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SPLIT THE DIFFERENCE

Mike Diprose

Welcome back to the adventures of those of us doing derr
on the holeless natural frompet.

OF cowrse, the arin i BWV 20 without holes! [ am very
fanatic in that espest, and convinced that in spite of what has
been said and believed for years, if MUST be possible, for the
simple evidence that it WAS domel I don't believe that
intelligemt composers wrote things that were unplayable in a
comvincing way - even if there iz @ lomg wiay to go now, to find
back and to get accustomed to the technique of bending the
inromation on some harmomice... The dudience, of course does
mot realize the problesms, and only Hetens to the resull, which
makes the whole ddventsre o more deveaonding. Bub the
evolution has srarted, it can't be stopped anymore, | am sure
and happy about thar. Tharks for heiping!

ipuoted with permission from an emad by Sigiswald Ruijken)

Follow that!

Well, Sigiswald and others might be interested to leamn
ahout some recent research papers published by German
a{hn]:r:,.'nld: A

Wolfmang Auhagen “Zur Enstehung ser Tonarmencharakeeristik
immt e, Jahrhunder’, UNE Ein from 2eth. November 2003,
www,isnihoeln de ! S e prab L fs_frichi TN

sur Medden, ‘Musikalische Temperatar:  Simmangslehee’
Humbold Universitic zu Berling, Berlin Somunerscmester sous,
Seminar Physik der musikinsaamene: Stmmuongslehre

Beinhard Kopiez “Intosation of Hermopic Intervals: Adaprabdicy of
Expert Musicans 1w Bqual Temperament and Just Intocaticn’,
Hannower University af Music and Dramia, MagEe Percepason
Summer 200, Vol 20, Mo 4, 383410

wwrs. musioweb, - o o

The upshot of these seems 1o be that, ensurprisingly, for
their music w© sound good with natural trumpets,
musicians used temperaments which complemented them.
Mot Enpossible on nfinitely adjustable siring instruments
and winds wsing fingering patterns from the time. This
even extended in some cages to wider octave spacing...

Enter Magel, Droeschler and Hainlein trumpets, Thess
r7-century instruments differ from the more standard
Ehe and Haas 18%century models with a very slighty
larger bore but mainly in bell profile, which has a less
dramaric Hare. We have had copics of these instriments
for some time and were wondering why, until we recently
started to use more historically informed and very short
mnump-i_en:-s.. The trade-off for a darker, mcher sound is
the freedom to place notes almost at will (particalarly
those trth & 13™ harmonics, which become quite credible
to mndem-tempered cars), making sense of the written B

naturals, G sharps and E flats (for tumper in C)
encountered in works by Pezel, Vejvanovsky, Siradella
and their peers,

50, we haw:, in effec, EI?' reariral trumpets that can be
almost equally tempered. What's to stop us conformming
ta Valat, or simgly equal temperament itself In 2 word:
PEBIANCE.,

The harmonic series exists in all sound. [vis all around ws,
from the buzz of & bee to the squeal of a train's brakes, [t
is part of the universe, of existence, of us. Overtones are
what gives different sounds their o sound. The dchness
of a woni major chord sounded with notes tuned o the
harmonic series has I:n:&uqr hl!"l'l:llld belief. The notes
within it, which are already present as overtones of the
bass note, resonate with each other to produce resultant
mores {see "Partial Success', EWE Dec zoos). These
resultants then resonate further, with themselves and the
original chord, cresting what could be descrbed as truth
or, dare T say itz bove - something thar we recognise from
deep within us — taking wings.

With our ears shackled o temperaments from the
classical era and later {which are designed for intellectual
pursuits like clever modulation o remote keys at the
expense of pure intervals), we are being denied an essence
of Baroque music. Composers wrote sparingly for orum-
pets (whose timbres ahound in overtones) to accentuate
the triumphant retum o a resounding home key, Cynics
might suggest that trumpets and tympani were used at
climactic moments to wake the andience enough to clap
and Jeave, As the Italians say: ‘Bed is the poor man's opera’s

S0, conversely, why do we even bother with the hean-
breaking practice of leamning to bend {or *place”) notes?

It was mentioned earlier that composers often wrote
some notes from odtssde the hasmome series. Howewver,
the notes we most commonly adjuet are the 11* and 13°
harmortics Le. GAGH and B (on & crumpet pitched in 1,
becanse by doing this, it is possible to play a pure 4°
between D and G, a pure major 37 hetween G and B, This
enables the subdominant chord of G to rng true, The
minor 3 between E and G is an interesting case: if the
harmony i the dominant chord of Az, a resultant A can be
made; lower the G slightly more, and a resultant C appears.

Amother aspect of playing with “just' intonation & to
release characteristics of the different modal triads - thers
were reasons why modes such as Dordan, Lydian etc were
selected and used carefully in pre-baroque musc, which
may also have been infloenced by the modes used in
pastern music — characteristics which are lost I our
blinkered, rwelve-tone world, For instance, E minoe, a8
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chored 11 in D major has o dasker, more sombre resonance
than its rele as a wider-spaced choed 111 in © major. Both
triads, however different in cokour, have a resultany B,

In a B minor triad aa choed & (Aolean) of [ major, it s
even possible to play the high B to0 sharp o0 a nat! The
subtlety of mch delicate harmonle inflection comes ot
throagh wilfully bending’ aotes, but by allowing them to
settle i {ontext.

