Am Anfang zdhlt sie zum Tontest Vorurteile tiber Brasilianer auf und unterhilt sich
tiber die Bierflasche auf dem Tisch. Bis 2:26 (Ich habe alle Filmtitel und

Personennamen einfach nach Gehor geschrieben, das heif3t ziemlich sicher
vollstdndig falsch...)

K: So, prepared question number one. (lacht) What, what I really find astonishing is
d&hm the way you find 4hm your &hm &hm like your photographic eye you got for

. CAMPoLIA T o

K: Ahm it is, it is your your is really of high beauty. So I wonder how you work.
Ahm do you go outside or do you have a draw or... and then look for nice images you
want to shoot? Or 4hm do you go with your camer... do you go with a camera and do
your shoot while being outside and and how do you come to this point that an image,
that an object, starts to speak from inside to you? Because all in your images is about
also when things open up and start to speak.

C: Mhm...
K: To you and to the audience.

C: Ja, I think I, I ... Il my inspiration thing is in the daily life and I have to go out to
encounter, a place or someone else, to be able to create. And after this movement to
go out, I think, in a way I come back to myself. So, and I really believe, the space
construct the people and the people &hm reflect and can change the space as well, dh
with their presence or if their gaze or their point of view. So I'm trying to put all these
thinkings together and #h to make the image. And in a way for me the image dhm the
shape, the color, the light could tell about - or a character, or my point of view, or the
the image itself could dhm have a lot of feeling and sensations. So in a way the the
narrative of my films, they they always come with the image not before. And to
create of course I, I'd like to read a lot, read books and think &h go out andread the
newspaper, and new other realities, and other people, other lifes, other way of life.
And I think this can like change myself of my comfort zone and of my &hm of the
way that [ was. Like the way that [ was building my whole life and the way that I u
usually look at the world and at the things, and dhm...

K: But you didn’t, you didn't tell yet, you spoke now about the interaction between
you and the space.

C: Mhm...




K: But you didn't tell yet how you find the images. And how you wake the images, so
the frames, really like open up and make speak to the one who is looking.

C:Idon’t know if I can (lacht) if I can answer this. Yeah, I, I have, I have...g when I
go out to shoot I had half the idea. What I shoot, do, or what I'd like to do. And &h I
always work with &hm open script. So I have, I have like the guideline, but a lot of
things can happen in between. And this, for sure, this &hm make me feel 4h more
alive, when I'm doing my work. Because I like this challenge to do with, to deal with,
unexpectebin, unex... unexpectebin? Bling? (lacht) Unexpectable things! Sooo I
always, like when I go out I always know, more or less, what I'd like to shoot, and &h
I think this feeling of openess to the world and to the other and to what is happen in
front of me, ahm combine with this...this way to dhm contemplate something, a space
or a person, shm make the images dhm doing this. I don’t know.

K: Ahm I think here we can proceed, because one of the 4h one of the main elements
of your film is going out into space, be in space and then you said just a word, I think
which is very characteristic, contemplation.

C: Mhm...

K: So does much on on the inner world, so the images you put? And I was
wondering, well or for me, when seeing the space you're going into and then the
images that are taking us through, it is like a chain, like a guideline taking us
through...

C: Mhm...

K: ... so these two. And then I was thinking of, is this the way you, you create a
landscape or you create a space? Does it... would this mean anything to you? The idea
of creating a space?

C: B Yeah. I think for me cinema cine... film is in a way you mhm, when I'm creating
a film, I am creating a world &hm a landscape. And when I'm editing, I'm, I'm really
concerned about the, the flowing of the images and how the images could speak by
thenmselves and create in this kind of chain, that you just said, ahm the flux (Uli
hustet) of the space. I think I, I'm dealing a lot with atmosphere in in the films. The
atmosphere @h can can create the space and the feeling of it. And I'm very interested
in it, because dhm, as I said before, I believe that we are all together &h in the, the
person, the character and dhm the space. They, they could ... I'd like to, to picture
them in the same frame.

