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T:	 I	 don’t	 really	 know	 where	 to	 begin.	 You’ve	 done	 so	 much	 stuff,	 a	 varied	
amount	of	 things,	which	 is	why	I	wanted	to	talk	to	you	anyway	because	you’ve	
done	so	many	different	genres	and	different	parts	of	the	industry	as	well.	 If	we	
start	right	at	the	beginning,	where	did	you	grow	up	and	when	did	you	first	start	
playing?	
	
A:	Okay,	so	I	was	born	in	Oxford.	I	didn’t	really	live	there,	I	 lived	in	a	couple	of	
places	 between	Reading	 and	Oxford	when	 I	was	 a	 kid	 and	 I	went	 to	 School	 in	
Henley.	 I	 started	piano	 lessons	when	 I	was	 seven.	My	mum	 is	a	 classical	piano	
player	so	I	started.	I	didn’t	really	like	it	to	be	honest	but	in	retrospective	it	was	
useful	 because	 I	 learnt	 how	 to	 read	music	 and	 I’ve	 got	 a	 vague	 idea	 of	what’s	
happening	on	a	piano,	which	is	pretty	useful.	I	didn’t	really	like	it	at	the	time,	it	
just	wasn’t	for	me,	it	used	to	piss	me	off!	
	
T:	How	many	years	did	you	do	it	for	then?	
	
A:	 I	got	my	first	guitar	when	I	was	twelve,	so	I	guess	until	then.	My	dad	played	
guitar	as	well.	They	didn’t	do	anything	professional,	but	they’re	good	musicians.	
My	mum	is	a	classical	piano	player	like	I	said,	and	she	sung	a	bit	of	jazz	as	well.	
My	dad	was	a	bass	player	and	played	guitar.	They’re	good	musicians	but	they’re	
not	professionals.	 I	 remember	he	 showed	me	a	 couple	of	 chords	on	guitar	one	
night	and	I	was	like	‘This	is	fucking	brilliant,	I	want	to	do	more	of	this’.	
	
T:	So	you	just	knew	straight	away?	
	
A:	Yeah.	Well,	I	didn’t	know	that	I	was	going	to	do	it	for	a	living	but	I	knew	that	I	
loved	it.	
	
T:	More	than	the	piano?	
	
A:	 Oh	 yeah.	 I	 could	 never	 be	 arsed	with	 the	 piano,	 I	 don’t	 really	 know	why.	 I	
remember	my	dad	had	this	old	bass	amp,	which	for	some	reason	had	a	distortion	
switch	on	it,	and	I	put	his	electric	guitar	into	it	and	I	pressed	the	distortion	and	I	
was	 like	 ‘That’s	 the	 sound!’	 You’ve	 got	 to	 remember	 that	 then	 there	 was	 no	
Internet.	I	mean,	there	was	but	NASA	had	it.	I	was	born	in	’77,	and	this	was	1989.	
It’s	not	like	now,	you	can	go	on	YouTube	now	and	you	can	go	‘guitar’	and	you’ll	
get	a	million	guys	with	all	this	gear	and	showing	you	what	pedals	to	use,	it	was	
all	a	mystery.	One	of	the	first	bands	I	ever	listened	to	with	distorted	guitar	was,	
apart	 from	the	Beatles,	probably	Queen.	 I	used	to	watch	that	 ‘Live	at	Wembley’	
concert	 in	 ’86	 when	 I	 was	 a	 little	 kid	 and	 it	 was	 amazing.	 And	 that	 distorted	
guitar	noise;	you	didn’t	know	what	it	was.	Everything	you	heard	was	a	mystery,	
which	was	brilliant.	Which	now	is	a	bit	of	an	alien	concept	I	would	imagine,	for	
anyone	 of	 your	 generation,	 because	 you’ve	 grown	 up	 with	 the	 Internet	 and	
everything	is	so	accessible.	So	if	you	wanted	to	learn	something	off	a	tape:	pause,	



rewind,	pause,	and	 try	 to	clock	 it.	There	was	nobody	on	YouTube	showing	you	
how	to	do	it.	It	was	hard.	
So	 that’s	 when	 I	 started	 playing	 guitar.	What	 did	 I	 do	 after	 that?	 The	 Central	
Berkshire	Swing	Band.	That	was	my	first	local	youth	music	services.	
	
T:	Were	you	in	to	jazz	from	an	early	age?	
	
A:	No!	Not	at	all.	 I	was	a	 rocker.	 I	was	 into	 thrash	metal.	 I	 really	 liked	 it.	But	 I	
liked	all	sorts	as	well	because	my	dad	was	really	 into	the	Beatles,	so	I	 learnt	to	
play	a	lot	of	Beatles	songs.	He	was	like	‘lets	play	some	music	together’	so	we	just	
played	Beatles	songs.	That	was	my	first	exposure	to	music	that	wasn’t	classical	
music	was	the	Beatles.	
	
T:	That’s	a	pretty	good	starting	point.	
	
A:	 It	was	a	great	starting	point.	Weirdly	 it	wasn’t	the	original	recordings	of	the	
Beatles,	 it	was	more	me	and	my	dad	playing	versions	of	 the	Beatles	songs,	so	 I	
knew	the	songs	before	I	knew	the	band.	I	remember	him	saying	to	me	at	a	really	
early	age:	‘If	you	want	to	make	a	living	out	of	playing	guitar	you	have	to	learn	to	
read	music’.	Most	guitar	players,	I	think,	they	start	to	play	guitar	and	then	a	few	
years	 later	 they	 go	 ‘oh	 shit,	 I	 better	 learn	 to	 read	music’,	 but	 I	 learnt	 it	 at	 the	
same	time.	So	it	became	part	of	the	process	for	me.	I	think	I	was	quite	lucky,	he	
did	me	a	favor	there.	
	
T:	So	education	wise,	after	you	left	school,	what	did	you	do	after	that?	
	
A:	I	went	to	Birmingham	Conservatoire.	I	did	my	degree	there.	
	
T:	Was	that	a	jazz	degree?	
	
A:	 It	was	a	classical	degree.	 It	wasn’t	supposed	to	be!	Things	are	different	now	
and	 they’re	 much	 more	 organised.	 I	 went	 to	 the	 audition	 and	 I’d	 learnt	 two	
pieces.	 Before	 that	 actually,	 it’s	 important	 to	mention	 that	 I	 did	 the	 Berkshire	
Youth	 Jazz	Orchestra,	which	was	brilliant	because	we	used	 to	play	with	Kenny	
Wheeler	and	Clark	Tracey	and	Mike	Bradley	came	and	played	with	us.	So	before	
University	 that	was	 really	 big.	We	 had	 theses	 brilliant	 guests	 because	 the	 guy	
that	 ran	 it,	 Pat	Kelly,	was	a	proper	 jazzer.	He	used	 to	be	 in	 the	Covent	Garden	
Opera	Band	and	he	was	a	trombone	player.	So	we	had	Kenny	Wheeler	as	a	guest	
and	Clark	played	drums	for	us	a	lot,	Andy	Cline	used	to	come	and	play	bass,	loads	
of	 great	people.	 Jim	Mullen	used	 to	 come	and	guest	with	us	 sometimes.	 It	was	
brilliant.	So	that	was	really	a	big	thing.	
But	I	took	a	year	out	and	worked	in	a	pub	before	I	went	to	Music	College	because	
I	 thought	 ‘I	better	get	my	shit	 together,	 I’m	probably	not	good	enough	 to	go	 to	
Music	College’.	Little	did	I	know,	I	got	there	and	it	wasn’t	really	happening.	When	
I	did	my	audition	I	had	two	pieces.	I	got	a	Bach	piece	ready	and	a	Martin	Taylor	
jazz	arrangement	because	I	didn’t	really	know	what	to	do.	Basically,	looking	back	
it’s	 pretty	 cool,	 I	 never	 really	 thought	 about	 it,	 they	 said	 ‘well,	 what	 are	 you	
auditioning	for?’,	and	I	said	‘I	don’t	know!’.	I	didn’t	really	know	what	was	going	



on.	They	said	‘what	do	you	want	to	do?’	and	I	said	‘I	guess	I’ll	do	the	jazz	course’	
because	they	were	going	to	let	me	in	on	both	of	them,	which	is	nice!	
I	wasn’t	really	interested	in	classical	guitar,	I	just	had	a	little	bit	together,	which	
was	enough	to	get	in,	so	I	said	‘I’ll	do	the	jazz	course.	But	when	I	got	there	they	
said	‘we	haven’t	got	any	money	so	there’s	no	jazz	course	yet,	so	you’ll	have	to	do	
the	classical	course	and	have	jazz	guitar	lessons.’	So	I	ended	up	by	default	with	a	
classical	 music	 degree,	 which	 means	 fuck	 all,	 I	 know	 nothing	 about	 classical	
music!	 I	 wrote	 a	 few	 essays	 and	 ‘have	 a	 degree’.	 But	 I	 was	 going	 down	 going	
down	every	weekend	to	do	the	National	Youth	Jazz	Orchestra	by	that	stage.	That	
was	brilliant.	That	was	a	big	thing,	a	bit	more	of	a	commercial	vibe.	It’s	not	now,	I	
don’t	think.	I	think	it’s	gone	a	bit	jazzier	but	then	it	was	the	people	who	wanted	
to	be	studio	musicians.	
	
T:	 That’s	 interesting	 because	 that	 seems	 to	 be	 a	 bottleneck;	most	 people	 have	
gone	through	NYJO	at	some	point.	
	
A:	Yeah,	I	think	Tommy	did	it	after	me,	from	what	I	remember.	It’s	funny	because	
I	always	think	of	Tommy	as	a	little	kid,	but	he’s	thirty-six!	
	
T:	How	long	did	you	do	NYJO	for,	was	it	just	the	time	you	were	studying?	
	
A:	 It	was	about	 five	years.	 I	didn’t	 leave	until	 I	was	about	 twenty-four,	 twenty-
five	because	people	 left	 later	 then.	 I	 just	had	a	great	 time	and	 liked	doing	 it.	 It	
was	fun.	Then	I	did	jazz	postgrad	at	the	Academy	after	that.	
	
T:	So	that’s	when	you	came	to	London?	
	
A:	Well	I	went	to	school	in	Henley	so	it’s	only	half	an	hour	away	and	we	lived	in	
Pangbourne,	which	is	just	outside	Henley	so	I	was	never	that	far	away.	But	when	
I	moved	to	London	as	an	independent	Adult?	Yeah.	Straight	after	Birmingham	so	
I	was	about	twenty-one,	twenty-two.	
	
T:	How	did	you	find	moving	to	London	it	terms	of	contacts	and	gigging?	
	
A:	 It	was	fine	because	I	was	in	NYJO	and	I	was	in	a	function	band	with	some	of	
the	guys	from	NYJO.	
	
T:	So	you	knew	a	lot	of	the	guys	around	already?	
	
A:	Yeah,	I	knew	the	guys	on	the	scene,	on	that	scene.	It	wasn’t	so	much	a	thing	
guys	doing	pop	gigs	then.	Now	there’s	quite	a	lot.	I	didn’t	really	know	about	that	
sort	of	stuff.	I	was	pretty	naïve.	The	people	your	age	that	I’ve	taught	don’t	seem	
to	have	the	same	naivety	as	we	did.	We	were	like	‘what	the	fuck	do	we	do	now’.	
You	leave	Music	College	and	you	go	 ‘Okay,	so	what?	What	am	I	supposed	to	do	
now?’	But	I	think	the	Internet	is	a	big	thing.	That’s	not	exactly	statement	of	the	
century,	but	it	terms	of	people	awareness	of	any	type	of	career	trajectory,	ideas	
of	what	to	do	next	or	promoting	themselves.	The	business	aspect	of	 things	and	
the	self-promotion	aspect	of	things,	which	is	quite	big,	I’ve	noticed,	amongst	your	
generation,	 didn’t	 exist.	 Somebody	 phoned	 you	 on	 a	 landline	 and	 said	 ‘do	 you	



want	to	do	a	gig’	and	you	went	‘yeah,	sure’	and	that	was	it.	It	was	word	of	mouth.	
Every	 idiot	with	a	 guitar	 and	an	 Internet	 connection	 is	now	a	 rock	 star	on	 the	
Internet.	
	
T:	Do	you	feel	it’s	not	so	much	word	of	mouth	these	days	then?	
	
A:	 It	 totally	 is,	 that’s	 all	 bullshit.	 I	 flirt	 with	 social	 media	 but	 I’ve	 deleted	 my	
Facebook	 account	 because	 it	 pissed	 it	 off	 for	 non-musical	 reasons.	 I’ve	 got	
Twitter	and	Instagram	and	everything	but	I	don’t	have	many	followers	because	I	
only	do	it	occasionally.	
	
