the turning point? 

LORD: The turning point was in ‘84, when we reformed the band. "Perfect 
Strangers" was the test and I believe that we have passed it. We’re very 
close friends now. We’ve grown up, if you like. 
 

I mean, when we started, we were both very young, both of us wanted to 
have the upper hand and the music was our battlefield. Sometimes I really 
felt that we were at war, especially on stage. Sometimes, when I came out 
after a ‘fight’, my pulse was beating so fast, that I thought: No more Purple! 
Which is probably the reason I still listen to classical music only in my 
cloakroom after every gig. In case you’re interested, come back stage this 
evening and I’ll show you the tapes I have in my suitcase - pieces of 
Beethoven, Schubert, Tchaikovsky, Mozart. Without Mozart I’d probably be 
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dead and buried for ages! But I have other things as well - Miles Davis, Led 
Zeppelin, The Eagles. I’m a big Eagles-fan! 
 

KEYBOARDS: Is this kind of music your secret weapon against Ritchie? 
 

LORD: Well, Ritchie is at least a very big friend of classical music. But on 
stage he knows how to hide this side of his personality. (laughs) On stage 
the slogan is always: Whose fire is burning better this evening, his or mine? 
 

KEYBOARDS: The Hard Rock guitarist against the classic keyboard-player? 
 

LORD: That’s the territory on which we’ve fought for a long time. But what 
came out of it was sometimes very exciting, wasn’t it? 
 

KEYBOARDS: Like the marriage between Liz Taylor and Richard Burton. They 
could live together, but couldn’t live without each other. 
 

LORD: (laughs) That’s a good analogy to Deep Purple. I mean, if you know 
that deep inside your heart you have to tolerate a person, that he is your 
fate, then it can be heaven or hell for you, but you have to cooperate also. 
It was never that hard on me. For Gillan, I believe, it was a lot harder; he 
has suffered a lot more. But I don’t want to pretend to be a white mountain 
top who looks out over things. 
 

The only thing I know is that the nice phrasing "they have parted company 
because of musical differences" is a lie. Things like that look good in the 
press, but with Deep Purple it was always personal differences. We can’t 
help having five genuinely different egos, we are egoists! (laughs). 
 

I mean, when we met for the first time, we didn’t get along very well. But 
we concluded that we were equal, considering our skills, and that we could 
make something special together. But this was only possible on the basis of 
compromises and sometimes these compromises are more to the 
satisfaction of the one than to the other. Sometimes Ritchie got a larger 
part, sometimes I, sometimes Gillan. 
 
KEYBOARDS: And what about Glover and Paice? 
 

LORD: Ian (Paice) stayed out most of the time - a very wise decision, I must 
say! (laughs) -, and Roger (Glover) always tried to negotiate. In the end 
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Ritchie got most of his way most of the time. When I look at it nowadays 
this was probably for the best, because Ritchie is without a doubt the 
cornerstone of the band, he defines Deep Purple. He is always 100 per cent 
convinced that what he wants is the only right thing to do. You have to learn 
to handle with that - especially when you think that he’s wrong -, but we 
did alright by it. 

 

KEYBOARDS: Until now, if I count correctly, there have been seven Deep 
Purple line-ups...  

 

LORD: ...of which three were identical. 

 

KEYBOARDS: The line-up which will be playing now is once again the 
legendary "Mark II" line-up. Do you have an explanation for the fact that 
this is seen as the definitive Deep Purple line-up? 
 

LORD: Yes, and if s really easy: we have made our best records in this line-
up! All records we have made without Gillan for example were not the 
records we could have made with him. 
 

The amazing thing about it is that in the beginning Ian seemed like a 
stranger in the band. He didn’t know what to do with his wonderful voice. 
Roger is somewhat like Ian’s interpreter. I mean, Ian comes up with really 
weird ideas in his singing, just to see if they can fly. But then they crash and 
burn and Roger’s task is to extinguish the fires and to pick up the pieces. 
What I want to say is that nobody in the band knows in which direction Ian 
wants to go with a song - except for Roger! Ian needs Roger to explain it to 
the rest of the band. They are really the perfect team. 
 

KEYBOARDS: I think ifs interesting that you describe Ian and Roger as a 
team. Usually, bass players are named much sooner in the same breath with 
drummers, and Glover and Paice make up a really perfect rhythm section. 
 

LORD: Yes, they play VERY well together; they don’t need to look at each 
other on stage to know what the other will do. But in general, I think that 
one cannot underestimate the importance of Roger to the band. He is not 
the quiet bass player in the background, he is a person who interferes and 
knows how to level bumps and to negotiate between the parties - 
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something that is extremely important to this band. And he is a very, very 
good lyricist, he writes almost everything. 
 

KEYBOARDS: You can’t see from your credits, who write the lyrics. 
 

LORD: Most lyrics are Roger’s. He’s also written the lyrics for (the album) 
"The Battle Rages On...". 
 

KEYBOARDS: Do you care what Roger’s lyrics mean, if they are auto-
biographical or have a distinct meaning, with which you can sympathize, or 
do you give him all the freedom he wants? 

 

LORD: Well sure, the lyrics have to fit the music. But they always do with 
Roger. 
 
KEYBOARDS: And what about content? 
 
LORD: Here, I think, we are on solid ground. Hard Rock or metal is surely 
not a genre in which political or social meanings are given, like in blues or 
folk. It’s music in the first place and everything the people want to get out 
of it is done through the notes and the sound. This means that the meaning 
is principally a musical one, an emotional one. 
 

KEYBOARDS: Do you think you can still bring out the musical meaning that 
is associated with the name Jon Lord in 1993’s Deep Purple? I mean your 
love for classical music? 
 

LORD: Oh yes, surely. 
 

KEYBOARDS: Is "Anya" (on "The Battle Rages On...") such a song? The intro 
and outro sound very classical. 
 

LORD: Yes, but I have only written the intro after the song had basically 
been finished. When we were recording the backing tracks, we noticed that 
something was missing and Ritchie and I confered what could be it. Then 
we discovered that the beginning wasn’t right and that the ending wasn’t 
perfect either. 
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KEYBOARDS: Classical elements are a very good grip for songs like this. 
 

LORD: Yes, and we often work this way. In this case, I recorded my test 
version and Ritchie recorded his. Then we tried to combine the both of 
them and as you can see, it worked. 
 

KEYBOARDS: It seems to me there are two kinds of song intros, which are 
principally different. The first creates a starting-point for the song; it sets 
the tone; it determines the atmosphere - "Smoke on the Water" with its 
massive guitar riff is a good example of this one. The second kind of intro is 
one where the song "stands" as it is and one just has to decide how to start 
and end it. Often the result is a keyboard intro, which may be repeated at 
the end of the song; but the actual song starts after the intro, with a guitar 
riff for example, and the ending is nothing more than some sort of epilogue. 
 

LORD: Yes, I agree. 
 

KEYBOARDS: It seems to me that you favour the second way of working, 
since two things come together in Deep Purple, which are hard to 
intertwine in one and the same song: Hard Rock and still classical music. So, 
a classical intro, a classical "outro" and in between the actual song. 
 

LORD: Yes, and with that you have pointed out one of our weaknesses. It 
would be best to create a synthesis, right? But Deep Purple has always 
worked like this, from end to begin. This means, as soon as we’ve finished 
a song, we determine whether the beginning and ending are right. Often, 
we conclude that the song as such is okay, but that the beginning is not 
quite right and the ending could also use some revision. 
 

KEYBOARDS: For the song endings, the simplest solution would be a fade-
out. 
 

LORD: It only seems that way. Personally, I don’t like fade-outs. They are 
some replacements for a real ending - the confession that we couldn’t come 
up with one. At least at concerts one has to have come up with one, 
especially when one plays as loud as we do from beginning till end. You just 
don’t have a fade-out. That’s why we design a song most of the time like 
this: an intro, which grabs you, verses and choruses, which are not 
disappointing, and finally a chord, which guarantees that the song will 
actually be remembered! 
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KEYBOARDS: It sounds like you have found a formula for success. 
 

LORD: (laughs) No, we have not. Purple also has to work hard to come up 
with something every time. To come back to "Slaves and Masters": the 
album seemed quite okay to us at the time and about some tracks, "Truth 
Hurts" or "Breakfast in Bed", which I thought were interesting, I said: Yes, 
okay, I can live with that. But in the back of my head, I kept hearing Gillan 
sing and I can’t imagine any other singer for this band. 
 

This is enough of a formula to me: Gillan’s voice, Ritchie’s guitar! If there IS 
something like a formula, then it’s Gillan’s voice, Ritchie’s guitar. The rest is 
of minor importance and the song structure does not play any part. Ritchie 
comes up with the matching riff and Gillan will do justice to every song. I 
mean, "Burn" (1974) was really a good album, but I don’t know what Gillan 
would have made of it. 

 

KEYBOARDS: The singer was David Coverdale. 

 
LORD: Yes, and he was as good as he could be. But he wasn’t Gillan. 
 
KEYBOARDS: Have you heard the album Coverdale just made with Jimmy 
Page (of Led Zeppelin)?  
 
LORD: Yes, very disappointing, don’t you think? 
 
KEYBOARDS: But Coverdale was the best possible replacement for Robert 
Plant. 

LORD: But he doesn’t need to be a replacement for anybody! He did such a 
good job in Whitesnake. And Jimmy is - besides the fact that he is a good 
friend of mine - such a great guitarist, that I thought: Why does he do that? 
On this album ("Coverdale Page", 1993) both have only tried to be 
something they aren’t, especially Coverdale. He tried to sound like Plant. 
Something I find very unfortunate, since there are so many Metal bands 
with no real identity. Especially for this reason Coverdale should have sung 
like Coverdale. He has such a great voice, somewhere in between a pop and 
blues voice. I couldn’t find it on this album however. It just wasn’t Coverdale 
- it was Plant, filtered through a different character. I was really 
disappointed; I have only played the album once and never since.  
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But then I’m not a music critic, and furthermore I know from experience 
how much it hurts when you have made something and put your heart and 
soul into it and then someone comes and says that it is all shit. That’s why I 
hate criticizing other people’s work and I’d like David (Coverdale) and Joe 
(Lynn Turner) to know - if they by chance read this article - that they have 
my sympathy and that I don’t want to run down their work. I’d just like to 
say that I have been disappointed at much of their work. But this was also 
true for many of the things Deep Purple made. 
 

I mean, every one of us has these darker moments - I have certainly known 
them! - when you wake up at three in the morning and fall into a 
depression. Then all these obscure thoughts come into mind and you say: 
Your work is worth nothing, your life is worth nothing, everybody hates you. 
Something which of course isn’t true, but it is still a cruel feeling. And since 
I’m very receptive to this I wouldn’t want to be the reason that others have 
these moments too, because I point out their mistakes! 
 

KEYBOARDS: You have only co-written three of the songs on your new 
album, "The Battle rages on", "Nasty Piece Of Work" and "Anya". Why 
haven’t you composed more? 
 

LORD: (long pause) I’m sorry for not answering your question right away, 
but I don’t want to say anything wrong, since this is very important to me. 
Let’s put it this way: My contribution to this album was principally playing 
the organ, not writing. This is because Ritchie had very clear ideas from the 
beginning on what the riffs and chords would look like, and his ideas were 
so convincing I didn’t want to ruin them. 
 

But I have helped out on a couple of arrangements and got credit as a co-
writer for those, and that’s okay. We in Purple have always had very precise 
and fair rules. If s not like in other bands where everybody’s fighting on who 
gets the biggest share. We really try to treat each other fairly. 
 

KEYBOARDS: Didn’t you have any songs of your own this time, which you 
could have proposed? 
 

LORD: Certainly, I have lots of material, but it wouldn’t have fitted into the 
context of the album so I didn’t want that. 
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KEYBOARDS: What was your material like? 
 

LORD: (laughs) It was very different. I don’t know whether it would have 
fitted on any Deep Purple album. 

 

KEYBOARDS: Then why 
not release a solo album?  

 

LORD: I will! 

 
KEYBOARDS: When? Your last solo album ("Before I Forget") was released 
in 1982. 
 
LORD: Yes, this was one of the most widely opened secrets in the music 
business! (laughs) I don’t know if there were two or three people who heard 
it. That is, it was a flop. 
 

KEYBOARDS: Is that why you haven’t made a solo album for such a long 
time? 
 

LORD: No, that’s not the reason. I just didn’t know what the next album 
would look like and I didn’t feel like just releasing something. First, I wanted 
to be sure myself about what to release. 
 

KEYBOARDS: Do you know it now? 
 

LORD: I wish I knew! (laughs) Maybe next year. I certainly don’t want to 
release anything of which I’m not absolutely convinced. I’d really like to 
select from everything I did until now. But at the moment I’m still in the 
stage of orientation and sometimes I feel like I’m a rocking chair which is 
rocking back and forth to extremes! We’ll have to see where it will finally 
end up - not in the middle, I hope! (laughs). 
 

I mean, I was the one who played the organ solo in "Hard Lovin’ Man" (on 
"Deep Purple in Rock", 1970) and I really dragged the organ all the way 
through the studio. And I was the one who made Sarabande (1975), with all 
it lovely classical, Spanish, jazzish, bluessish elements. That’s all a part of 
me, since I see myself as a musician with a capital "M", which means that I 
like any kind of music as long as ifs good. 
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Sometimes people say to me: How can you play this music, when you make 
different music at the same time? How can like both rock music and classical 
music? To me this sounds as if they are saying: How can you eat meat when 
you also eat potatoes? Personally, I have no problem with this at all, I don’t 
like this pidgeon hole mentality. That’s what I like about someone like Miles 
Davis: He played with Charlie Parker, he made the album "Bitches Brew" 
(1970), which changed jazz for all times, and later he even played pop songs 
- things like "Time After Time" (by Cyndi Lauper, off the album "You’re 
under arrest", 1985). 
 

I have no problem with the fact that l’m considered to be a Renaissance-
man in the context of rock music. The only thing I do have a problem with 
the narrowmindedness of some people. I think it doesn’t hurt you to listen 
to different kinds of music and not just the one. For me there is only one 
law in music: it has to touch my heart before it reaches my head. For that is 
the magnificent thing about music: it crosses all national and cultural 
boundaries. Music is really the only way for an Ethiopian and a Lapp or an 
Eskimo and an Australian to understand each other, without one of them 
having to learn the other one’s language first. 
 

KEYBOARDS: When you write music, do you know in advance whether a 
song will fit into Deep Purple’s repertoire or can better saved for a solo 
album? 
 

LORD: That has always been a small problem for me. I have always 
considered it to be harder to write for Deep Purple than for myself. It 
doesn’t matter how important the organ has been for Deep Purple from the 
first day on - the guitar is the center of Deep Purple! I mean, I know how a 
guitar works, I can also play a few chords, but of course it is easier for me 
to write on a keyboard. Two or three pieces on "In Rock" and "Machine 
Head" were created on the Hammond, but the biggest part arises from 
ideas Ritchie developed on his guitar, and from then on we discussed how 
to fit in the Hammond. Because of course the Hammond has always been 
an essential part of the Deep Purple sound from the beginning on. I believe 
we are really the only big rock band that has always worked with a 
Hammond. There were always these three elements: Gillan’s voice, 
Ritchie’s guitar and the organ. 
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KEYBOARDS: Maybe that’s the reason, as you have said, "Slaves and 
Masters" is not a real Deep Purple album. On the album the organ was 
missed, you have put the synthesizer into the foreground. 
 

LORD: Yes, and I have only noticed afterwards that this was a mistake, since 
it was exactly that - besides Joe Lynn Turner’s voice - what made one 
question the identity of the band. But at the time it seemed inevitable to 
me, since the songs we had were not right for organ, it had to be synths. 
 

KEYBOARDS: The decision to put away the organ and use the synths was 
not taken because you were considering to modernize the old Purple sound 
into one for the nineties? 
 

LORD: No, that was not the reason. It would be easy for me to say this, 
because it sounds plausible. But it wasn’t the reason. It was simply the case 
that I looked at the songs and searched for places to fit in the organ, but 
there were no such places. There were only places in which sometimes a fill 
was lacking - for which synths are much better -, but there was no room for 
organ solos. On "The Battle Rages On..." this was no problem, thank God, 
there was enough room for the Hammond. I was very happy about this. 
 