K: How do now come the human beings in? You just spoke about, aboug space, about
a typical atmosphere and &hm the films you did alone, there are not ma’rl_,y human.'_



C: Mhm...

K: Ahm it is more like a, like a contemplation on a place, now dhm... why was
Gerimunho important, as it was shot, as it was shot, and why were the two ladies...

C: Mhm...
K: ...needed. For example.

C: Mhm. As I said before 4 I think I have this feeling to go out and then know, and
know the other. The other landscape or the other person. And in a way &hm the
image, that I create, and I didn't said this before, they have a lot of documental #h
statement, because of that. And dhm the other always can, can like destabelize myself
and my gaze. So I'm very interested in it and to, to change some thinhs. Ahm when I
meet someone, so when I meet someone and [ know this person deeply, &h for
instance I I think this happens in Passage and this happens in Gerimunho as well,
because we spent a long time with our characters. And they could dhm show a world
that I didn"t know before. I knew some things from the books or from other films &h
for for example when I'm talking about the old ladies in Gerimunho but I ... I'm not
part of that space and that culture. Soooo to, to encounter them and to live for a while
in their village and in &h listen their stories &hm changed myself and changed my way
of look to the world and &hm change my way as well to to create together. Because I
think in this two films we created together with our characters. Of course we have
the... what we would like to do, but they always show us different things, that could
be part of the film. So I think this process when we, I am de dealing with #hm
characters they are very rich, because, and takes more time, because even if I hm
stay like six years with Pastu and Maria I read there a lot of things that I don’t know
about them, because they are other. They are the other, so I have...

K: But then your films are never about storytelling but they are like dh research or
contemplation on questions you have or contemplation on life?

C: Yeah. I think &hm Gerimunho #h we learned about life, with the old ladies and the
way that they deal with the world &hm dialogues with that landscape that they live
and they have this this contemplation thing in themselves. But I think this exercise to
know the other you must have this to, this contemplation, because I believe that I can
communicate and I can learn, in the silence. And for me the silence is a kind of
meditation thing that you can learn about with it, because we leave empty spaces to,
when you don’t say anything, we leave something emp something empty. And this
emptiness could tell you a lot of things. Aboiut the others and about yourself as well.

~ K: What do you need the image for then? Because for contemplation you also could
write for example. Where is the ne ne necessity of the image?



C: Ahm I don't knowy § I think for sure I'm better doing image than saying things.
That’s why it’s so difficult for me to stay in this position tel &h talking about my
work. Ahm but I think the image #h has itself. This athmosphere that ['m, that i was
dh telling tell I told you about &h I think all all of this, the light and the color and the
shape and the &4hm perf hm I really don’t know the name in english, the light, the
shape, the color, they could express without words. And could make tthe silence in
time. So, I think, whem I'm I am able to express an image, because we are dealing, in
films, we are dealing with space and time as well. And I don’t know how to to get
this in the writings, for instance.

K: So we re spaeking about time, shm the braeth of slowness is very important in
your films, in all your films, and this has not only to do with the way Pastu and and
Danemaria for example are moving in a slow way, but is also a decision of you, an
artistic decision, dhm making the film like this. Could you speak about the
importance of slowness?

C: Yeah, I think nowadays d4hm we have this ...
of life we are always very, the images are like just pus push into us an
everything dh seems loud and crowd and and I ... I think when I'm I'm doing films I
try to avoid this to, so ... even I have some worls that I I use like ... they are less, the
images are less contempla....

| like way

K: Contemplative?

C: Contemplative. Ah like in the end of "TITEL ?" they are just common before to.
But Zhm

K: Do you have the sense that the spectators are still able to follow the slowliness of
your films? Because many have difficulties in following for example films of the
japanese film director Ozu because it is so slow.

C. Mhm, yeah, I think a lot of people could loose the interest in the film, because of
the, the time that takes this contemplation thing. But for me it’s important &h to to
this ... this meditation thing, that I just said, and in Gerimunho the characters andtheir
space, they really ask to this kind of things. So in, for sure, I'm lodking for subjects
that [ could as &hm as an artist I'm looking for subjects, that I could &hm dh deal with
this extemble time.