T:	 Yeah,	 I	 talked	 about	 this	 with	 Jim	 Knight	 who	 was	 the	 same	 as	 you.	 My	
generation	is	growing	up	with	it	so	we	use	it,	but	I	still	 feel	like	we	don’t	really	
understand	where	or	how	to	use	it.	
	
A:	That’s	interesting	because	I	write	a	column	in	Guitarist	Magazine,	and	I’ve	just	
written	one	and	I	wrote	about	social	media.	It’s	interesting	to	hear	you	say	that	
you	don’t	think	you	know	what	to	do	with	it,	because	if	you	don’t	know	what	to	
do	with	it	then	no	one	knows	what	to	do	with	it.	
	
T:	I	feel	like	people	know	what	do	to	with	it	in	terms	of	business	but	how	to	use	
it	as	a	business	model	for	a	musician,	I	feel	like	that’s	still	a	bit	of	a	grey	area.	
	
A:	You	think	so?	That’s	really	interesting	to	me.	
	
T:	 I	 feel	 like	people	don’t	 like	 it	 so	much	because	 it’s	basically	 like	peacocking.	
Obviously	you	aren’t	going	to	put	anything	bad	on	it	because	that’s	not	the	point	
of	 it.	But	 I	don’t	know	 if	people	actually	get	any	work	or	whether	 it	 influences	
their	career	in	any	way.	
		
A:	That’s	interesting	for	me	to	hear	you	say	that	because	I	thought	I	was	just	the	
wrong	 generation.	The	point	 that	 I	made	 is	 that	 I	 see	 loads	of	 guitarists,	 and	 I	
think	 it’s	probably	 the	 same	with	drums,	 there’s	 a	 lot	 in	 common	with	a	 lot	of	
Internet	bullshit.	There	are	certain	drummers	that	 I	know	who	are	all	over	the	
fucking	Internet	telling	everyone	how	brilliant	they	are	and	then	you	play	with	
them	and	 it’s	 like	 ‘…	you’re	 alright…’.	 I	work	quite	 a	 lot	with	 Ian	Thomas	who	
doesn’t	have	any	social	media	accounts,	and	he’s	the	best	drummer	in	the	world,	
up	there	with	Ralph	and	Neal	and	all	those	guys	and	they’re	all	amazing,	and	he	
doesn’t	do	any	of	that	stuff.	There’s	all	this	‘Check	out	my	Zildjan	endorsement’,	
it’s	 just	 boring.	 I’d	 rather	 see	 a	 picture	 of	 your	 dog.	 But	 then	 again	 I	 feel	
conflicted	about	it	because	I	do	the	same	thing.	I	do	it	because	I	get	drawn	into	it	
and	it’s	that	fear	of	missing	out.	I	must	have	to	do	it	because	everyone	your	age	is	
doing	it	and	now	it’s	interesting	to	hear	you	say	that	you	don’t	know	how	to	use	
it	either.	
	
T:	I	could	be	completely	wrong.	I	could	just	not	understand	how	to	use	it	myself;	
I’ve	 only	 just	 started.	 Have	 you	 ever	 got	 anything	work	 related	 through	 social	
media?	
	



A:	 I’ve	had	a	couple	of	people	email	me	through	Facebook.	But	I	think	they	just	
emailed	me	through	Facebook	because	they	didn’t	have	my	number	and	knew	of	
me	anyway.	So	no,	I	don’t	think	so.	
	
T:	It’s	fairly	easy	to	type	in	someone’s	name,	if	you	know	their	name,	and	you	can	
find	them	of	Facebook	fairly	easily.	
	
A:	Yeah,	and	you	contacted	me	through	my	website?	Must	have	been	because	I	
don’t	have	Facebook.	The	reason	I	came	off	of	it	wasn’t	so	much	to	do	with	music	
it	 was	 the	 just	 the	 amount	 of	 time	 I	 was	 checking	 it	 on	 my	 phone.	
	
T:	 I	 think	 a	 lot	 of	 people	 feel	 that	 way.	
	
A:	I’m	sure	they	do,	and	then	what	happens	is	you	come	off	and	you	still	feel	like	
you’re	missing	out	and	you	think	‘Everyone	else’s	life	is	amazing	and	I’m	going	to	
Tesco’s’.	I	think	maybe	we’ll	look	back	on	these	conversations	and	say	‘it’s	settled	
down	now’	and	it	will	have	become	integrated	in	a	less	offensive	way.	
	
T:	 I	think	either	that	or	it’s	going	to	be	absolutely	massive.	A	lot	of	people	see	it	
as	essential	already.	
	
A:	Yeah,	and	maybe	it	 is.	I’m	give	or	take	twenty	years	older	than	you	so	if	you	
take	someone	who	is	give	or	take	twenty	years	older	than	me,	they	have	a	whole	
career	without	the	Internet	at	all	and	they	were	busier	because	there	was	more	
of	a	music	industry.	You	used	to	be	able	to	make	a	living	in	the	studios	and	you	
can’t	do	 that	now.	 It’s	not	possible.	They’re	not	 there.	You	have	 to	do	all	 sorts.	
That’s	another	topic:	anyone	describing	themselves	as	a	session	musician	on	the	
Internet	is	bullshit.	
	
T:	 It’s	 interesting	 to	 hear	 you	 say	 that	 because	 out	 of	 most	 guitarists	 you	
probably	do	quite	a	lot	of	session	work	currently	compared	to	a	lot	people.	
	
A:	Don’t	say	currently	like	that!	‘Yeah,	you	might	not	next	week!	At	the	moment	
you’re	working,	we’ll	see	what	happens	next	week!’	
	
T:	Haha	you	know	what	I	mean!	As	a	pose	to	twenty	years	ago	when	there	was	a	
lot	more	around.	
	
A:	Not	even	twenty	years	ago,	really.	Twenty	years	ago	would	have	been	the	year	
2000.	 I	 actually	 think	 there’s	 more	 TV	 work	 around	 now	 because	 there’s	 a	
fashion	for	having	house	bands	at	the	moment.	There	wasn’t	so	much	then.	
	
T:	Okay,	we’ll	talk	about	that	in	a	moment	because	you’ve	done	a	lot	of	stuff	to	do	
with	that,	but	going	back	to	the	kind	of	stage	that	I’m	at	and	people	of	my	age	are	
at:	 you’ve	 finished	Music	 College	 or	 your	 higher	 education	 officially,	what	was	
the	 next	 step	 for	 you?	
	
A:	Confusion	actually,	was	the	next	step,	and	almost	giving	up.	
	



T:	I	feel	like	that’s	the	case	for	a	lot	of	people.	
	
A:	Maybe,	I	don’t	know.	I	wasn’t	happy.	I	remember	being	unhappy.	I	remember	
that	feeling	and	I’m	trying	to	sort	of	correct	it	in	my	teaching	at	the	Guildhall	and	
private	teaching	as	well	because	when	I	was	at	Music	College	it	was	just	teaching	
people	about	music.	Which	is	great,	but	in	a	very	pure	way	like	‘what	does	Kenny	
Wheeler	play	over	 this	 slash	 chord?	How’s	Peter	Erskine	 turning	 the	 beat?’	Or	
whatever	and	it’s	done	in	a	very	absolute	kind	of	way.	But	what	no	one	said	was	
‘you	 know	what	 you	 need	 to	 do?	 Now	 you	 need	 an	 accountant’.	 That’s	 a	 very	
extreme	 example.	 But	 when	 my	 pupils,	 especially	 from	 the	 Guildhall	 because	
they’ve	 got	 like	Mike	 Outram	 for	 jazz	 so	 they	 don’t	 come	 to	me	 to	 learn	 jazz,	
come	here,	I’ll	put	a	chart	in	front	of	them	which	I’ve	taken	off	a	session.	I’ve	got	
the	Logic	files,	usually	if	I’m	working	for	somebody	that	I	know	well	I	ask	them	
‘can	I	use	this	for	educational	purposes?’,	I	use	the	Logic	files	and	I	make	them	do	
the	session.	‘Choose	yourself	a	guitar,	you	get	four	clicks	in’	and	they’re	doing	a	
session	 that	 has	 been	 a	 real	 live	 session	 so	 they’re	 getting	 prepared	 for	
something	which	has	ramifications	in	the	real	world,	which	it	didn’t	so	much	for	
my	degree.	I’ve	got	a	classical	degree…so	what?	So	it	certainly	was,	I	don’t	if	it	is	
anymore,	a	bit	of	a	cliff	edge	when	you	leave	Music	College.	
	
T:	From	my	experience	and	from	people	I	know,	I	feel	like	it	goes	one	way	or	the	
other.	 They’ll	 go	 two	 feet	 first	 into	 all	 the	 education,	 as	 you	 should,	 they	
concentrate	on	their	studies	one	hundred	percent	and	then,	like	you	say,	they	get	
to	 the	end	and	then	they	don’t	know	what	 to	do.	Or	 there’s	people	who	maybe	
don’t	do	so	much	of	 the	College	stuff,	maybe	 it’s	a	 thing	that’s	happening	more	
these	days,	and	they	get	to	the	end	and	they	have	enough	to	support	themselves.	
	
A:	Enough	work,	you	mean?	
	
T:	Yeah.	I	know	a	lot	of	people	in	my	age	group	that	I’ve	known	since	I’ve	been	at	
College,	 they	get	to	the	end	and	they	plug	for	a	 lot	of	 teaching	 jobs	because	 it’s	
regular	work.	
	
A:	I	did	that,	yeah.	
	
T:	 I	think	a	lot	of	people	do	that,	and	there’s	nothing	wrong	with	that,	but	I	feel	
like	that’s	people	getting	towards	the	end	and	being	like	‘oh	shit	I	need	to	get	it	
together	 financially’	 because	 nobody	 talks	 about	 it	 before	 hand,	 and	 that’s	 the	
problem.	
	
A:	That’s	the	problem,	and	especially	now	because	in	the	twenty	years	between	
you	and	me	 look	at	house	prices,	 look	at	 the	cost	of	 living.	 It’s	not	comparable.	
Living	 in	 London	 now	 is	 incredibly	 expensive	 if	 you	 want	 to	 stay	 in	 London.	
That’s	even	more	reason	to	take	into	consideration	all	 those	kind	of	things	and	
what	are	you	actually	going	to	do	with	your	life.	What	do	you	want	to	do?	Do	you	
want	 to	 get	married	 and	 have	 kids	 eventually?	 I	mean,	 it’s	 not	 something	 you	
have	to	think	about	straight	away	but	they	are	realities	of	life.	How	are	you	going	
to	make	a	 living?	Who	are	you?	What	are	you	going	 to	do	while	all	 the	people	
who	were	in	your	year	at	school	are	all	busy	getting	law	degrees	and	earning	a	



million	quid	a	year,	what	the	fuck	are	you	doing?	It’s	all	very	well	when	you’re	in	
the	bubble	of	a	fantastic	place	like	the	Guildhall	talking	about	ECM	and	whatever,	
but	then	you’re	confronted	by	the	real	world.	For	me	there	has	to	be	a	meeting	
place	between	 the	 two.	That	would	make	me	 feel	 better	 because	 I	was	 always	
quite	aware,	my	dad’s	 in	business	and	a	 lot	of	my	 family	are	and	 I	was	always	
quite	aware	there	was	that	aspect	of	life.	It’s	not	like	I	was	raised	by	artists	on	a	
commune	on	a	hill	or	something,	so	I	think	it’s	important.	I	think	it’s	important	to	
give	an	awareness	of	that.	If	you’ve	got	a	student,	they	can	do	with	that	what	they	
want.	 If	 they	want	to	 ignore	it	 that’s	 fine	but	I	 feel	 like	 it’s	of	benefit	 to	at	 least	
flag	that	up.	
	
T:	 So	 you	 feel	 like	 there’s	 a	 bit	 of	 a	 hole	 that	 needs	 to	 be	 plugged	with	 that?	
	
A:	Yeah,	I	did	and	I’m	really	pleased	that	I	think	Malcolm	is	doing	a	great	job.	He	
seems	to	be	on	the	case	with	that	as	well	in	the	way	he’s	changed	things	up	a	bit.	
I	 talked	 to	him	about	 it	when	 I	 first	 started	 teaching.	 It’s	odd	because	 teaching	
when	 I	 was	 your	 age	 was	 something	 that	 I	 did	 for	 the	 money	 and	 I	 wasn’t	
interested.	I	taught	at	a	secondary	school	and	I	just	wanted	to	go	out	and	do	jazz	
gigs	basically.	But	now	 I’m	a	bit	 older	 I	 do	 feel	 that	 it’s	 like	my	 job	 to	do	 that.	
That’s	my	skill	set,	having	been	involved	in	the	more	commercial	areas	of	music,	
to	flat	that	up.	And	if	people	want	to	ignore	it	and	go	sit	in	the	Vortex	every	night	
that’s	fine.	That’s	totally	fine.	It’s	brilliant.	But	I	think	it	should	be	there.	
	