KEYBOARDS: Are you interested at all in synths or are they just a nice 
addition to the piano and organ to you? 
 

LORD: (laughs) Yes and no. Of course, I use some instruments on stage 
which are modified to get a certain sound. I have for example a Korg Mi and 
a Wavestation, but I would rather see them as necessities. I love organ and 
piano most of all. 
 

KEYBOARDS: Where do you get your Hammond sound from nowadays? 
 

LORD: Still from a B-3. But ifs not the same one I had at first. It’s a B-3 Ritchie 
bought when he founded Rainbow (1975). I have played on it for the first 
time on "Perfect Strangers" (1984). The lower part of the instrument is 
missing, I have removed them some time ago and replaced them with steel 
legs, so that I could transport the thing easier, but besides that it is still an 
original B-3 without special effects with the same old Leslies and the same 
old amps and speakers. I haven’t changed a thing. 
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KEYBOARDS: What do you use as master keyboard? 
 

LORD: A XB-2. For two reasons: first, because it is just as good a MIDI-
keyboard as any other, since the differences aren’t that big; second, 
because I would still have a very good Hammond sound if my main organ 
were to desert me. In any case, it is the best "fake" Hammond sound I have 
heard until now. Of course, it doesn’t come close to the original 
Hammond... 
 

The Hammond I have at home I don’t take with me on tour anymore, I’m a 
bit afraid it wouldn’t survive it. I have bought it in 1972 from Christine 
McVie. The thing has been used for quite some years now, but it still works 
wonderfully well and I don’t know if this can be said of more recent 
keyboards in twenty years. Christine later tried to buy the organ back from 
me, when she had all this success in Fleetwood Mac, but of course I didn’t 
give it back to her. At the time, when I bought the instrument from her she 
was broke and needed money urgently. This transaction was in fact a very 
sad thing. But whoever can put his hands on an original Hammond won’t 
let go of it ever again, if he’s in his right mind (laughs). 
 

KEYBOARDS: To come back to your solo project: will it be another fusion of 
rock and classical music? 
 

LORD: Well, I have written some orchestral music already and I’d like to 
hear what it sounds like when it is played. I however have also some songs 
for female and male voices and I know whom I’d like to give them to; but 
ifs too early to name names. And I have songs I’d rather sing myself. 
 

KEYBOARDS: That would be a first for you. 
 

LORD: (laughs) One is never too old to try something new. When you don’t 
trust yourself to do something anymore, you’re dead. (laughs) But I also 
have instrumental music for piano, for synthesizer... I mean, I’m someone 
who continuously spits out music, that’s all I can. I have so much of it, I’m 
beginning to lose track. The only thing I have to do is to find the right 
windows for them: what fits on one record, what songs are better divided 
over different records. 

KEYBOARDS: Being a composer, have you never had the feeling everything 
has been done, either in Rock’n’Roll or classical music or jazz? 
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LORD: Certainly, I have to confess that has also happened to me. You have 
written something and you’re very happy with it and then you hear the 
same thing on the radio and think: Oh, shit! And you throw it in the bin, 
even when you know you didn’t steal it but that it was just a coincidence 
 
But I really hate this argument - don’t you? I mean, if Beethoven had always 
spied on Mozart and had said he had already done everything, then we 
never would have had these masterpieces, the later string quartets for 
example. 

 

I believe music gives birth to itself all the time, it has no beginning and no 
end. Music resembles cannibalism in some ways: it eats itself and 
something else always comes out. 
 

No, it is really like a painter saying: Oh God, I wish they hadn’t invented 
some of the oil colours I paint with! Or like a poet saying: The world is in 
such a state, words do not come to my mind to describe it. But that’s not 
the world’s problem, it is the poet’s problem! When nothing comes to mind 
anymore, oneself is the one who is doing something wrong.  

 

The material we have to work with in the western world are twelve 
chromatic notes - and that’s quite a lot! Whoever can’t do anything with 
them... (laughs) I confess, there’s always times in which music comes to a 
stand-still and becomes sterile, but I have never given up hope that 
something new would come later. The eighties certainly wasn’t the most 
fertile decade for rock music, but I’ve had the feeling the story continues 
and hasn’t come to an end for a few years now. 
 

KEYBOARDS: Looking back, do you think you have already made your 
masterpiece or would you rather think ifs still to come. 
 

LORD: I wouldn’t look at anything I made so far as being a "masterpiece". I 
mean, there are things I’m proud of and others I’d rather forget. But the 
word "masterpiece" is too big. 

 

KEYBOARDS: What are you proud of? 

 
LORD: I’m proud of some of the things I did with Purple. 
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KEYBOARDS: I meant your solo work. 
 
LORD: Then I’d say: "Sarabande". That is surely the best solo record I have 
made.  
 
KEYBOARDS: And the most successful. 
 
LORD: Yes, and rightly, since the compositions were good, the musicians 
(Andy Summers, guitar; Pete York, drums; Paul Karass, bass; Mark Nauseef, 
percussion; the Philharmonia Hungarica) were outstanding and the 
conductor (Eberhard Schoener) understood the music. Everything came 
together and I have to say, nothing I made before or since comes close to 
"Sarabande". 
 

KEYBOARDS: Not even your "Concerto for Group and Orchestra" 
(performed on the 14th of September 1969 with Deep Purple and the Royal 
Philharmonic Orchestra London)? 
 

LORD: No, not even "Concerto". Although it was okay for that time. It did 
have these wonderful verses Gillan wrote for the second part and still spring 
to mind: "How can I see when the light is gone out, how can I hear when 
you speak so silently..." And the way he sang it, so soft, so lyrical - one was 
really touched. 

 

KEYBOARDS: Some musicians were shocked however. 
 

LORD: Not just them! I mean the musicians were obliged to play and some 
of them hated it! And even the people in the audience weren’t all that 
thrilled. But it was 1969! Have you seen the video recordings? 
 

KEYBOARDS: Yes, there is a video (VHS Connoisseur Collection CCV 1003, 
England) now. 
 

LORD: Did you look at the faces? Some of them had faces as if final 
judgment was cast upon them. (laughs) 
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KEYBOARDS: Because the mixing of rock and classical music was unknown 
at the time. 
 

LORD: Yes, it was sacrilege. But I think everything one does is a product of 
its time. Some things in this "Concerto" were really very much dead weight 
– I’d be the first to admit it! -, but it was only an experiment. I only wanted 
to try and break these boundaries that separated Rock’n’Roll from classic. 
 

KEYBOARDS: Looking back, do you have the impression you succeeded in 
this? 
 

LORD: Well, I feel that the walls aren’t that high anymore and I’d be happy 
if someone said I made a contribution to this. 
 

There were others really. (Keith) Emerson for example also made a 
contribution and also guys from the "other" side - Malcolm Arnold (English 
composer, conductor of "Concerto for Group and Orchestra"). But I haven’t 
got the right to claim all the fame for myself. 
 

On the other hand, I don’t want to reject anything I once did afterwards; I 
can now only look at something from an, if you like, ‘wiser’ perspective. I 
mean, nowadays "concerto" sounds somewhat old-fashioned, but that 
doesn’t change the fact that it was important at the time. And, to be honest, 
I still like it - the melodies, Gillan’s singing, Ritchie’s angry guitar (laughs), 
the whole atmosphere. I wouldn’t distance myself from this. I wouldn’t be 
able to, because it was really important for me at the time. Are you 
interested in how this happened? You can say no, ifs a long time ago - a 
story for the history books. (laughs) 
 

KEYBOARDS: Nevermind, begin! 
 

LORD: Alright. (laughs) I had just heard an album "Brubeck plays Bernstein". 
It was the Dave Brubeck Quartet and the New York Philharmonic 
(Orchestra), conducted by Leonard Bernstein. I didn’t think the album was 
that brilliant, it was just "interesting" - although I really loved Paul 
Desmond’s saxophone and I was a fan of Brubeck’s piano playing, but that 
wasn’t very important either. 
 

It just gave me the idea: Why not try something like this with a rock band? 
Why don’t we try to break the barriers between popular music and this so 
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called "serious" music - in both directions? This was when I was still playing 
with in the Artwoods (band of Ron Wood’s older brother Art Wood). It 
wasn’t the band I could have done something like this with; but a few years 
later I was with Purple, and I remembered this. 
 

And they had two managers who really had quite a lot of money in an old 
sock somewhere to pay the orchestra with. I thought: Here’s the band, 
there’s the money and I’ve got the idea! (laughs).  

 

So, I went to the manager of whom I knew he possessed the largest amount 
of musical imagination (Tony Edwards) and said: "Tony, I have an idea." He 
said: "What’s it like?" I played him the Brubeck record and he said: "What’s 
this?" And I said: "A jazz band playing with a symphony orchestra. But I want 
to bring together a Rock’n’Roll band and an orchestra!" He said: "You don’t 
mean Deep Purple, right?!" And I said: "Who else?" He was like struck by 
lightning and asked: "And who is going to composed this "symphony?" And 
I said: "Me, of course". And he: "Do you actually know how to compose an 
orchestra?" I said: "Nope, but I’ll find out".  

 

That’s how it went then, an endless ping-pong game, but I finally got him to 
throw in some money. I mean, afterwards it of course somewhat scared the 
shit out of me! Although I’d done a composition exam, I had only until then 
composed for a string quartet for four strings, four woodwinds and a small 
choir - things like "April" (on "Deep Purple", 1969). I had no idea if I could 
come up with a score for 110 orchestra musicians and I had only a couple 
of weeks left to compose the thing. It was all going too fast but despite this 
I felt like I was given heaven on Earth. But that anyone besides me would 
take the project seriously... (laughs) 
 

KEYBOARDS: You didn’t count on that? 
 

LORD: On this success? No. I hoped for it, but I didn’t count on it. I mean, I 
was famous at a stroke!  

 

That was the great thing about the late sixties and the early seventies: If 
you were prepared to take risks you could always find someone to give you 
the money to do it. Some people used this to the fullest and have thrown 
themselves into the craziest projects, they thought were incredibly 
ingenious, but the rest of the world fell asleep to. But I don’t think this is 
very serious either, it was just important that everything was possible. 
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And many of it survived. I mean, there are people - also people who hadn’t 
been born at the time - who nowadays spend all their money on obscure 
sixties and seventies recordings. But ifs okay, because it broadens people’s 
horizons - if only for the fact that they might learn from it and not make the 
same mistakes again.  

 

Because nothing you do is wrong, just as long as you learn from it. Not just 
for music, either Rock’n’Roll or metal or Hard Rock or classical music or jazz, 
but for every goal in your Iife, I’m convinced of this. 

 

KEYBOARDS: You have just made an interesting division between 
Rock’n’Roll, metal and hard rock. 

 
LORD: Yes, but metal is a part of Rock’n’Roll, right? 
 
KEYBOARDS: Yes, but metal and Hard Rock are not the same, are they? 
 
LORD: Well, there are a few differences. Led Zeppelin used to be metal, 
Deep Purple was - and still is hard rock. But I believe there is not a real 
dividing line between the two.  
 
Apart from that, nobody used the term "metal" then, not even Jimmy Page! 
We called it "hard rock". I first heard the word "heavy metal" around 1980 
or 81; before this, everything Purple or Zep made was simply hard rock. 
Nowadays I see the difference: Led Zeppelin was more blues-influenced, 
which might explain they had their first success in America: Deep Purple 
was a lot more European from the start with these classical elements. But 
the difference wasn’t this big.  
 
There were Hard Rock elements in Led Zeppelin and they even made pure 
folk, looking at their acoustic work. But we had those too: "Anyone’s 
Daughter" (on "Fireball", 1971) - a song we accidentally play this tour - was 
country-folk, and other pieces like "Woman from Tokyo" were melodic hard 
rock. And "Speed King" (on "Deep Purple in Rock") is probably the first 
example of speed metal, although the word hadn’t been invented at the 
time.  
 
But something I’d like to made clear again and find very important: "Speed 
King" was not a song about Speed, about drugs, but a song about playing 
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fast. Just go through the lyrics: "Good Golly, Miss Molly... Tutti Frutti..." - a 
text we didn’t have to write ourselves, because it existed almost entirely of 
quotes from old Rock’n’Roll songs. It certainly wasn’t about drugs, it was 
just: How fast can Gillan sing? (laughs) And if I may be not so modest, I’d 
say: When you look at some early Deep Purple material - I mean the things 
we did before the arrival of Ian Gillan and Roger Glover, I think you’d find 
quite a lot of roots for things that happen in Hard Rock and metal nowadays, 
for example in trash or speed metal. "Speed King" is speed metal, no 
question about it. 
 

KEYBOARDS: Only the roots for death metal are looked for in vain. 

 

LORD: Something I’m proud of, and I believe that I can speak for the whole 
of the band in this case.  

 

I mean, just look at the word - "death metal"? Don’t the guys who play this 
stuff have anything else to do, but to celebrate death? Why not celebrate 
life? Ifs so precious and we have so little time on this planet, and we’ll get 
to know what death is like soon enough. Just look at what’s happening in 
Bosnia now! Does anybody really believe you can convince people who are 
confronted with death every day that it is fun to parade death?  

 

No matter how much it sucks - this life has a lot to offer: Beethoven’s ninth, 
Leonard Bernstein’s music, your wife, your girlfriend, your children! Death 
is a chapter we’ll start to read when a higher power invites us to - I hope in 
a pleasant way! (laughs) I may be not unhealthy to remember that this day 
will come for everybody. But until that, we have to make music for life. If 
there is music on the "other side" nobody knows. I personally doubt it. 

 

KEYBOARDS: One last question: Deep Purple now exists for 25 years... 

 

LORD: ...sometimes more, sometimes less (laughs). 

KEYBOARDS: Why didn’t you release a CD box to celebrate your 
anniversary, like for example Led Zeppelin and Jethro Tull did? 
 

LORD: Frank Zappa would probably have said: Just what the world needs - 
another boxed set! (laughs) I believe our record company is planning one, 
but it will just hold the familiar recordings. Whether or not it is really 
necessary... 
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KEYBOARDS: Is there no unreleased material? 
 

LORD: Surely there is, we still have some unreleased songs left, but they are 
few. We do have a lot of tapes of jam-sessions and I hope we are able to 
release them one day, since they show a side of Deep Purple you would 
never imagine in your wildest dreams.  

 

I mean, ever since we reformed the band in 1984, we have played more 
jams than songs, and there are some wonderful recordings among them, 
especially from Ritchie. He plays fantastic lyrical things, partly even jazz. It 
will all depend on the fact if we can someday bring him in a good mood and 
soften him, because he owns the tapes. Every one of us owns such tapes 
and everybody is free to release them or not. But I really hope that we will 
one day get the chance, especially to show the people what a wonderful 
musician Ritchie is. Until now everyone only knows his wild side, the tip of 
the iceberg. This is mostly his own fault of course, since he held up this 
image. 
 

I think he should now be able to let go a little (laughs). I mean, I have also 
learned now one can survive without an image. Until recently I dyed my 
hair, because I thought I had to look like I was twenty when I was fifty. Then 
I stopped this and allowed myself to leave my hair really grey.  

 

When I stepped on stage the first time this tour, I was really scared, because 
I thought they would boo us for they would feel betrayed: "This is supposed 
to be Deep Purple ‘Mark II’? Where’s Jon Lord?" But when I was out there, 
nothing happened! It was a great moment for me to realize that I could have 
grey hair, that I could be over fifty! A few years ago, I would never have 
allowed a photographer to take a picture of me without my sunglasses. You 
understand? Long hair, dark glasses - a tough image. I didn’t need this 
anymore, I’m passed that. 
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Deep Purple - a prison that makes me free 

 

SZ: Mr. Lord, for almost 30 years you are playing with Deep Purple. Every 

night on stage, playing Smoke on the water or Black night - isn't it getting a bit 

boring?  

JL: No need to pity me, in the contrary. I am by far a better musician than I 

was with 20. I have 30 years more experience, more technical abilities and I 

heard more great music. I became wiser, and I am in good health. I have 

everything - except my youth.  

SZ: Isn't youth especially needed for Rock music? 