K: So how did you find the passenger? In Tejo?
C: Trecio?
K: Mhm. How did you find him?

* C: We found him in a ... we are researching, we would like to do 2; short film with



homeless, but it was &hm script already. We read a book and we make an adaptation
for a short film about the story of the book, but we would like to work with a non
actor, a non professional actor. And we went to the streets, to know home homeless
people and we made this huge research for more than sen six month, and we met
Liberio. And he was very interested in what we were doing, but when he start to tell
his story, I said ok we have to gave up of our script and we have to go for this story,
because dhm for me his story tel tell tell us about &hm much more about what we
would like to say, about this &h mar marginal way of life, but without dh with a lot of
ahm powerful. So we, yeah we left the script by side and we start to to work with
Liberio. And during the shooting, that spent one month, I think all the the walkings,
that we were doing through the roads between Belarisonsche and Peanamboku and
this silence thing that we had to deal with... all the silence coulkd change Liberio as
well. During the, so we started with one thing, one history that he told us, and we
went, we end with another one. Because he was other when we finish the film. And
not just him, we were different as well, so...

K: I have two last things I would like to speak about with you Zhm one thing is
cooperation.

U: 25 Minuten haben wir.

K: Gut. Wusst ich, ahnt ich doch. So one thing is cooperation, on one one hand
contemplation is very mucha thing for just one. For yourself and your inner thoughts.
But then you are working in a collective.

C: Mhm...

K: And you used to work together with Helvetio but also with others. How does this
go together, the contemplation and being with yourself but then also this community
idea and then how do you understand which role you want to play now, because you
are permanently shifting roles.

C: Mhm. Ahm I think it’s almost it’s very similar from the what, with the question
that you ask about how I create, because this encounter with other could be a
corrector/co-actor (?), but could be another person as well and could be how to to
construct this family. this family that [ share my deepest feelings and &h the way that
I see the world and to recieve the way that they gaze to, so I i think when I create
with another person, I have to to to get out of my comfort zone as well. So even in
Porto when I'm doin I'm dealing with space but I'm dealing behind the camera with
Three others. So this thing, this this way to to to get in touch with the others could be
behind the camera as well. Not just in front, when I found a corrector/co-actor (?). So
i don’t know, I think, when I I started shm we we create Teja, when I was #h when I
was [9 years old and this this way to to share a space and some ideas and &h to learn
with the others to &h a way to do films without all the the #hm all the roles that the
production, the industry production needs, I don’t know if I, I think I'm not &hm



(beide)
K: Would you...would you think
C: Made me clear.

K: Would you think this is typical for your generation? In Brasil? I would say the
generation before wanted to express themselves with their own handwriting, but not
in interaction.

C: Mhm. Yeah maybe. I think &h a lot of things 4hm happens. Because in 90ties we...
(Telefon klingelt)

U: Das ist meiner.

C: in Brasil we

K: We have to start a new one.

C: 0k

U: Sorry.

C: It’s fine.

K: I think this might be important as a facet, because this could maybe also make this
interaction with space or with others clearer, to better understand what is your part or
your reflection and what is the interaction. And maybe this is in your generation.

C: Yeah, I think in a way could be a generation thing. I think I can be ... because we
... when I start to do the, all this new technologies came out and we could have a
camera and &hm computer to edit, but it’s still a little bit like axoensive, so we start to
share equipments and share equipments made us possible to talk about our films and
our desires, what we would like to do. And 4h beside that if I have a a camera, that I
don’t need an assistant to help me with the film, and I can I can start to exersize
myself and I can start to shoot my own films and &h we start to do &hm a crew, very
small crew, to create our films, and very like ahm we re full of friendship and dhm I
don’t know that was the waythat I started and this way #h for sure #hm construct the
way that I still doing things. Because I like to share, I like go to the other and I like
after that to come back to myself and to make the image and edit and everything,
sooo in a way I could play all the roles in a film and I could do by myself a lot of
films, that I think about. Not all, but a lot. But in in the other hand to have &h