T:	The	real	world	might	catch	up	eventually.	
	
A:	 Yeah	 because	 everything	 is	 so	 fucking	 expensive	 now.	 You	 want	 to	 buy	 a	
house	you	need	half	a	million	quid.	
	
T:	Yeah,	ridiculous.	So	you’ve	managed	to	sustain	a	living	out	of	the	industry	and,	
correct	 me	 if	 I’m	 wrong,	 I	 feel	 like	 that	 is	 because	 you	 working	 in	 so	 many	
different	areas	which	means	that	your	work	overall	is	much	more.	
	
A:	Yeah,	more	shit	to	do!	
	
T:	So	how	did	you	get	there,	because	you	said	you	left	College	you	wanted	to	do	
jazz?	
	
A:	Well,	 yeah	 I	was	 playing	more	 jazz	 then	 than	 I	 am	now.	Do	 you	 remember	
Gerard	Presencer?	You	must	have	come	across	him,	trumpet	player?	
	
T:	I’ve	heard	the	name.	
	
A:	Well	I	was	in	his	band	at	the	time	and	that	was	pretty	happening.	It	was	Chris	
Dagley,	Jim	Watson	and	me	and	it	was	burning	so	I	was	interested	in	trying	to	get	
better,	and	I	still	am!	Don’t	get	me	wrong,	the	commercial	considerations	never	
outweighed	the	musical	considerations	but	it’s	just	that	I	knew	they	were	there.	
But	I	loved	lots	of	styles	of	music	and	the	idea	of	being	in	a	studio	and	somebody	
saying	 ‘okay,	 this	 is	a	country	 tune’.	 I	 could	never	decide	on	one	style	of	music	
that	 I	 liked	 above	 all	 others	 basically.	



	
T:	So	did	a	door	open	in	one	area	in	particular	to	begin	with	or	were	you	sort	of	
going	into	all	of	them?	
	
A:	Well	I	was	in	a	Function	band	and	NYJO.	When	I	was	your	age	that	was	what	I	
did	 with	 my	 Saturdays.	 So	 it	 was	 College	 in	 the	 daytime,	 NYJO	 rehearsals	 on	
Saturday	and	someone’s	wedding	in	the	evening,	so	we	played	lots	of	pop	music.	
And	that	was	a	really	good	training	ground	 for	doing	sessions.	Function	bands,	
correct	me	if	I’m	wrong,	are	kind	of	different	now.	You	have	to	learn	the	music.	
	
T:	Yeah,	there’s	a	lot	more	that	are	off	chart.	They’re	a	lot	more	serious.	
	
A:	Yeah,	that	did	not	exist.	
	
T:	 So	 everything	 was	 charted?	
	
A:	Yeah.	You	just	used	to	turn	up	wearing	black,	and	they	put	these	shitty	London	
Orchestrations	 charts	 in	 front	 of	 you	 and	 you’d	 go	 ‘Thanks.	 Money,	 come	 on,	
cough	up.’	And	then	you’d	go	home.	You	could	always	be	depping	on	functions	in	
a	 band,	 there	 was	 loads	 of	 that	 around	 and	 it	 was	 just	 turn	 up	 and	 read	 the	
charts.	That	 kind	of	 stuff	was	 a	bit	 of	 a	pain	 in	 the	 arse	 at	 the	 time	but	 it	was	
pretty	good	training	really.	
	
T:	Was	there	anything	like	the	first	gig	you	got	on	where	you	felt	 like	you	hit	a	
different	level?	
	
A:	I	guess	it	was	gradual,	so	a	few	things.	Gerard’s	band	was	one	of	them.	When	I	
was	in	NYJO,	do	you	know	Pete	Long?	So	he’s	ten	or	fifteen	years	older	than	me	
but	he	came	back	to	guest	with	NYJO,	and	for	me	he	was	this	busy	professional,	
and	 I	played	banjo	on	 the	gig	 for	 some	obscure	 reason,	 and	he	 came	up	 to	me	
after	the	gig	and	he	said	‘what	are	you	doing	tomorrow?’	And	I	said,	I	dunno,	a	bit	
of	teaching,	I	can’t	remember	what	I	was	doing,	and	he	said	‘do	you	want	to	come	
to	 Spain	 with	 Echoes	 of	 Ellington?’	 which	 is	 his	 big	 band,	 and	 I	 went	 ‘yeah,	
alright!’	So	I	went	to	Spain	and	that	was	Mike	Smith	on	drums	and	just	working	
guys,	people	who	I	know	who	are	my	mates	now,	but	there	was	that.	The	big	was,	
into	 TV,	 a	 few	 of	 us	 were	 quite	 lucky.	 Do	 you	 remember	 the	 series	 Pop	 Idol?	
Which	was	about	’99,	2000.	They	wanted	a	young	big	band,	so	they	came	to	NYJO	
and	we	ended	up	doing	that	which	was	an	experience	in	TV	and	I	met	the	fixer	
for	ITV.	
	
T:	So	the	whole	band	was	used?	
	
A:	No,	a	 selection.	So	 it	was	 like	Dagley	on	drums,	who	wasn’t	 in	NYJO	when	 I	
was	in	it.	Do	you	remember	Chris?	
	
T:	Yes,	I	think	so.	
	
A:	 He	was	 before	 your	 time.	 He	 was	 the	 house	 drummer	 at	 Ronnie’s,	 fucking	
amazing	 drummer	 but	 he	 died	 in	 a	 car	 accident.	 It	 was	 very	 sad,	 we	were	 all	



mates.	 So	 it	 was	 Dagley	 and	 Sam	 Burgess	 on	 bass,	 a	 different	 rhythm	 section	
apart	from	me.	
	
T:	So	that’s	quite	a	big	thing	to	do	at	that	age.	
	
A:	Yeah,	that	was	quite	a	big	thing	to	do	because	we	recorded	an	album	the	year	
after	and	we	did	the	first	two	TV	series	and	we	did	an	arena	tour	so	yeah,	that	
was	a	big	thing.	That	gig	went	on	and	off	for	a	couple	of	years	and	it	was	huge	at	
the	time	because	that	was	the	series	where	Will	Young	first	came	out	and	Gareth	
Gates	and	that	so	it	was	a	big	thing.	It	wasn’t	like	it	was	another	reality	TV	series	
because	it	wasn’t	new	but	it	was	a	big	thing.	So	there	was	that	and	then	I	met	this	
TV	MD	 called	 Ray	Monk	who	 used	 to	 do	 everything.	 He’s	 pretty	much	 retired	
now	 but	 he	 did	 Stars	 In	 Their	 Eyes	 for	 years	 and	 he	 got	me	 to	 dep	 for	Mitch	
Dalton	who	was	a	studio	player	who	was	very	busy	back	then	and	I	depped	for	
Mitch	 on	 the	 last	 series	 of	 Stars	 In	 Their	 Eyes	 through	 Ray,	 who	was	 his	MD.	
Then	I	ended	up	doing	a	rehearsal	for	Dave	Arch’s	band,	it	wasn’t	Strictly,	on	one	
of	his	TV	series	and	I	just	filled	it	for	John	Parricelli	on	a	rehearsal.	Dave	thought	
I	did	alright	and	he	asked	me	back	so	I	started	depping	on	that.	I	think	the	thing	
is	with	TV,	which	 has	 probably	 been	 the	 thing	 I’ve	 done	 the	most	 of,	 that	 and	
West	 End	 shows	 I	 guess.	 If	 you	 play	 well	 on	 TV	 and	 you’re	 consistent	 at	 not	
fucking	 things	up,	 live	TV	show	and	you	get	clicks	 in	your	ear	and	you	have	 to	
play	an	intro	on	your	own,	if	you	don’t	fuck	it	up	you	keep	coming	back.	So	you	
just	have	to	have	bottle	basically.	
	
T:	So	through	your	experience,	you	begin	by	depping	for	someone.	
	
A:	Well	that’s	what	happened	to	me,	yeah.	
	
T:	Did	you	know	the	person	you	were	depping	for	or	was	it	a	fixer?	
	
A:	Yeah,	I’d	met	Mitch	but	I	knew	the	MD.	Ray	was	the	MD	on	Stars	In	Their	Eyes	
and	also	Pop	Idol,	so	that	was	the	connection.	I	did	Pop	Idol	because	I	was	there	
and	 I	 was	 young	 and	 I	 could	 play,	 but	 then	 I	 started	 depping	 on	 things	 just	
because	I	could	play.	
	
T:	And	then	from	there	it’s	just	grown?	
	
A:	It	just	grows,	yeah.	
	
T:	 So	 when	 did	 you	 first	 get	 into	 the	 West	 End?	
	
A:	 I	 think	Mitch	 gave	my	 number	 to	 a	 fixer	 called	Morris	 Cambridge,	 who’s	 a	
West	End	fixer.	He	rang	me	just	after	we	finished	doing	the	first	series	of	Pop	Idol	
and	 it	was	 coming	up	 to	 the	 summer	and	 I	wasn’t	doing	anything	except	 for	 a	
couple	 of	 functions	 and	 he	 said	 ‘I’m	 putting	 together	 this	 show	 called	 Jerry	
Springer	 the	Opera’.	This	was	way	before	 it	was	 in	 the	West	End,	 it	was	at	 the	
Edinburgh	Festival	 and	he	 said	 ‘Do	 you	want	 to	 come	 to	Edinburgh?	We’ll	 put	
you	up’	 and	my	 friend	Tom	was	playing	 trumpet,	 it	was	 three	hundred	quid	 a	
week,	one	show	a	day	and	the	show	finished	at	four.	I	didn’t	have	anything	else	



do	 to	 so	 I	 said	 ‘great,	 yeah	okay,	 fuck	 it,	 I’ll	 go	 live	 in	 a	 flat	with	my	mates	 for	
three	hundred	quid	a	week	and	see	Edinburgh’.	The	company	that	were	putting	
it	on	were	called	Avalon	and	they	ran	all	of	the	comedy	things	so	we	had	a	pass	
to	 go	 and	 see	 all	 the	 comedy.	 So	we	did	 a	 show	 that	 finished	 at	 four	 and	 then	
started	drinking,	every	day!	
	
T:	So	you	had	a	great	month	up	there.	
	
A:	We	 had	 a	 great	 month!	 So	 anyway,	 the	MD	was	 a	 guy	 called	Martin	 Koch,	
which	 brings	me	 back	 to	where	we	 started.	No,	 he	wasn’t	 the	MD,	 he	was	 the	
supervisor	and	the	orchestrator	and	he	liked	my	playing	and	then	he	got	me	in	
with	 Steve	 and	 Ralph.	 He	 used	 Steve	 and	 Ralph	 and	 I	 don’t	 know	what	 other	
guitar	player	he	was	using	at	the	time	but	he,	for	whatever	reason,	started	using	
me.	So	that	was	a	big	thing	as	well.	So	the	West	End	thing	came	through	Morris.	
After,	Jerry	Springer	went	into	The	National,	then	it	went	to	the	West	End	for	a	
year	and	then	after	that	he	offered	me	Billy	Elliot.	So	I	did	the	first	year	on	Billy	
Elliot	 and	 then	 I	 moved	 on	 to	 Wicked	 and	 did	 the	 first	 year	 on	 that.	 Then	
Hairspray	I	did	the	whole	thing	of,	two	and	half	years,	something	like	that.	Then	I	
didn’t	 do	 a	 show	 for	 a	while	 and	 then	 various	 shows	 over	 the	 years.	 I’ve	 just	
finished	two	and	a	half	years	on	Beautiful.	That	was	good.	Neal	Wilkinson,	who’s	
a	drummer,	fantastic!	Also	I	think	in	the	last	two	or	three	years	I’ve	got	more	into	
doing	my	own	band	as	well	and	trying	to	play	a	bit	more	music	rather	than	just	
doing	sessions	and	TV.	Although,	I	still	do	a	lot	of	that	kind	of	stuff	because	it’s	
what	pays	the	bills	but	I	do	a	lot	of	practice	of	jazz.	
	
T:	So	you’ve	got	into	different	areas	initially	and	then	it’s	all	grown.	
	
A:	Yeah,	it	just	sort	of	happened!	
	
T:	If	you’re	in	the	West	End	for	however	many	years	you’ve	been	doing	it	how	do	
you	 keep	 all	 your	 other	 gigs	 going	 at	 the	 same	 time?	
	
A:	Just	get	out	as	often	as	possible.	
	