JL: I am asking myself why a whole category of music is regarded as property 

of youth. It is no problem for classical musicians to become older, and blues 

musicians are born old. 
 
SZ: Deep Purple broke apart in bad quarrels several times. How comes the 
group always gets together again after so many years. 
 

JL: Usually it's the manager who says: “Ok boys, it's time to do some work 

again”. Seriously, I have to make music to earn my living. I am not a 

millionaire.  

 

SZ: Hard to believe. Deep Purple has sold more than 80 million albums and 

is one of the most successful bands of all times. 

 
JL: Who is a real millionaire these days? Nobody who has just one million 
pounds. And to have several millions, I would have to win a lottery. 
 
SZ: Your lifestyle changed drastically. Why don't you get out of Rock 
business. Hasn't Deep Purple become a prison for you? 
 

JL: But it's a thousand times better than being without work. Yes, Deep 

Purple is a prison for a musician who wants to do lots of experiments. But 

success in Rock Music made it possible for me to follow other musical paths. 

DP is a prison that makes me free. 
 

SZ: There is a video for your new album "Purpendicular". It includes band 

members brought into the picture by computer technology. Very modern. 
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JL: Sounds very interesting. I never saw it. Someone produced it, without us 

being involved. Greg Rike, that guy in Orlando owning the studio where we 

recorded our last album, sent it to the record company in New York. They 

were crazy about it. Roger Glover saw it. He liked it, that was sufficient for 

me. 

 

SZ: Could "Purpendicular" be freely translated as "Deep Purple light"? 

 

JL: Not at all. The music is as aggressive and discordant as everything we 

ever made. Almost like grunge. Even if I am older than anybody who would 

buy it, I'm really in love with that album. It is a turning point in our band. 

 

SZ: Which turning point is it this time? 

 

JL: Now we should talk about our former guitarist Ritchie Blackmore - to get 

it over with. 

 

SZ: So, it is not by chance that your new guitarist, Steve Morse, plays the 

first notes for your new album. It sounds a bit like: hey, Ritchie, you can ***  

 

JL: Exactly. When we made up the order of the songs, everyone in the band 

voted for Ted the mechanic as the first song. It signals: “Hello, here is Steve 

Morse, the new guitarist”. When Steve began to play guitar, he heard a lot 

of DP, and he still found his own style - so he is our man. But a legendary 

solo of Ritchie Blackmore still must be played in that same legendary way. 

 

SZ: Also Smoke on the water? 

 

JL: Yes, this is Steve's greeting to Ritchie. He is very grateful to him for 

leaving the band. But when in some years he says he's got enough, this will 

be the end of DP - definitely.  

 

SZ. Not like when RB quit? 

 

JL: For many years we believed DP could not survive without RB. He himself 

convinced us otherwise. He left us alone during the world tour in 1993 when 

we still had 8 concerts in Japan to play - all sold out. He made Ian Gillan 

responsible for it. He said Ian could not sing. But Ian did sing like an angel, 

he was fantastic.  
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SZ: What kind of person is RB? 

 

JL: He's a tragical figure for me. Mostly because he is enormously talented. 

He invented a new style of guitar playing. He was a man of extraordinary 

individualism. I said "was". Because in the last time, his playing was missing 

fire, it sounded tired, lustless. And this man was unpredictable. We had to 

take care all the time. Sometimes he didn't want to play an encore, another 

time he just walked off the stage during the show. And we had to care for 

all that shit on stage. It was hell to bring a good feeling to the audience.... 

Ritchie wanted to transform us into some kind of "Rainbow". He refused to 

accept our ideas, only wanted to play his own stuff. Recently he said "Jon 

Lord had not a single idea in the last 25 years". 

 

SZ: Is that true? 

 

JL: I had lots of ideas, but he refused to play them. He just did not play them. 

He wanted to hurt me with that remark - the devil knows why. 

 

SZ: He did not have a problem to fire Ian Gillan. Why didn't the band just 

throw him out? 

 

JL: Maybe because we thought we depended on him, maybe out of 

misunderstood friendship, because for some time we were very close. So, we 

were trying to repair the gaps. We all had the feeling we needed Ritchie. 

Now we are finally free.  

 

SZ: How good is DP today? 

 

JL: The new album is a direct link to the seventies, to our great times. And 

Steve fits in perfectly. 

 

SZ: What do your daughters think about you today? 

 

JL: My older daughter doesn't life in my house anymore. The younger one, 

she is 14, even likes DP - she is, besides radio, the only contact I have to 

modern rock music.  

 

SZ: What do you learn from her? 
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JL: Red Hot Chili Peppers are big fun, also the English band Reef. Kurt 

Cobain touched me deeply. When I am at home, I am listening to classical 

music almost exclusively. Sometimes I listen to Miles Davis. Or some Led 

Zeppelin. 

 

This interview appeared in Sueddeutsche Zeitung Magazin on March 22, 1996 
(which is a weekly add-on to Sueddeutsche Zeitung, one of the biggest "serious" 
newspapers in Germany). 
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Jon Lord Interview for Russian Darkside Internet 

Magazine 

17.abr.2011 

 

- Hello! 

- Hello! This is Kseniya from Russian Darkside Internet magazine. 

- Hi there! How are you? It’s Jon speaking. 

- Hi, I’m fine. How are you there? 

- Very good indeed, it’s a beautiful day here. 

- It’s not a beautiful day here in Moscow, because it is snowing, it’s very cold, 

windy… 

- Oh, I’m sorry (laughs) Here we have sunshine and thirty degrees, so… 

- Oh, I envy you (laughs) OK, shall we start? 

- Yes, how can I help you? 

- So, first of all, I’m very glad to speak with Jon Lord, with a person who did 

so much for rock music not only in United Kingdom, but all over the world. 

The first question is rather banal but still not less actual. What program are 

you going to bring to Russia and is it going to be much different from what 

you had in your European tour where you played the whole of “Sarabande”? 

- I’m bringing the “Sarabande” to Russia, yeah. The last time I came I played 

“Concerto for Group and Orchestra” and this time I’m going to play the 
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“Sarabande” suite and also some of my solo songs and some of Deep Purple 

songs as always with the orchestra, a kind of, I hope, a good mixture. 

- I hope so too. Are you going to shoot a DVD with the full show somewhere 

or is it going to be just live shows without any DVD recorded? 

- I would like to, but I haven’t had a chance to do that yet. We did one a 

couple of years ago, but it wasn’t very good. But I’m hoping to do a live DVD 

next year, but at the moment there is no DVD, just me alive (laughs). 

- And what country would you choose for recording of DVD, which public do 

you like the most? 

- It’s a very good question, because it’s not a question of which country I like 

most, it’s just that different countries have diferente reaction. Some are more 

vocal, some are more polite, some are more, you know… 

- Crazy? 

- Yeah, some shout it all during the applause. But mostly, what I find is that 

the audience for my music, at least they all seem to understand what I’m trying 

to say and what I’m trying to do. So I would make a DVD anywhere from 

Krasnodar to New York, it doesn’t matter. What matters is the feeling with 

which I make the music. 

- Yeah, I see. And also the reaction of your fans, warmth of the audience… 

- Yeah, because in the end it’s the reaction from the audience that I look for. 

I mean, we don’t make music in a vacuum, we make music to create some 

effect on people and may be to change what they think about something or 

give them an emotion that they were not expecting and so on. So, music is 

an interaction for me. From my heart to your heart and hopefully back from 

your heart to mine. 
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- Yeah, of course. And whom are you going to bring as a vocalist this time? 

And of course a lot of people are interested whether you’re going to perform 

“Child in Time” during your concerts. 

- It’s going to be the same two vocalists I came with last time, Steve Balsamo 

and Katarzsyna Laska from Poland. These two have been singing with me for 

three years and I love them, because they sing my songs with the right 

emotions and right heart and right feeling. And of course I will do “Child in 

Time”, it’s a very powerful song, this sing has been with me for nearly forty 

years and of course I will play it, yes. 

- An by the way, concerning this exact song, “Child in Time”, don’t you feel 

offended when sometimes people go to your concerts to hear just two or 

three songs of Deep Purple and they don’t always understand the material, 

the works you created outside of Deep Purple? 

- Well, if it means that I get the chance to play to them something else, then 

I’m glad at least that they have come to the concert, because maybe they will 

find that what they hear outside of the Deep Purple tunes is something that 

also attracts them. And they will go away from the concert maybe surprised 

to have found something new. You know, I hope that people understand that 

I’m doing what I do because of my passion, my belief, my genuine, strong 

belief that what I’m doing is good, is important, is entertaining and has value 

and that the sound of good rock musicians and good symphony orchestra, 

the sound we can make together will be one that you will remember for a 

long time. So, if they come just to hear one or two songs, I think they will go 

away happy and surprised. 

- And does it often happen in Europe during your European concerts that 

people who came to your show afford to cry something like “Let’s play Deep 
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Purple!”, “Give Deep Purple!”, because, to tell the truth, sometimes I feel really 

ashamed of my country when I come across such situations? 

- I don’t get that very often at all and I certainly didn’t get it when I was in 

Russia last time. People were very polite, very generous in their spirit, they 

listened to what I had to play for them with open hearts. I was very impressed 

to be with the Russian audience last time I was here. I haven’t personally had 

any major problems at all. I mean, of course sometimes somebody comes to 

a concert because maybe he or she misunderstands what the concert is 

actually about. But I can’t blame people for that and it’s something that I 

wouldn’t do. I mean, if I went to a concert and I was not liking what (I hear) 

and had found something different to what I understood then I would just 

quietly leave (laughs) and I’m sure you would do the same. 

- The only right decision, as for me. 

- Yeah, I mean, but in the end I have this long, long history with Deep Purple, 

but it would be stupid of me to go and play concerts and play just Deep 

Purple material, because you still have Deep Purple to do that. If you want to 

hear just Deep Purple material, then you go and see Deep Purple. What I do 

is I try to bring my music and my feelings about music and then give you my 

interpretation of Deep Purple songs that I love. And I hope that people 

understand what I’m trying to do. 

- And an obligatory and essential part of your shows is symphonic orchestra. 

And the question is how long does it take the people in the orchestra to study 

and learn your material. How do you communicate with them? 

- There are different orchestras. I mean, an orchestra isn’t just one thing. It is 

80 people and 80 different ways of thinking and different ways of looking at 

music and playing it, which is what makes an orchestra such a wonderful thing. 
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It’s a collection of individual feelings, that are put together to make a single 

sound. It’s a very wonderful machine, an orchestra, and diferente orchestras 

take different time to come to terms with what I’ve written. I have to say and 

I’m very grateful for this - that most, probably 99% of the time I have no 

problems. The music I’ve written is sometimes quite difficult, but I think it’s 

also enjoyable to play for the orchestra, so they mostly seem to come to terms 

with it very quickly and to enjoy it. And we communicate through the language 

of music and one of the most simple ways of describing what you want in 

music is to use Italian music terms which are almost universal and 

understandable. If you want something to go fast, you say “allegro” which is 

Italian for “fast” and most musicians around the world understand that. And 

you know, the conductor and I, we managed to have a sort of good 

communication together. And the conductor I’m working with in St. Petersburg 

and in Moscow, he is Italian, but he speaks perfect Russian and perfect English. 

Fabio Mastrangelo, he’s a delightful man and I have no problem 

communicating with him. So, I mean, musicians always find a way to 

communicate together. 

- To understand each other. 

- Yeah, we always find a way , because we have one language in common and 

that is the music itself which is universal language. 

- For every country, yes. And have you ever had cases in your concert activity 

that an orchestra didn’t live up to your expectations or the results were worse 

than you expected? 

- “Yes” to the first part of your question. Sometimes they didn’t quite live up 

to my expectations but not very often, but never, I would say, “worse”, only 

different. You know, like I say, sometimes music for an orchestra is quite 

difficult to play. I don’t make it easy for people, but I hope I make this 
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interesting, so it requires hard work and sometimes some orchestras who are 

not used to playing at such an extreme level. I don’t mean the level of volume, 

but the level of intensity – sometimes they take a little longer to get it where 

I like it to be, so of course sometimes I’m a little bit disappointed but not very 

often. And normally, because each concert is so different, because of different 

orchestra, different conductor, different city, different audience, different day 

– so many factors… 

- Different mood, at least. 

- Absolutely! And it makes each concert a different experience which is why I 

love doing it. It’s not just playing the same thing each night. Music may be 

the same on paper, but when it gets into the air, into the audience, into the 

hearts and minds of people, it becomes different. And this is why I love doing 

it. Of course, sometimes the orchestras take a different view of the same piece 

and it’s very exiting. Generally speaking though, I’ve been very lucky with my 

orchestras. 

- So, you’re lucky because they understand what you mean by this or that part 

of your work. 

- I think so, and my music is very emotional. It’s not very intellectual music. I 

don’t write from the head, I write from the heart, because I don’t know how 

to write intellectual music. I think that’s what communicates with other 

musicians. 

- Last autumn there was some news that you’re going to compose some 

program for orchestra with kettle-drums. At what stage is the work with this 

kettle-drum program? 

- This piece is actually for the concerto with Hammond organ and timpani, 

kettle-drums and orchestra. It is going to be performed in about one year’s 
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time on festival in Oslo, in Norway. I’m still at the beginning stage. I have most 

of the music written but not written yet for the orchestra, so I’m still working 

on it. I want it to have a piece that I can play on Hammond organ with an 

orchestra on my own and I’m using the timpani, the kettle-drums as a solo 

instrument, so I hope it to be an exiting piece, but it’s not finished yet so I 

can’t tell anything more about it. I just don’t know what it’s going to be yet 

(laughs). 

- OK. Is this program going to be presented somewhere outside Oslo, not 

only in Oslo but other countries as well? 

- You mean Hammond concerto? 

- This kettle-drums program. 

- Yes, I hope so, I would like to play it anywhere and to anyone who wants to 

hear it. It just has to be out (laughs). 

- I was always interested in one question. I always ask this question the 

majority of Englishmen. Why does it happen that musicians from England are 

first to invent some new elements and incorporate them into the music, in 

different styles of music? An then, after that, musicians from other countries 

take these elements, incorporate them into their music and they’re very 

successful, but the pathfinders are just from England? 

- Hm, that’s an interesting thought. Gosh, it ’s a very good question! I think… 

Can I go back to that, say, explosion to the popular music in the 60s. I think, 

what we had in England at that time was a generation of musicians who were 

interested… what is the word I want… we were enchanted, we were taken with 

the enjoyment with the music that was coming in the America, the black blues 

and American folk music and jazz and so on. And going from 50s into the 60s 

it had got in our blood and we took these influences from America and 
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changed them around to suit the way we thought. That small island of Great 

Britain with its industrial cities and the population that was post-war, young 

people looking to find something in music. I mean, the most obvious example 

of what happened is probably The Beatles and Rolling Stones. They are the 

two major examples of what we did with American music. 

- Definitely. 

- And then of course we sent it out into the world and it traveled into Europe 

and further and then other countries started to reinvente what they had for 

their own taste, their own desires and so on and it’s that wonderful thing 

about music – that it travels, it changes, it mutates between countries, but it 

retains the heart and the emotion, it speaks the same language. And I think, 

what Great Britain had at this important time being, 60s and early 70s, what 

we had was strength and desire and vision for music for young people at the 

time that was very, very strong vision. It was picked up by a generation of 

people that really needed to find something in the music. And the interesting 

thing is, of course, that that generation of musicians (which is my generation) 

– we’re still here and we’re still playing. And we still feel that this music belongs 

to us and we’re taking it in different directions and different ways. Some bands 

have changed from hard rock to softer rock, to blues, went back to blues. I’m 

still playing blues, tonight I got a concert in Germany with a blues band and 

then in a few days I will be in your country playing with an orchestra, so we 

are very blessed generation of musicians, because we grew up in the time 

when music just exploded around the world and… I’m sorry for a very long 

answer to your question. 

- But it’s very interesting. 

- I hope I make some sense for you. 
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- Of course, of course. Not very long ago you took part in the recording of 

charitable single with Tony Iommy, Ian Gillan and some others. In what style 

are these songs and do you still believe that people didn’t forget how to 

sympathize and not to see in every such enterprise just PR for musicians and 

desire to earn money? 