someone to share and to discuss and to like move myself #h really interest me.[7 It’s




funny because when I, I'm I'm thinking about and ['m talking about my work, I can
see that there are very, I have very different pieces, but it’s all about movement and
transformation. It’s about movement from a charactor or ihm in Passage Liberio's in
movement and the film as well. In Gerimunho Pastu just loose his, her husband and
she has to transform her life and dh in Pochtu the landscape is completely different
dhm in like a hundret years, I'm dealing about, I'm dealing with this this
transformation of the landscape. Ahm in in in a Dochmesidus I'm dealing with the
transformation as well, because in a way the the billboards they, in the end they &h
became empty and so I think all of... Adetsch is in movement as well. So I think
this... don’t be in the same place, looking for the world in the same way, this really
touch me.

K: Thank you. Marvolous finishing.
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(Abschrift der Fragen zusammenfassend, allgemein alles ohne Fuillwérter usw.)

J: Mazen let’s talk about some essentials of your work and your different languages
you use, which I had the impression are not much seperated, like visuals and music,
also some projects which link the two. Like the piece you presented at Micromusik,
where time was involved in your visuals. Maybe start not necessarily with the
trumpet, but your musical thought, your interest in music and what you do with your
trumpet and your concepts.

1:40

M: Yes. weel my first interest in music, in music playing, came very late, so I was
around maybe 17 when I discovered Free Jazz and Free Improv. First of all as only a
listener, then I have a very good friend and collaborator since, who is Sharif
Sachnhawi (?) guitarist from Beirut, who said: I have a trumpet, do you want it? i
said Yeah sure, and it started a joke, I mean I never thought I will really arrive to be a
musician, because I started just wanting to play Free Jazz very loud and for two years
this is what I did. And then, little by little, I got hooked somehow to this thing and I
became much more serious about it. So I started to investigate how to... instead of
how to play the instrument, how to make it play what I want to play, so to invetigate a
new language or a new vocabulary lets say, discovering new sounds or new ways to
produce sounds on the trumpet. And then of course after developing the vocabulary
for years, lets say 3 or 4 years, came the time to invent a grammar to use this
vocabulary together. So it took me maybe 5, 7 years to arrive to somewhere where |
felt I'm having a language for the instrument, a personal language for the instrument
and from there I started to play with other imprivisors, but also...always from the
improvising door. I mean I went to music to play improvised music and of course I
played some composed music afterwards, mostly graphic scores or something with
instruction, but I really never was interested to play the instrument how it is intended
to play, but rather to take it whereever I wanted to take it. Or to discover where I
could take it, or where it could take me.

J. And do you write compositions for yourself or your collaborations? What are they
like? You once said "Stay away from composition".

4:00

M: Yes somehow I, somehow I always stayed away from composition as a concept
and as a mean of producing music, because I do not like this idea of imposing
something to another musician. I don’t feel he’s a musician anymore, but rather an
interprteter, which I wouldn't like to be. I mean I really like the fact in improvisation,
that there is as much musicians as people on stage. So if we are 5 we are: 5 musicians,
there’s no leader, somehow the music we produce is-the natural leader of the group
and there is no clear instruction, so everybody is responsible. For the failure or, jow
to say it, I mean if the music is ggod or bad, it’s the responsibility of the 5 persons in



the thing. And I like a lot this collaborative way of doing music. Of course there is
some composition that comes into this thing sometimes, so sometimes it’s as basic as
we decide: Ok let’s, you start in Duo and then we two join after. Or just simple
instructions. This is typical for large improvisation usually. Were as for solo work, it’s
not composed at all, but it’s also very composed in the sense that I totally know my
instrument, I know the language, so I throw myself somewhere. But then I'm not
throwing myself in the total unknown, it’s very difficult to fail while playing a solo,
it’s much more difficult to fail when you play a large ensemble, but a solo is
really...you know, I mean it’s I would say the most difficult thing in a solo is to
surprise yourself actually, is to throw yourself somewhere and really to arrive
somewhere where you didn’t expect it before. But since you know your instrument
and your language, there is a kind of composition, because you know what is
happening, you know when you re going there, where if could take you.

