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LIST OF MUSICAL EXAMPLES – Continued 
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LIST OF MUSICAL EXAMPLES – Continued 
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LIST OF MUSICAL EXAMPLES – Continued 
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LIST OF MUSICAL EXAMPLES – Continued 
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LIST OF MUSICAL EXAMPLES – Continued 
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LIST OF MUSICAL EXAMPLES – Continued 
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LIST OF MUSICAL EXAMPLES – Continued 
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LIST OF MUSICAL EXAMPLES – Continued 
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LIST OF MUSICAL EXAMPLES – Continued 
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ABSTRACT 

 Émile Joseph Trognée’s career took place not only during a time unsurpassed 

with regards to the musical and constructional developments of the trumpet, but also in 

the highly important and evolving musical environment of Imperial and Soviet Russia.  

As a result of an investigation of their inherent musical qualities, this document will 

establish how Émile Trognée’s works are representative of European trumpet and cornet 

pedagogical and musical trends of the early 20th century.  Through formal, thematic and 

harmonic analysis of these works, the key pedagogical and stylistic features are identified 

and discussed as consistent or unique to those of the period.  Preceding that analysis and 

critical to an understanding of the contextual relevance of this material is a summation of 

the important 19th and early 20th century musical developments that influenced the 

instruction and use of the trumpet and cornet in Russia and Europe.  It is hoped that 

modern study of the challenging works of that period will benefit from a better 

understanding of the performance and educational practices of those who were present at 

their inception or particularly adept in their performance.   
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INTRODUCTION 

 

 The establishment of conservatories in St. Petersburg (1862) and Moscow (1866) 

necessitated the immigration of foreign musicians to occupy teaching and performance 

positions in those cities’ musical organizations.1  Lured by the prospect of lucrative 

careers in Imperial Russia,2 foreign trumpeters formed a foundation of trumpet teaching 

and performance that would ultimately be transplanted to the United States and serve as 

the impetus for the American school of trumpet playing.3  The focus of this document is 

the music of Belgian trumpeter Émile Joseph Trognée (1868-1942), who excelled as both 

a cornet soloist and orchestral trumpeter and was among those prominent foreign 

musicians that advanced early 20th century trumpet and cornet performance in Russia.4   

 Although Trognée, his peers and their students were highly influential in the 

writing for trumpet by many composers of the 20th century, only a modest amount of 

research as been done thus far to become better acquainted with these musicians.5  

Despite the obscurity of these subjects, as discussed in Briney’s “The Development of 

Russian Trumpet Methodology and Its Influence on the American School,” the American 

trumpet school of playing is the direct result of the Russian/Soviet Conservatory system.6  

Briney’s research, however, centers primarily around the Conservatory teachers of 

                                                 
1 Edward H. Tarr, East Meets West: The Russian Trumpet Tradition from the Time of Peter the Great to the 
October Revolution.  Ed. Stewart Carter (New York: Pendragon, 2003) 76, 82, 257.  
2 Tarr, East Meets West 148.  
3 Anatoly Selianin, “The Peculiarities of Trumpet Method Development for Trumpet Playing in Russia,” 
ITG Journal 8.1 (1983): 40.  
4 Selianin, The Peculiarities of Trumpet 42.  
5 Selianin, The Peculiarities of Trumpet 40. 
6 Bruce Briney, “The Development of Russian Trumpet Methodology and Its Influence on the American 
School,” diss., Northwestern University, 1997. 
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Moscow, and with the exception of Wilhelm Wurm (1826-1904), focuses less on the 

activities of St. Petersburg and those conservatories which Trognée was associated.  

 Biographical research on Trognée is included in an article by Professor Anatoly 

Selianin for the Brass Bulletin7 and in work done by Dr. Edward Tarr on the immigration 

of trumpeters to and from Russia contained in his book, East Meets West: The Russian 

Trumpet Tradition from the Time of Peter the Great to the October Revolution.  Brief 

descriptions of two of Trognée’s solo works are included in Dr. Brian Pfoltner’s 

dissertation "The Music for Solo Trumpet and Cornet with Orchestra from ca. 1870 to 

1910 in the Edwin A. Fleisher Collection of Orchestral Music.”  As a trumpet teacher 

Trognée was also an important member of the Russian school that would produce a 

number of significant trumpeters both in Russia and abroad.  Most significant to this 

instructional legacy are his 85 etudes.  Of these, only the set titled Last Etudes in modern 

editions was in print at the time of his death.8  The other three collections of etudes were 

compiled and published beginning in 1985 by renowned Russian trumpet teacher and 

historian Anatoly Selianin.  While the bulk of Trognée’s known etudes exist in modern 

editions, of the cornet solos printed during his lifetime, only the Valse lente and Salut À 

St. Petersbourg! are currently available.  

 “St. Petersburg” is primarily used throughout this document in reference to that 

Russian city and not “Petrograd” or “Leningrad” which it has also been named at various 

times in its history.  Unless specifically noted, musical examples and excerpts taken from 

                                                 
7 Anatoly Selianin, “E. J. Trognée (1868-1942): Discovery of Unpublished Trumpet Studies,” Brass 
Bulletin 51.3 (1985): 69. 
8 Selianin, The Peculiarities of Trumpet 42. 
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Trognée’s solos and etudes are included as they appear in print, usually for Bb 

instruments.  However, written references in this document are usually made in concert 

pitch according to the Helmholtz notational system to avoid possible confusion between 

instrumentation (see Figure I-1). 

 
 

Figure I-1.  Hermann Ludwig Ferdinand von Helmholtz.  Helmholtz pitch notation.  
 
 The results of this document will hopefully provide insight into an important 

figure in the Russian Trumpet School and encourage further research and performance of 

largely unknown early 20th century trumpet and cornet literature.  
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CHAPTER 1 
 

19th CENTURY TRUMPET AND CORNET 
Constructional Innovations 

 

 The prevalent conventions of trumpet and cornet performance and pedagogy 

during the 19th and 20th century were largely the result of the constructional developments 

of that period.  In “natural” form (see Figure 1-1) without a mechanical means of 

alternating pitches, the most basic differentiation between these two instruments is the 

cornets conical and the trumpet’s cylindrical bore construction.  

 
 

Figure 1-1.  Trumpet in D (Joseph Huschauer, Vienna, 1795).  Edinburgh University Collection of Historic 
Musical Instruments.  EUCHMI Electronic Picture Gallery, Part H Section III-Cylindrical-Bore Brasswind.  
Retrieved August 6 2008 from http://www.music.ed.ac.uk/euchmi/ucj/ucjth3.html.  
  
 The shape of the bore and mouthpiece play important roles in determining the 

quality of sound and ease in flexibility of these instruments.9  As a general rule, 

cylindrical instruments such as the trumpet are more brilliant and focused in sound but 

                                                 
9 David Hickman, Trumpet Pedagogy: A Compendium of Modern Teaching Techniques (Chandler AZ: 
HME, 2006) 310. 

 

http://www.music.ed.ac.uk/euchmi/ucj/ucjth3.html
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more demanding in terms of flexibility between pitches.  Conical instruments (see Figure 

1-2) are more easily flexible but have a more rounded, defused and mellow sound.10   

 
 

Figure 1-2.  Posthorn in C (Charles Kretzschmann, Strasbourg, 1812-c. 1870; probably c. 1830) with 
crooks for Bb and F.  Edinburgh University Collection of Historic Musical Instruments.  EUCHMI 
Electronic Picture Gallery, Part H Section viii-Post-horns, Cornets and Ballad Horns.  Retrieved August 6 
2008 from http://www.music.ed.ac.uk/euchmi/ucj/ucjth08.html. 
  
 Consequently, even following their adaption of valves, early cornets were often 

performed on by horn players who were more familiar with the mouthpiece and 

performance characteristics of these instruments.11  The invention of various chromatic 

mechanisms being applied to these natural instruments began as early as 1788.  This 

allowed composers to expand the melodic use of these instruments in ensemble playing 

and did not limit solo literature to be composed only in the instrument’s highest register, 

such as was the case previously.12  The most well-known example of this being put into 

practice is Anton Weidinger’s (1766-1852) keyed trumpet; an early non-valve chromatic 

instrument which served as the inspiration for the composition of trumpet concertos by 

                                                 
10 Hickman 292, 293, 310. 
11 Robert Hazen, “Parisian Cornet Solos of the 1830’s and 1840’s: The Earliest Solo Literature for Valved 
Brass and Piano,” Journal of the International Trumpet Guild 19.4 (1995): 36. 
12 Joyce Davis, “The cornet à pistons in French and French-Influenced Orchestration from 1830-1936,” 
diss., The Ohio State University, 1990, 3, 6. 
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Franz Joseph Haydn (1732-1809) around 1796 and Johann Nepomuk Hummel (1788-

1837) in 1803 (see Figure 1-3).   