- Any money earned from this single will go to people in Armenia, I mean, 

towards music school in Armenia, that’s what the single is for. I think that 

intentions of Ian Gillan and Tony Iommy in putting this together are extremely 

honorable, they genuinely wanted to help when that area suffered terrible 

damage in an earthquake, and I think it’s very very honorable, and if journalists 

occasionally think that there may be another reason, I think they are very often 

mistaken. Certainly in this case, when I helped, Ian Gillan didn’t get paid, Tony 

didn’t get paid, I didn’t get paid, nobody got paid. We just did it for the cause 

and it’s nice to be able to do something for nothing for a good cause. I don’t 

think that anybody is earning any money from this at all, except, hopefully, if 

it sells as we hope it does, people back in Armenia will get the benefit. I think 

it’s the only reason to gain it. 

- And it what style are the songs th at you recorded? 

- The song we were just talking about? 

- Yeah. 

- It’s a very heavy rock. It’s about the visions/the words are about what Ian 

saw when he visited Armenia. And the guitar riff is very very strong, very typical 

Tony Iommy riff. It’s a terrific rock song, very powerful, and it sounds like a 

wonderful combination of Black Sabbath, Deep Purple and Iron Maiden, and 

it’s a very good song and I wish it huge success. 
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- The next question concerns the project Who Cares. Was it a one-time project 

or does it have any future? 

- You mean, would the people involved do anything else together. Well, I 

haven’t been asked and I haven’t heard yet whether they want to make any 

more material for the project Who Cares. But if they asked me, of course, I 

would be happy to play more. I really enjoyed playing. It was the first time I 

ever played with Tony Iommy and I really liked it. I played with Nico McBrain 

before and of course I played with Ian Gillan (laughs) but I really enjoyed 

doing it, it was a terrific recording session. So if asked if I wanted to do more, 

of course I’d be interested, and I think it probably has the possibility to record 

may be even an album, who knows. 

- Do you differentiate between your song works and symphonic works? Is it a 

solid piece of music and that’s it or you still differentiate? 

- This is really my belief. You know, if I was a preacher, that’s what I would be 

preaching to you, that my belief is that music is one world. You don’t have to 

label it differently, really. It’s all about the communication of emotion and 

bringing together people to hear something that moves them. And I’m happy 

to be playing in front of the symphony orchestra or in front of a rhythm and 

blues band, or in front of a rock band. What I now want to do for the rest of 

my musical life is to try just to make music that makes me happy and I hope 

makes other people happy. The main move of my thinking is to play in front 

of the symphony orchestra, it gives me so much joy. I play with a smile on my 

face, I’m happy, this is a beautiful place for me to be. And if I can make people 

feel even half of the enjoyment that I feel, then I will be a happy man. I 

honestly believe that music is just one gigantic world and you can take 

anything you like from it. You don’t have to separate it and just because I was 

a Hammond organ player in a rock band that doesn’t mean that I can’t do 
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anything I want to do. If it’s good enough and I know how to do it, which I 

do I hope (laughs), then I should continue to do it. 

- You’re a person who knows pretty well note writing. You l ike classical music 

and you took part in a lot of rock projects in which a number of musicians 

were not so well acquainted with note writing. How did you react? Did you 

have any conflicts about this? 

- No, no. I know how to write music, I know how to read music. Many 

musicians that I know, many wonderful musicians don’t know how to read or 

write music. But I’m not a snob about this, I have no criticism towards them 

for having not to know how to read music. I would only say to young musicians 

who are starting out that I think it’s a great idea to try to learn how to read 

and write music, ‘cause it is Always useful. Not because it’s an intellectual 

necessity, but only because it will be useful. And when I work with musicians 

who don’t read or write music, then we learn it together by ear, so I have no 

problem with it. I’m not a musical snob, I generally don’t care whether people 

can not read or write music. But I would genuinely say to young musicians I 

think it’s worthwhile learning. 

- Why? Because it’s just easier to… 

- Just simply because it’s useful. For example, if I think of a tune in my head 

in the middle of the night and I wake up with an idea for a tune, I can write 

it down on a piece of music paper. I don’t have to run looking for recorder to 

sing it into. I can just write it down, so the next morning or if I’m sitting on a 

plane and have an idea for a tune, I can write it down, so I find it useful. That’s 

all. Like I say, it’s not essential, it’s certainly not essential for rock music to 

know how to read or write music, but it can be helpful, that’s all. 



 (v. 2.5) 

 

122 

 

- Did you feel comfortable in Whitesnake? I ask because once you said in one 

interview that you came into this band just for the sake of doing something, 

but you recorded six albums with the band and remained with David even 

when all musicians left him in 1982. 

- Yeah, i n a way, that’s what I meant – I was doing nothing in 1978 and I 

didn’t know what I wanted to do really, and David asked me to help him out, 

and I honestly didn’t expect for staying in the band for more than a year, just 

to help him move his band forward. And each year went by and we did an 

album and then we went for tour and I really enjoyed myself. I was not an 

active member as a decision-maker, I really just played the keyboards and I 

made what they needed on keyboards. It was a pleasure in making music, that 

was a good band. And only when it got later on in early 80s, I began to feel 

a little bit disappointed with the direction of the band and David’s songwriting, 

so I started looking around for something else and then Ian Gillan called me 

and asked if I liked to reform Deep Purple and the answer was obvious. But I 

don’t feel that Whitesnake is my legacy at all, I was just a keyboard player. 

- So, Deep Purple is more your music, you’re more at home there. 

- Absolutely. It was my baby back in the beginning. When Richie and I first 

met this was the vision we had and certainly I would say that Deep Purple is 

a much better legacy for me, something I feel much more strongly about, 

even not strongly, but I feel passionate about rather than Whitesnake, yes. 

- I was always interested when did you first get this idea that a rock band can 

record something with an orchestra. 

- Before I met Richie I’ d heard a piece of music played by a jazz band, Dave 

Brubeck Quartet. Dave Brubeck was and is an American jazz pianist who was 

one of my early heroes. And I heard the piece that he did with a symphonic 
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orchestra in mid-60s and I said “Wow, that’s a great idea” and I wondered 

how it would sound with a rock band instead of a jazz band, so when we 

started Deep Purple and I realized after one year that we had a terrific band 

and I said “Let’s try it”. I had this idea for some time and I was writing some 

ideas down and then in early 1969 I mentioned my ideas to the band and to 

the management and they said “let’s do it” so we had to very quickly hit the 

market, so I had about four months to write. Idea was in my mind for some 

time, but we had to write for the rock band but Richie Blackmore, Ian Paice, 

Ian Gillan, Roger Glover and myself were the right rock band to try it and I’m 

very glad that we did, because it changed my life. 

- “Concerto for Group and Orchestra” and “Gemini Suite” were recorded with 

the participation of members of Deep Purple. And now, that a lot of time and 

years have passed, what do you like best? What appeared to be better, 

“Concerto for Group and Orchestra” or “Gemini Suite”? 

- I think, the most successful of the two is “Concerto for Group and Orchestra”. 

It has the mix of right arguments, if I can put it that way. It’s a young man’s 

music, it’s me as a young man trying to tell the world what he believes, what 

he believed then and still believes. And it’s the sound of symphonic orchestra, 

one of the great sounds of the world, and the sound of a rock band, also one 

of the great sounds of the world, and they sound wonderful together. And the 

piece of music involved is the story of the attempt to make that happen. In 

“Concerto” the first movement is the battle of the two of them, the second is 

the peace treaty, if you like, and the third is the joy that they sound together. 

The piece tells the story, it tells it honestly, it tells it with passion and it tells it 

with some degree of skill. I think it’s the most successful of the two. But then 

later on when I did “Sarabande” I had learned a lot more, and “Sarabande” is 

much less intellectual exercise. It’s just about the joy of playing and the joy of 
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writing music for a symphonic orchestra and a rock band, and I’m looking 

forward to play it to you next two weeks. 

- In your last tour you performed “Concerto for Group and Orchestra” in the 

whole. Has anything changed in your perception of this piece of work during 

forty years from the moment of its recording? 

- Yes, I would say, yes. The change is not within me but in the world of music. 

When I wrote “Concerto” and we first performed it, the idea of putting a rock 

band on stage with an orchestra was revolutionary. Now, of course, it is done 

all the time, but still, people don’t write very much. I mean, special music. They 

just do rock tunes with an orchestra backing. What I did and still trying to do 

is to write music specially for the sound of Symphonic Orchestra (SO) and the 

sound of a rock band. What has changed, I think, is mainly the attitude of the 

symphonic orchestras towards rock musicians. They understand it a lot better 

now. When we first did “Cincerto” in 1969, the orchestra didn’t understand at 

all. They didn’t understand who the hell we were, why we played amplified 

instruments, they didn’t understand the technique and so on. Now, of course, 

SO around the world have many more younger players and these younger 

players have grown up with modern rock and pop music so they understand 

popular music much more than they did when we first started. So that’s the 

major change, but in my mind, the only thing that changed for me is that I 

actually got better, a better player, better writer, I understand the orchestra 

better, so it’s still a discovery for me but I think the major change is the 

attitude of the orchestras to the rock musicians and rock musicians in 

comparison with late 60s and early 70s understand symphony orchestras much 

more. I think the audience is more open to the idea of something like this 

than they were 30 or 40 years ago. I think attitudes have changed for the 

better. 
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- You are a great admirer of Hammond organ, so what is your attitude to ever 

increasing number of synthesizers and synthetic music nowadays? And why 

didn’t you used them much, I mean, synths? 

- I tried synths in mid-70s and I tried them a little bit again with Whitesnake, 

but generally speaking I found that I’m much better on the organ and piano 

and I understand these two instruments better. With a Hammond organ I can 

make so much different sounds, and piano is such a beautiful and emotional 

instrument and I didn’t really feel the need to go too strongly into the world 

of synths. And there are a lot of musicians who are much better in using the 

synths than I. Keith Emerson for example and Rick Wakeman were both terrific 

users of synths. I’m happy with what I know, but of course I have no objections 

to the advance of the technology of synth music. It’s wonderful and now on 

keyboard you can make so much marvelous sounds and noises and I’m all for 

that, I love the advance of technology. It’s just I’m happy for myself with 

Hammond and piano. 

- Can you tell us a little bit more about your project with Anna Phoebe, the 

violinist? 

- She’s a new friend. I met her only about a year ago. And we’re going to 

hopefully put something together, a small band with certain right people, to 

play I suppose a sort of progressive rock sort of thing. But we haven’t got to 

writing music yet, and that’s why were keeping together, that’s why I bring 

her on this tour so she can understand the way I work live with SOs, so she 

will be playing with us in Russia, in Italy next month and so on. She’s a terrific 

player, young, beautiful lady and plays marvelous electric violin as well as 

regular violin, and I’m looking forward to see what we can write together. I 

can’t really tell you any more at the moment because we haven’t started 
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writing yet. Some time we will start writing and may be this time the next year 

we’ll know a little bit more a little bit more (laughs). 

- So you are at the first stage of cooperation with her. It’s always interesting. 

- Yes, you know it’s marvelous when two musicians recognize something in 

each other and they anticipate the connection that they may be able to make. 

As I say, we don’t know yet what it would be, but I know that I very respect 

her as a musician and a player and I know that she feels good about me too, 

but we will see. It’s very exciting. 

- Not long ago there was some information about release of 3-CD version of 

“Made in Japan” and you also said that you haven’t seen a part of these 

recordings. How did it happen? 

- I don’t know very much about this. I saw something on a web-site and I 

didn’t know if there was any film at all any more, I thought that everything we 

had at that time had already been released, and I’m actually very excited to 

see what it is. I haven’t seen anything yet so I can’t be very help, I’m afraid. I 

don’t know anything about it (laughs). But seems to me that if they did have 

some filming of this time, it would be wonderful, because that to me was 

probably the greatest time for Deep Purple. We were playing so well together 

in this time of “Made in Japan”. I would love to see some film and I don’t 

know very much about it at all, I’m afraid. I mean, it’s a surprise to me too. 

- OK, we’ll see. But this concert “Made in Japan ” is called by a lot of journalists 

and musicians the best live recording. What magic did you manage to create 

there in Japan, what special was about this concert that it’s still considered to 

be the best recording? 

- I think, everyone in the band was absolutely at the top of their game, you 

know, everybody was playing really, really well. We had been on the road for 
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months and months and months, so we were playing really, really well 

together, we understood each other and even though may be there was 

occasionally some disagreement between members of the band, we still had 

the same goals, we still wanted the same thing. We still believed in the same 

thing, every member of the band believed in the same thing that we were 

playing and you can hear it on the recording. You can hear the tension 

between five musicians who are individuals, strong individuals, so you can hear 

the tension because of the love of the music and because of the respect for 

each other, you can hear how it comes together so well. And I think that’s 

what makes it such a great recording. Of course, the technical brilliance of the 

guy who recorded it, Martin Birch who was the producer for the most of that 

early DP stuff. Of course, it was brilliantly recorded and that the band played 

incredibly well. I mean, I listen to what I played then and I think “My goodness 

how I wish I could play like that now” (laughs). 

- Now I would like to ask you about the project “Hoochie Coochie Man”. How 

did it happen th at you got into this project and did you like the cooperation? 

- Yeah, I was down in Australia in 2003 and there is a guy who is living down 

there, Bob Daisly, he used to play bass for Richie in Rainbow, and he’s had a 

little blues band that’s called The Hoochie Coochie Men and I was going to 

be in Australia for several weeks and he said would I like to come and play 

with them. We did three shows together and one of them was recorded live 

in the club called The Basement in Sydney, very famous blues club. And they 

released it and it was very successful. So they asked me to do another one a 

couple of years later, a studio album, and I did that, and it was also very 

successful, so it was just a collaboration of friends rather then anything else. I 

have no plans to do any more, I’m actually touring now in Europe with my 

Jon Lord Blues Project. I’m doing about twenty concerts with them because 

this is the music of my… this is how I started, you know, rhythm and blues, 
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this is what I began to play in my first band before DP. It’s just wonderful to 

re-visit the music of my youth with people who really understand how to play. 

- So, as far as I understood, you’re not going to continue recording some 

music within this project, just several concerts and that’s it? 

- We might even record, we had an offer to record this blues project and we’re 

thinking about it, because why not? (laughs) It’s wonderful music, it’s great, 

honest, open, uncomplicated music and unsophisticated even. So I would say 

nothing against the record, so we’ll probably do that, yeah. 

- We’ll be waiting for some results, all right. Another question concerning your 

solo work: have you ever had any recording, any album, any work in general, 

that was a little bit ahead of time and because of this fact it was misinterpreted, 

probably misunderstood by the public? 

- I think you can possibly say – this is just my personal opinion – but I think 

that first three or four albums that I did with an orchestra were probably 

misinterpreted because I think they were ahead of the time and now, like I 

was saying a few minutes ago now it’s normal, it’s not that unusual to have a 

rock band with a SO on the same stage. But when I did this in late 60s and 

early 70s it was incredibly unusual so I think you could say they were a little 

bit ahead of their time. And they surely were misinterpreted in that some 

critics thought that I was trying to be too clever, but I never had to do anything 

with being clever, I never tried to be clever, because I don’t think of myself as 

clever, I just think of myself as of one lucky musician who’s enjoyed success 

and enjoys the process of making music. So I think these were misinterpreted 

but I feel vindicated, I feel I did the right thing. I’m pleased with what I did 

and I’m glad I did it. And if I had to go and do it all over again I wouldn’t 

change anything, I’d do exactly the same. 
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- And what is your attitude to nowadays music industry with all its mp3s 

downloading, Internet releases and so on? Don’t you think that mp3 and 

Internet sometimes kills the spirit of music which was present 30 years ago? 

- With a one word answer – yes. I believe something fundamental has 

happened. What you buy now and you download from the Internet, you don’t 

buy the quality of sound, you buy mp3 which is not a good sound at all. And 

if a band, or orchestra, or a group of singers goes into the studio to make a 

recording, they work really really hard on the sound to make it beautiful, wide 

and full as possible, and then it is compressed into mp3 and downloaded 

through a computer and it sounds nothing like what you did in the studio. 