T:	You	just	dep	them	out?	
	
A:	Dep	the	fuck	out	of	it	all	the	time.	Yeah,	do	anything.	
	
T:	So	you’re	pretty	 full	on	all	 the	time?	If	you’re	not	 in	the	West	End	you’re	on	
something	else?	
	
A:	Yeah.	Get	your	show	and	if	you	need	the	money	you	go	in.	 If	you	don’t	need	
the	money	you	go	and	do	something	else.	 I’ve	noticed	that	a	West	End	show	is	
now	something	that	people	aspire	to.	
	
T:	Well	it’s	probably	one	of	the	best	well-paid,	consistent	money	gigs.	
	
A:	Yeah,	it	is	because	you	make	seventy,	seventy-five	grand	a	year	before	you’ve	
done	 any	 sessions.	 So	 yeah,	 it	 is,	 I	 understand	 that	 but	 it	wasn’t	 even	 a	 thing.	



When	Morris	phoned	me	I	was	 like	 ‘…what?’	He	said	 ‘Hi,	 it’s	Morris	Cambridge	
here’	and	I	said	‘who?’	I’d	never	even	thought	about	doing	a	West	End	show	but	
now	I	think	guys	your	age,	it’s	on	their	radar	and	it	didn’t	even	occur	to	me.	
	
T:	 Yeah,	 other	 people	 were	 saying	 that	 they’re	 getting	 more	 students	 coming	
through	where	that’s	their	goal.	
	
A:	They	want	to	be	in	a	West	End	show,	yeah.	It	will	drive	you	mental	if	you	stay	
there.	 The	 problem	 is,	 I	 think	 you’re	 young	 enough	 that	 you	won’t	 experience	
this	 so	much,	 but	 say	 if	 you’re	 a	 drummer	who’s	 thirty-five,	 forty.	 People	 like	
Yanto	and	Ralph	and	Neal	and	Mike,	those	guys,	they’re	not	going	anywhere	yet.	
They’re	still	working;	they’re	still	at	the	top	of	their	game.	So	the	sessions,	you’re	
always	going	to	be	not	the	first	call	at	the	moment,	no	matter	how	good	you	are.	
That’s	no	reflection	on	you	or	anyone	else,	it’s	just	that	if	someone’s	been	using	
Ralph	 for	 twenty	 years	 and	 they	 love	 him	 why	 would	 they	 suddenly	 go	 ‘you	
know	what,	I’m	not	going	to	use	Ralph	this	time.	I’ll	just	go	and	use	this	random	
kid	who	I’ve	never	heard	of.’	
	
T:	 For	 all	 the	 session	 stuff,	 it	 seems	 to	 be	 everyone	 is	 saying	 that	 the	 session	
scene	is	pretty	much	non-existent,	nobody	can	make	a	living	purely	off	of	doing	
sessions.	
	
A:	 You	 can’t	 make	 a	 living	 just	 off	 of	 doing	 sessions.	 Apart	 from	 some	 of	 the	
string	players.	
	
T:	Oh	really?	
	
A:	I	mean,	it’s	not	non-existent.	It	depends	how	much	money	you	want	to	make.	
I’m	 making	 eight	 hundred	 quid	 out	 of	 sessions	 this	 week.	 For	 me,	 that’s	 not	
enough	but	for	somebody	else	it	might	be.	
	
T:	People	are	saying	with	the	sessions	that	the	session	musicians	have	gone	from	
the	session	scene	into	the	West	End	scene?	
	
A:	 Oh	 yeah,	 definitely.	 People	 that	 wouldn’t	 have	 touched	 a	 West	 End	 show.	
When	 I	 was	 doing	 Hairspray,	 Derek	 Watkins	 was	 the	 trumpet	 player.	 Thirty	
years	before	that	no	one	wanted	to	know	about	West	End	shows,	all	the	session	
players.	There	was	period	when	everyone	was	just	playing	on	albums	and	they	
didn’t	even	want	to	know	about	TV	work,	but	its	really	good	money	now.	
	
T:	Do	you	still	do	album	and	artist	kind	of	things?	
	
A:	No,	not	so	much	really.	Sometimes,	you	know.	Not	a	lot,	to	be	honest.	I’m	doing	
Seal’s	 album	 launch	 the	 week	 after	 next,	 so	 sometimes,	 yeah	 but	 no	 so	 much	
artists	for	me.	I’ve	done	it	and	I	do	do	some	but	a	lot	of	the	time,	especially	with	
guitar	and	with	ProTools	and	everything,	if	you	just	need	somebody	to	strum	C	
to	G	you	don’t	necessarily	have	a	session	musician	come	and	do	it.	I’ve	played	for	
Little	Mix,	I	did	one	of	their	records	and	they	wanted	specifically	this	big	eighties	



rock	guitar	solo	but	if	it	was	just	a	bit	of	picking	or	something	they	wouldn’t	have	
called	me.	
	
T:	So	unless	it’s	something	really	specific?	
	
A:	Generally,	yeah.	Maybe	there’s	guys	who	do	more	of	that	then	me.	There	might	
well	be,	I	don’t	know,	it’s	just	that	I’ve	ended	up	doing	a	lot	of	TV.	I’ve	done	three	
different	TV	series	in	the	last	two	months.	
	
T:	So	out	of	all	the	session	you	do,	we’re	sitting	in	what	I	presume	is	your	home	
studio?	
	
A:	Good	guess!	No,	this	is	the	bathroom	man;	I	just	like	to	keep	this	shit	in	here,	
haha!	
	
T:	 So	out	 of	 all	 the	 sessions	 you	do,	 do	 you	do	 a	 lot	more	of	 them	 from	home	
now?	
	
A:	Yeah.	I’m	trying	to	not	do	them	actually.	It	can	be,	to	be	honest,	a	bit	of	a	pain	
in	the	arse!	 I	do	do	some.	 I	used	to	do	more,	actually.	 I’ve	started	to	turn	them	
down	unless	they’ve	got	a	decent	sized	checkbook	because	to	be	honest	they	can	
be	a	real	pain	in	the	arse.	What	can	happen	is	they’ll	say	‘what	would	you	charge	
me	 for	a	 track?’	and	you	make	up	a	 figure.	 If	 they’re	really	specific	about	what	
they	want	then	I’ll	do	it.	If	they	send	you	a	chart	and	say	‘just	play	this’	or	it’s	a	
little	ten-second	jingle	and	it’s	not	too	much	hassle.	But	 if	 it’s	someone’s	album	
track	and	they	say	‘I	want	something	in	the	vein	of	this’	and	you	say	‘okay,	fine’.	If	
you	go	 to	a	 studio	you’re	booked	 for	a	 three-hour	session	and	you’re	 there	 for	
those	 three	 hours.	 If	 you	 go	 over,	 you	 get	 another	 session	 out	 of	 it,	 so	 it’s	
regulated.	What	happens	 is,	 you	 send	me	a	 track	and	 I	play	on	 it	 and	 I	 send	 it	
back	and	it’s	perfectly	acceptable	but	you	think	‘that’s	not	quite	what	I	was	after’.	
By	the	time	I’ve	loaded	it	up	to	Drop	Box	and	you’ve	downloaded	it	and	listened	
to	 it,	 that’s	 another	hour	at	 least	by	 the	 time	you’ve	gone	 to	Tesco’s	 and	 come	
back.	 I’ve	 got	 to	 then	 spend	 another	 couple	 of	 hours	 redoing	 it,	 and	 what	
happens	 if	 you	don’t	 like	 it	 that	 time?	So	you	 could	 spend	a	whole	day	on	one	
track	 and	 still	 not	 get	 anywhere,	 even	 though	what	 you’ve	 played	 is	 perfectly	
acceptable.	 Whereas	 if	 you	 do	 it	 in	 a	 studio	 face	 to	 face	 they	 could	 say	 ‘try	
something	 else’	 and	 that	 conversation,	 which	 has	 taken	 two	 hours	 over	 the	
internet,	has	taken	twenty	seconds.	I	think	the	thing	is	with	the	Internet	sessions	
is	 they	haven’t	become	regulated	enough.	 I	 think	 that	 it	will	happen,	but	 there	
needs	to	be	more	regulation,	in	my	opinion,	for	me	to	like	working	that	way.	
	
T:	 It	does	seem	to	be,	 from	my	point	of	view,	that	that’s	the	way	that	 it’s	going	
because	it	saves	multiple	people	some	money.	But	I	understand,	from	your	point	
of	view,	it’s	just	not	cost	effective	in	terms	of	your	time	to	do	some	things.	
	
A:	That’s	the	thing	is	 it	can	be.	The	way	I	 look	at	 it	 is	the	two	extremes	are	the	
ones	that	are	worth	doing,	where	someone	who	knows	exactly	what	they	want.	If	
it’s	 a	 jingle	 I’ll	 do	 it.	 I	work	 for	 Steve	 Sidwell	 a	 lot	 and	 if	 he	 sends	me	a	 chord	
chart	 and	 says	 ‘play	 this,	 it’s	 a	 jingle.	 Twenty	 second,	 thirty	 second	 edit’.	 Play,	



send,	gone.	Easy.	And	I	know	him	and	I	know	how	he	works	so	I	know	what	he	
wants.	Or	the	other	extreme	is	when	somebody	says	‘I	just	want	you	to	be	you’,	
so	you	can	give	them	whatever	you	want.	The	problem	comes,	for	me	anyway,	in	
the	middle	 ground.	When	 they’ve	 got	 opinions	 but	 they	 don’t	 know	what	 they	
are,	so	you	can	be	there	all	day.	
	
T:	So	they’ll	come	back	to	you	and	say	‘it’s	not	quite	right	but	I	don’t	know	why’?	
	
A:	Yeah,	exactly!	And	that’s	okay	if	you’re	face	to	face	and	you	can	go	‘what	do	
you	think	of	this?’	and	they	go	‘no’.	‘What	do	you	think	of	this?’	‘That’s	the	one.’	
So	that’s	taken	twenty	seconds.	Over	the	Internet	that	takes	hours.	So	I’m	
pretty	selective	about	what	I	do	over	the	Internet,	because	it’s	just	not	worth	it.	
	
T:	In	terms	of	session	stuff	you	say	you	do	a	lot	of	TV	now?	
	
A:	That’s	a	lot	of	it,	yeah.	
	
T:	And	that	came	from	knowing	the	people	that	doing	from	Pop	Idol	and	all	that	
stuff?	
	
A:	Yeah,	basically,	and	then	gradually	you	know.	That	seems	to	be	what	I’ve	done	
the	most.	 I	did	The	Voice	house	band	 for	 the	 first	 three	years.	 I	guess	 that	was	
relatively	 high	 profile	when	people	watched	 it.	 The	 first	 series	was	 a	 big	 deal.	
Yeah	I’ve	done	a	lot	of	TV	through	Steve	and	a	couple	of	other	people.	
	
T:	Do	you	enjoy	doing	that?	
	
A:	Yeah	I	do.	
	
T:	Does	 that	 involve	 learning,	 I	mean	 The	 Voice,	 you	must	 have	 had	 to	 put	 in	
quite	a	lot	of	effort	to	learn	all	the	stuff	for	it?	
	
A:	Yeah.	I	think	it’s	very	different	now.	It’s	a	different	band.	It	was	Steve	Sidwell	
when	I	first	started,	Yanto	was	on	drums	and	Pete	Murray	was	on	Keyboards	and	
we	had	charts	on	iPads.	They	were	all	used	to	doing	that	kind	of	TV	work.	Yeah	it	
was	a	lot	of	hard	work,	but	it	was	a	process	we	were	all	not	unfamiliar	with,	just	
more	of	it.	
	
T:	Do	you	feel	like	that’s	similar	in	terms	of	the	session	stuff,	 like	younger	guys	
are	nowhere	near	that?	
	
A:	What	do	you	mean?	
	
T:	Well,	it	seems	to	be	that	the	guys	who	do	the	sessions,	like	you’re	saying	Ralph	
has	done	it	with	the	same	guy	for	twenty	years,	all	the	fixers	and	the	producers	
and	everyone	they	work	with,	they’re	all	a	similar	generation	and	they’re	going	
to	use	all	of	 them.	People	my	age,	 I	 feel	 like,	are	obviously	going	 to	be	used	by	
producers	of	a	similar	generation	so	it’s	 just	a	matter	of	time	and	you’ve	got	to	
grow	up	through	it?	