 
 

Figure 1-3.  Keyed trumpet in Eb; 6 keys (Müller, Lyons, c 1835).  Edinburgh University Collection of 
Historic Musical Instruments.  EUCHMI Electronic Picture Gallery, Part H Section III-Cylindrical-Bore 
Brasswind.  Retrieved August 6 2008 from http://www.music.ed.ac.uk/euchmi/ucj/ucjth3.html. 
  
 These keyed chromatic systems, as well as the technique of changing pitches 

through hand-stopping, were inefficient and uneven with respect to sound quality and 

therefore abandoned as more effective systems were developed and enhanced.13  The 

slide trumpet, another non-valve chromatic instrument, while producing a more 

consistent sound never completely caught on with trumpeters due to the mechanics 

involved in maneuvering the slide.14  These innovations were followed by Heinrich 

Stölzel (1777-1844) and Friedrich Blümel’s (c.1808-c.1845) invention of the “box” or 

“square” valve around 1813.15  Execution of the valve alters the total length of an 

instrument and consequently facilitates changes in the performance pitch.  Various 

improvements and variations of these initial valves followed, including early versions of 

the modern piston and rotary valve.  The instrument designated in scores as Cornet à 
                                                 
13 Edward Tarr, “The Romantic Trumpet,” Historical Brass Society Journal 5 (1993): 218, 224. 
14 Davis 5. 
15 Anthony Baines, Brass Instrument: Their History and Development (London: Faber and Faber, 1976) 
206-207. 
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pistons (see Figure 1-4) was the invention of Jean Louis Halary-Antoine (1788-1861), 

who applied Stölzel piston valves to a posthorn in 1832.16 

 
 

Figure 1-4.  Cornet à pistons [cornet] in Bb etc, 2-valve (David, Paris, p 1836, probably c 1840).  
Edinburgh University Collection of Historic Musical Instruments.  EUCHMI Electronic Picture Gallery, 
Part H Section viii-Post-horns, Cornets and Ballad Horns.  Retrieved August 6 2008 from 
http://www.music.ed.ac.uk/euchmi/ucj/ucjth08.html. 
  
 The last major stage of valve development in the 1800’s was made popular by 

instrument maker Etienne Perinét in 1839 and involved the construction of instruments 

utilizing three piston or rotary valves (see Figure 1-5).17 

 

 
 

Figure 1-5.  The trumpet of Ivan I. Pavlov (1921-74), made by Zimmermann of St. Petersburg, the typical 
rotary-valved instrument used in Russia from the late nineteenth century through the 1930’s.  Bad 
Säckingen Trumpet Museum.  Edward H. Tarr, East Meets West: The Russian Trumpet Tradition from the 
Time of Peter the Great to the October Revolution.  Ed. Stewart Carter (New York: Pendragon, 2003) 344. 
  
                                                 
16 Tarr, The Romantic Trumpet 258. 
17 Edward Tarr, The Trumpet (Portland: Amadeus Press, 1988) 160, 161. 
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 Since that time, the tradition of trumpet and cornet construction with a three valve 

configuration has been maintained in modern instruments with only minor changes and 

improvements.18 

 The brief descriptions of the evolution of the modern trumpet and cornet 

contained here, as well as the innumerable variety of instruments that accompanied their 

advancement are outlined and discussed at length in other sources including Edward 

Tarr’s The Trumpet and Anthony Baines’ Brass Instruments: Their History and 

Development. 

 

Solo and Orchestral Instrument 

 

 Whether in natural or valve form, the tonal differences between the trumpet and 

cornet in these early instruments elicited strong opinions for many years as to the 

superiority of each.  These differing views were not only based on the aforementioned 

sound qualities, but reflected a bias towards maintaining longstanding performance 

etiquette rooted in the historical traditions of the trumpet.19  Hector Berlioz (1803-1869), 

one of the first to prominently use the Cornet à pistons in his orchestrations, managed to 

still describe its tone quality as “vulgar.”20  An article in the British music journal 

“Musical Standard” in 1884 stated, “Surely, if ever an instrument of torture was invented 

for people with delicate ears, that instrument is the blatant and vulgar cornet [. . . ] it can 

                                                 
18 Davis 14. 
19 Brian K. Pfoltner, “The Music of Solo Trumpet and Cornet with Orchestra from ca. 1870 to 1910 in the 
Edwin A. Fleisher Collection of Orchestral Music,” diss., The University of Nebraska, 1995, 15. 
20 Davis 2. 
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never compare with the lofty, and piercing cry of the trumpet.”21  Russian composer 

Pyotr Tchaikovsky (1840-1893) characterized listening to a cornet theme and variations 

performance in 1876 as a “horror.”  Concert pianist Rafael Joseffy (1852-1915) even 

went so far as to refuse to participate in a New York concert upon learning that a cornet 

virtuoso was also to perform that evening.22  Contributing to the negative attitudes of 

some were the stylistic elements present in the cornet’s solo works; such as the 

encouragement of extreme virtuosity and the proliferation of cornet compositions written 

in the form of a theme and variations.23   

 These sentiments towards the cornet were not shared by those in the band 

community, however, where the cornet and its usage were widely embraced.24  Cornetist 

Herbert L. Clarke (1867-1945) maintained the tonal characteristics and agility of the 

cornet made it a superior solo instrument to the trumpet.25  In a letter to a young Elden 

Benge (1904-1960), Chicago Symphony trumpeter and eventual instrument maker; 

Clarke makes clear his views on the trumpet and cornet even as late as the 1920’s (see 

Figure 1-6).  

 

 

 

 

                                                 
21 John L. McCann, “A History of Trumpet and Cornet Pedagogy in the United States: 1840-1942,” diss., 
Northwestern University, 1989, 34. 
22 Tarr, East Meets West 163. 
23 Tarr, The Romantic Trumpet 238. 
24 Pfoltner 14. 
25 Hickman 311. 
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Figure 1-6.  Letter from Herbert L. Clarke to Elden Benge in 1921.  H.M. Lewis, “How the Cornet Became 
a Trumpet-The Instruments and Music of a Transitional Period in American Music: 1880-1925,” Journal of 
the International Trumpet Guild 16.1 (1991) 17. 
 
 Clarke was not alone in his negative attitude towards the trumpet.  Music critics in 

Germany on several occasions gave a poor assessment of solo literature for trumpet, an 
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instrument in their opinion primarily suited for orchestral work.26  In any case, the solo 

cornet was not welcomed into the normal concert season of most orchestras; instead it 

was usually reserved for outdoor and casual concert venues where such popular works 

were programmed to attract larger crowds.27 

 Regardless of these differing views, the amount of solo repertoire written for the 

cornet of this period is significant.  There were more than 100 pieces for cornet and piano 

published in Paris alone in the first half of the 19th century.28  An interesting cataloguing 

by Dr. Tarr of the solo library of Eduard Seifert (1870-1965) illustrates what kinds of 

pieces a trumpeter of the period may have had in his library.  Seifert was frequently both 

a cornet and trumpet soloist and held the position of Principal trumpeter in the Königlich 

–Musickalische Kapell of Dresden from 1895-1935.  Not surprisingly, most of the 

literature in this collection is on the lighter side in terms of musical content.  As Tarr 

tactfully states, “the cornet in the hands of an orchestral trumpeter was not thought of as 

high music.”29  During the height of the cornet’s popularity as a solo instrument it was 

common for pieces to be adapted from opera, ballet music or some other well-known 

lyrical melody.  These works may be an arrangement of another work, or as was 

representative of the period, either written in the form of a true theme and variations or 

with contrasting sections of musical material.  As opposed to the virtuoso works that may 

have employed multiple tonguing, extended range or flexibility; easier solo pieces 

constitute a larger portion of the music published from this period.  The average amateur 

                                                 
26 Tarr, East Meets West 163-164. 
27 Pfoltner 135. 
28 Hazen 35. 
29 Tarr, East Meets West 153, 163. 
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musician was more likely to purchase easier works that provided a better chance of being 

successfully performed than the virtuosic pieces written and performed by famous cornet 

soloists of that period.  Consequently, publishers and composers were motivated by 

increased sales and profits to provide reasonably written works for the public.30    

 While it was common for soloists to perform with accompaniment provided by a 

piano or band, orchestra concerts featuring the cornet became increasingly frequent in 

Europe, which had more of an abundance of orchestras than the United States or Britain.  