When we buying and downloading music now, we’re not buying sound, we’re 

buying content, we’re buying songs and music as a commodity like we’re 

buying cabbages or chicken and potatoes. It has become a commodity. And 

it’s a great shame and I do honestly believe that it will swing back somehow, 

I think that some time in the next few years somebody will invent a way of 

transmitting music to you in the proper sound and the sound of music will 

become important again. I think it’s very sad that the record companies are 

dying, because they became very much… at the best they were on proper 

roles, they were part of the process, at their worst they were greedy 

businessmen, but at their best they were very important for the music industry, 

for the future of music. And it’s a great shame that they have disappeared. 

- And to somehow round up this very informative and very interesting 

interview, could you give some advise to young musicians who just begin their 

career, just begin composing and writing music? What would you advise them, 

so that they wouldn’t sell potatoes in their future as you said, and sell music, 

real sound, emotions, real music spirit to the public? 
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- You’ve just put it very beautifully yourself (laughs). My advise is only this: 

you have to be ready, you have to be the best you can be, you have to believe 

you are the best you can be, in other words, you have to work hard. It doesn’t 

come easy. Public does not forgive anything that is second-rate. You owe it 

to your future public to be as good as you can possibly be and that means to 

work hard and to believe passionately in what you are doing and try to find 

your own voice (I don’t mean as a singer), I mean your own style, your own 

sound, your own way of looking at music. Don’t try to… 

- Copy? 

- We have to copy to begin with, that’s how we all start, we stand on the 

shoulders of giants when we are young, because we hear these mighty people 

who become our heroes and we say “Oh I want to be like him”, and it’s only 

after a while that we realize that it’s not about being like your hero, it’s about 

being as good as your hero but with your own voice. And then it’s about 

being better than your hero (laughs). That I think is the most important piece 

of advice. Be as good as you can be. Be strong, with a self-belief, and don’t 

be disappointed when you all at first – it doesn’t happen straight away all the 

time. Sometimes you have to wait, and wait again and again, but if it’s going 

to happen, it will, and when it does happen you have to be ready. 

- Thank you very much for your advise and explanations and this talk. I think 

it’s one of the most interesting, even really the most interesting interview I 

had recently with the musicians, honestly. I wish you good luck in all your 

endeavors and all your works. 

- That’s very kind to say that, thank you. I enjoyed talking to you as well. Are 

you going to come to the concert? 

- Yeah, definitely, I will. 
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- Well, if you get a chance, come and say hello. Well, thanks for the interesting 

questions and see you soon. Bye! 
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Interview with Jon Lord 

From the blog “Eight Miles High”, 29.jul.2012. 

 

Andrew Darlington: Jon Lord? Great to have this opportunity to speak to you. 

Jon Lord: Andy. Good to talk to you mate. Where are you speaking from – Wakefield? 

Oh really. Not too far from where I was born. (Which was actually Leicester!) 

AD: Do you live in the States now? 

JL: No. I just happen to be here. I came over to do a bit of business, and they got me 

roped in and said ‘while you’re here, get on the end of the ‘phone’. But no, I still live 

in England, near Henley-on-Thames. 

AD: You have a new album to promote. 

JL: We have indeed. They haven’t given you a preview copy yet? Then I shall have to 

describe it to you. I’ll try. Yes – well, OK. “The Battle Rages On” is the title track of 

the album. Some people would say, the way our band has been running, that it’s a 

well-chosen title. And it has ten tracks – fifty-odd minutes. We recorded the backing 

tracks last summer (1992), and then halfway through the recording we decided it had 

to be Ian Gillan again. He should never have left. But you know what we’re like! So he 

came back in the autumn and we spent the last part of that year and the first part of 

this year writing lyrics. The vocals were recorded in February in Florida and that’s it – 

the baby is christened, and ready to bring joy into the world. 

AD: And this is the full ‘Deep Purple In Rock’ line-up: Ian Gillan (vocals), Ritchie 

Blackmore (guitar), Jon Lord (organ), Roger Glover (bass) and Ian Paice (drums)? 

JL: It certainly is. And very happy I am that this is so. Basically this is the band that it 

should always be. It’s easy to look back with hindsight and say you shouldn’t have done 

this and you shouldn’t have done the other, but I just wish that this line-up had never 

drifted apart, and that we’d stuck together. Life would have been so much easier. But 

still, life wasn’t meant to be that easy. 
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AD: And you’re doing a ‘25th ANNIVERSARY TOUR’, with British and European 

dates. 

JL: Yes, we’re doing two or three in London, two nights at the Manchester Apollo – I 

don’t think the tour’s absolutely written in stone yet, but the Birmingham NEC, you 

know – the usual places. Yes, it’s funny really, everyone has been reminding us that it’s 

the Twenty-Fifth Anniversary, but it’s just sneaked up on us. It seems like three 

minutes ago that we were playing the City Hall Sheffield in 1975. That’s really rather 

frightening. Yes… twenty-five years. 

AD: Strictly it’s only twenty-five years if you date it from the original “Hush” line-up 

with Rod Evans (vocals) and Nicky Simper (bass). 

JL: Yes. It strictly goes back to the first line-up. It won’t be twenty-five years with Ian 

and Roger until next year. But this tour – I think, is going to go from this year into 

next year, so we can legitimately call it the ‘25th ANNIVERSARY TOUR’ 

AD: Who do you see making up your audience now? 

JL: (Long pause). It’s funny. I was just thinking about that before this began. You see, 

we still get the young Rock ‘n’ Roll audiences, those who never saw us first time 

around, or maybe saw us back in the Eighties, and some obviously who didn’t. But 

they’re still going to come and see us because we’re known in the Rock ‘n’ Roll 

business as one of the Rock ‘n’ Roll bands from that time. But also we’re bound to 

attract the – I suppose you’d call them the thirty-something’s. I don’t know this time 

around. All I know is that last time around, on the ‘Perfect Strangers’ tour and the 

‘House Of Blue Lights’ tour, 1985/6/7 – y’know, we got very young audiences. And 

then on the tour we did with (temporary vocalist) Joe Lynne again it was archetypal 

Rock ‘n’ Roll audiences. So it’s really hard to say. I don’t know. 

AD: It’ll perhaps be interesting to wait and see. 

JL: Absolutely. But I think the audience for the albums is going to be different to the 

audiences who come to the concerts. I think there’s two kinds of audiences. The older 

people who might buy the CD might not necessarily want to come to the converts. 

They might no longer like the Rock ‘n’ Roll live thing. So yes, it’ll be interesting to see. 

AD: After so long on the road, do you still get the same buzz from working? 

JL: From recording – yes. A qualified ‘yes’. But on stage – an unqualified yes. That’s 

the way it happens for me. That two hours on stage. That’s still without peer in my 
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life. That’s the brilliant moment. Playing is the highlight. The studio I find a little bit 

more tiresome, always have. I’ve never been a great studio musician. I don’t mind if it 

can be done as quickly as possible, that I like. That’s OK. But to go over and over and 

over something constantly searching for some kind of meaningless perfection just 

drives me to distraction. 

AD: In an interview with ‘International Musician’ magazine Ritchie Blackmore was 

once asked how much preparation he put into his guitar solo’s before recording. He 

replied ‘everything is done spontaneously’. Is that still true of the recent reunion 

albums? 

JL: Yes. Very much so. Obviously the technology is around, so you can use it. But what 

I normally do, or what Ritchie normally does with solo’s is – we’ve done the backing 

tracks, and then you say ‘OK, that section needs a guitar solo’. So Ritchie will then go 

into the control room with a very long lead so that the lead goes out to the amplifiers 

still in the studio, and then he has playback to himself in the control room. So he can 

sit there and hear it in perfect high-fidelity. Then he will take up eight or nine tracks, 

and do eight or nine different solo’s. And he’ll pick one. A few days later he will give 

himself time to think about it and he’ll pick the one he likes. And that’s roughly the 

same way that I do my own solo’s. But I like to take the first or second take, even if 

it’s got a couple of flaws in it, I like to get as spontaneous as I can in my solo’s. You 

HAVE to be spontaneous on stage. ‘Cos a solo is – if you like, it’s an improvisational 

comment, in a way, on the song. It should be part and parcel of the song. It shouldn’t 

be stuck onto it like an extra appendage. So that’s how you do it on stage, and that’s 

how I like to TRY to do it in the studio. 

AD: Because your musical roots are actually in improvisational Jazz, including the work 

of organist Jimmy Smith. 

JL: Yes. I started playing the organ through listening to Jimmy Smith and Jimmy 

McGriff, y’know, the JAZZ organists. And Georgie Fame, Graham Bond – they were 

organists I listened to way back in the mists of time. So that’s where I came from 

initially. But I got a very strong grounding in Rock ‘n’ Roll when I started to play with 

Ritchie. I was very lucky because I have quite a few influences to play with. 

AD: What keyboard do you play now? You used to play a Hammond C3 organ. 

JL: Still play it. Yes. 
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AD: That’s unusual today. Aren’t you tempted away by any of the newer electronic 

keyboards? 

JL: I’ve made playing Rock ‘n’ Roll on the Hammond organ my musical life, and I do 

it, that’s my instrument. That’s what I play. And the challenge of integrating it into a 

band like Deep Purple has always kept me on my toes musically. It’s great. I love it. 

AD: I spoke to Zoot Money recently – another former devotee of the Hammond 

organ, but he now plays a wafer-thin little electronic keyboard. 

JL: Did you really? I know. I did a little tour with him in Germany. We did a – we put 

together a fun Blues band a couple of years ago. And George (‘Zoot”) came along. And 

I said to him ‘what the hell are you playing?’ And he goes (in accent) ‘ah lad, it’s a lot 

easier to carry around!’ 

AD: You feel the Hammond has a greater richness of sound which such modern 

keyboards can’t quite achieve? 

JL: Not quite, no. Like I say, if there is a challenge in slotting it into my kind of music, 

then that’s a challenge I shall have to take up. 

AD: You mentioned Graham Bond earlier as an influence, he played Hammond organ 

on the R&B/Jazz circuit during the sixties. 

JL: He was my mentor. I learned from him. The GRAHAM BOND ORGANISATION 

used to play at the same Blues Clubs that The ARTWOODS used to play at. We were 

usually the interval band, so I used to – figuratively speaking, sit at his feet. And I used 

to pester him with questions about how to get the Hammond to sound like this, like 

that, like the other. And he taught me an enormous amount. Superb musician. Very 

odd man, strange man, but a brilliant musician. 

AD: As a continuity, you also mentioned Jimmy Smith as an influence; you recorded 

his “Walk on the Wild Side” with the Artwoods, and later still performed the same 

number live as part of your temporary link-up with Tony Ashton on the ‘First Of The 

Big Bands’ project (April 1974, on Purple Records). I’m also very fond of the 

Artwoods records, the ‘Jazz In Jeans’ EP and the ‘Art Gallery’ album (1966). 

JL: Ah, bless you. Yes – I’m very proud of the things we’ve done. I’ve had a great 

career. I’ve been very lucky. 
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AD: I wondered if you were aware of the current interest in Deep Purple history and 

prehistory – not only CD compilations of early Purple Singles A’s and B’s, but also re-

issues by the ARTWOODS, the OUTLAWS and EPISODE SIX. 

JL: Good Lord. The things they do to the poor unsuspecting public! I understand bits 

and pieces are filtering out, y’know. It’s really strange to have your professional life 

come out again for scrutiny on CD. It’s a strange feeling. It’s bad they happened this 

year though, isn’t it?, I mean, after twenty-five years! 

AD: I don’t think it’s bad. I find the Artwoods re-issues intriguing. 

JL: (Laughs). It’s very much of its time though isn’t it? I’m proud of it, proud of it. It 

was four or five young musicians searching for something a little bit different, and we 

had a lot of fun doing it. Great. 

AD: An album review in ‘Record Collector’ magazine credits you with recording as 

part of the Liverpool group RIOT SQUAD too. 

JL: No. I wasn’t. No – I knew the guys very well, but no I wasn’t in that group. I think 

I might have done some studio work with them. 

AD: But you DID tour with THE FLOWERPOT MEN, alongside Deep Purple’s first 

bass-player Nick Simper. (Concocted by prolific ‘Ivy League’ song-writing duo John 

Carter and Ken Lewis The Flowerpot Men scored a massive hit with the astutely 

generic ‘flower-power’ cash-in “Let’s Go To San Francisco” (Deram DM142) – no.4 

in August 1967, and less so with its follow-up “A Walk In The Sky”. A touring version 

of the group was fronted by session-singer Tony Burrows). 

JL: I toured with them. I was their Musical Director for about six months. 

AD: But you didn’t record with them? 

JL: No. I try to keep that out of my CV (Laughter). “Let’s Go To San Francisco” was 

never one of my favourite songs. 

AD: Another aspect of your work has been your classical cross-over projects, beginning 

with Deep Purple’s ‘Concerto For Group And Orchestra’ (Harvest SHVL 767) which 

originally debuted with the Purps and the Royal Philharmonic Orchestra at the Royal 

Albert Hall in late 1969, and was actually the first Deep Purple album to chart (no.26 

in January 1970). (More recently the press reported ‘It was hard-rock legend time on 

24th September 2009 when 68-year-old keyboard-player Jon Lord performed 
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‘Concerto For Group And Orchestra’ with the RTE Concert Orchestra at the Irish 

National Concert Hall in Dublin.) 

JL: Yes – those (laughs) flawed pieces. I had a great time. People were kind enough to 

indulge me. To give me an orchestra and the Albert Hall to play in it gave me a glorious 

start. It’s the kind of thing that a true composer stuck in his garret somewhere would 

give his right arm for. But just because I was a Rock ‘n’ Roll musician, and Rock had 

an audience, I was indulged to the extent that I was allowed to play with orchestras. I 

learned an enormous amount and I made a couple of albums I’m really proud of. But 

I don’t count myself as a classical composer by any stretch of the imagination. I’d like 

to be. God knows, if I had the time I would do it. When I do have time I attempt to 

point myself more in that direction. But I had a wonderful time with those, a great 

time. And of course, it helped with what we did with Purple. 

AD: You credit the work of Jazz musician Dave Brubeck as an influence on‘Concerto 

For Group And Orchestra’. 

JL: That’s right. That’s what gave me the first idea. It was actually an album called 

‘Bernstein Plays Brubeck Plays Bernstein’ (1961). It was the New York Philharmonic 

with the Dave Brubeck Quartet playing a ‘Dialogue for Jazz Combo and Orchestra’ 

written by Dave Brubeck and conducted by Bernstein. At the time I thought ‘wouldn’t 

it be great to do that with a Rock Band?’ I never thought I’d be in a Rock Band that 

could handle it. But when I was in a Rock Band that could handle it, my manager said 

– at the time ‘I remember you saying something about that, do you still fancy doing 

it?’ And naturally I said ‘sure’. Next thing I knew he’d booked the Albert Hall and 

ordered the Royal Philharmonic. So I had to do it. He called my bluff. And… it was a 

mish-mash, but a lot of fun. 

AD: I wondered if perhaps Frank Zappa’s forays into orchestration had played a part. 

JL: I hadn’t heard anything he’d done before that – only the Mothers of Invention 

stuff. No, really I was doing it completely in the dark. I mean, I’d been trained as a 

musician, I’d done the theory of music and all that kind of stuff for years when I was 

at school. So I knew how to score – theoretically! But I’d never scored anything that 

had ever been played. So to be suddenly confronted with a 120-piece orchestra, and 

to have to score for it was approaching a nightmare. So I bought a couple of books, 

famous books on orchestration, and I taught myself, and by the grace of god – and the 

genius of (conductor) Malcolm Arnold who accepted it and got the orchestra into 

shape, it just about worked. And obviously… it did what it was supposed to do, which 

is basically to make people sit up and say ‘DEEP PURPLE? Who are they? what is all 
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this about?’ And of course then, at that time, we were playing every Club, Ballroom, 

and Concert Hall in England. I can remembre playing six or seven nights a week up 

and down the country in 1969/’70. So – you know, when the right album came out – 

which was ‘Deep Purple In Rock’, we had our audience just built in and waiting for it. 

So really Deep Purple made it through a combination of immense hard work – y’know, 

we’d play anywhere, that hard work, and being just in the right band at the right time. 

And that little bit of publicity that came from the ‘Concerto’ didn’t do it any harm. 

