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B =ELLIOT STEPHEN COH

BORN GREGORY STUART LAKE IN DORSET, ENGLAND ON
November 10, 1947, Greg Lake's early musical influences were sim-
ilar to many of his British contemporaries—a mixture of American
rockers like Little Richard, Elvis, and Cliff Richard’s great home-
grown backing band, the Shadows, led by the incomparable Hank
Marvin. Later on, the influence of the Beatles went even deeper.
“Nothing had hit me as hard musically until they came on the scene;’
Lake acknowledges. “It was organized music that had quality song-
writing, playing, and singing. It was in a different league””









GREG LAKE

around to find something that could be the
next genre after progressive music started to
fade, and they couldn't find it. So new bands
had to resort to insincere, stupid behavior,
putting spikes in their heads, dressing up like
idiots, and spitting on people, hoping it would
be considered some new sort of musical rev-
olution. Emerson, Lake & Palmer never
stopped anyone from playing anything. We
made our contribution, and welcomed every-
body else to play their own music.

Do you think that music has gone down-
hill overall since then?

If you compared all of the music made
before 1980 and what’s gone on since, [ don't
think you’d have a hard time convincing
most people that the best music was made
back then. Ever since, there's been no real
definition in music—no virtuosity, sincerity,
depth of emotion, poetry, or originality.

When I first started in music, if you put
on any of the current albums, within the
first few seconds you would know imme-
diately if it was the new Jimi Hendrix, the
Who, Pink Floyd, or Jethro Tull. These

bands had their own identities. Nowadays,
you put on a record, and by the time it's
finished, I couldn’t tell you who it was. In
the '60s and '70s, the whole weight of impor-
tance was to at least try to make an effort
to be original. That's where the concept of
progressive music came from. It was all
about trying to do something different.
Would you say one of ELP’s greatest
contributions was exposing young people
to such classical works as Aaron Copland’s
“Fanfare for the Common Man,” and
Mussorgsky’s Pictures at an Exhibition, via
your more modern interpretations of them?
I think inadvertently, it was. We didn’t
consciously set out to do that, but it became
a byproduct of what we did. Before we did
those interpretations, classical music was
largely perceived as being for the elite, the
upper class, people who had a good formal
education, and people who had money. Most
ordinary working class young people had
no exposure to classical music. They were
made to believe that it was exclusively for
people who were smarter, or generally

better than them. After we started doing our
versions of the classics, it gave those peo-
ple a real sense of belonging with the music.

What do you think drew the average
fan to the band’s shows during the peak
of its popularity?

While our music did have an intellec-
tual appeal for some people, the bulk of our
audience were people who enjoyed hearing
“Lucky Man"” and “Karn Evil 9," and seeing
Keith throw the organ around onstage, play-
ing it with a knife edge. We never designed
our music to appeal to intellectual people.
Keith Emerson is not a classically trained
musician, and we never had any aspirations
to be seen as intellectual or clever. We just
felt it was more honest for us to play music
that had European roots, rather than Amer-
ican ones like most other British bands.

What impact did ELP’s lack of guitar
have on your bass playing?

I had to compensate a lot, There was
an art to it, because we haven’t got the same
freedom as guitar players. For example, as
a bass player, you can’t play at the same