In an effort to capitalize on this growing demand, it was customary for publishers to print 

cornet solos with multiple versions of the accompaniment to facilitate as many 

performance settings as possible.  Whether the accompaniment was for band, piano, 

orchestra or even string quartet, excluding the changes made in terms of instrumentation, 

these versions were usually not very different musically.31  In addition to the quantity of 

pieces published, the popularity of this music with the general public is also evidenced by 

the lucrative professional touring careers of cornet soloists such as Vincent Bach (1890-

1976), Oskar Böhme (1870-c.1938), Theodore Hoch (1842-1906), Jules Levy (1838-

1903) and most famously, Jean-Baptiste Arban (1825-1889).     

 In terms of trumpet literature, the Haydn and Hummel Concertos are often 

erroneously assumed to represent the entire solo repertoire of the 1800’s.  While certainly 

the most significant examples, Dr. Edward Tarr presents compelling evidence for not 

only the existence of other solo trumpet pieces during the 19th century, but a justification 

for why those trumpet works fell into obscurity.  Despite their relative neglect in modern 

                                                 
30 Pfoltner 2, 129-130. 
31 Pfoltner 19, 20. 
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times, large numbers of trumpet solos are mentioned in various sources from the period; 

an indication that the valve trumpet was widely utilized as a solo instrument much earlier 

than many realize.32  Tarr makes the case that the eventual standardization of the modern 

trumpet to be pitched in Bb played a large part in pushing out of performances those 

pieces and methods written for chromatic trumpets pitched in various lower keys, usually 

F or G.  The solo repertoire written for cornet during the same time did not face those 

same challenges since many were originally conceived in the pitch of Bb or C.  Therefore, 

cornet works were more accessible, particularly by amateur musicians not skilled at 

transposition.33   

 Despite the opinions regarding suitability of these instruments as solo 

instruments, the real differences between the trumpet and cornet solo literature of this 

time can be quite subtle.  The trumpet was considered to be a slightly less virtuosic 

instrument, but like cornet solos, solo trumpet pieces were still frequently written in 

sectional forms such as a theme and variations.  Soloists took a certain amount of liberty 

with cadenzas although the practice of improvisation was almost gone by this period and 

cadenzas were mostly written out by the composer.  An exception to this would be one of 

Trognée’s predecessors in St. Petersburg, Wilhelm Wurm, who devotes several pages of 

studies in his cornet method with instructions on how to construct a cadenza.34  A work 

that stands out from the standard solo trumpet repertoire of this period is the Concerto for 

                                                 
32 Pfoltner 132. 
33 Tarr, The Romantic Trumpet 213. 
34 Bruce Briney, “The Methods and Etudes of Wilhelm Wurm,” Journal of the International Trumpet Guild 
21.3 (1997): 57. 
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Trumpet, op. 18., published in 1896 by Oskar Böhme.35  The three movement 

construction of this piece more closely resembles the concertos written for other solo 

instruments of the period than the typical trumpet and cornet solos of the 19th and early 

20th century.36   

 Prior to the advent and use of valve instruments in the performance of orchestral 

music, trumpet parts were usually written for in pairs like the other wind instruments and 

primarily utilized to strengthen the sound of the full orchestra.  Though the trumpet may 

at times be prominent, the part is rarely melodic.  Often the finales of Classical 

symphonies culminate with trumpet fanfares on broken chords.  First trumpet parts rarely 

go above concert g2 while second trumpet parts may have wide treacherous skips and 

generally go as high as e2.  The “octave convention” of the time was employed where the 

second trumpet parts are notated to sound an octave lower than the first.  This “new 

style” of writing for trumpet was praised by author and music critic E.T.A. Hoffmann 

(1776-1822), who did not care for melodic parts in the high register of the trumpet and 

lamented by those who believed quality trumpet playing skills, such as those of the 

Baroque, had been lost.37   

 The introduction of fully chromatic instruments facilitated a whole host of new 

possibilities previously unavailable to composers.  As early as the late 1820’s, the pairing 

of two Cornet à pistons and two natural trumpets in orchestral settings began appearing 

in music, mostly by French or French-influenced orchestras and composers who were 

                                                 
35 Oskar Böhme, Concerto (E-moll): für Trompete in A (cornet a pistons) mit Clavierbegleitung, op. 18 
(Moscow: Jurgenson, 1896). 
36 Pfoltner 40, 129. 
37 Tarr, The Romantic Trumpet 217. 
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reluctant to completely replace the non-valve trumpet until the end of the 19th century.38  

Merri Franquin (1848-1934), Paris Conservatory Professor from 1894-1925, recalled 

seeing the natural trumpet or “long trumpet” even in use in the pit of the Paris Opera as 

late as 1891.39  Early examples of composers using the Cornet à pistons in their 

orchestrations include Gioachino Rossini’s (1792-1868) Guillaume Tell (1829), 

Fromental Halévy’s (1799-1862) La juive (1835) and Giacomo Meyerbeer’s (1791-1864) 

Les Huguentos (1836).  One of the most significant pieces was Hector Berlioz’s (1803-

1869) Symphonie fantastique (1830), which was the first entirely orchestral work to 

include cornet.40  Interestingly, despite his negative comments about the instrument, 

Berlioz consistently used the Cornet à pistons in his orchestrations.  

 On a more limited basis outside of France, the tradition of orchestrating pieces 

with cornets was utilized by composers such as Pyotr Tchaikovsky (1840-1893), Sergei 

Prokofiev (1891-1953) and Igor Stravinsky (1882 -1971).  The extremely successful solo 

tours of St. Petersburg by Arban beginning in 1873 were among the factors that helped 

initiate many Russian composers to the cornet.41  Tchaikovsky, and later Prokofiev, also 

had strong ties to France through their own travels; the former even met Berlioz in 1867.  

Although the cornet is not used by Tchaikovsky in any of his six symphonies, they do 

appear in his ballet music.42  While a student in St. Petersburg Stravinsky attended a 

concert of Debussy’s music which had an especially powerful impact on him.  This early 

                                                 
38 Davis 2. 
39 Tarr, The Romantic Trumpet 219. 
40 Davis 21-22. 
41 André M. Smith, “Arban in Russia: A Memento in the Library of Congress,” Journal of the International 
Trumpet Guild 17.3 (1993) 10. 
42 Davis 59, 60. 
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affection for French music along with his future relationship with the Ballet Russe was in 

contrast to what he called the “nefarious” German influences in Russia.43  As would 

become apparent later, the German influence in Russia was felt and perceived in many 

ways, often negatively.  Tchaikovsky reflecting on German music in an 1877 letter stated, 

“I think Germany is on the decline musically and that the French are now due on the 

scene.”44  Unlike France, there was not a reluctance in Germany to add the valve trumpet 

to the orchestra, and therefore the cornet is largely absent from orchestral literature 

aligned with the German musical heritage.45  As a result of these musical ties to France, 

the theatre orchestras in Russia have a similar, though certainly less consistent 

philosophy in utilizing both cornet and trumpet together.46   

 

Instruction 

 

 The constructional innovations of the trumpet and cornet that led to changes of its 

use in ensemble performance also precipitated instructional developments.  Formal 

training in the 19th century benefited from conservatories being formed throughout 

Western Europe in cities like Paris (1795), Prague (1811), Graz (1815), Vienna (1817), 

London (1823) and Milan (1824).  Although methods and guidelines relating to trumpet 

performance had been available and in use prior to the founding of these schools, it was 

common following the establishment of a trumpet class for a complete method to be 
                                                 
43 Richard Taruskin, Stravinsky and the Russian Traditions: A Biography of the works through Mavra 
(Berkeley: University of California Press, 1996) 309. 
44 Davis 60. 
45 Davis 84. 
46 Tarr, East Meets West 175. 
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produced by the school’s resident trumpet teacher.  François Auguste Dauverné (1800-

1874), appointed first professor of trumpet at the Paris Conservatory in 1833, produced 

one of the more thorough methods of the roughly 40 that appeared during this period.47  

Published in 1857, Dauverné’s Méthode pour trompette was also one of the last methods 

for natural trumpet and contained a section on military trumpeting.48  In contrast to his 

background teaching and playing the natural trumpet, Dauverné was still a strong 

supporter of the possibilities of the valve and would be a member of the committee that 

would later approve establishment of cornet classes at the Paris Conservatory.   