AD: You later did the ‘Gemini Suite’ (1972) performed live in September 1970 at the 

Royal Festival Hall with The Light Music Society Orchestra, and recorded with the 

London Symphony Orchestra. And I enjoyed your album based on Bach pieces – 

‘Sarabande’ (1976), recorded near at the Stadthalle Oer-Erkenschwick, near 

Düsseldorf with orchestra conducted by Eberhard Schoener. 

JL: Thank you. That’s my favourite. That’s the one I’m most proud of. I’d like to do 

that with a little more… leisure. 

AD: ‘Deep Purple In Rock’ is still considered the classic Purple album. Issued 3 June 

1970, its iconic visual pun cover-art of the group-members immortalised in stone – 

‘in rock’, referencing the Mount Rushmore American Presidents, was inescapable 

through the months of its chart-reign. It helped define a new, younger Heavy Rock 

audience, those who – in Bowie/Mott The Hoople’s words ‘never got off on the Beatles 

and the Stones’, but couldn’t relate to teen chart-gods T Rex or Slade either. Its issue 

also coincided with their first hit single – “Black Night” (issued in June, no.2, 17 

October, beneath Freda Payne’s “Band Of Gold”), which saw them on ‘Top Of The 

Pops’ providing a strong visual identity. Although “Black Night” – its melody nicked 

from a Ricky Nelson bassline, was only included as a bonus extra on ‘25th Anniversary’ 

CD reissue, its two ‘B’-sides “Speed King” and “Living Wreck” were on the original 

album, alongside ten-minute epic “Child Of Time”, “Bloodsucker”, “Flight Of The 

Rat”, “Into The Fire” and “Hard Lovin’ Man”. 

JL: It’s one of those benchmark albums isn’t it, from that time. That – along with ‘Led 

Zeppelin II’, I suppose, and a couple of others. They sort of define the early Seventies, 

don’t they? I’m very proud of that album. I mean, it was white-hot that album. It 

was… no harsh problems at all, it fell out of the band. It came – like “Highway Star” 

was written in five minutes on a bus, in the back of a bus going down to Plymouth (a 

track that later appeared on Deep Purple’s ‘Machine Head’ album). It was really a 

wonderful, lyrical, marvellous time. 

AD: Do you have a favourite Deep Purple album? Would it be ‘Deep Purple In Rock’? 
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JL: I think that would have to be it, yes. It’s a bit like the old ‘Desert Island Discs’ 

question – if I had to take just one, I think it would have to be that. Either that or 

maybe ‘Made In Japan’, because ‘Made In Japan’ was a band playing absolutely on the 

top of its form. I don’t think I’ve ever played as well as I did on those two or three 

nights in Japan. I listen back and I think ‘Christ, is that me?’ I didn’t know I was that 

good! Excuse me immodesty. So maybe that one. I don’t know, but it’s tough to choose 

‘cos I love ‘em all. They’re all great. There’s bits on every single one of them that 

encapsulates a certain time of my life for me. 

AD: Following the final split Ian Gillan charted with his own group GILLAN, Ritchie 

Blackmore scored with RAINBOW, while you and Ian Paice joined David Coverdale 

in WHITESNAKE. Do you have good memories of this period? 

JL: Oh yes I do. Certainly of the first two or three years. I joined (Whitesnake) in the 

end of ’78 – and left in 1983. The last year wasn’t that happy. But certainly those first 

two or three years were marvellous for me. A great fun band. You know – we did 

some… in the middle of a time when everyone was out buying, you know – Punk was 

huge by then, and what were they called?, the New… Romantics or something? All 

those people. And all those kind of bands, early Midge Ure and all that kind of thing. 

And right in the grip of the teeth of that, we were the top-selling concert-ticket band 

in Europe. By 1982. And we were playing, like, sort of modern R&B. So I’m very 

proud of what we did. It’s a shame the way it fell apart. 

AD: The whole new ethos of that time was very antagonistic towards the traditionally 

macho posturing of Heavy Metal. And Whitesnake received a lot of critical flack, 

particularly for the alleged sexism of the lyrical content reflected by Chris Achilleos’ 

sleeve-art for the ‘Love Hunter’ (October 1979) album, of a naked woman straddling 

a giant phallic snake! 

JL: Of David’s lyrics? Yes – he liked to write that way, didn’t he? I must admit the rest 

of the band used to be a little worried about David’s lyrics (laughter). We felt like 

saying ‘hey, can’t you… you know?’ Occasionally he wrote some wonderful glorious 

poetry, which he got into some of his songs. Rock ‘n’ Roll poetry I’m talking about. I 

mean, like, the opening lines of “Here I Go Again” (no.9, 28 November 1987) are 

great – ‘I don’t know where I’m going, but I sure know where I’ve been’, that’s a 

classic opening line. So I had a lot of time for his ability as a writer, except when he 

used to get into that ‘Slide It In’ double-entendre sex bits. I must admit I found it a 

tad embarrassing. 
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AD: It could be argued that tongue-in-cheek sexual bragging is part of the R&B legacy, 

at least as far back as Muddy Waters. 

JL: Oh absolutely. But David’s double-entendre’s were more like SINGLE entendre’s 

(laughter). They didn’t really cover up, whereas in some of the Muddy Waters things, 

like “Back Door Man”, it was a little bit more subtle. David tended towards the 

unsubtle. I don’t want to give you the impression that I don’t respect David. I’m very 

fond of him. We had a great time. But there’s a sour taste in my mouth about the way 

it all fell to pieces. I was leaving anyway before I got the ‘phone call from Ian Gillan in 

1983 saying ‘do you fancy a re-union’. I was really on my way out then. Although this 

did trigger it. 

AD: In a ‘Melody Maker’ Whitesnake interview (dated 5th May 1979) you said ‘this 

will be my last time in a band’. 

JL: Did I say that? 

AD: You did say that, yes. 

JL: The awful thing about being in bands is that guys like you can throw back at me 

things that I said ten years ago. Or fourteen years ago in that case. I honestly felt that 

at the time. You know, I really did. I saw no reason to think any other way. And at the 

beginning of ’83 when I decided to leave Whitesnake there was no ulterior motive 

beyond the fact that I was displeased with the way that I’d been treated. About a couple 

of things. And it was only after that, after I’d given my decision, that Ian Gillan phoned 

me and said ‘how do you fancy…?’ And I still didn’t say… nobody said yes. We had 

a meeting here in the States. In a town called Greenwich. And we sat round a table, 

the five of us, and actually asked ourselves the question – ‘can we play together again?’ 

And thank god we said ‘yes’. If you’d have told me that in 1979, I’d have said ‘no way’ 

– which is why I made that statement then. 

AD: Have you heard David Coverdale’s album with Jimmy Page – ‘Coverdale - Page’ 

(Geffen Records, March 1993)? 

JL: Yes I have. I’ve always made it a practise to try not – in my professional life, to 

criticise too strongly other musicians, ‘cos I know – it’s not that easy a life! you know 

– OK. Once you get success it’s pretty easy, but it’s still – there’s a lot of hard work 

goes into what people do. They don’t – nobody TRIES to make a bad album, let me 

put it that way. But I must say that I was disappointed with the Coverdale - Page album. 

It’s not – I played it, and I’m going ‘COME ON, GRAB ME, GET ME’, y’know? And 
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it never quite did. I mean, there’s some wonderful moments. Jimmy is a great guitarist. 

But I didn’t feel that it really caught fire. I don’t know about you, I never felt that it 

totally caught fire. 

AD: It’s the kind of album that must have looked good on paper. 

JL: Absolutely. When I first heard they were going to do it, my first thought was – 

WHAT? David and Jimmy? Because I know them both very well. Well – obviously I 

know David extremely well. But I’ve known Jimmy for years. I don’t know quite how 

long… (thinks)… I dunno. And then I thought about it, and like you say, on paper 

you think, yes, it looks pretty good. And the guy who was going to mix our album was 

doing the engineering and producing for them (Mike Fraser). So little bits and pieces 

filtered back to me. That it was taking longer than expected and so on and so on. And 

– as I say, the end result was, I’m a little disappointed. But – there are a couple of 

moments when my hair stood on end, and goose-bumps, you know? David sounds like 

his voice needs a rest on some of the tracks. He sounds very very hoarse. Maybe he 

should take some of the money he earned on that huge ‘Whitesnake’ (Geffin Records, 

April 1987) album, and just lay back for a while. 

AD: Do you accept the role of one of the alleged inventors of Heavy Metal, is it a term 

that you’re happy with? 

JL: Somebody once said to me ‘your band are the fathers of Heavy Metal’, and I said 

‘THE CHILD IS NOT MINE!’ (he laughs easily). 

AD: So how do you regard the contemporary bands who have presumably grown out 

of your pioneering work with Deep Purple? 

JL: (A long pause) I hear some good things. I hear some things that make me cringe. 

But that’s the same in any music isn’t it? I can’t possibly make a sweeping statement 

and say ‘I like THAT kind of music without ANY reservations’. In the same way that 

very few people like a whole album, there’s tracks you like and tracks you don’t. But 

some of the bands that have resulted are superb at what they do. I went to see Metallica 

last year. I think they’re supposed to be one of the credible bands. I met the guys and 

they were very pleasant, and they played a superb show. They played a couple of Deep 

Purple numbers as a tribute to us which was very nice. Superb stuff. But it’s not… it’s 

not… all of it is not what I would choose to go and listen to. But they’re brilliant at 

what they do. If you want high power stadium Heavy Metal they’re very exciting. But 

at the same time, I’m not a dyed-in-the-wool fan. 
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AD: What about Def Leppard? 

JL: I like them. They’re good lads. Yes – I’ve known them a long time. Yes, I think I 

probably prefer Def Leppard if I had to choose between the two. 

AD: You prefer them because theirs is the more melodic side of rock? 

JL: Slightly more, yeah – but that’s not their fault (laughs), it’s mine! 

AD: Are the relationships within Deep Purple good now, after all the break-ups, 

recriminations and reformations you’ve been through? 

JL: Yes, but when we get together there’s no problems. That’s not the problem. The 

problem is when we’re apart. Once we’re together and working it’s pretty good. 

There’s too many good times stored up between the five of us to let it just drift apart 

in acrimony. That would be wrong. I’m really glad to see it back together again. 

AD: Yes, good luck with the tour and album. 

JL: So – you got anything else Andy? Nice to talk with you. Thank you for a good 

interview, I enjoyed it… 
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‘I’m just a lad from Leicester 

whose parents sent him to piano 

lessons’ 

 

Jon Lord: the final interview 

 

Writer Lee Marlow had been working on a big Jon Lord feature for us. He 

interviewed him last Monday, handed the feature in yesterday morning – 

and then found out about Lord’s death at the end of the day. Here he gives 

a personal response to the ‘Peter Ustinov of rock’. 

“Hellooo old son,” he said when – finally – he picked up the phone on Monday night. 

“How the devil are you?” 

He was born in Leicester, Jon Lord, but he didn’t have the trademark clipped vowels 

of someone from the East Midlands’ biggest city. He had the arresting boom of 

someone who had trodden the boards, which, of course, he had before he climbed 

behind that Hammond organ and thrilled millions of people all over the world with 

his brilliance, his originality and his musical dexterity. 

It had taken what had seemed like an age to get to this point. Dates had been 

arranged and then cancelled. Times were pencilled in and then rubbed out. Phone 

calls were made, but calls went unanswered. It was excruciating. Yet, you know, this 

was Jon Lord. And he was suffering from cancer. What do you do? I tell you what 

you do. You swallow your indignation and you hang on. Because it’s Jon Lord. 

Finally, it happened. 
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“Sorry about all that,” he said. “When you rang the other afternoon, I was asleep.” 

He doesn’t make a habit of napping in the day, he said. But it had been a tough day 

after another tough day. 

He apologised again and hoped I understood. I did. I felt bad for nearly waking him 

up. 

They say that you should never meet your heroes; that they’ll only disappoint you 

with their egos and their arrogance and their unshakable sense that everything – 

including you, especially you, writer boy –revolves around them. 

But, really, that’s just bollocks. Because for every rock star, football player, author 

and politician who is like that – and there’s few, believe me – there’s Jon Lord. Jon 

Lord was a gent. 

We won’t be the first today to say Jon Lord was the nicest bloke in rock and roll 

(which he was, unquestionably) and rest assured we won’t be the last. Platitudes like 

this are always trotted out when someone of the stature of Jon Lord dies. But this is 

real deal. Jon Lord was a gent. A proper gent. 

I met him 13 years ago. I was a cub reporter at the local rag in Leicester with a record 

collection brimming with Deep Purple and Whitesnake records. I knew Lord was from 

Leicester. I wanted to interview him. To be fair, there wasn’t a queue. Everyone else 

in the newsroom was into Blur and indie and all sorts of awful toss. They didn’t know 

what they were missing. “If you can get him,” the boss said, “then we’ll run it. But 

you won’t get him.” 

Somehow, I don’t know how, I managed to wangle the number of Deep Purple’s 

manager. Can I interview Jon, I asked. He was curt and unpromising but he did say 

he’d pass him my number. I didn’t hold out much hope. Months went past without 

a word. That’ll be that, I thought. 

And then one day, sitting at my desk, there was a phone call. It was Jon Lord. Do 

you want to come down, he said. As in down to my house. We’ll have a chat. 

I went two days later. I took with me a bag of albums – Purple and Whitesnake albums 

– and he signed every one. I had never done that with any famous person before I 

interviewed Jon Lord and I’ve not done it since. I felt he was a worthy exception. We 

spoke fleetingly from then on. It would be fanciful to pretend we were buddies, but I 

liked him and I liked interviewing him. He was smart. He was funny. He had things 

to say. He could tell a story. 

So when Classic Rock asked if I wanted to interview him for the magazine – two 

separate pieces; one for the Machine Head tribute album, and another more detailed 

and considered piece on him and his cancer, his treatment and the future – I said 

yes. Of course I did. It would be a pleasure. 

We spoke a week ago. His manager had suggested the interview should last about 

30 minutes or so. I think I might need more than that, I said. 



 (v. 2.5) 

 

145 

 

“Yes, well, you know Jon – once you get him talking…” 

The interview lasted for an hour and a half. 

I’d like to pretend I had some sort of carefully structured plan, clever pointers and 

nuanced questions which would bring out the best in him. But I didn’t. 

He had no plan either. He was sure he wanted to preserve his dignity and the privacy 

of his family. I wanted to preserve those things, too. 

“Let’s just have a chat and see where we end up, shall we?” he said. It seemed like 

the best plan of all. 

He spoke about the cancer, the low level of pain he’d been suffering, how one doctor 

after another checked him out and found nothing. 

He spoke about the day he was diagnosed. Driving home, a strange new world 

flashing by which he would now have to face as man with cancer. He talked of the 

raw snot and tears and how, in a ludicrously short amount of time, he brushed 

himself down and vowed he would beat it. 

He was beating it, too. Jon Lord didn’t just have cancer. He had pancreatic cancer. 

It is, arguably, the worst of the lot. Survival rates are poor. 

But he was nonplussed. “I looked in the mirror every day and I said: ‘I will beat this 

thing.’” 

And he was doing. He was beating it, with a combination of conventional cancer 

treatments, some parallel therapies and his boundless positive spirit. 
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He was honest, he was frank, he was funny, he was smart, he was sad, he was 

modest, he was everything I silently hoped he still would be. The cancer, and its 

treatment, had robbed him of his pony tail. It had taken none of his spirit. He was 

brilliant. He was Jon Lord. 

After the full 90 minutes, the interview wound to a close. 

We exchanged pleasantries and we wished each other luck. God bless, he said. God 

bless you, I said. 

All of that is in the piece. It took a while to knock it into shape. Scott Rowley, the 

Editor-In-Chief of Classic Rock, wanted 2,000 words. I spoke to him a few days later. 

I think I need a bit more, I said. It’s a common refrain from freelance writers. We all 

want just a bit more. We talked about it. Go on, he said. Make it 3,000. 

I sent it over yesterday morning. It was fine. It was all there, at any rate. I’d like to 

pretend that this satisfactory state of affairs was all down to my brilliant journalism. 

But I’d be lying. It was down to him. Jon Lord was the Peter Ustinov of rock music. 