	
A:	I	think	you’re	exactly	right.	Over	the	past	few	years,	sometimes	I’ve	gone	into	
work	and	I’ve	gone	‘where’s	the	adults?’	You	know	what	I	mean?	‘I	was	a	College	
with	you,	I	used	to	live	with	you	at	university,	who’s	in	charge	here?	Oh	fuck,	it’s	
us!’	So	yeah,	I	think	it’s	cyclical.	And	it’s	funny,	because	when	you’re	your	age	you	
looking	at	 the	bottom	of	 the	mountain	going	 ‘how	do	we	get	up	 there?	 I	 really	
want	to	be	up	there.	How	do	I	get	up	there?’	and	it	looks	like	it’s	sewn	up.	‘What	
do	 I	know?	What	don’t	 I	know?’	all	 these	questions	but	 I	 think	a	 lot	of	 it’s	 just	
time.	 And	 there’s	 certain	 things	 about	 your	 playing,	 in	my	 opinion	 and	 this	 is	
totally	 open	 for	 debate,	 which	 go	 into	 your	 playing:	 where	 you	 put	 the	 beat,	
which	applies	to	all	instruments,	how	you	know	to	phrase	things	slightly	back	or	
forward	and	that	maturity	and	relaxedness	to	your	playing	and	your	time	as	well.	
I	think	time	is	something	which	most	people	in	their	twenties,	some	of	them	are	
good,	 a	 lot	 of	 people	 naturally	 have	 good	 time,	 but	 a	 lot	 of	 them	 there’s	 still	
issues.	Drummers	and	guitar	players	are	the	people	that	I	notice	it	the	most	with.	
They	can	be	really	brilliant	but	not	quite	yet	playing	in	time.	Also,	I’ve	seen	in	the	
past	few	years,	weirdly,	the	opposite	problem	with	drummers	of	your	generation	
is	that	they	can’t	play	without	a	click.	As	soon	as	you	take	the	click	off	they	start	
slowing	down.	Maybe	it’s	different	if	you	come	from	the	jazz	end	of	things,	I	don’t	
know,	but	I’ve	experienced	that	with	a	lot	of	drummers,	maybe	not	your	age,	but	
slightly	older,	who	I’ve	played	with.	They’re	fucking	amazing	drummers	but	you	
take	the	click	away	and	they	start	slowing	down	and	you	think	‘what’s	happened	
there?’	
	
T:	 That’s	 interesting.	 So	 that’s	 a	 generational	 thing?	 Or	 the	 genre	 of	 gigs	 that	
they’ve	done?	
	
A:	Maybe.	That’s	my	little	perspective.	
	
T:	Okay,	so	if	you	were	giving	someone	advice	now	in	terms	of	getting	their	time	
together,	what	would	you	tell	them	to	do?	
	
A:	Well	you’ve	got	to	play	with	people	who	are	really	good.	That’s	a	really	tough	
one	to	be	honest.	I	tell	you	what	I	do	is,	and	where	it	came	from,	and	now	I	try	to	
replicate	 this	 in	 my	 teaching.	 I	 remember	 when	 I	 first	 started	 doing	 to	 odd	
session,	 I’d	play	 something	and	go	 ‘that	 felt	 alright’	 and	 then	you’d	go	 into	 the	
control	room	and	listen	and	you’d	go	 ‘wow,	I’m	rushing.’	 I	didn’t	 feel	 like	I	was	
rushing.	So	there’s	a	discrepancy	between	what	you	feel	you’re	playing	and	what	
the	reality	of	the	sound	you’re	making	is.	And	there’s	nothing	that	exposes	that	
more	 than	 recording	yourself.	 So	 that’s	my	advice	 for	my	students.	When	 I	 get	
them	 here	 I	 put	 a	 very	 simply	 chart	 in	 front	 of	 them,	 and	 they’ve	 all	 been	
shredding	around	like	Pat	Metheny,	and	there’s	a	Motown	chart	and	all	you	have	
to	go	is	‘Chick.	Chick.	Chick.’	And	just	play	off	beats	or	something.	‘Go	on	then,	do	
that.	 I’m	going	 to	put	a	click	on,	 I’m	going	 to	give	you	 four	clicks	 in	and	you’re	
going	to	do	it.’	And	ninety-nine	percent	of	the	time	they’re	not	on	it.	Amazing	jazz	
players,	reading	great,	theory	brilliant,	nowhere	near.	I	think	recording	yourself	
really	exposes	because	you	can’t	 argue	with	 it.	You	can	 see	 the	waveform.	 ‘I’m	
consistently	one	side	of	the	beat	or	the	other’.	
	



T:	So	you’ve	done	a	lot	of	that	yourself,	record	and	then	spend	the	time?	Because	
myself,	I	feel	that	originally	I	was	under	the	impression	that	if	you’ve	got	an	hour	
block	of	practice,	if	you’re	not	playing	for	the	whole	hour	it’s	not	productive.	But	
then	when	you	record	yourself	it’s	very	time	consuming.	You’ll	play	for	a	minute	
and	then	you	might	spend	five	minutes	analysing	it	or	looking	at	it.	
	
A:	Well	I	think	if	you	make	some	sort	of	breakthrough	then	it’s	really	productive.	
If	 you	 just	 run	 the	click	and	you	 just	play	a	 simple	beat	and	you	 think	 that	 it’s	
happening,	and	then	you	go	and	 listen	back	to	 it,	so	you’re	not	employing	your	
hands	and	 feet	and	you’re	 listening	 to	 it	and	watching	 it,	and	you	go	 ‘wow,	 I’m	
consistently	 slightly	 ahead’	 or	 ‘my	 right	 foot	 isn’t	 as	 happening	 as	 I	 thought	 it	
was’	 which	 you	 can	 hear	 because	 you	 can	 hear	 it	 in	 other	 people.	 There’s	 no	
arguing	with	that.	
	
T:	That	 seems	 to	be	 a	 similar	 thread	of	 advice	 from	a	 lot	 of	 people.	Recording	
yourself	is	one	of	the	absolute	best	ways.	
	
A:	Yeah	it’s	really	good.	That’s	the	main	thing,	that	you	hear	a	lot	of	the	guys	your	
age,	no	matter	how	good	or	talented	they	are,	it’s	nothing	to	do	with	that,	I	was	
the	same,	you	have	to	have	that	time	after	you	leave	College	or	NYJO	or	whatever	
to	go	‘oh	okay,	so	this	is	how	I	play’.	It’s	like	you’ve	passed	your	driving	test	and	
you	go	‘oh	okay,	so	this	is	how	you	drive	now’.	
	
T:	So	you	should	expect	to	have	a	couple	of	years?	
	
A:	It	takes	longer	than	everyone	thinks	it	does,	in	my	experience	anyway.	Again,	a	
caveat	 on	 all	 of	 this	 is	 that	 I	 could	 be	 full	 of	 shit.	 You	 know	 what	 I	 mean?	 I	
wouldn’t	know.	
	
T:	I’m	sure	a	lot	of	it	is	true.	I	think	a	lot	of	people,	and	I	don’t	know	whether	it’s	
more	now	than	it	was	before,	just	leaving	College	are	very	impatient.	It’s	like	you	
say,	 they	 see	 people	 twenty	 years	 ahead	 of	 them	 and	 everybody	 wants	 to	 go	
there.	
	
A:	Yeah,	which	I	think	is	natural	and	healthy	in	a	way.	
	
T:	So	the	industry	changes	all	the	time	and	it’s	completely	different	now	to	five	or	
ten	years	ago.	What	advice	would	you	give	to	people	now	if	they’re	just	moving	
to	London	and	they	want	to	be	a	musician	or	they’ve	just	finished	College?	What	
would	you	do	if	you	were	in	that	position	now?	
	
A:	 If	 that	 was	 me?	 See,	 here’s	 where	 my	 advice	 might	 be	 slightly	 redundant,	
again,	 because	 of	 the	 Internet.	 I’m	 sure	 there’s	 things	 that	 you	 can	 do	 that	 I	
wouldn’t	think	of.	But	really	it’s	 just	get	out	and	play	with	people.	If	I	was	your	
age	and	I’d	just	moved	to	London	and	I	didn’t	know	anyone	I	would	go	and	do	a	
Postgrad	or	some	sort	of	course	to	meet	some	other	musicians.	You	can	go	to	jam	
nights,	I	never	really	did	that,	but	that’s	a	way	of	meeting	people.	
	



T:	That’s	interesting	because	a	lot	of	people	are	either	really	into	the	jams,	like	‘I	
need	to	go	to	four	a	week’.	
	
A:	Yeah	I	couldn’t	stand	them.	
	
T:	But	then	a	lot	of	people	are	opposed	to	that	and	it’s	interesting	to	hear	you	say	
that	and	you’ve	still	been	fine.	
	
A:	 Yeah,	 I	mean	 I’ve	 got	 a	 reason	why	 I	 never	 did	 it;	 is	 because	 I	 never	 liked	
playing	on	other	people’s	gear	because	I	could	never	get	the	sound.	So	that	was	a	
guitar	thing	more	than	anything.	I	think	if	I	was	a	saxophone	player	or	something	
I	probably	would	have	done	it	more.	But	your	sound	for	guitar	doesn’t	just	come	
from	your	guitar	it	comes	from	what	pedals	and	what	amps	you’re	using,	it’s	kind	
of	crucial.	 I	was	never	into	jam	sessions	but	I	can	see	why	that’s	a	good	way	to	
meet	people.	Just	for	me,	I	think	I’ve	maybe	been	to	one	in	my	whole	life.	
	
T:	So	for	guitar	players	specifically	you	would	advise…?	
	
A:	 I	guess	if	you’re	a	straight	ahead	jazz	player	it’s	probably	fine	and	I	wouldn’t	
advise	to	go	or	not	to	go.	If	you	enjoy	it	then	I	think	go.	If	you	don’t	like	it	don’t	
go.	But	 I	 think	 if	 you’re	 a	 straight	 ahead	 jazzer	 then	 it’s	 probably	 fine	because	
you’ve	got	the	jazz	guitar	sound	which	is	no	pedals,	just	an	amp.	I	always	wanted	
to	play	a	bit	more	like	Scofield	or	Larry	Carlton	or	Robben	Ford	and	that	involves	
having	a	sound;	a	bit	of	distortion	and	a	bit	of	delay.	And	I	found	that	I	don’t	play	
as	well	without	that.	I	didn’t	like	it	because	I	wanted	to	have	my	own	sound.	I	just	
didn’t	enjoy	it.	
	
T:	 So	 regardless	 of	 whether	 you	 go	 or	 not	 actually	 just	 meeting	 people	 and	
getting	 to	 know	 everyone?	
	
A:	Yeah,	meeting	people.	NYJO	was	a	big	thing	for	me.	That	really	helped.	I	think	
that	that	still	is	a	certain	route.	Do	you	know	Nick	Fitch?	
	
T:	Yeah.	
	
A:	He	is	doing	it	and	he	still	comes	to	me	for	lessons	and	he’s	a	fantastic	guitar	
player,	but	it’s	definitely	a	route	doing	something	like	Guildhall	and	NYJO	and	all	
those	kind	of	things.	I	think	that	route’s	still	there	and	that’s	what	I	did.	But	it’s	
just	meeting	people	really.	I	would	do	some	sort	of	educational	thing	even	if	it’s	
BIMM	or	one	of	those	kinds	of	places.	It’s	more	about	meeting	people	then	it	 is	
about	 actually	what	 they’re	 teaching	you.	That’s	 just	 a	bonus,	 because	you	 can	
stick	on	some	music	and	learn	off	that.	
	
T:	Do	you	feel	like	London	is	definitely	the	place	to	be?	
	
A:	For	me	it	is,	yes.	It’s	the	only	place	you	can	make	a	living	in	commercial	music,	
yeah.	I	mean,	you	can	live	outside	it	but	you’ve	got	to	be	able	to	get	in,	the	South	
East,	yeah.	For	me,	yes,	and	if	you	want	to	do	a	West	End	show	you’ve	got	to	be	
able	to	get	in	every	night.	The	thing	was	is	that	I	didn’t	have	much	of	a	game	plan.	



I	just	sort	of	gradually	through	not	being	able	to	make	up	my	mind	which	kind	of	
music	that	I	liked	the	best	I	ended	up	doing	lots	of	different	types	and	wanted	to	
play	 lots	 of	 different	 types	 and	 that	 ended	 up	 me	 doing	 lots	 of	 commercial	
sessions	 and	 things	where	you	had	 to	be	 able	 to	play	 lots	 of	different	 types	of	
music.	
	
T:	 I	think	a	lot	of	people	are	either	one	way	or	the	other.	I	know	a	lot	of	people	
who	love	jazz,	that’s	all	they	want	to	do	and	that’s	fine,	and	I	think	a	lot	of	people	
these	days	might	think,	I	don’t	know	if	you	think	it’s	more	competitive	now	than	
it	was	or	whether	it’s	just	the	same?	
	
A:	I	think	people	are	better.	I	think	they’re	better	earlier,	definitely.	
	