 Though it was not yet formally part of the main studies at most conservatories, the 

cornets rapid rise in popularity and successful utilization alongside and in place of the 

trumpet in many situations led some to incorrectly deduce that the trumpet would be 

permanently replaced altogether.49  It was that belief that motivated Jean-Baptiste Arban, 

cornet virtuoso and former trumpet student of Dauverné, to petition in 1868 for the cornet 

to be added to the trumpet studies at the Paris Conservatory.  It was his wish to “save” the 

trumpet from being completely neglected and abandoned in favor of the cornet, 

especially in the performance of trumpet literature.  As a part of Arban’s desire to 

standardize cornet instruction, he composed his Grande mèthode complète de cornet à 

pistons et de saxhorns50 in 1859; one of the earliest and most widely used methods for 

cornet.  The saxhorns designation in the title is a byproduct of the attempt by instrument 

                                                 
47 Tarr, The Romantic Trumpet 214. 
48 Frank W. Baird, “A History and Annotated Bibliography of Tutors for Trumpet and Cornet, vol. 1,” diss., 
The University of Michigan, 1983, 17. 
49 Pfoltner 15. 
50 Jean-Baptiste Arban, Grande Mèthode complète de cornet à pistons et de saxhorn (Paris: Escudier, c. 
1859). 
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maker Adolphe Sax (1814-1894) to categorize all conical valve instruments into one 

“saxhorn” family.51  The results of Arban’s petition, however, was not the inclusion of 

the cornet into the trumpet studies of the Paris Conservatory, but rather a completely 

separate studio to be formed in 1869 with Arban as the first professor.52   

 Although the trumpet’s demise did not actually come to fruition, the 

establishment of separate classes exemplifies the perceived differences between 19th 

century cornet and trumpet performance, and the belief by many that specialized training 

was needed to be successful on either individually.  In many ways this was a forced 

continuation of the trumpet and cornet’s traditional musical roles than of clearly defined 

differences in the skills needed to perform on each of these instruments.  Arban, a 

talented and educated performer with a desire to include cornet in the trumpet class, must 

have believed that the techniques of performance on each instrument were similar enough 

to warrant his petition for simultaneous training on both.  The extensive modern use of 

Arban’s Grande mèthode by musicians worldwide is also an enduring affirmation of the 

method’s value in instruction for both the cornet and trumpet.53   

 The often inaccurate perception of specialization in either trumpet or cornet 

performance is also evident in the publication of instructional methods.  In his 

dissertation, “A history of trumpet and cornet pedagogy in the United States, 1840-1942,” 

Dr. John McCann includes a numerical comparison of the methods in his research that 

                                                 
51 Baird 14. 
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were published between 1830 and 1979 specifically for either the trumpet or cornet (see 

Figure 1-7).   

     “trumpet”  “cornet” 
  1830- 1899       8                  28 
  1900-1909       3                   5 
  1910-1919       4        9 
  1920-1929       10                   10 
  1930-1939        8                    9 
  1940-1949       10                    2 
  1950-1959       31                   14 
  1960-1969       17         1 
  1970-1979       26         0 
 
Figure 1-7.  Relative Use of the Words “Cornet” and “Trumpet” in Method Book Titles: 1830-1979.  John 
Lawrence McCann, “A history of cornet pedagogy in the United States, 1840-1942,” diss., Northwestern 
University, 33. 
 
 As McCann’s analysis illustrates, the quantity of methods for each instrument 

fluctuated in each decade based on the instrument’s rise or decline in popularity.  More 

often than not, the changing of the method’s indicated instrumentation was simply a 

marketing tool by publishers to sell more music and not necessarily an indication of 

change in the methodology of training on the cornet or trumpet.  Perhaps no other study 

illustrates this point better than Arban’s method.  Over the years, it has been edited, 

translated, abridged and published in as many forms as possible, either in an honest 

attempt to make improvements to it or in many cases to merely capitalize on a particular 

group of potential consumers.  In addition to being published for cornet, trumpet and 

saxhorns, Arban’s method has been transposed and published for other instruments 

beginning as early as 1910 when it first appeared in print for the trombone and baritone.54   
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 As time passed, the cornet began being manufactured with an ever-increasingly 

cylindrical bore in an effort to give the instrument brilliant tone qualities associated with 

the trumpet, and as a result became less distinguishable and independent of the trumpet.55  

Aside from these shrinking acoustical dissimilarities, it is clear that whatever preferences 

conductors, composers and performers continued to maintain for the trumpet or cornet, 

the actual instructional goals that led to proficiency on either instrument was not mutually 

exclusive to one or the other.56  Given that the titles bestowed on methods could be 

completely unrelated to differences in instructional content, it became common for the 

methods and solos published between 1860 and 1918 to indicate use for both the trumpet 

and cornet.57  This trend by publishers is also in accord with the gradual assimilation of 

each instrument into one group of performance and study in music education.58  

 However, while the indication of instrumentation might have been irrelevant, the 

methods themselves became systematically more specific over time as to their exact 

educational goals.  In addition to the complete methods that were a result of the founding 

of trumpet studies at the conservatory level, many methods of the 19th century focused 

more narrowly towards a certain level of playing proficiency, with the goal of developing 

a single technique such as range or directed towards a specialized group of students like 

the self-taught trumpeter.59 

 

 
                                                 
55 Hickman 310. 
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CHAPTER 2 
 

MUSIC IN 19TH CENTURY RUSSIA 

 

 The musical and educational advances that had spread throughout the rest of 

Europe were slow in developing in Russia.  Russia in the 19th and early 20th century was, 

as it is now, a geographically enormous and culturally diverse nation comprised of 1/6 of 

the world’s landmass.  Imperial Russia had borders that extended even further west than 

they do presently to include Finland, obtained after the war with Sweden in 1809 (see 

Figure 2-1).60  

 

 
 
Figure 2-1.  Bob Atchison. Russian Empire in 1913: as it was during the reign of Nicholas II.  Nicholas and 
Alexandra-The Last Imperial Family of Tsarist Russia.  Retrieved July 10 2008 from 
http://www.nicholasandalexandra/virtual 1999/images/russmap.gif. 
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 While Western Europe viewed Russia as one of the exotic, mysterious nations of 

Asia and the East, St. Petersburg and Moscow strived to be identified as any other 

modern city of Europe.61  As a result, the practice of recruiting large numbers of foreign 

teachers, musicians and other skilled workers to the country was a tradition that can be 

traced back to at least Tsar Peter I “The Great“(1672-1725); the first ruler to incorporate 

wind instruments into the musical culture of Russia.62  Though individuals came from all 

across Western Europe, the greatest numbers of foreigners were from Germany, with a 

willingness that may be attributed not only to the money that was to be made but the 

perception that because Russian rulers had repeatedly shown a preference to marry 

German princesses, the country was especially welcoming to Germans.63    

 Despite the wealth and Western European tastes of St. Petersburg at that time, the 

city was without a large orchestra, an established system of music education or a musical 

life for those except in the highest privileged class.  The impact of social rank, an 

important factor of Russian life, was especially apparent in the Arts.64  While painters, 

sculptors and actors were considered “free artists,” musicians had no more rights than 

peasants and did not receive the benefits given to those in the other Arts.  In the mid-19th 

century even the most successful Russian composers, such as Mikhail Ivanovich Glinka 

(1804-1857), were recognized as noblemen or landowners first and only competent 

amateur musicians second.65  The absurdity in day-to-day life created by this adherence 

                                                 
61 Maes 9. 
62 Gilreath, 5. 
63 Tarr, East Meets West 3. 
64 Francis Maes, A History of Russian Music: From Kamarinkskaya to Babi Yar (Berkeley: University of 
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65 Maes 31, 33. 
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to social status did not go unnoticed and was portrayed by Russian writers, such as 

Nicolai V. Gogol (1809-1852) in his short stories “The Overcoat” and “The Nose.”66  

The literary works of Gogol, along with those of Alexander Pushkin (1799-1837) and 

Feodor Dostoevesky (1821-1881) contain some of the earliest artistic examples in Ru

of nationalistic ideals that later would be taken up by some of the countries leadin

musicians.

ssia 

g 

                                                