6:00

J: You told me about a composition in this way that you will produce in ani':lectronic
studio working with loops. What is the difference between such a concept of
procedures and a composition for you? For me a concept can also be a composition.

M: the only way, the only times I would do compositions, it's usually ideas or
concepts, so it’s just one idea. Of course it is a composition, I mean as much as all the
instructions of John Cage for example are compositions, so it is a compositipn, but
for me the composition stops at the idea. so for solo work I have this composition or
this idea to work with loopers so I know what is the beginning of the work or how it
will go, but of course all the rest is left for the moment were I play. Even for larger
groups, I mean I have sometimes a idea like "Let’s do that" or "Let’s work on graphic
thing" or whatever, but of course when I say composition, when I say I would like to
stay away from composition, it’s mostly composition in its old fashioned way or its
most classical of understanding it. Which is to give clear instruction to everybody
what to do and this is what I try to avoid. Or, if I want to do this I would really go the
extreme way, where everything is put. But it’s mostly notation and really clear
instruction and the fact of having one chief, or one leader or one composer, or one
God, like I would like to_call him, and then afactory of people who are here to
produce what God decided. This... it's the relationship between the _compos'er and
theese interpreters that I don’t like actually.

8:12

J: Here also comes into play that you paint/draw, which you also do in-time, real time
notation. ' -

8:37



M: Yes, as a visual artist, or comics also, and a musician it has been always a question
for me how can I do visuals in performance style. It took me maybe ten years to
discover a very simple, very basic way of doing it, because I always wanted to avoid
to have a camera and then we see my hands and then I draw and then ['m drawing,
I'm drawing, I'm drawing and then I finish the drawing, so this is were it exists, only
when it’s finished, and then i remove it and do another drawing. So the idea was to
arrive to a point where I could draw or paint in real time as really like music, so the
drawing doesn’t really exists, it’s always alive like music. So music is not this
moment in time, it’s... music is time passing by. I think it’s in a book of Eddie Prevos
(?), I read it once and I think it’s clear what music is. So it fills the whole space and
the whole time, you could feel the time passing by while hearing musie, so I try to do
the same thing with drawing, so I found this very simple thing, mit’s an inverted light
table and i just put inks and solvents and then work with them. But they really are
totally ephemerist, they don’t really exist, and at the end there is no result. So they
exist only in the time were they are created and they exist like the music that is I
companion it. So I usually improvise with another musician, usally sharif Sachnahwi
(?), because we craeted this project together, but also I did this with other musicians.
The idea is, he could stop his guitar by just putting his hand on the strings and with
one gesture I could also go back to white or to black, so it’s really the idea of
keeping, of finding a way of drawing that is just existing in the time that it’s done.
And of course "time passing by’ is maybe the only clear common denominator
between my music and my work in comocs or even in painting, I mean, of course if
comics it’s just the comics that you read, but the theme of “time passing by ‘and the
way time passes in a comoc is something really very interesting. Most probably my
theme, my recurrent theme in all my work.

11:16

J: Can you talk a bit about your time concept? A concept of the moment one could
say or of circles. Elaborate this...