T:	Yeah,	so	people	might	feel	like	to	break	through	in	a	certain	thing	they	need	to	
focus	on	just	one	genre	or	just	one	type	of	gig	to	actually	get	somewhere	with	it	
and	I	know	that’s	something	 for	me,	 I	 feel	 like	 I	might	be	spreading	myself	 too	
thin.	
	
A:	What	do	you	want	to	do	then?	
	
T:	Sessions	is	a	thing	that	really	appeals	to	me,	doing	everything.	I’ve	never	had	
one	thing	that	I	particularly	want	to	do	above	everything	else.	I	did	a	jazz	degree	
but	that	was	just	from	talking	to	people	that	seemed	to	be	the	best	way	to	get	an	
eclectic	grounding.	
	
A:	It	is	a	great	training	ground,	yeah.	
	
T:	 So	 I	 think	 some	 people	 might	 be	 similar	 to	 my	 position	 where	 they	 like	
everything	 and	 they’re	 not	 sure	 whether	 continuing	 to	 do	 everything	 will	
actually	help	them	or	whether	it	will	hinder	them.	
	
A:	I	would	say	help.	
	
T:	It’s	good	to	hear	you	say	that!	
	
A:	Well	that’s	what	I’ve	done	and	I	can’t	see	why	it	would	hinder	you.	The	thing	
is,	 I	 think	 if	 you’re	 going	 to	 be	 an	 out-and-out	 jazzer	 you’ll	 already	 know	 it.	
Because	the	people	that	I	grew	up	with	who	are	still	out-and-out	 jazzers,	that’s	
all	they	ever	wanted	to	do	and	they	had	no	interest	in	anything	else.	They	might	
listen	 to	 other	 stuff	 but	 they	 were	 obsessed;	 playing	 and	 learning	 the	 Charlie	
Parker	 omnibook	 twenty-four	 hours	 a	 day,	 just	 shredding.	 And	 I	 was	 never	
interested	enough	in	jazz	to	bother	to	do	that.	I	like	jazz	and	I	certainly	would	say	
I’m	influenced	by	it	in	my	own	playing	but	I	wouldn’t	call	myself	a	jazz	musician.	
That	would	be	 insulting	 to	all	 those	people	who	have	spent	all	 that	 time	really	
becoming	jazz	musicians.	
	
T:	Do	you	find	anyone	else	does	that	with	any	other	genre?	
	
A:	What	do	you	mean?	



	
T:	As	in	really	focused	obsessed	with	it?	
	
A:	 Yeah	 I	 guess	 some	 of	 the	 rockers	 do.	 I	 guess	 a	 lot	 of	 people	 do,	 classical	
musicians.	 If	you	 just	do	 that	with	pop	music	 I’m	not	 sure	 there’s	a	wisdom	to	
that	because	you’ll	 only	 ever	 learn	a	 certain	 amount	of	harmony	and	a	 certain	
amount	 of	 grooves.	 So	 if	 you’re	 just	 going	 to	 play	 modern	 pop	 music	 that’s	
probably	a	bit	duff.	I	wouldn’t	question	yourself	if	I	was	you.	I	wouldn’t	say	‘am	I	
spreading	myself	too	thin’	because	I	think	if	you	were	just	wanting	to	be	the	next	
Philly	Joe	Jones	that’s	what	you	would	have	already	done.	That’s	what	you	would	
be	doing	and	you	wouldn’t	be	interested.	It’s	not	going	to	make	you	happy	to	just	
play	 jazz	 then	 is	 it	 if	 you’re	 interested	 in	other	 types	of	music.	You	want	 to	do	
other	stuff.	So	yeah,	I	wouldn’t	worry	about	that.	I	don’t	think	it	can	ever	be	a	bad	
thing	because	you’ve	got	plenty	of	time	so	you	can	always	come	back	to	different	
styles	of	music.	
		
T:	Yeah,	it	seems	to	be	maybe	it’s	the	impatience	thing	as	well.	
	
A:	Yeah,	which	I	totally	understand.	This	sounds	a	bit	wanky	but	I’ve	only	sound	
‘my	sound’	 in	the	past	couple	of	years.	Since	I’ve	started	doing	my	own	thing.	 I	
was	 just	doing	 lots	of	TV	and	shows	before	hand	and	then	I	was	 like	 ‘I	want	to	
have	a	band	because	I	want	to	do	more	pub	gigs’	and	then	I	was	like	‘what	do	I	
sound	 like?	 I	don’t	sound	 like	anything!’	And	now	gradually	 I’ve	got	 it	 together	
and	now	I	know	what	I	sound	like.	
	
T:	 So	 do	 you	 think	 that	 was	 a	 process?	
	
A:	Yeah,	a	definite	process.	
	
T:	Once	you	starting	trying	to	find	your	sound	it	then	helped	because	before	that	
you	hadn’t	though	about	it?	
	
A:	Yeah	 I	wanted	 to	be	 the	session	guy	or	 the	studio	guy	because	 that’s	what	 I	
wanted	 to	 do,	 that	 was	 top	 of	 my	 agenda	 to	 be	 ‘the	 studio	 guy’.	 And	 then	 I	
realised	that	it	probably	wasn’t	top	and	I	wanted	to	be	a	musician	and	play	music	
rather	than	just	chasing	that	kind	of	commercial	work.	So	that’s	been	a	big	thing	
in	the	past	few	years.	
	
T:	 So	 now	 you’ve	 started	 doing	 it	 and	 very	 recently	 you’ve	 released	 your	 first	
album.	How’s	that	gone,	were	you	pleased	with	it?	
	
A:	Yeah,	 I	am	pleased	with	 it.	 It’s	definitely	a	snapshot	of	what	 I	was	doing.	 I’ll	
give	you	a	copy	afterwards,	I	got	loads	of	CD’s	and	then	I	realised	no	one	fucking	
buys	CD’s	anymore.	For	a	jazz	album	it’s	done	alright	on	downloads	but	no	one	
wants	 CD’s	 so	 I’m	 palming	 them	 off	 on	 people!	 It’s	 got	 Yanto	 on	 it,	 he	 plays	
amazing.	
	
T:	Yeah	you’ve	got	an	amazing	band	on	it.	
	



A:	Yeah	I	know,	that’s	my	philosophy,	I	thought	‘even	if	I’m	shit	I’ll	just	get	people	
who	are	really	good	to	surround	me’	so	I	can	go	this	is	my	band,	check	this	out!	
	
T:	 To	me	 it’s	 interesting	 that	 you,	 I	mean	 it	makes	 sense	 knowing	 about	 your	
career	now,	but	 it’s	 interesting	 that	you	waited	until	now	to	release	something	
and	I	 think	a	 lot	of	people	are	very	keen	to	get	stuff	out	there	under	their	own	
name	when	they’re	a	lot	younger	these	days.	What	do	you	think	about	that?	
	
A:	I	think	if	you	want	to	do	it,	do	it.	Great!	
	
T:	You	don’t	think	that	people	should	wait?	
	
A:	No	I	think	that	people	should	do	what	they	want	to	do.	The	thing	is	I	almost	
look	at	 is	as	a	separate	endeavor	 from	the	rest	of	my	career	because	 it	doesn’t	
effect	 or	 not	 effect	 my	 other	 playing.	 Well	 no,	 that’s	 bullshit.	 You	 get	 better	
because	 you	 do	 a	 lot	 of	 practice	 but	 it	 doesn’t	 affect	my	 job,	 if	 you	 see	what	 I	
mean.	 It’s	 almost	 like	 a	 hobby.	 Obviously	 there’s	 a	 certain	 amount	 of	 cross-
pollination	in	as	much	as	you	do	get	better	the	more	you	play	improvised	music	
and	you	play	with	other	people	rather	than	just	playing	on	Persil	adverts.	But	I	
don’t	really	 look	at	 it	as	 the	same	thing.	 I	 look	at	 it	actually	as	more	 important	
now	in	terms	of	being	a	musician.	Even	the	top	jazzers	in	this	country,	you	don’t	
make	a	lot	of	money	out	of	it	so	you	never	do	it	for	that,	and	I	do	the	sessions	and	
things	to	fund	it.	
	
T:	That’s	how	you	see	it?	
	
A:	Yeah,	 that	 is	how	I	see	 it.	 I	mean	I	 love	doing	sessions.	 I	 love	playing	all	 the	
different	guitars	and	different	sounds	and	working	 is	nice	because	 it’s	good	for	
you	ego	isn’t	it!	People	phoning	you	up	saying	‘you	want	to	do	this’,	‘Yeah,	I	do.’	
	
T:	But	you’ve	done	that	for	long	enough	now?	
	
A:	Well	I	still	love	it	and	I	have	no	intentions	of	stopping	it	until	I’m	stopped!	
	
T:	But	you	want	to	start	putting	your	own	stuff	out	there.	
	
A:	Yeah	I	like	doing	it.	I’m	not	fussing	if	anyone	fucking	likes	it	to	be	honest.	That	
doesn’t	make	any	difference	to	me.	Literally,	I	don’t	care.	I	do	gigs,	I’m	playing	at	
the	Woodman	in	Highgate	in	September,	I	play	at	the	Boaters	every	so	often,	I	do	
the	support	slot	at	Ronnie’s	quite	a	lot	and	I	don’t	give	a	shit,	it’s	just	really	good	
fun.	It’s	very	cathartic.	It’s	really,	really	enjoyable	just	playing	music	for	the	sake	
of	it.	It’s	probably	one	of	the	best	things	I’ve	ever	done.	And	I’m	not	that	good	at	
it,	that’s	the	thing.	I	think	I’m	really	good	at	my	job,	I’m	good	at	doing	sessions,	
I’m	good	at	doing	TV	and	all	that	kind	of	stuff.	Am	I	the	best	improvising	guitar	
player	 in	 the	world?	No.	 There’s	 loads	 of	 guys	who	 are	 better	 than	me.	 But	 it	
doesn’t	bother	me.	
	
T:	But	the	enjoyment	of	it	outweighs	all	of	that?	
	



A:	Oh	fucking	hell	yeah!	But	I	think	there’s	a	certain	amount	of	I	wouldn’t	have	
that	attitude	if	I	was	your	age.	
	
T:	I	think	a	lot	of	people	do	get	into	the	mindset	of	worrying	about	bills	and	real	
life	 and	 everything	 and	 then	 the	 enjoyment	 of	 the	music	 does	 get	 lost	 at	 that	
stage.	
	
A:	Hundred	percent,	yeah	 it	really	gets	 lost	and	then	you	come	full	circle	when	
you	manage	to	pay	your	bills	or	whatever	and	then	you	go	‘what	shall	I	do	now?’	
That’s	certainly	what	happened	to	me.	
	
T:	When	did	you	get	to	a	stage	after	you’d	finished	College	that	you	felt	like	you	
were	stable	enough?	
	
A:	Well	I’m	not	there	yet.	
	
T:	You	still	don’t	feel	like	that?	
	
A:	Because	your	bills	go	up.	You	mean	financial	stable?	Or	you’re	going	to	work	
regularly?	
	
T:	 I	mean	 like	you’ve	got	shit	 together	enough	that	you’re	back	to	being	happy	
with	doing	what	you’re	doing.	
	
A:	No,	never.	It	doesn’t	go	away.	If	you’re	doing	a	West	End	show	it	goes	away	a	
little	bit	because	you’ve	got,	at	least	for	the	foreseeable	future,	you’re	employed.	
	
T:	But	even	then	it’s	a	finite	amount	of	time.	
	
A:	Yeah.	Beautiful	only	shut	six	or	seven	weeks	ago	but	if	I’d	have	looked	in	my	
diary	 and	we’d	 gone	 back	 two	weeks	 and	 I’d	 have	 looked	 at	my	 diary	 now	 it	
would	have	been	empty.	Now	I’m	really	busy.	 I’ve	got	an	album	next	week,	 I’m	
teaching	this	guy	to	play	guitar	for	a	film,	I’ve	got	a	bunch	of	different	gigs	and	all	
sorts	 of	 shit	 happening,	 Seal’s	 band,	 some	 gigs	 with	 Marti	 Pellow	 next	 week,	
loads	 of	 things.	 But	 they	weren’t	 there	 two	 or	 three	weeks	 ago	 and	 in	 two	 or	
three	weeks	 time	my	diary	 is	empty.	When	 I	get	 there,	 I’m	hoping,	 it	won’t	be.	
Well	it’s	not	empty	but	you	know	what	I	mean,	it’s	sporadic.	Personally	that’s	not	
for	me.	I	don’t	like	that.	That’s	why	I	like	having	a	show.	I	like	to	know	and	I	like	
routine.	
	
T:	So	it’s	still	kind	of	the	same	way	it’s	been	since	you	started.	You	don’t	know	a	
month	from	now	what	you’re	doing?	
	