I waited for the editor to call back. The dreaded call back. What about this, and can 

you get a bit more here, and what about this line. No writer wants to hear that. 

There was no call. 

Scott called me at six o’clock as I was driving home from work. He’d gone through 

the piece. He liked it. There was a ‘but’, though: “You haven’t heard have you?” Jon 

Lord was dead. 

He was so full of life. He was so full of spirit and vigour and positivity, such endearing 

positivity. He even made me feel positive, and I’m the most miserable bastard you 

could ever wish to meet. 

It was his last interview. When I spoke to Scott earlier, he wasn’t sure if they could 

run it as it was written. I understand that. But I hope they do. I hope they run the 

whole lot. “If you take one thing from this piece,” Jon said, “be positive.” There’s a 

lesson there for all of us. 

He was one of the good guys, Jon Lord. There aren’t many of those left. 

“I’m just a lad from Leicester whose parents had the foresight to pack him off to 

piano lessons,” he said to me once. 

Oh man, you were so much more than that. To millions of us. All over the world. 

God bless you, Jon Lord. We’ll all miss you. 
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MATÉRIAS E RECORTES 

 

Ao lado a reprodução da notícia da 

morte de Lord em seu site ofical 

(http://jonlord.org). 

 

O texto publicado naquele dia foi o 

seguinte: 

 

“Jon Lord has sadly passed away 

 
By Rasmus Heide 

 

It is with deep sadness we announce 

the passing of Jon Lord, who suffered 

a fatal pulmonary embolism today, 

Monday 16th July at the London 

Clinic, after a long battle with 

pancreatic cancer. Jon was 

surrounded by his loving family. 

 

Jon Lord, the legendary keyboard 

player with Deep Purple co-wrote 

many of the bands legendary songs 

including Smoke On The Water and 

played with many bands and 

musicians throughout his career. 

 

Best known for his Orchestral work 

Concerto for Group & Orchestra first 

performed at Royal Albert Hall with 

Deep Purple and the Royal 

Philharmonic Orchestra in 1969 and 

conducted by the renowned Malcolm 

Arnold, a feat repeated in 1999 when 

it was again performed at the Royal 

Albert Hall by the London Symphony 

Orchestra and Deep Purple. 

 

Jon’s solo work was universally 

acclaimed when he eventually retired 

from Deep Purple in 2002. 

 

Jon passes from Darkness to Light”. 

 

Jon Lord 9 June 1941 - 16 July 

2012”. 

http://jonlord.org/
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Jon Lord foi um pioneiro na fusão entre rock e 

erudito (*) 
 

Por Marcelo Soares (Folha de São Paulo) 

 

 

Jon Lord, fundador do Deep Purple, morreu em meio ao sofrido tratamento de um 

câncer no pâncreas nesta segunda (16), aos 71 anos.  

 

Era um caso raro na música. Depois de uma carreira bem sucedida como tecladista 

de duas das maiores bandas de rock do planeta, aposentou-se em 2002 para 

compor peças eruditas. Para ele, clássico e popular elaborado eram apenas aspectos 

de uma mesma entidade - a boa música.  

 

O caminho era quase natural. Tendo aprendido a tocar os clássicos no piano, Lord 

apaixonou-se pelo rock ao ouvir Buddy Holly começou a tocar em combos de jazz, 

rhythm'n'blues e depois rock. Sempre que encontrava uma brecha, contrabandeava 

uma citação erudita em meio aos solos; "Für Elise" era uma presença constante. Fã 

do tecladista de jazz Jimmy Smith, tornou-se um dos mais famosos usuários do 

órgão Hammond.  

 

Em 1969, aos 27 anos, ele compôs com a ajuda do maestro Malcolm Arnold um 

Concerto para Grupo e Orquestra, temperando a estrutura de uma peça erudita com 

a eletricidade agressiva da fase mais criativa do Deep Purple, a mesma equipe que 

comporia "Smoke on the Water" em 1972.  

 

"[O Concerto] conta a história de um jovem, que eu era na época, apaixonado por 

dois tipos de música, o rock e o clássico", resumiu ele em entrevista à MTV em 2009, 

quando tocou sua obra com a Orquestra Sinfônica Municipal, na Virada Cultural.  

 

Participando de um dos grupos de rock que mais mudanças tiveram em sua 

formação, Jon Lord fez parte de todas as sete equipes do Deep Purple entre 1968 e 

2002, quando se aposentou. Com eles, gravou 17 discos de composições inéditas, 

conheceu 58 países e veio ao Brasil em quatro turnês: 1991, 1997, 1999 e 2000. 

Foram 28 shows em nove cidades.  

 

Foi justamente por causa da correria da estrada que ele resolveu se aposentar e 

curtir um pouco da vida, compor o que quisesse, ver algo além de aeroportos e 

quartos de hotel onde visitasse. Uma cirurgia no joelho, no final de 2001, fez com 

que ele pedisse a aposentadoria.  

 

Mesmo fora da banda, ele continuou encontrando os velhos colegas regularmente 

na Sunflower Jam, evento beneficente promovido pela fundação de apoio a 

pacientes de câncer dirigida por sua mulher, Vickie, e sua cunhada, Jackie, mulher 

do baterista do Deep Purple, Ian Paice. No ano passado, o show apresentou uma 

inédita colaboração entre ele e Rick Wakeman, outro grande tecladista do rock dos 

anos 70.  
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Desde 2004, Lord gravou cinco discos orquestrais e recentemente finalizou a 

primeira gravação em estúdio do Concerto, com as participações de Bruce 

Dickinson (do Iron Maiden), Steve Morse (do Deep Purple) e Joe Bonamassa (do 

Black Country Communion). Todo ano, estava entre os mais votados do Hall da 

Fama da rádio Classic FM, londrina.  

 

Há um ano, Lord ganhou o título de doutor honoris causa da Universidade de 

Leicester. Em setembro, anunciou em seu website que sofria de um câncer.  

 

"É claro que vou continuar escrevendo música - no meu mundo, isso deve ser parte 

da terapia - e espero estar de volta em boa forma no próximo ano", escreveu.  

 

Chegou a anunciar sua volta aos palcos em maio, na Alemanha, mas precisou 

cancelar o show para cuidar da saúde. Nesta segunda-feira, sua equipe anunciou 

sua morte.  

 

(*) texto completo do site do jornal “Folha de São Paulo”, cuja 

primeira página foi reproduzida antecedendo esta matéria.  
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DEPOIMENTOS 
 
 
 

Rick Wakeman 

 

I  first became aware of Jon Lord in the mid-sixties when  Hush was released and I 

bought the album Shades of Deep Purple which was an album way ahead of its time. 

For obvious reasons I paid special attention to the organ style and sound as it was 

quite different from how other Hammond players were using the instrument. I 

became a genuine admirer and fan of Jon that day and remained so with everything 

he did. 

 

We became real friends just a few years ago although we had met on numerous 

occasions prior to that. We did talks together at music conservatories, we met for 

lunch and most importantly made music together. We wrote a piece 12 months ago 

for the Sunflower Jam at the Royal Albert Hall. We wrote this piece together at John 

Henry's rehearsal studios in London and it was so easy because we had such different 

styles and because Jon was concentrating heavily on the Hammond and I on 

synthesizers, the blend was quite magical. The piece was performed just the once 

and I am told was filmed. although I have never seen the footage. 

 

We sat in the dressing room which we shared at the Royal Albert Hall and made 

plans to do an album together. We were both utterly convinced that we could come 

up with something very special as our styles blended so well together. Our love of 

classical music and also working that style within that of rock music also completed 

the bond. We arranged to meet up later that month. 

 

One week before we were due to meet Jon called me with the news he was ill. He 

was very positive and actually said he'd never felt better in his life and so he would 

beat it however long it took and so to bear with our project which went on hold. 

 

We spoke a couple of times after that and the last message I got was that he was 

responding well to his treatment. The news today has hurt me like no other loss of a 

musician I have known. I can only thank him for the legacy he has left us all with his 

great music, great vision and for his kindness as he was one of the most gentle and 

kind persons I have ever had the pleasure of being able to call my friend. My heart 

goes out to Vicki his wife and all his family. 

 

16th July 2012 

 

Roger Glover 

 

It’s unthinkable that Jon is gone.  My thoughts are for his wife Vicky and all his 

children and family at this sad moment in their lives.  I wish them all strength. 

 

A great sadness and sense of loss hangs over me.  Not only has the music world lost 

a fantastic musician but a gentleman of the finest order.  He was a giant in my life, 
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a great friend, a fellow traveler, a teacher, not only of music, but of life.  I am 

devastated at his passing. 

 

Steve Morse 

 

Jon just died. I'm shocked and don't know what to do, so I'm going to try to tell you 

a little about Jon. 

 

Jon was the powerhouse keyboard player that brought rock and classical directly 

together many times. The first was his timeless organ solo on "Highway Star". The 

next was his "Concerto for Band and Orchestra". I was able to perform with the whole 

band as it was played at Albert Hall before we toured extensively with it. Just weeks 

ago, I was able to play on a studio recording of Jon's concerto and share some 

heartfelt thoughts and words with him. 

 

Jon was the guy that would stop us from giving up on an idea in songwriting because 

it wasn't immediately obvious. I remember him encouraging me in the studio to keep 

doing what I was doing as I played around with an idea that I was intrigued with. After 

writing something as amazing as his concerto, he still had the imagination to hear 

ideas on top of anything I suggested. He always had a regal, gentlemanly manner. 

Like any of us, he could get annoyed, but he would only show it with his wry and dry 

wit. 

 

Mostly, he was upbeat and a pleasure for anybody to be around. His humor was right 

up my alley, with us exchanging ridiculous thoughts like,"If Brenda Lee married 

Tommy Lee, her new name would be Brenda Lee......" Or having him finish the tune 

when an announcement at an airport would start with several musical notes to get 

your attention. It's hard to give anecdotes that convey an ease that somebody could 

give you, but he sure had that ability. We all love people that will pay attention to our 

kids, and years ago he charmed my (then) 5 year old son, Kevin with a Donald Duck 

imitation even while he was being hurried to get out of the dressing room and go to 

the green room for after show greetings. 

 

Jon retired from the endless DP tour schedule, but continued to do appearances 

with original material and performances of his concerto. I knew he missed the band 

he helped start, but at the same time couldn't stand the relentless travel. From time 

to time, we would see him on tour, and he would sit in with us. The last time we 

played, less than a year ago, at the Sunflower Jam at Royal Albert Hall, he had just 

come offstage from performing with Rick Wakeman. Later I talked with him and his 

wife about how strange it felt to look around at the keyboards and not see him there 

at Albert Hall. We promised to do something together. Soon thereafter, we all learned 

of his battle with Pancreatic cancer. I kept hearing hopeful, positive reports that they 

might be making progress, but this sudden death caught me totally unaware. I 

thought we would meet and do a recording project in the future when he recovered 

from the chemotherapy. Well, we sort of did, but I had to record it and send it to 

him, as we were in different countries. 
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If you have friends, family, especially kids, don't ever miss a chance to do or say 

something special....or simply appreciate the fact that they are there. One day, they 

won't be. 

 

Ritchie Blackmore 

 

Jon was not only a great musician, he was my favorite dinner companion. We are all 

deeply saddened. We knew he was sick but the word was that he was recovering and 

doing much better.  

 

This news came as a complete shock. Without Jon there would be no Deep Purple. 

He lives on in our hearts and memories. 

 

David Coverdale 

 

As I type this I’m listening to Jon’s classical music from his solo albums I’ve 

downloaded since his passing… Because we were out of touch for so long & involved 

in our individual lives & careers, I was unaware of so much of his more recent 

exceptional works… It is assisting me in processing the sense of loss of such a huge 

character & enormous inspiration from my life… I hope you can understand I felt it 

inappropriate to engage in our usual conversational interaction on the BBS & step 

back & just allow you to use the site as a memorial, or tribute to express your own 

feelings & thoughts of Jon & what he means to you… I am still somewhat 

uncomfortable posting as I see some of you proposing a tribute concert involving 

our former colleagues in both Purple & Whitesnake… Personally, I feel it appropriate 

& respectful to wait until we hear if his family wish to have a memorial concert before 

I respond, so I ask you respectfully not to engage me in possibilities until then… I 

have no doubt that with the healing passage of time that something wonderful will 

take place somewhere where we can all celebrate his extraordinary life & his many 

musical gifts to us, but, once again, let us be patient & await his families wishes 

before attempting to force any event on them… I will share with you, as I shared with 

my family, three personal memories of my initial introduction to Jon that involved 

his incredible warmth, patience & generosity that came immediately to my mind & 

for which I will be eternally grateful… My first encounter with Jon was as an opening 

act for the then early chapter of DP Mark 2 at Sheffield University… Jon came up to 

me after our show & was very complimentary about my singing & discreetly asked 

for my phone number… whispering ” in case it doesn’t work out with the new guy 

“… Ha Ha!… Of course, in those days, I was living at home with my parents & we 

never had a phone, so, I hastily gave him my address, shook hands & went out to 

watch some of their show before driving back to Teesside… Of course, it worked out 

beautifully & successfully with ‘the new guy’ as we all know, but, it didn’t stop me 

rushing down to the front door every morning for months to see if he’d written to 

me… As you can imagine it was an indescribable boost for my morale at that time 

in my life… Sweet, sweet man… he knew how to elevate your spirit… He had poetry 

& rhetoric in abundance… I told Pagey that he would have loved working with Jon… 

The next time was at my actual audition for Purple in London in 1973… I was pretty 

nervous, of course, but, determined… I’d discreetly brought a bottle of Bell’s whiskey 

that my friend, Roger, who had driven me to London had hidden from me..( which I 
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found immediately & gave me cause to frequently slip away for quick nerve numbing 

shots… )… No one was more engaging, welcoming & calming to me than Jon 

Lord… He spoke to me so very kindly & encouraged me to the point where I must 

credit him for helping me relax & give a solid account of myself at the audition, God 

bless his cotton socks… The next example of Jon’s amazing character was at 

Clearwell Castle in Gloucestershire where we had gone to work on songs for the 

‘Burn’ album… Jon was going to be late, as he had business in London, so, Ritchie, 

Glenn & Ian started jamming immediately in the castle crypt… Amazing music… 

amazing musicians… I wandered in & out, not knowing what the hell to do as this 

was all so new & unknown territory for me… I found out later that Jon had called 

Ritchie to see how things were going & how I was fitting in… Ritchie said everything 

was fine, but, I hadn’t sang anything yet… NERVES!!!… So, when Jon eventually 

arrived, he & I had a several snifters of some fine alcoholic beverage & walked down 

to the rehearsal room… & with him at his Hammond & me at the microphone I sang 

non stop for God knows how long… Beatles songs… jazz songs… blues riffs… 

Slowly, but, surely, the guys all came in & started playing along & suddenly I was a 

member of the best band in the world!!!… Thank you, Jon, with all my heart… I will 

never forget you & what you brought to my life… The many precious memories I will 

treasure forevermore… Bon Vivant… Raconteur… Musician & Gentleman 

Extraordinaire… Jon Lord… I salute you… 

 

Nick Simper 

 

During the last few years, the music business has lost some of its most seminal 

players, people who inspired me and many others. We said goodbye to my three 

favourite guitarists, the three “Micks” as I called them, namely Mick Keane, Mick 

Green, and Mickey King. We also lost Tony Dangerfield, Neil Christian, Jet Harris 

and the man who played a big part in our lives, Jim Marshall. 

 

This week another name has been added to the list, as we learned of the death of 

Jon Lord. 

 

I first met Jon, very briefly, late one night at the famous Shepherds Bush pie stall, 

one of the few places where food (of a kind) could be obtained during the early hours. 

It was the summer of 1966, and we were both, in those days, at the top of our game. 

I was playing with one of rock’s biggest names, Johnny Kidd & the Pirates, whilst 

Jon was with the Artwoods, one of the country’s top R & B groups. Neither of us 

spoke, just exchanging nods, as Kidd spoke animatedly with the Artwood’s drummer, 

an old friend. Little did we know that in less than two years we would be best friends, 

climbing the U.S. charts together, and creating a supergroup that would still be 

working nearly half a century later! 