11:37

M: My interest in time is of various levels. Of course there is the first interest and the
biggest one, most probably which is time as a theme or as a fact. So it’s time passing
by from our birth to our death. Time passing by is taking us of course to our end and 1
think for a non-believer like me it’s really the only thing I would believe in. So... it’s
the only fact that really exixts. so I'm very interested in this, sometimes I use it a lot,
in my comics it’s clear that I'm interested in this theme and you can follow it or
understand it. Of course in music or in painting or in live drawing it’s very difficult
and it’s a different relationship to time. So it’s time passing by in this specific
medium and in music as i said, it’s really, time passing by is music, somehow. So I'm
mostly interested in how to fill this time. Of course there is the space that you fill
with music, but space is somehow, I don’t know how to explain it, but somehow
secondary problem for me, I mean secondary... time is really the most important thing



and how to fill this time with music is one thing and how to fill it with drawing is
something else. Of course for comics it’s really very different way. So to produce one
book of comics it takes one year maybe, roughly, and to read it it takes half an hour.
So it’s really very different... you have a very different relationship to time. The time
you are creating in and the time the reader is reading the work. Also the fact that you
are not here anymore, you are living in another time, so whenever you finish your
work the work is dead for you and it’s born for the audience at this moment. So
whenever.. you don’t have any relation, anymore to do with the work... this is were it
exists actually. So the death of a work in painting or in writing or in comics is its birth
for the audience, while in music it’s the total contrary. The music is born for me and
the audience in the same time and specifically when it is improvisation. We go back
to this thing were I'm creating the music in real time, so it didn’t exist before and it’s
just existing now and won't exist after. Of course it could exist on recording, but this
is another story, it’s not the specific time were it was created. But this chance or this,
I always like to call it the superiority of music as an art, or it’s inferiority, I mean you
could see it from both sides, it’s the fact that it doesn’t exist but in the time that it is
created. And it exists for everybody in the same way. So the listener is recieving what
I'm giving him in this time and when I stop it’s finished. So I like the fact that the life
of music is shared by its reciever or by its audience and by its creator.

14:59

J: Another aspect is that you sometimes give political commentaries. In your
drawings but sometimes also in your music. How do you refer to politics?

15:38

M: Politics is usually what I would really love to avoid talking about or even dealing
with, of course in my drawings, specifically in the cartoons I do for newspapers, of
course there is a lot of politics, but mostly it’s socizil critique rather then real politics.
But unfortunately living in a countrylike Libanon politics invite themself in your
work without prior notice. so of course sometimes I go crazy with what is happening
in Gaza or in Beirut or in Syria, so i have to react to this, and unfortunately I would
have never thought, I mean I always thought about music as a total abstract art - also
this is part of its inferiority and superiority, its a total abstract art by essence, so when
Beethoven say it’s lim a la jouare (Irgendwas franzdsisches...) you could hear it and
say it’s very said, nothing is fixed in music, there is no meaning to music, usually,
unless it’s musique concrete, and this is why it’s musique concrete of course - but I
never thought I would approach politics in music until really it invited itself in my
work, mosty in july 2006, when Israel declared war or bombed Libanon heavy for 30
days, so this is were I play... I felt it as an urge, not for, I didn’t think about it as an
act of resistence or anything, but just as an act of fighting my own insanity, | mean to
stay sane, so the things I used to do normally, which is'drawing and playing music, I
continued to do and of course to Ifo by reaction...or to what was happening. So my
drawings were really involved irf showing what is happening day to day in Beirut
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back then and my music, of course there is this small excerpt of 6 minutes called
"Stary Night" were I was on the balcony playing music while the Israeli planes were
bombing Beirut. This 6 minutes I put on the net back then and of course it will stay
for all my life the piece of music that I will make that will be the most listened to, I
mean it’s really heard everywhere. Unfortunately I never talk about it, but there is 9
hours of this kind of recordings. So I recorded, each time I would hear planes I would
go and record them. I never listened back so far. I'm counting on doing it in my year
here in Berlin, I have some time to work on this thing. I don't know if it’s good music
or not and I don’t know if it’s important that it is good music or not. And this is what
drives me crazy. So when it is politics invite itself in music, music arrives to another
level of... 1 mean I'm saying this fina... I'm saying something finally in my music
clearly, it’s not abstract anymore, but in the same time is it still good music or bad
music? I don’t know. I mean this are concepts that are very difficult to deal with. It"s
not as easy as when I record a solo and then I say "Ok this piece is bad" so I record it
again or I remove it from the album or whatever. Or when I play a concert,
sometimes I go out and I say "Ok, we played a bad concert" I mean it’s things you
could really feel, you could explain why etc, but here this concepts become very
blurry, you don’t understand what it is anymore. Specifically for me, I mean, many
people looked at this "Yes he’s resisting the bombs with his trumpet", but it's bullshit,
I mean of course in the battle between art and war, I'll bet on the war of course. So
it’s really difficult to deal with this thing.