A:	Unless	you’ve	got	a	tour	in	or	something	but	sessions	are	so	last	minute.	
	
T:	So	on	the	day,	on	the	week?	
	



A:	 It	 could	be	 ‘what	are	you	doing	 tomorrow	morning?	Can	you	come	to	Angel	
and	 do	 a	 film?’	 and	 it’s	 like	 okay	 I’ve	 gone	 from	 doing	 nothing	 tomorrow	 to	
making	fifteen	hundred	quid	in	a	day.	It’s	insane	how	last	minute	they	are	now.	
	
T:	So	you	just	have	to	trust	that	it	will	keep	going?	
	
A:	Yeah	and	I’m	too	much	of	a	nervous	person	to	enjoy	that	process.	I	don’t	like	
it.	
	
T:	That’s	interesting	you’ve	done	it	for	so	long	if	that’s	the	way.	
	
A:	Yeah	I	don’t	feel	secure	in	it.	No	more	secure	now	because	your	bills	go	up.	
	
T:	Different	bits	of	life,	house,	children?	
	
A:	Yeah,	fucking	ballet	lessons	or	whatever.	All	that	shit.	So	yeah	that	doesn’t	go	
away.	 I	 think	 that’s	 a	 personality	 thing	 as	well.	 You	 seem	 like	 a	 stable	 sort	 of	
character.	
	
T:	Hopefully!	
	
A:	 I’m	not.	 I	worry	 about	 everything.	 The	 only	 time	 I	 don’t	worry	 is	when	 I’m	
working.	
	
T:	When	you’re	playing?	
	
A:	 Yeah	when	 I’m	 calm	 and	 I	 can	 read	 and	 I’m	 in	 the	moment	 I	 just	 don’t	 get	
flustered	by	any	of	that	stuff.	But	if	you	leave	me	in	a	room	on	my	own	for	a	bit	I	
go	 ‘oh	 I’m	 not	working	 next	week.	Maybe	 it’s	 all	 over.	What	 am	 I	 going	 to	 do	
about	 that?	 Oh,	 the	 roof’s	 got	 a	 leak…’	 I	 will	 do	 that.	 So	 it	 could	 well	 be	 a	
personality	thing	where	that	last	minute-ness,	some	people	might	love	it.	I	don’t	
particularly	enjoy	it.	
	
T:	Like	you	say,	it	might	turn	some	people	off	from	the	industry	if	they’re	on	the	
fence	about	it,	the	insecurity	and	not	knowing.	
	
A:	 I	 remember,	 I	 think	 it	might	 have	 been	 Steve	Morse,	 I	 remember	 seeing	 an	
interview	with	him	when	I	was	about	your	age	and	the	interviewer	asked	him	‘if	
somebody’s	thinking	about	being	a	professional	musician	what	would	you	say	to	
them?’	and	his	answer	was	‘if	you’re	thinking	about	maybe	it	might	be	a	nice	idea	
to	be	a	professional	musician	don’t	 fucking	do	 it,	 it’s	 a	 terrible	 idea.	But	 if	 you	
absolutely	have	 to	be	a	professional	musician	and	 there’s	no	other	choice	 then	
it’s	the	best	job	in	the	world.’	And	that	always	stuck	with	me	and	I	thought	‘yeah,	
that’s	 about	 it’	 because	 I	 never	 imagined	 myself	 as	 anything	 else.	 I	 always	
thought	that	I	was	a	studio	musician.	Whether	or	not	I	am	now,	because	no	one	
really	is,	 is	a	different	thing,	but	that’s	how	I	felt	from	a	young	age.	I	remember	
reading	Tommy	Tedesco’s	columns,	an	old	L.A.	session	guitar	player	in	Guitarist	
Magazine,	 I	 remember	 looking	 up	 to	 some	 of	 the	 guys	 I	 knew	 on	 the	 circuit.	
When	I	went	with	my	parents	to	Cornwall	when	I	was	a	kid	seeing	Bobby	Davro	



or	some	shit	comic	and	he	had	a	band	with	him	and	the	guys	were	in	black	shirts	
with	 the	music	 stands	 and	 the	 lights	 and	 I	was	 like	 ‘that’s	 the	 fucking	 coolest	
thing	I’ve	ever	seen’	I	was	fourteen.	So	I	always	felt	like	one	of	the	guys.	I	was	like	
yeah,	that’s	what	I	want	to	do.	
	
T:	Drawn	straight	to	it.	
	
A:	Yeah,	straight	away.	
	
T:	That	seems	to	be	the	way.	If	you	absolutely	love	it,	it	doesn’t	matter	how	hard	
it	is,	you	will	do	it.	So	basically	you’re	saying	it	doesn’t	get	any	easier.	
	
A:	No	it	doesn’t	get	any	easier.	
	
T:	But	it’s	still	great	to	do?	
	
A:	Yeah.	I	think	the	older	you	get	the	more	you	allow	yourself	to	enjoy	things.	I’ll	
qualify	that;	I	remember	doing	that	first	series	of	Stars	In	Their	Eyes	and	I	didn’t	
enjoy	 it.	 I	 didn’t	 sleep	 the	 night	 before	 I	 went	 in	 to	 the	 first	 session	 I	 was	 so	
nervous,	because	Andy	Pask	and	Trevor	Brown	and	all	these	old	school	session	
faces,	 the	 other	 guitar	 player	was	Collin	Green	who	was	 a	 legendary	 guy	 from	
back	 in	 the	day	and	 I	was	so	nervous	 I	didn’t	enjoy	 it,	 I	got	away	with	 it!	 I	got	
home	and	was	like	‘phew,	went	alright’.	And	now	I	might	go	‘I	had	a	nice	day	with	
the	guys	playing	some	nice	music’	so	I	might	enjoy	it	more.	But	the	insecurity	of	
when	you’re	going	to	be	working	I	don’t	think	really	goes	away.	I	think	the	only	
way	 that	would	 go	 away	 is	 if	 you	 cared	 less	 and	 if	 you	 cared	 less	 then	 you’re	
fucked	anyway.	
	
T:	Do	you	 feel	 like	with	sessions	 that	preparation,	 I	know	a	 lot	of	 the	 time	you	
don’t	get	an	opportunity	to	prepare	stuff,	that’s	kind	of	the	point	of	sessions	that	
you	 go	 in	 and	 do	 it	 and	 you	 have	 a	 skill	 set,	 but	 how	 important	 do	 you	 think	
preparations	in	general	as	being	a	musician	is	in	any	instance?	Like	turning	up	an	
hour	early	for	something?	
	
A:	Oh	yeah,	always.	Fucking	hell,	yeah.	Totally	important.	
	
T:	 Is	 there	 ever	 anything	 that	 you’ve	 turned	up	 to	 and	you’ve	been	 like	 ‘shit,	 I	
wish	I	was	more	prepared,	I	wish	I’d	done	x,	y,	z	last	night’?	
	
A:	No	I’m	pretty	on	 the	case	with	stuff	 like	 that	 to	be	honest.	Nothing	 that	 I’ve	
gone	 ‘I	could	have	done	something	and	I	didn’t	do	it.’	Like	I	knew	that	I	should	
have	done	it	and	I	didn’t	do	it.	I’m	sure	it’s	happened	where	I’ve	gone	‘If	I’d	have	
known	 about	 this	 last	 night	 I	 would	 have	 liked	 to	 have	 seen	 this	 bit	 of	music	
beforehand’	but	that’s	just	life	isn’t	it.	But	I	don’t	think	I’ve	ever	gone	‘I’ve	fucked	
up.	I	didn’t	do	something	last	night’.	
	
T:	So	it’s	more	about	the	skills	you	have	already	that	help	you	through	it?	
	



A:	Yeah.	I	mean	I’ve	done	two	or	three	hours	practice	today	already	just	playing.	
And	I’ve	spoken	to	people	I’m	doing	an	album	for	on	the	weekend,	I’ve	found	out	
what	guitars	 I	need,	what	kind	of	music	 it	 is.	So	 I	already	know	that	 I’m	taking	
that	 amp	and	 I’m	 taking	 certain	guitars,	 a	nice	old	 spring	 reverb	 thing	 I’ve	 got	
and	 I	 know	 what	 I’m	 doing.	 So	 yeah	 I’m	 pretty	 good	 at	 that	 but	 that’s	 the	
commercial	 end	 of	 things.	 If	 somebody’s	 paying	 for	 Abby	 Road	 they	 want	 to	
know	who’s	turning	up	has	got	all	their	shit	together.	I	think	that’s	part	of	the	gig	
so	it’s	pretty	important.	It’s	very	important.	
	
T:	So	you	either	have	it	or	you	don’t?	
	
A:	No	that’s	just	a	practical	skill.	
	
T:	Yeah	it’s	an	extra	thing.	So	talked	about	this	and	about	developing	time.	If	you	
said	the	really	important	skills	that	you	feel	have	helped	you	with	everything	are	
there	any	that	are	above	the	rest	or	is	there	just	a	set	loads	of	skills	that	you	have	
that	you	feel	are	essential	as	a	musician?	
	
A:	 I	 think	 it’s	 really	 difficult	 to	 narrow	 it	 down	 or	 distil	 it	 to	 certain	 things	
because	who	you	are	as	a	musician	 is	 a	 culmination	of	 all	 the	 things	 that	have	
happened	to	you	in	your	life	whether	they’re	to	do	with	music	or	not	to	do	with	
music.	 I	 remember	 little	 things,	 and	 this	 wouldn’t	 apply	 to	 anyone	 else	 but	 I	
remember	doing	a	tour	with	Russell	Watson.	Do	remember	Russell	Watson?	
	
T:	No.	
	
A:	 He’s	 a	 sort	 of	 classical	 crossover	 singer	 and	we	 did	 a	 tour	with	 him.	 Ralph	
played	kit	 and	Trevor	Barry	played	bass.	We	played	a	 lot	of	pop	 songs	on	 this	
tour	and	Russell	is	Russell,	if	you	like	that	kind	of	music	then	that’s	fine	but	we	
played	a	lot	of	pop	music	and	listening	to	where	Trevor	and	Ralph	put	the	beat,	
you	just	have	to	have	your	ears	open.	‘Okay	so	this	is	happening	here,	how	do	my	
guitars	 sound	 in	 the	mix?	 I	 know	 they	 sound	 alright	 in	my	 room	 but	 do	 they	
sound	 like	 the	 record?	 Okay,	 no	 that	 doesn’t	 quite	 sound	 right,	 I	 need	 one	 of	
those	guitars	and	I	need	to	sit	back	on	the	beat	and	bit	more	and	I	need	to	listen	
to	where	he’s	playing	the	snare’	and	all	these	things.	Looking	back	it	was	a	pretty	
good	 gig	 but	 it’s	 not	 something	 you	 could	 replicate	 because	 it	 was	 specific	 to	
those	circumstances	at	the	time.	
	
T:	 You	 said	 you	were	 reading	 from	 a	 very	 early	 age.	 Do	 you	 feel	 like	 reading,	
regardless	of	what	you’re	doing	as	a	musician	is	essential?	
	
A:	No,	not	 regardless	of	what	you’re	doing	as	a	musician.	 It’s	essential	 to	what	
I’ve	ended	up	doing,	definitely.	
	
T:	So	there	are	definitely	pathways	in	music	that	you	can	make	a	living	and	you	
don’t	necessarily	have	to?	
	
A:	Depends	what	you	call	a	living	I	guess.	If	you	want	to	be	an	out-and-out	jazzer	
you	probably	don’t	need	to	read	music.	 I	don’t	know	whether	Jim	Mullen	reads	



music.	 I’ve	got	no	 idea.	But	he	doesn’t	need	 to	 to	do	his	 job.	 I	mean,	 it’s	 a	 silly	
reason	not	the	get	a	gig	because	it’s	not	a	talent;	it’s	an	academic	skill.	Just	learn	
how	to	do	it.	So	yeah	it’s	essential	to	what	I’ve	ended	up	doing.	If	you	want	to	be	
in	a	rock	band	it’s	not	essential	is	it?	If	you’re	in	Metallica	you	don’t	need	to	know	
how	 to	 read	 music.	 It’s	 up	 to	 you.	 It’s	 just	 another	 thing,	 which	 widens	 your	
usefulness	to	the	music	industry.	
	
T:	 So	what	 you’re	 saying	 is	work	out	what	 you	want	 to	do	 and	 then	work	out	
what	skills	you	need?	
	