3o why play with holes? Well, becouse innocent andi-
ences expect their trumpets to be loud and, to an extent,
ke them played e muckine puon When peerforming
against a larpe choir of a bundred of w0 dngen, oae aood
volame! Although the historical sohation w this is 1o have
a pyrarmid-shaped sound design, with the power coming
from the tympani and = the darsi Somering
awar above = bow sethestic do we really sord 1o be any-
way! We have a cure for ryphilin snd tupperware now.

The world hat sdvanced fn counthen ways. Rather than
working for years in the mame court wich the same people,
musicens cn Mt around the globe playing in » different
country with 3 differest group cvery night.  For this to
work, there noed (0 be cenain standard pracuocs, which,
at the momens, indede o fow lrde “cheats’ or solutions.
To fund my studies, | often bave to pliy the holed am -
alwayy with a shght pang of poil a1 | walk on stage with
an “historical inmtrament” whose design conoept s
pretdated by the theramin, synthesizer and eloctric

Mo memtion has yet boen made, in these articles, of
Edward Tar, the granddsddy of the Barogue trumpet.
Much has been wiitten sbout Bd, including & mocent,
mainly biographical plece in the International Trumpet
Guild magasine. Suffice it to wy that his name it con-
nected with a vast al the LT
repertoire st discoverer, editor, scademic and/or perfor-
mer. Bd kindly sat through an interview recently, which
with hin permission i paraphrased below,

Simoe coming from the U5 to Lurope in 199 anmed with &
home-made natural trumpet, Ud has made probably the
greatest overall contribution 1o the emergence of this
once-lost art.and mest other histode bross practices, such
as the cometto, keyed and “long I trampets, historc
comets etc. His books and editions are essential 1o any
serious trumpeter - modermn playen included - and hia
legacy of recordings and renowned pupils, sch as Nildas
Eklund, Guy Petber, Gillea Rapin {alio & no-holes and
tromba & tirasi wizard) and Reinhold Predrich continue
0 adom CD racka and concert halls worldwide, Ed was
baasend in Basel for many years; he founded the carly brass
department and taught at the Schola for 19 years from

1973 v Soi.

Mot of E4's playing on baroqae trampets was with holes,
aylistically well informed and bravtful. He also, & few
times, fuffilled hin arebition (and our radson 4" etre) to play

trumipets sraight from the walls of museums without the
aid of a hand drill, s recording of Handel's
Fireworks music and Charamels Real - 2 collection of
Poruguern  Bnfaces and short piedes, which were
meconded on twelve original inaruments from  the
Mathonal Cosch Mudeum in Liskon.

A3 mentioned in a previous TR article Partial Succens’,
st the beglaning of hisorically informed performance of
baroque muskc, trumpeters were faced with a particularly
grim challenge. At the same time came the emergence of
ithe plocols trumpet - & valved instrument picched i high
G, A or B st thar erabled clariss pants to be pliyed with
relative cae, The . Bewever, wis nod the reege
per s bot the enduraace and (relatively quict) =yke
required both for geming through 3 piece and making it
sourad bl musc.

B the mumcobogist pescarchnd amd applacd the lesming to
Ed the pliyer o find cegant solutions for piccolo and
vented pators] rumpets al @ time when moden brass
playing was pencrally going in the opposite direction of
pure volome (dragged by the development of burger-bore
tromboncil. Tou will be able to pead asbous these
solotions o more bmgth in BEd's fontbooming book
Artirulorion in Farly Wind Muri- 4 Soere Book (by EMT
with Broce Duclory, another renowned cx-papd of Bdw)

It is inconceivable that, without the invaluable rescasch
and practice by Fd and his peers, we would even have
stiempand to holelews mats now. Upon retincemieni
from the Scholi, Fd had no besiution in passing bis job
over 10 Jean-Prancols Madeo! sand sl shows & keen
interest in the trumpet deparement.  Regardless of the
imstrument on which one performs (and predscting =
paralle]l simustion with both types of barogue trumpots
being performed on for a while 10 come) he maintaing
that the most thing s "communication with the
audience”, “I'm extremely thankful that we don't take
puthenticny as far as learnbng w play on horseback, go on
diplomatic misslong o the encey with owr eyes
blindfalded, eic.” (EHT)

Coming nexs: the Lituas, an ingendous Cip clarinks and,
after all this fuss about vent-holes in natural crumpets,
why Bach and Telemann's tru ra couldn't actually have

played trumpets anyway. Confused? Try playing one.

Thanka w Tha Waenbiphal Company af Musicans (Clement
Codlard  Award),  Leverbulme  Foundadon,  Canington
Ineernatkonal Summer School, Rapp Sdfrung, Gavin Henderson,
ENT, Sighvwald Kulfen, snd Mareon Grom. Thanks also
MILNA Buroge for their prluctant ssppodt.

A simpls demonstration of the difference bevween pure wnd
aqually pempered intervals can be focnd on ke informaron puge
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