19:38

J: There is one question that we ask all our guests. What for you is the relevance of
art? Why is it important and what is art?

19:58

M: Yes. What is art, is a big question of course, that we all ask ourselves, that we are
always asked actually as artists, of course, I say it bluntly, I have no answer for this
question, but many times in my fights with many people and many friends, I know
what is not art of course. Or I have very clear ideas of what is not art. And then I fight
a lot with people about, yes, if creating good cuisine is art or if creating nice clothes
is art etc. of course I would say it’s self expression, this is very like the basic of art,
but I really don’t know and so far at 40 years almost, I still don’t know clearly why
do I do that. And, I mean i have many reasons, but non is really definitive. So if you
have other guests who have better answers please let me know.
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J: To finish up two more things, the extension of the trumpet, so that one could say
you could not hear the trumpet anymore, it sounds like something else, you told me in
this piece at ADK it sounds more like a electric guitar, so maybe just talk about the
sounds and relation.
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M: Yes, my work on the trumpet is mostly by ways of extension, so I rarely play
with... I mean I play with en bussure (?) sometimes, but it’s extended techniques, like
many others of course who developed this, but most of my work is on preparing the
trumpet, so it’s really with big extensions and it doesn’t sound like a trumpet and it
doesn’t look like a trumpet anymore. So it’s hold upside down or something. I think
this I developed by being very jelous of guitarist and pianist, who could really easily
prepare, like when I see a pianist or guitarist putting a screwdriver between the
strings and then just moving it and making a crazy sound, or taking a fan or propellor
and... so I was very jelous. It tooks me years to understand that the trumpet is very
easily preparable somehow. In the beginning I would say "Oh I have very austere
thing and there’s just one way to blow" and it’s not even like a saxophone where you
have many many options of opening it and closing it. It’s just closed all the time and
unidirectional and then you have just 3 options or all the combinations of this 3
valves. Then of course, when I begin to discover how you could extend it, it really
opened a huge world for me. which lend me to what I like to do most. So of course
you rarely hear trumpet sounds, I mean sometimes there is a couple of notes, but you
barely hear them. Sometimes I play a whole solo with no real note of a trumpet. And
fortunately, because I'm not a good trumpet player. So it’s good that I don't play this
I think there is many people who do it very well. My research is always, and has
always been, towards sounds taht sound electronic. So many people also when they
hear my solo or... specially my solo, because they understand it’s only a trumpet,
they’d not believe it’s not amplified and then with pedals or with effects it’s
effectless. So all the effects are done accusticly. And when I say, when I try to
describe what I do, I would say I play electronic music, but accusticly. So it’s really
sounds that are very close from electronic, maybe old synthysizers and stuff like this,
and I like the idea that it"s music, which... It's electronic music somehow, which
could have played 100 years ago. But then again it couldn’t because, because this
music is directly influenced by the creation of electronics. So it’s music influenced by
electronic music, but getting it back to accustic, which in the first place influenced
electronic music. It’s really the snake, how to say, biting its tale. So it’s taking the
history of music, of the developement of instruments backwards or taking it back
after all the steps we arrived somewhere and then taking it back, but with the
knowledge of all this steps. So this is how I would roughly describe the sound that I
do. And of course I'm really glad to play with people...I mean I'm not of course the
only one, far from here, I mean there is a huge amount of great musicians playing this
kind of... I mean I don't know if they think about it like that, but this kind of
electronic music or electronic sounds, or very weird sounds of course it’s been years
and years, decades, that people are developing this. I just hope I developed it in a way
that is personal and different.
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