A:	Yeah!	I	mean,	I	don’t	think	anyone	really	knows	a	hundred	percent	what	they	
want	to	do,	especially	with	music	because	you	can	always	discover	new	things.	
You	 can	 discover	 new	 players	 that	 you	 want	 to	 play	 a	 bit	 more	 like	 or	 new	
avenues	of	things.	I	never	thought	I	would	enjoy	teaching.	I	don’t	do	very	much	
teaching;	I	do	maybe	two	lessons	a	week,	I’m	teaching	a	guy	how	to	play	guitar	
for	a	film,	and	now	that’s	become	something	that	I	enjoy.	It’s	not	something	that	I	
thought	I	was	going	to	enjoy.	Be	open	to	it,	you	know.	Be	in	as	many	situations	as	
possible,	meet	 as	many	people	as	possible,	 listen	 to	as	many	different	 types	of	
music	as	possible,	do	as	much	practice	before	you	have	kids	as	possible	because	
you	won’t	get	any	done	afterwards!	It’s	so	random,	the	music	industry.	That’s	the	
problem.	It’s	not	like	you’re	in	the	army	and	you	can	progress	through	the	ranks.	
Little	 things	 like	 what	 I	 told	 you	 about	 meeting	 Pete	 at	 NYJO.	 That’s	 pretty	
random	isn’t	 it?	If	you’re	good	enough	you’ll	end	up	doing	it,	 that’s	the	thing.	A	
big	part	of	 it	 is	don’t	be	a	 twat.	There’s	 that	as	well,	which	 I’ve	definitely	been	
guilty	of	at	some	stages	but	 fortunately	 for	me	 in	my	twenties	 I	was	too	shy	to	
make	an	idiot	out	of	myself	too	much.	But	I’ve	seen	it	happen	a	few	times	in	the	
last	few	years	where	you	get	guys	who	are	really	good	players,	your	age	and	a	bit	
older,	 start	 coming	 up	 on	 the	 scene	 and	 you	 go	 ‘that	 sounds…	 oh,	 you’re	 a	
complete….	 Okay.’	 Where	 they’re	 just	 totally	 full	 of	 themselves	 and	 telling	
everyone	how	brilliant	they	are	and	that’s	not	going	to	get	you	anywhere.	Just	be	
cool.	 You’ve	 got	 that	 together	 already,	 just	 be	 normal.	 Just	 be	 a	 polite	 normal	
person	 because	 I	 think	 the	 thing	 is	 with	 doing	 sessions	 is	 what	 you’ve	 got	 to	
remember	 is	 it’s	not	 about	you	and	your	ego;	 it’s	 about	what	you	 can	bring	 to	
that	situation.	So	you	just	turn	up	and	just	be	cool.	I	get	to	sessions	an	hour	early,	
set	all	my	gear	up,	get	ready,	say	hello	to	everyone,	have	a	coffee	and	then	you’re	
in	 a	 good	 situation	 to	 help	 them,	which	 is	what	 you’re	 there	 for.	 It’s	 a	 service	
industry.	 It’s	 not	 about	 you	 and	 your	 ego.	 It’s	 not	 like	 they’re	 getting	 in	 you	
specifically	 for	your	style	of	soloing.	That	doesn’t	happen.	 It	might	happen	to	a	
few	people	but	it’s	pretty	rare.	I’m	sure	Steve	Gadd	would	get	away	with	turning	
up	late.	But	most	people	don’t	do	that,	and	even	if	he	turns	up	late	it’s	still	a	pain	
in	 the	 arse	 because	 you’re	 still	 wasting	 studio	 time.	 Yeah,	 just	 be	 cool.	 Your	
personality	is	a	big	part.	Just	don’t	be	a	dick.	
	
T:	That	is	definitely	a	theme	as	well,	just	be	cool	basically!	
	
A:	Yeah	just	be	nice	and	friendly	and	try	to	help,	it’s	like	anything.	If	you	go	to	get	
your	 car	 fixed	 in	 a	 garage,	 if	 the	mechanic’s	 like	 ‘well	 I’m	not	 sure	 if	 I	want	 to	
work	on	your	car	 it’s	 like	 ‘alright,	 I’ll	go	and	get	my	car	 fixed	somewhere	else!’	
There’s	 a	 lot	 of	people	who	want	 to	be	 studio	musicians	 so	 that’s	not	 going	 to	



help	you	going	 ‘I	don’t	 think	your	music	 is	 any	good’.	 I	mean	you	have	 to	be	a	
good	liar	as	well	 to	some	extent	because	 if	you’re	playing	on	some	track	which	
you	think	is	terrible	you	can’t	just	go	‘this	is	terrible’.	
	
T:	You’ve	just	got	to	do	the	job.	
	
A:	Yeah	you	have	to	turn	it	on	a	bit.	Find	something	positive	to	say	about	it	and	
find	 something	 you	 can	 bring.	 Maybe	 you	 can	 make	 it	 better,	 maybe	 you	 can	
make	it	not	terrible.	
	
T:	Have	you	got	any	recommended	listening	it	terms	of	artists	or	albums?	
	
A:	Essential	listening?	I	don’t	know!	
	
T:	Or	just	recommended	stuff	you	like	or	at	the	moment	that	you	listen	to.	
	
A:	Jesus,	I	don’t	know	where	to	start	with	that!	
	
T:	It’s	always	the	toughest	question!	
	
A:	That’s	a	really	tough	question.	What	have	I	 listened	to	today,	I’ve	 listened	to	
some	Scofield	today.	Recommended	for	who,	anybody?	
	
T:	Literally	anything,	just	whatever	you	like.	
	
A:	 It’s	 too	 expansive!	 I’d	 start	with	 the	Beatles.	 Start	with	 the	Beatles	 and	 you	
can’t	 go	 that	 far	wrong.	 The	Beatles	 and	The	 Stones	 and	 then	 take	 it	 out	 from	
there	and	see	which	way	you	want	to	go.	I	could	do	some	guitar	playing	stuff.	I	
guess	you’d	start	with,	 if	you	go	chronologically,	Charlie	Christian,	Django,	Wes	
Montgomery,	 move	 on:	 Hendrix,	 Van	 Halen,	 keep	 going	 that	 way	 and	 then	
Scofield,	 Pat	 Metheny,	 Larry	 Carlton	 and	 all	 those	 guys,	 Steve	 Lukather.	 As	
regards	 to	music	 in	 general,	man	 that’s	 so	 expansive.	 I	 literally	wouldn’t	 know	
where	 to	 start.	 Steely	 Dan	 are	 great.	 Depends	 if	 you	 want	 muso	 stuff	 or	 not.	
Michael	 Jackson,	 anything	 that	Quincy	 Jones	 has	 done	 really.	 All	 the	 same	 shit	
that	people	talk	about,	the	classic	stuff.	
	
T:	I	think	The	Beatles	are	definitely	a	good	starting	place.	
	
A:	Yeah	that’s	where	I	started,	the	Beatles	and	all	those	great	songs,	some	great	
riffs.	 The	 Beatles	 and	 The	 Stones	 for	me.	 Keith	 Richards	 is	 one	 of	my	 favorite	
guitar	players.	I	don’t	think	anyone’s	really	done	anything	that	much	better	since	
then.	
	
T:	So	I	know	you’ve	got	loads	of	gear	but	if	you	had	a	small	essential	rundown	for	
guitarists	of	gear	that	you	recommend	or	that	you	use	all	the	time,	do	you	have	a	
few	things?	
	
A:	Yeah.	If	I	had	to	narrow	it	down	you’ve	got	to	have	a	Strat.	If	I	had	to	take	two	
guitars	on	a	session	from	this	room	that’s	a	Start	there,	a	very	straight	up	custom	



shop,	 suppose	 to	 be	 a	 ’62	 Strat	 or	 something,	 and	 then	 I’d	 take	my	 1967	 335.	
That	would	cover	the	humbucker	sounds	and	anything	a	bit	more	jazzy.	
	
T:	How	many	do	you	normally	take	on	a	session?	
	
A:	It	depends	on	the	session.	I	take	quite	a	lot.	If	I	had	to	narrow	it	down	to	two	
guitars	it	would	be	those	two.	
	
T:	But	you	normally	take	three,	four…five?	
	
A:	And	the	rest!	It	depends	what	it	is.	TV	you	don’t	necessarily	need	as	many	but	
recording	 sessions,	 especially	 for	 acoustic	 guitars	 sometimes	you’ll	 need	 loads.	
I’ve	taken	pretty	much	all	the	acoustic	you	can	see.	I	did	a	film	for	Howard	Shaw	
last	 year,	 Pete’s	 Dragon.	 It	 was	 a	 Disney	 film,	 I	 think	 I	 had	 about	 eight,	 nine	
acoustic	guitars.	
	
T:	Wow,	really?	So	you’ve	built	this	up	over	the	years.	Are	you	still	adding	to	the	
amount	of	stuff	that	you	have?	
	
A:	Yeah	that	turned	up	a	couple	of	days	ago.	That’s	why	I’m	staring	at	it.	Yeah	I	
love	them.	But	they	all	get	used!	If	you	have	to	have	a	basic	TV	guitar	set	up	you’d	
have	a	Strat	and	them	something	with	humbuckers.	I’d	take	a	335	but	you	could	
take	a	Les	Paul.	
	
T:	In	terms	of	pedal	board	are	there	two	or	three	that	you	always	have	with	you?	
	
A:	This	one	doesn’t	look	like	its	got	loads	of	stuff	in	it	but	it	really	has,	and	there’s	
a	few	favorite	pedals.	It	doesn’t	take	up	the	whole	room.	So	this,	for	the	benefit	of	
the	 tape,	 is	 a	 Boss	 MS3	 that’s	 got	 loads	 of	 effects	 on	 and	 then	 I	 use	 my	 own	
overdrives.	 Theses	 are	 all	 overdrive	 pedals,	 different	 types,	 and	 I’ve	 got	
overdrive	from	the	amp	as	well,	and	this	is	an	analogue	delay.	So	yeah	this	is	my	
go	to	session	thing.	 If	 I’m	just	doing	my	own	band	or	I’m	just	playing	a	gig	 in	a	
pub	I	just	use	an	amp	and	a	guitar	and	that’s	it	because	I	really	like	the	sound	you	
can	get,	it’s	the	most	pure	kind.	I	get	all	my	overdrive	from	the	amp	and	I	use	that	
Hamstead	amp	and	I	just	literally	use	that	if	I’m	doing	my	own	band	just	to	have	
one	 sound.	 That	 goes	 back	 to	what	we	were	 talking	 about,	 trying	 to	 find	 your	
own	sound.	But	you’ve	got	to	have	all	this	shit,	I’ve	got	so	many	pedals	and	you	
can’t	 even	 see	 half	 of	 them,	 they’re	 in	 bags	 and	 locked	 away	 but	 for	 sessions	
you’ve	got	to	have	that.	Especially	for	TV	because	you’ve	got	to	be	able	to	get	any	
different	sound	and	you	have	to	be	able	to	edit	your	gear	and	you	have	to	know	
your	gear.	That’s	a	big	thing;	you	have	to	know	it	well	quickly.	You	can	own	the	
best	effects	 in	the	world	but	 if	you	don’t	know	how	to	get	a	sound	out	of	 them	
then	you’ve	got	a	problem	so	you	have	 to	know	 them,	you	have	 to	get	used	 to	
them.	
	
T:	Do	you	spend	a	lot	of	time	practicing	getting	different	sounds?	
	
A:	 I’ve	been	doing	that	 today	actually,	yeah.	 Just	getting	 to	grips	with	 this	 little	
unit	here.	You	basically	have	your	clean	and	 then	your	clean	with	some	effects	



and	then	a	bit	of	distortion	and	a	lot	of	distortion.	That’s	the	basic	one	and	then	
you’ve	got	loads	of	other	things.	And	then	other	acoustics	like	this	is	a	gypsy	jazz	
so	you’ve	 got	 that	 *strums*	 that’s	 totally	different	 to	 a	normal	 acoustic.	This	 is	
like	 a	 big	 band	 acoustic	 that’s	 from	 1934	 or	 something.	 *Pointing	 around	 the	
room*	Modern	big	band,	 seventies	 rock,	 that’s	 from	1972,	 so	you	know,	you’ve	
got	to	have	a	lot	of	gear!	And	I	love	it	as	well.	
	
T:	And	you	just	build	it	up	over	time?	
	
A:	Yeah,	well	 it’s	expensive.	Unless	your	parents	are	millionaires	and	 they	give	
you	 a	 load	of	money,	 you	 can’t	 go	out	when	you’re	 your	 age	 and	go	 ‘right,	 I’m	
going	 to	spend	a	hundred	grand	on	gear’.	 It’s	not	going	 to	happen	so	 it	 takes	a	
while.	
	
T:	Well,	thank	you	very	much.	
	
A:	My	pleasure.	
	
T:	It’s	been	great!	
	
A:	Yeah,	cool	man.	