67  In the two main opera companies of St. Petersburg, inequity was further 

demonstrated by the underfunded and undertrained Russian Opera in comparison to the 

vastly superior quality of the Italian Court Opera.  The Imperial System of Theatres, 

established by Catherine II (1729-1796), supplied entertainment for the court but also 

produced an ever-increasing amount of public concerts.  While several days of each week 

at the theatres were devoted to ballet, the majority of performances were of Italian 

opera.68  Because Italian Opera was sung in a foreign language it was not subject to the 

same censorship as Russian Opera.  This freedom of subject matter contributed to its 

success with audiences who often strongly related to the social commentaries expressed 

in the productions.69   

 A turning point in the development of Russian Opera occurred in 1836 with the 

staging of Glinka’s A Life for the Tsar; a native opera performed on a scale never before 

achieved in that country.70  However, even following this and the building of the 

Mariinsky Theatre in 1860 (see Figure 2-2), known later as the Kirov, it would be nearly 

 
66 Nicolai Gogol, The Overcoat and Other Tales of Good and Evil, trans. David Magarshack (New York: 
W.W. Norton & Company, 1957). 
67 William Takacs, “Russian Trumpet Music-An Analysis of Concerti by Oskar Böhme, Eino Tamberg, and 
Sergeï Wassilenko,” diss., Florida State University, 2003, 3. 
68 John Ardoin, Valery Gergiev and the Kirov: A Story of Survival (Portland: Amadeus, 2001) 40, 43. 
69 Ardoin 47. 
70 Ardoin 44. 
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two decades before Russian Opera began to establish itself as an equal to the Italian 

Court Opera.71  

 

 
 
Figure 2-2.  Vili Onikul.  Alberto Cavo's design for the Mariinsky's exterior 1860.  Retrieved August 8 
2008 from http://www.deccaclassics.com/artists/gergiev/kirovmariinskyframe.html. 
  
 In Moscow, the Italian Opera was similarly the dominant musical entity in that 

city while the Russian Opera had a limited weekly performance schedule.72  Inequality 

within the structure of these musical organizations also could be seen in the discrepancy 

in compensation between foreign musicians and the significantly less paid native 

Russians, exacerbating anti-foreign sentiments further.73   

 The maneuvering for musical supremacy by non-Russians was often far from 

subtle.  In fact, it was common for foreign artistic influence and dominance in Russia to 

                                                 
71 Maes 12, 32. 
72 Tarr, East Meets West 87. 
73 Tarr, East Meets West 4, 60. 
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be enthusiastically and openly pursued by leading musical ambassadors from the rest of 

Europe.74  The famously arrogant English cornetist, Jules Levy (1838-1903), spent nearly 

two years in Russia between 1871 and 1873, performing throughout the country and 

enjoying the warm reception Russian audiences gave to the popular musical trends of the 

West.75  Arban also boasted that his solo cornet tours of St. Petersburg between 1873 and 

1877 were the first step in replacing German musical domination of the country.76    

 As ruler of Imperial Russia, Tsar Alexander II (1818-81) enacted many policies, 

either by his own volition or in response to public pressure, which changed the repressive 

climate of Russia and subsequently brought about more growth in the Arts.77  Ruling 

from 1855, the amateur cornetist Alexander is primarily known for his emancipation of 

the serfs in 1861 which not only impacted the economy, but indirectly Russian musical 

life, by straining the ability of the upper class to financially support music.78   

 In 1859, 64 years after the founding of the Paris Conservatory, Anton Rubinstein 

(1829-1894) took the first step towards formal music education by founding the Russian 

Musical Society by order of Imperial Sanction.79  Rubinstein, who trained as a pianist in 

Germany, believed that the development of Russian music and musicians had been 

handicapped by its pursuit up to that point primarily by amateurs.80  The initial purpose 

of the Russian Musical Society was to organize concerts and popularize music among the 
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76 Smith 7. 
77 Leon Plantinga, Romantic Music: A History of Musical Style in Nineteenth-Century Europe (New York: 
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53

general population regardless of social status.81  However, the efforts of the Russian 

Musical Society and the Russian Conservatories that followed were not accepted into 

Russian life without opposition.82  At odds with the Russian Musical Society were those 

individuals that promoted the ideals of Nationalism, which in many developing countries 

including Russia, espoused loyalty to a common “people” and not to a religion or 

hereditary-based government.  The concepts and musical aesthetics commonly found in 

folk music and associated with Nationalism and the terms “authenticity” or “realism” 

were adopted by the influential composers of the moguchaya kuchka, or the “mighty 

handful” in the 1850’s.83  With the exception of Mily Alexeyevich Balakirev (1837-

1910), the composers in this group: Cesar Cui (1835-1918), Alexander Porfir’yevich 

Borodin (1833-87), Modest Petrovich Mussorgsky (1839-81 and Nikolay Andreyevich 

Rimsky-Korsakov (1844-1908) had nontraditional backgrounds as musicians and were 

suspicious of a formal music education that was absent from their own training.84  To the 

peril of future composers and musicians, the mantra to produce “realistic” music for the 

masses would be repeated again and again throughout Russian history.   

 Motivated by the vaguely defined musical concepts of these ideals, the 

moguchaya kuchka and the music critics that associated with them believed formal music 

education stifled creativity and did not accurately reflect or promote true Russian culture.  

                                                 
81 Iskander Akhmadullin, “The Russian Trumpet Sonata: A Study of Selected Representative Sonatas for 
Trumpet and Piano with an Historical Overview of the Russian Trumpet School Together with Three 
Recitals of Selected works by Viviani, Chaynes, Böhme, and others,” diss., The University of North Texas, 
2003, 4. 
82 Briney, Development 13. 
83 Maes 5. 
84 Leon Plantinga, Romantic Music: A History of Musical Style in nineteenth-century Europe (New York: 
W.W. Norton & Company, 1984) 369. 
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What cultural commonalities such a large and diverse populous shared with each other 

was never fully agreed upon even within the moguchaya kuchka and was a particularly 

contentious point of disagreement between Balakirev and Cui.85  In response to critics of 

his and the Russian Musical Society, Rubinstein stated that, “Art demands commitment 

of engagement not possible as an amateur.  Russia has practically no artist-musicians 

which is a result of the government not giving music the same privileges as other arts.”86  

Balakirev responded, “Mr. Rubinstein is a foreigner, with nothing in common with our 

national character or art.”87  Later, critics would contend that the poor reception initially 

by the general public of Rimsky-Korsakov’s music was the result of the negative 

influence of the conservatories.88  Despite these objections, the music classes at the 

Russian Musical Society were so popular that space was only available for 1/3 of those 

that applied.89  The success of these classes were a precursor to the founding of the St. 

Petersburg Conservatory in 1862 and the Moscow Conservatory, led by Rubinstein’s 

younger brother Nikolai (1835-1881) in 1866 (see Figure 2-3).90  

                                                 
85 Turaskin, Stravinsky and the Russian Traditions 25,61. 
86 Rubinstein, The State of Music in Russia 65.  
87 Rubinstein, The State of Music in Russia 74.   
88 Taruskin 25. 
89 Anton Rubinstein, Autobiography of Anton Rubinstein.  1829-1889  trans. Aline Delano (Boston:  Little, 
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Figure 2-3.  Bob Atchison.  Photo 46: The Imperial Conservatory of Music.   Retrieved August 6 2008 
from http://www.alexanderpalace.org/petersburg1900/46.html. 
 
 Balakirev attempted unsuccessfully to undermine the Conservatories importance 

by starting the rival “Free Music School” in 1862.91  However, the moguchaya kuchka’s 

unified opposition to the Conservatories was permanently fractured in 1871 when 

Rimsky-Korsakov accepted a teaching position at the St. Petersburg Conservatory with 

Balakirev’s encouragement, which deeply upset Mussorgsky in the process.92  Ironically, 

following such heated objections to formal instruction by him and his colleagues, 

Rimsky-Korsakov would be a formidable presence at the Conservatory, dictating the 

educational standards at the St. Petersburg for the last 25 years of the 19th century.93    

 Once founded, the conservatories looked to those working in the professional 

music organizations of the country, initially the ballet and opera theatre musicians, to 
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occupy teaching posts.94  Rubinstein, who placed musical quality ahead of any 

controversy regarding a teacher’s nationality, hired mostly foreign instructors further 

emphasizing the foreign image of the Conservatory.95  The practice of employing 

working musicians to teach in the St. Petersburg and Moscow Conservatories, prevalent 

in the early years of the schools, would disappear following the Russian Revolution in 

1917.  Russian trumpet soloist Timofei Dokshizer (1921-2005) explained in his 

autobiography that during the Soviet-era, in an effort to control salaries and prevent 

musicians from “getting rich,” the government placed restrictions on musicians holding 

teaching and performing positions simultaneously.  Often many musicians would 

continue to teach for free, but naturally this governmental ban negatively influenced both 

the country’s academic and musical development.96  The actual instruction at the 

Conservatory was modeled after those in Germany and adopted by Rubinstein out of his 

belief that Germany was the most musical nation of the world.97  Also, given that 