 

Fate was to throw us together in late ’67, working with the chart-topping group the 

Flowerpot Men, and it was Jon who talked me into leaving this money-spinning outfit 

to create a new band. Together with Ritchie Blackmore, and briefly, Bobby 

Woodman, we sowed the seeds that became Deep Purple. Jon and I hit it off from 

the first day that we worked together, and for the next two years we lived together, 

firstly at my parents’ home, then at Deeves Hall, and finally sharing a room at the 
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Deep Purple house in Acton, West London. On tour we always roomed together, and 

life was one big round of fun! He called me his best friend, and I thought of him as 

the brother that I never had. 

 

Sadly, as is well documented, none of this was to last! During the next forty years we 

both moved in different directions, but strangely, in the last couple of years, whilst 

our paths did not cross, they came very close to doing so. During my recent trips to 

Europe with Nasty Habits, we played where Jon had been very recently, or was due 

to perform very soon. Several times I came across his contemporaries who would 

pass on “greetings from Jon”. It seemed only a matter of time before we met up 

again on the same bill, or in the same town. Finally, it looked on the cards as we 

were both appearing on the same weekend at a festival at St. Veit in Austria. Sadly, 

Jon cancelled his appearance, and it was then that I learned of the seriousness of his 

illness. During our show I asked the audience to join us in sending good vibes to Jon 

for a speedy recovery, and the resulting roar from the crowd said it all! 

 

Since that gig, last September, we all constantly enquired after Jon’s health, hoping 

for a happy outcome, but sadly it was not to be. However, his music will live on, a 

fitting memorial to a great musician, and the memories of those exciting, pioneering 

days will remain with me forever. Rest in peace Jon. 

 

18th July 2012 

 

Bernie Marsden 

 

June and July have been very busy, but all has been brought back to base with the 

loss of my great friend and colleague Jon Lord on Monday 16th July. Jon Lord was 

to many millions of people THE keyboard player in the great days of Deep Purple, 

and so he was. But he was so much more than a musician. 

 

I first met the great man in 1976; I was auditioning for a gig with his new band Paice 

Ashton and Lord. I had seen the demise of Purple, attending gigs with both Ritchie 

and Tommy Bolin, and so when I received a call from Cozy Powell regarding the new 

band I went for it. I went to an old cinema in West London, owned by ELP, Manticore. 

There I was ushered into a waiting room with about a dozen other guitar players, that 

story is not for this time, but is of interest. 

 

I entered the heady world of DPO, Jon was waiting in the room, smiling, strong 

handshake and a grin when he said, “You do exist then”, I had been rather slow in 

following Cozy’s instructions, ouch! Ian Paice was a few feet away, raised his hand to 

say hello, Tony Ashton was opposite Jon, two keyboards set up, and one was Jon 

Lord, now I knew this was going to be different. 

 

I had been listening to the guitar players going in before me, all pretty much trying 

to be Ritchie Blackmore, and failing! I thought I was on the right track when we 

played “How Long” by Ace, Ian knew the groove, I sang it and Jon said to begin, 

after a couple of verses Jon stopped the proceedings. He came over to me and asked 

me to show him the changes in the bridge of the song, the great Jon Lord asking 
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me to show him. I state this to show what a man he was, he could have worked out, 

probably had already, knew the changes backwards, but by asking me he instilled 

huge confidence in me. 

 

I played a lot of rhythm guitar, waiting for a nod from Jon to solo, took my time and 

tried to be as cool as I could. Bear in mind I am playing with Jon, and Ian Paice, this 

was quite a definitive moment for me. We played another couple of grooves, Ian 

came over and introduced himself, and Ashton kissed me on the forehead! 

 

Jon just smiled, said thank you for coming down and that I would be hearing from 

them. He asked me if I knew any DP songs, I thought I was about to lose the gig, I 

said, “Not really, I know a bit of Dance on the Water”. He looked me in the eye, 

“Smoke on the Water”, he said, “Sorry” I said. They did call the next day. 

 

Jon Lord, great musician, raconteur, writer, funny, intelligent, gifted, family man, 

friend for life. 

 

Love to Vicky, Amy and Sara Lord 

 

Rest in Peace my friend. 

 

Eddie Hardin 

 

My first encounter with Jon, well, I must have been 16! He was playing with THE 

ARTWOODS and I was rehearsing in a room nearby; I was immediately struck by the 

growling sound of his Hammond. I tried my best to be inconspicuous, though Jon 

spotted me in the shadows and asked me to leave. 

 

Little did I know that in future years I would go on to tour with DEEP PURPLE when 

HARDIN & YORK were at their peak and DEEP PURPLE were playing the Albert Hall. 

I went on to work with Jon on several of my own projects, WIZARDS CONVENTION, 

THE BUTTERFLY BALL, WIND IN THE WILLOWS. 

 

Personally I remember him with great affection and during one of our meetings at 

The Speakeasy in London he flattered me by saying, “There are only three Hammond 

players and they are Keith Emerson, myself and yourself”! 

 

He will be greatly missed, not only as a friend but as a fine musician. All my sincerest 

condolences go to his family. 

 

My thoughts will always be with you, Jon, and maybe one day we will meet again. 
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Extraído do site da revista Classic Rock  
 

The whole rock world says goodbye. 

 

Unsurprisingly there has been an outpouring of grief from everyone in the rock 

community on their websites and on Twitter. 

 

Black Sabbath bassist Geezer Butler posted online, "Very sad to hear of Jon’s 

death, following his battle with the demon cancer. One of the greatest musicians of 

my generation. Tony Iommi recently worked with Jon, and said what a lovely bloke 

he was. I met him a few times, but never got to work with him. Blessings.” 

 

Slash added, "Sad day in rock and roll. Jon Lord has passed on. One of the biggest, 

baddest, heaviest sounds in Heavy Metal. One of a kind. RIP.” 

 

Iron Maiden offered, "Very sad to hear that Jon Lord has passed away.” 

 

Fish said "Rip Jon Lord. An absolute gentleman and ground breaking keyboard 

player. Great memories left for us all" 

 

Another former bandmates Glenn Hughes said "I have just landed in LA from 

London, to hear the sad news of the passing of our brother Jon Lord. I will miss 

him." 

 

Asia's Geoff Downes said "Jon Lord bridged the keyboard gap between classic and 

heavy rock. Probably the only keyboard player to achieve that feat! Total respect!" 

 

Steve Hackett added "I'm saddened at the death of Jon Lord. A very nice man who 

brought the worlds of classical and rock music closer together." 

 

Joe Bonamassa, who recently worked with Jon, said "I am extremely saddened to 

hear of the passing of Jon Lord today. One of the nicest and most talented people 

Ive ever met. Rest in Peace." 

 

Peter Baltes, Accept: “Just like Ronnie James Dio was the master on vocals, Jon 

was the king on the Hammond organ. I grew up on Deep Purple. He was truly the 

best.” 

 

Keith Emerson: “We just lost one of our squadron and now fly in a missing man 

formation.” 

 

Jordan Rudess, Dream Theater: “Very sad to hear about the passing of Jon Lord. 

He was an inspiration to me.” 

 

Rudy Sarzo, Whitesnake, Dio, Ozzy Osbourne: “My condolences to Jon Lord’s 

family, fans and friends. Jon, thank you for being a part of the soundtrack of my life.” 
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Joe Lynn Turner, Deep Purple, Rainbow: “I am proud and humbled to have known 

him both personally and professionally, and blessed to share a special time with him. 

He was a true and gifted original, a gentleman of the industry, and he shall be greatly 

missed. May God hold you in his hands.” 

 

Damon Johnson, Thin Lizzy, Alice Cooper: “His mark in contemporary music is 

long and permanent.” 

 

Manny Charlton, Nazareth: “He was a true English gentleman and an amazing 

musician. My fondest memory of him is in Montreaux while recording Rampant, him 

bashing the hell out of a piano of Shanghaid in Shagnhai.” 

 

Ted McKenna, Sensational Alex Harvey Band, Rory Gallagher, Ian Gillan Band, 

MSG: “Last time I spoke to Jon was after he had given a lecture on his career, 

improvisation and musicianship. As well as his great talent as a musician and a 

composer he was also a genuinely nice man.” 

 

Graham Bonnet, Rainbow, MSG: “A dear friend and a great musician. You brought 

fun, laughter, silliness and light to everything you worked on. You changed the world 

of rock with your unique take on it all. Forever in our hearts.” 

 

The Kinks posted on their Twitter account: “RIP Jon Lord. A fantastic pianist and 

composer. With The Kinks, he played keyboards on You Really Got Me. Legend.” 

 

Michael Anthony, Chickenfoot, Van Halen: “Growing up listening to music, Jon 

Lord and Deep Purple had one of the biggest influences on me both vocally and 

musically. The first Deep Purple album I listened to was In Rock. The keyboards 

totally blew me away, and continued to do so on every one of their albums there 

after. A huge piece of rock history for me is now gone.” 

 

Lars Ulrich, Metallica: “Ever since my father took me to see them in 1973 in 

Copenhagen, Deep Purple has been the most constant, continuous and inspiring 

musical presence in my life. They have meant more to me than any other band in 

existence, and have had an enormous part in shaping who I am. So obviously I’m 

beyond bummed, saddened and devastated. We can all be guilty of lightly throwing 

adjectives like ‘unique,’ ‘one-of-a-kind’ and ‘pioneering’ around – but there are no 

more fitting words than those right now and there simply was no musician like Jon 

Lord in the history of hard rock. Nobody. Period.” 

 

Bruce Dickinson, Iron Maiden: “There will be many tributes to Jon as a musician, 

because of course, he was simply a unique and visionary performer, composer and 

latterly, orchestral conductor. I hope the accolades will not fail to mention that he 

was a man of wit and substance, with a huge and generous heart. I have been lucky 

enough to sing with him and count him as a friend, and we speculated only last year 

about future ideas. His legacy will live on in so many ways, but selfishly, I would rather 

have him back. So on you go Jon, but we will all miss you terribly.” 
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Anexo 

 

O Eremita, seu acervo e seus atentados à 

Língua Pátria 

 
Tudo disponível gratuitamente na Internet no site 

 

www.arquivosdoeremita.com.br 

 
 

Apenas o blog Rock Brado (logo aí abaixo) está um endereço diferente. 

 

  
 

Blog “Rock Brado” 

 

O Eremita mantém um blog, o 

“Rock Brado”. Se você quiser 

perder seu tempo lendo um monte 

de bobagens escritas por um cara 

esquisito, clique no link acima. 

 

 

 

 
 

Discografia Comentada do 

Deep Purple 

 

 

Discografia abrangendo todos os 

discos de estúdio da banda, 

comentados faixa a faixa. Textos 

d’O Eremita. 

 

 

http://www.arquivosdoeremita.com.br/
https://rockbrado.meusitenouol.com.br/
http://www.4shared.com/folder/7ER-cWo1/Textos_dO_Eremita.html
http://rockbrado.zip.net/
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A história da SBADP 

 

A história da Sociedade Brasileira 

dos Apreciadores do Deep Purple - 

SBADP está em “Como trabalhar 

de graça, perder dinheiro e ainda se 

divertir”. 

 

 

 
Discografia Brasileira do Deep 

Purple 

 

Discografia que reúne os discos em 

vinil (somente em vinil) lançados no 

Brasil. Ela abrange o Deep Purple, 

bandas derivadas (Rainbow, Gillan, 

Whitesnake etc) e trabalhos solo.  

 

 

 

 

Into the Purple 

 

Quem já ouviu falar do fanzine “Into 

the Purple”? Ninguém? Bem, isso 

tem conserto. Todas as cinco 

edições desse famoso e significante 

fanzine foram digitalizadas e podem 

ser baixadas gratuitamente, assim 

como os informativos da SBADP.  

 

 

http://www.4shared.com/folder/7ER-cWo1/Textos_dO_Eremita.html
http://www.4shared.com/folder/4lTcbojG/Into_the_Purple.html
http://www.4shared.com/folder/7ER-cWo1/Textos_dO_Eremita.html
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Livro de Letras do Rainbow  

 

Outra das publicações da SBADP. 

Contém letras, comentários e 

discografia, desde o Ritchie 

Blackmore’s Rainbow até o Finyl 

Vinyl. 

 

 

 

Roy Buchanan 

 

Assim como no caso do Jon Lord, 

este texto traz uma compilação de 

matérias sobre esse grande 

guitarrista e, também, a discografia 

comentada pelo Eremita, além de 

outras informações. 

 

 

 

Compilação de letras 

 

Uma das muitas manias do Eremita 

é a de fazer encartes para os CDs, 

compilando as letras em um 

formato A4. Se você gostar de 

bandas dos anos 70, como 

Aerosmtih, Thin Lizzy, Lynyrd 

Skynyrd e congêneres, dê uma 

olhada neste site. Como tudo até 

aqui, os downloads são grátis.  

 

 

http://www.4shared.com/folder/7ER-cWo1/Textos_dO_Eremita.html
http://www.4shared.com/folder/4lTcbojG/Into_the_Purple.html
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Capas de revistas brasileiras 

sobre o Deep Purple 

 

Reproduções das capas das revistas 

brasileiras que destacam o Purple 

(e família).  

 

 

 

Recortes sobre o Deep Purple 

 

Mais de cem recortes de revistas 

com notícias sobre o Purple, 

principalmente dos anos 70. São 

reproduções das principais 

publicações internacionais 

(Sounds, Record Mirror, Circus etc) 

e nacionais.  

 

 

 Ian Gillan 

Vida – Discos – Vídeos 

 

O título, sutilmente, informa o 

conteúdo de mais este trabalho d’O 

Eremita. Temos aqui uma breve 

biografia e detalhes sobre os discos 

e vídeos do maior cantor de Rock 

de todos os tempos, 

acompanhados de muitas imagens 

e das sempre imparciais opiniões 

eremíticas.  

http://www.4shared.com/folder/z9cTno3H/Capas_de_Revistas.html
http://www.4shared.com/folder/zRCoGEVq/Recortes.html
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Recortes sobre Ian Gillan 

 

Seguindo o mesmo modelo dos 

recortes sobre o Deep Purple, são 3 

partes com fotos e reportagens 

nacionais e estrangeiras, em mais 

uma demonstração de altruísmo 

d’O Eremita, compartilhando tudo 

gratuitamente com a população 

mundial (menos a Alemanha, não 

sei o porquê). 

 

 

 

Turnês de Ian Gillan em São 

Paulo 

 

Reunião do material compilado 

pelo Eremita nas duas visitas que 

Gillan fez ao Brasil, em 1990 e 

1992.  

 
 

Portfolio d’O Eremita 

 

Neste arquivo estão disponíveis 

reproduções dos artigos que O 

Eremita escreveu para algumas 

editoras brasileiras não muito 

exigentes. Candidato forte ao 

prêmio de arquivo menos baixado 

de toda a Internet. 
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Quadrinhos 

 

O Eremita também gosta de 

quadrinhos. Algumas revistas raras 

de sua coleção serão 

gradativamente colocadas à 

disposição, como as amostras ao 

lado. 

 

 

 

Sounds Fan Library: Deep 

Purple 

 
O Eremita escaneou página por 

página desta revista e as colocou à 

disposição dos seguidores do 

Purple. 

 

Tommy Bolin – The Ultimate 

 

Assim como no caso anterior, 

foram escaneadas todas as páginas 

do livro que acompanha esta 

coletânea. São fotos inéditas, 

acompanhadas de um texto, tudo 

feito com a colaboração dos 

familiares de Bolin. 

http://www.4shared.com/folder/oqxp-EFI/Deep_Purple_-_Sounds_Fan_Libra.html
http://www.4shared.com/folder/GJcsunWh/Tommy_Bolin_-_The_Ultimate.html
http://www.4shared.com/folder/r59ptMMH/Histrias_em_Quadrinhos.html
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Books Tour 

 

Mais escaneamentos, desta vez de 

algumas daquelas publicações 

vendidas em turnês das bandas, 

como mais um item colecionável 

pelos fãs. Eles são chamados de 

“Books Tour” e aqueles que 

pertencem à coleção d’O Eremita 

podem ser baixados à vontade. 

 

As Vãs Pregações do Eremita 

 

Compilação dos textos postados 

no blog “Rock Brado” entre 2007 e 

2014. 

 

 

 