German musicians dominated the professional ensembles and had been traveling to 

Russia for some time; basing the Conservatories on the German model that they wer

already familiar with was a practical matter of convenience as w

e 

ell.98  
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The Russian Trumpet School 

 

 Although Russian training initially relied heavily on instruction by foreigners, 

primarily Germans, a distinctly Russian form of trumpet performance soon evolved.  The 

most common characteristics of the “Russian School” of trumpet performance center on 

the importance of sound and tone color.  Dr. Iskander Akhmadullin describes the Russian 

trumpet school as generally being focused on developing a beautiful, singing and flexibly 

unrestrained sound in all registers and a clear conception of the musical content based 

upon listening to other vocalists and instrumentalists.99  Dr. Amy Gilreath characterizes 

the tone-centered Russian style of performance as a lyrical, extremely virtuosic and 

emotional style of playing that has as strong leaning toward the tenets of Romanticism.100  

These performance elements can also be seen as an outgrowth of Russian music itself, 

which aesthetically often has a propensity to be overtly emotional and aggressive.101  

 Though a “Russian School” of trumpet playing can describe the country’s 

collective traditions of performance, there still was an independence of each institution 

and its teachers which according to Dokshitzer was a “hindrance to the school’s 

development.”102  It was thought of as a severe insult to take a lesson with another 

instructor once you began studies with one teacher.  However, despite any loyalty to one 

teacher or school, a trumpeter’s awareness of musical trends outside of their own city 

does not appear to be as limited as may be inferred by Dokshitzer’s description.  
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 Dokshitzer’s recollections are no doubt colored by his own personal experiences 

during harsher social conditions which may not be as indicative of the generation that 

preceded or followed.  There is a multitude of evidence detailing the extensive travels 

and performances of trumpeters to all parts of Russia; no small feat given the limited 

availability of railroads and difficulties in moving about the country at that time.103  

Additionally, the numerous warm dedications of music from one trumpeter to another 

seem to indicate that trumpeters were reasonably well-informed of the activities of their 

peers in other parts of the country.  As mentioned previously, musical tours from the 

worlds leading soloists were common in Imperial Russia.  It was the protocol on these 

tours for the traveling artist to make contact with the local musicians of the town they 

were visiting, who treated the visitor with the utmost care and respect.104  These tours not 

only were an aural demonstration of a soloist’s performance prowess, but served to 

facilitate the exchange of ideas and materials.  Arban, as an example, was fond of giving 

his own music to other trumpeters and dignitaries as gifts.  In one account, he personally 

presented a first edition copy of his method, bound in red leather and inscribed with a 

dedication, to one of the Russian nobility.105  On another occasion, he dedicated his 

Caprice et variations to Wurm referring to him as “my excellent friend and celebrated 

colleague.”106  Brandt is also known to have dedicated orchestral etudes to his colleague 

in St. Petersburg, Alexander Gordon (1867-1942).107  Later, Trognée would similarly 
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dedicate music to the trumpet teacher at the Moscow Conservatory, Mikhail Tabakov, 

who in turn, included some of Trognée’s music in his own method.108   

 

The St. Petersburg Trumpet School: 1862-1942 

 

 The first trumpet teacher at the St. Petersburg Conservatory from 1862 until 1868 

was Johann Gustav Metzdorff (1822-c.1868), a German educated musician who also 

played in the Italian Opera Orchestra.  His tenure was followed by Wilhelm Wurm 

between 1867 and 1904, who worked as solo cornetist in the Imperial Mariinsky Theatre 

from 1847 until 1878.  Often Wurm is erroneously listed as the St. Petersburg 

Conservatories first trumpet teacher at the expense of Metzdorff’s contribution.109  

Purportedly, Wurm’s strong performances throughout Russia were influential in the 

writing for the trumpet in the orchestral works of both Tchaikovsky and Rimsky-

Korsakov.110  The concepts and legacy of Wurm’s teaching are significant not only in 

Russia, but in the rest of the trumpet-playing world.  The first appearing in print in 1879, 

Wurm produced over 150 etudes and is known as the first to introduce studies for 

mouthpiece buzzing, sometimes called the “Russian Method” by his students living 

abroad.111  He is also credited with being the first to expose Russian trumpet students to 

flexibility exercises which were favorably viewed and utilized by his peers at the 
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Moscow Conservatory.112  Wurm’s teaching emphasized systematic embouchure 

development and care against practicing in the upper register which he felt was harmful 

to proper tone production.  The practice of “borrowing” musical material from others was 

a frequent occurrence at that time and according to Professor Selianin, Wurm often 

literally copied and included music from the methods of Sachse and Kopprasch in his 

own studies.113  The methods of two of his students, Gordon and Johanson, would later 

largely be based on Wurm’s earlier methods as their model.114   

 A student of Metzdorff and Wurm, August Vasil’evich Johanson (1853-1916) 

taught at the St. Petersburg Conservatory from 1904 until his death in 1916.  Though he 

is credited as being one of the first native Russian trumpet teachers, Johanson was more 

accurately from Estonia, which at that time was a Western territory controlled by 

Imperial Russia.115  Johanson’s “Daily Exercises for Cornet and B-flat Trumpet” was 

published by July Heinrich Zimmermann (1851-1922) around 1902.116  Zimmermann is 

an important figure in the publishing of trumpet and cornet works both in Russia and 

Germany.  According to communications with Saskia Bieber of Zimmermann Publishing 

in Leipzig, much of the music published by Zimmermann in Russia, including Trognée’s, 

was lost following the World Wars as the state absorbed private businesses and 

Zimmermann’s widow Edith fled Soviet Russia for Germany.117  Of the 116 exercises in 

Johanson’s daily exercises only 12 are legato.  This emphasis on trumpet technique and 
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rhythmic training that is of primary importance in Johanson’s methods is also a 

distinguishing feature present in Trognée’s etudes.118   

 Wurm’s student, Alexander Berngardovich Gordon (1867-1942),  graduated from 

the St. Petersburg Conservatory in 1887 and played for 2 years in the Helsinki 

Philharmonic.  Following his position in Helsinki and in the Bolshoy Theatre Orchestra 

in Moscow from 1890 until 1895, Gordon performed as solo cornet in the ballet orchestra 

of the Mariinsky Theatre in St. Petersburg until 1912.119  Beginning around the same 

time as his tenure began at the Mariinsky; Gordon started teaching at the St. Petersb

Conservatory and remained at that position until his death in 1942.  Selianin equates 

Gordon’s historical significance in the area of mouthpiece selection and construction in 

Russia to that of American trumpeter and instrument maker Vincent Bach.

urg 

                                                

120  Like 

Johanson, Gordon produced some 200 methods modeled after Wurm stressing gradual 

development of the embouchure, careful mouthpiece selection based on a student’s 

physical attributes with particular attention focused on correct articulation, tongue speed 

and breathe support.121  Dr. Amy Gilreath describes Gordon as the best representative of 

the Leningrad trumpet school, which has a tradition of emphasizing a systematic and 

natural development of multiple tonguing.122  Another student of Wurm and Johanson, 

Alexander Nicolaevich Schmidt (1899-1955), began teaching alongside Gordon at the St. 
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Petersburg Conservatory in 1937.  Schmidt enjoys a special significance as the first 

performer of Shostakovich’s Concerto No. 1 for Piano, Strings and Trumpet.123   

 At the same time as Gordon was teaching in St. Petersburg, both Oskar Böhme 

(1870-1938) and Émile Trognée arrived in Russia and became important members of the 

musical environment of that city.  Oskar and his brother Max (1861-1908) were German 

trumpeters who were active in various orchestras, most notably in the theatre at 

Bayreuth.124  Oskar was a musician in the Mariinsky Theatre from 1897 until 1921 and in 

the Leningrad Drama Theatre Orchestra from 1930 until 1934.  In addition to being an 

accomplished working musician, he taught at the Leningrad and Chkalov Music Colleges 

from 1921 until 1938.  His 24 Etudes, one in every key, are preceded by a two octave 

scale and arpeggio drill and organized based on the circle of fifths pattern.125  Published 

around 1900, these etudes are according to Professor Selianin, still mandatory for 

trumpeters at the Saratov Conservatory.126  In the years following the establishment of 

conservatories in St. Petersburg and Moscow, other important educational institutions 

came into existence in Russia including the Music-Drama School of the Moscow 

Philharmonic, the Kiev Music School, the Saratov Conservatory and The Gnesin Institute 

located in Moscow.127  Many of the trumpet classes at these schools were led either by 

graduates or former teachers of the initial conservatories in St. Petersburg and Moscow.  

It was in these often rural or minor musical institutions that many accomplished 

trumpeters, including Böhme, spent at least a portion, if not all, of their teaching career.  
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Particularly after the Russian Revolution and the two World Wars, many foreign 

trumpeters were gradually forced out of teaching or transferred to these less prominent 

positions to diminish their importance.  Böhme, a victim of the especially vicious anti-

German sentiments following WWI, died in a work camp; one of 8 million people exiled 

during a Stalinist purge from 1934 until 1939.128   

 Another immensely important trumpeter, Max Schlossberg (1873-1936), was 

educated as a young man at The Music-Drama School of the Moscow Philharmonic 

Society.  Between 1889 and 1894 Schlossberg studied in St. Petersburg and Berlin, which 

put him into contact with both Wurm and Victor Ewald (1860-1935), a pioneer of the 

modern brass quintet.  In 1902, the same year that Trognée arrived in St. Petersburg, 

Schlossberg moved to New York where he would eventually teach at the Juilliard School 

and play in the New York Philharmonic during Gustav Mahler’s (1860-1911) tenure as 

conductor.  At some point in Schlossberg’s education he acquired from Wurm the 

previously mentioned concepts of mouthpiece buzzing which he extensively taught in his 

own teaching.  The number of trumpet players in America to study directly with 

Schlossberg or his students, including William Vacchiano (1912-2005), Renold Schilke 

(1910-1982) and Armando Ghitalla (1925-2001) underscores his importance to the 

American school of trumpet playing and its connection to Russia.129   
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The Moscow Trumpet School: 1866-1942 

 

 The list of early trumpet instructors at the Moscow Conservatory includes two of 

the most significant trumpet teachers in the history of Russia; Brandt and Tabakov.  Like 

St. Petersburg, the first trumpet teachers in Moscow were mostly foreign-trained 

musicians recruited from the local music ensembles.   Theodor Richter (1826-1901) was 

principal trumpet during the 1840’s of what would become the Bolshoy Theatre 

Orchestra.  Richter was a native of Eastern Germany and became the first trumpet teacher 

at the Moscow Conservatory in 1866.130  His successor in 1889 was German trumpeter 

Willy Brandt (1869-1923).   

 At the age of 18, Brandt traveled to Finland to play in the Helsinki Philharmonic.  

Three years later he auditioned for the Bolshoy Theatre Orchestra but arriving late, the 

position was given to Alexander Gordon, future trumpet teacher at the St. Petersburg 

Conservatory.  Despite his tardiness, Brandt so impressed the judges that they awarded 

him the salary of a vacant woodwind position in order to keep him in the orchestra’s 

service until a spot in the trumpet section opened up.131  Like Trognée, Brandt was 

widely recognized for his virtuosity on both the trumpet and cornet and also highly 

respected by Russian composers.132  There is an account of Tchaikovsky personally 

thanking Brandt for his performance of the trumpet call in the barracks scene of 

Tchaikovsky’s opera The Queen of Spades.133  Brandt’s tenure as Principal trumpet in the 
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Bolshoy lasted from 1890 until 1908, at which point he switched to the first cornet chair 

for one year before leaving the orchestra altogether.  His vacated position was filled at 

that point by his talented student, Mikhail Tabakov (1877-1956).  Though Brandt’s 

teaching career began nearly 30 years after the establishment of the Russian 

conservatories, he is regarded as the “founder” of the Russian trumpet school.  The 

respect of Russians for Brandt is in large part attributed to the idea that he was the first 

foreign-born teacher to successfully integrate a sense of the national musical character 

into his teaching principles.134  While still stressing fundamental methods, such as those 

contained in Arban’s preliminary exercises;135 Brandt’s teaching also reflects the 

increased difficulty required by composers of the late 19th and early 20th century.136  

Brandt’s etudes, like those of Wurm and Böhme, are still extensively utilized in Russian 

Conservatories today and are also familiar to trumpeters in the United States.137    

 The differences between the instructional aims of Wurm and Brandt, outlined by 

Briney in his dissertation, also conform to the broader differences between the St. 

Petersburg and Moscow Trumpet Schools.  If Wurm’s etudes were intended to develop a 

lyrical and facile style, Brandt’s etudes seem to require a more aggressive and bold 

trumpet sound that is the result of the changes at that time in orchestral trumpet 

playing.138  According to trumpeter Vladimir Kafelnikov (b.1945), the Moscow 

Conservatory performance tradition is synonymous with a powerful sound and can be 
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attributed to the strength in the performances and concepts of Brandt and Tabakov.  The 

St. Petersburg style of performance is stricter, more conservative and attentive to the 

score.139  As a reflection of Brandt’s orchestral background and training, his “34 Etudes 

for Orchestral Musicians,” written between 1890 and 1903 and dedicated to Gordon, are 

either obvious quotations or allusions to orchestral trumpet parts of this period.  They 

include difficult keys and awkward modulations, purposefully written to be more 

demanding than the excerpt it is patterned after.  While this set of etudes is intended to 

develop proper orchestral performance skills and particularly a strong sound, there are no 

transposition instructions, a feature also lacking in Trognée’s etudes.  The majority of 

these orchestral etudes are technical pieces representing the music of Wagner, Beethoven, 

Bizet, Rimsky-Korsakov, Tchaikovsky and more obscure pieces.  Brandt does include 

transposition instructions in his 24 “Last Etudes”, which stress scale, melodic and chord 

patterns.140  These etudes require intervallic security, rhythmic accuracy, clear 

articulation in all tonguing patterns and stamina.  While his etudes focus on ensemble 

trumpet performance, his concert pieces, written between 1903 and 1909, require a higher 

level of virtuosity and are in the style of cornet solos from the period.  According to Prof. 

Selianin, one sound concept that Brandt developed in his students was a strong and bright 

fortissimo that is the result of a trumpeter’s efforts in practicing at a pianissimo 

volume.141  
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 Like Wurm, Brandt also maintained that over-practicing in the high register was 

detrimental to a trumpet player’s sound.  Brandt believed that only 10 to 15 minutes a day 

should be spent practicing at fortissimo volume and that multiple tonguing drills should 

be worked on separately away from the trumpet.  In one of the more extraordinary 

accounts demonstrating Brandt’s strength in performance, Brandt purportedly gave an 

excellent performance of Bach’s B minor Mass on a standard length Bb trumpet.142   

 Brandt’s instructional legacy also includes the Saratov Conservatory, where he 

taught for over a decade following the founding of the school in 1912.143  Upon Brandt’s 

acceptance of the position at the Saratov, Mikhail Prokofyevich Adamov (1874-1946) 

began teaching at the Moscow Conservatory and was joined on the faculty by Tabakov in 

1919.  A graduate of the Music School of the Moscow Philharmonic Society, Adamov’s 

teaching career is somewhat overshadowed by that of his colleague Tabakov, though 

Adamov still holds the distinction of being the first native Russian brass player at the 

Moscow Conservatory.144   

 Tabakov was not only Brandt’s successor in the Bolshoy but also as the most 

influential Russian trumpet pedagogue of the 20th century.  Tabakov’s professional career 

began at 14 in the orchestras of Kharkov, Kiev, Odessa, Tbilisi and Yalta.145  By the time 

he occupied Brandt’s trumpet position in 1898 at the age of 31, he had already performed 

with the Bolshoy for ten years.  Russians consider Tabakov’s inheriting his teacher and 

mentor’s post in the orchestra as a passing on of the Russian school to the next 
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generation, sometimes referred to as a “new” Soviet trumpet school.  Though as 

Professor Selianin once succinctly stated, “I do not know how a so-called Soviet school 

would be any different from a Russian school.”146  Prior to his teaching at the Moscow 

Conservatory Tabakov taught at several other institutions including the Music-Dramatic 

College of the Moscow Philharmonic Society.  As a pedagogue, Tabakov worked for ten 

years on his Progressive Trumpet Method before the eventual publication of the 4 volume 

work between 1946 and 1953.147  Briney describes it as the “culmination of 

Russian/Soviet trumpet methodology up to 1956.”148  Largely a compilation of musical 

material by others including Trognée, this method provides insight into Tabakov’s 

significant musical experience.  It also contains elements of Brandt’s teaching, 

specifically the sound concepts developed through practicing at a soft volume.149  

Unfortunately, although the Progressive Trumpet Method is referred to by older 

generations of Russian trumpeters as significantly valuable, it is not currently in print.  

Despite its apparent importance, only after an extensive search and correspondence with 

Russian trumpeters was the author able to obtain an electronic copy from Saratov Russia 

through the generosity of Professor Selianin and with the help of Professor Stephen 

Chenette.150 

 In addition to the primary importance sound played in Tabakov’s instruction, 

there are 3 principles of Tabakov’s teaching identified and described by Tabakov’s 

student Anatoly Selianin.  The first concept is the process of organizing and developing a 
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pupil’s awareness in conveying the emotional content of the music.  Selianin describes 

this as the emotional image of a composition.  The practice of critical self-analysis is 

emphasized in this concept as well.  The second principle is the development of 

technique that is not solely mechanical but integrated with the artistic performance.  

Lastly, Tabakov instilled in his students a responsibility in the replication of a 

composition’s intent with regard to the text and other musical details.151   
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CHAPTER 3 
 

ÉMILE JOSEPH TROGNÉE (1868-1942) 

 

 

  
 

Figure 3-1.  Émile Joseph Trognée, c. 1905 from Trognée, 30 Etudes mélodiques.  (Bulle: Éditions Bim, 
1985) 3. 
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 Details of Trognée’s activities prior to his immigration to Russia are relatively 

new discoveries from within the last two decades.  According to the Professor of Trumpet 

at the Koninklijk Conservatorium Brussels en Bibliotheek, Emmanuel Maellerts; the 

current Belgium brass community became aware of Trognée for the first time as a result 

of Tarr’s “East Meets West.”152  As a Belgian, Trognée is one of just a handful of non-

German foreigners documented to have spent any significant portion of their careers in 

Russia during that time.  Others include Frenchman Aimé-Jules–Louis Denaut (1815-

1852) and Gustav Thomsen (1838-1879) from Denmark.153  Partially responsible for the 

obscurity of such talented musicians was a revisionist policy in Russia, carried out over 

many years to diminish or eliminate evidence of the strong foreign participation in 

Russian society.  Once a clear anti-Western attitude and policy was in place it became the 

common practice even as late as the 1970’s for the government to proclaim that all 

worthy developments in the history of the world had first sprung forth as the result of 

Russian ingenuity.154       

 The town of Tirimon is referred to by a number of sources as Émile Trognée’s 

place of birth on July 4, 1868.  A current search for the town of Tirimon does not produce 

any results, though there is a “Trognée” Belgium approximately 60 km east of Brussels.  

It also might be possible that the town referred to as Tirimon by Selianin and others is 

instead Thirimont, another village roughly 87 km south of Brussels.  Trognée’s musical 

training was at the Brussels Conservatory, though his ever receiving a diploma is not 
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recorded.  The Brussels Conservatory, founded in 1832 as a State Academy, was 

structured after the Paris Conservatory by its first director, musicologist François-Joseph 

Fétis (1784-1871).  This Conservatory would later be split into two separate schools in 

1967: the French Conservatoire Royal de Musique and the Flemish-speaking Koninklijk 

Conservatorium Brussels en Bibliotheek.  Of note to many, are American trumpeter, 

instrument maker and student of Schlossberg, Renold Schilke’s studies at the Brussels 

Conservatory in 1927.155 

 While Trognée would spend the vast majority of his professional career abroad, 

he is nevertheless described as solidly aligned in the strong Belgian trumpet heritage like 

his contemporary, Théophile Noël Charlier (1866-1944).156  The most well-known 

Belgian trumpeter of Trognée’s generation, Charlier was a product of the Conservatory in 

Liège; a town within close enough proximity of  Brussels (96 km) for him to frequently 

commute between the two cities by train.157  His “36 Transcendental Etudes,” composed 

early in the 20th century, are extremely well-known and utilized as advanced trumpet 

studies by trumpeters around the world.  While the conservatory structure and musical 

tastes of Belgium maintained a certain similarity to their French counterparts, the attitude 

towards the chromatic trumpet, with Charlier leading the way, was more progressive in 

Belgium than France.  According to Professor Tarr, one clear difference between the 
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French and Belgian schools was the use of “C” pitched trumpets and cornets in France as 

opposed to the widespread use of “Bb” pitched instruments in Belgium.158   

  Following Arban’s death in 1889, Charlier was highly successful in making 

strides to establish the trumpet’s dominance over the cornet.  Charlier’s teaching 

appointment at the Liège Conservatory in 1901 included both trumpet and cornet, 

although he ceased teaching the cornet studies soon after he began his tenure at the 

school.  The separate cornet class only lasted until 1908 before it was dropped as a 

separate course of study altogether.159   

 According to Veniamin Margolin (b. 1922), a trumpet student in St. Petersburg 

while Trognée was in the city; following Trognée’s studies in Brussels, he spent five 

years performing in the Shanghai Symphony Orchestra.160  The ensemble Margolin refers 

to as the Shanghai Symphony Orchestra was actually the Shanghai Public Band from its 

inception in 1879 until it became a full orchestra in 1919.161  Tarr’s research has revealed 

that following his time in Shanghai and prior to his arrival in St. Petersburg, Trognée 

spent a short time employed in Helsinki Finland.162  The close proximity and annexation 

by the Russia Empire following the Russo-Swedish War (1808-09) made Finland, and 

particularly Helsinki, a logical stopping point of many trumpeters on their way to careers 

in Russia from the West.  Founded in the same year (1882) as the orchestras in St. 

Petersburg and Berlin, the orchestras of Helsinki employed a number of important 
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trumpeters in the late 1800’s, including Alexander Gordon from 1887 to 1889, Willy 

Brandt from 1887 to 1890, as well as Trognée for one year in 1899.  Professor Tarr’s 

research has also provided a detailed chronological listing of trumpeters and repertoire in 

Helsinki during the early years of the orchestra, marked by a balance in programming of 

both old and new music.163  As further evidence of the strong foreign influence present in 

Helsinki at that time, the “Rules and Regulations” of the orchestra were printed in 

German.164 

 Trognée’s career not only took place during a period in the trumpet’s history 

unmatched in terms of constructional and musical developments but in a location that 

was clearly experiencing tremendous changes.  Trognée’s arrival in Russia was in the 

final years before the turbulent Russian Revolution and both World Wars altered the 

mood towards Western music.  His performance duties were in the most important and 

active music ensembles in St. Petersburg at that time, specifically in the opera and ballet 

orchestras.  After his brief stop in Helsinki, Trognée secured the Principal Trumpet post 

in the Mariinsky Theatre Orchestra, a highly prized position that was publicized 

throughout Europe.165  Following the combining of the previously separate ballet and 

opera orchestras in 1893; an orchestra musician’s duties at the Mariinsky included both 

opera and ballet performances.166  As a result, the scheduled performances at the theatre 

were so frequent that as many as eight trumpeters were employed as a rotating trumpet 
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section of the 200-member Mariinsky Orchestra.167  For 25 years beginning in 1902, 

Trognée played in the Mariinsky Theatre Orchestra; for many years alongside Oskar 

Böhme.   

 From early on in his tenure in the orchestra, Trognée’s musicianship is 

documented in the accounts of his peers, conductors and composers.168  In one of the 

more poetic characterizations of Trognée’s performance abilities, Russian trumpeter 

Boris Taburetkin (b. 1955) refers to him as the “feather of the Petersburgian orchestra” 

and as a “high class musician” who ‘hit all the spots.”169  Karl Eliasberg (1907-1978), the 

conductor of the famous premiere of Shostakovich’s Seventh Symphony, praised 

Trognée’s playing as both powerful and musically “nuanced,” noting his mastery of what 

could be described in modern terms as the technique of employing a “breath attack.”  

Trognée purportedly had an extraordinary breathing capacity that was attributed in part to 

his “brawny” physical stature and height of nearly 6 ½ feet.170  Additionally, Trognée 

was credited by Eliasberg as being especially attentive to “feeling of ensemble” and 

phrasing.  It is precisely this last item mentioned by Eliasberg that Trognée is 

remembered to have counseled Rimsky-Korsakov in making changes to the trumpet parts 

in his opera The Legend of the Invisible City of Kitezh and the Maid Fevroniya, 

composed between 1903 and 1905.171   The specific section where changes were made 
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occurs in the battle sequence of the opera at rehearsal 11 in the Kalmus score (see 

Musical Example 3-1).172   

Musical Example 3-1.  Battle Sequence (shortened phrase highlighted) from Rimsky-Korsakov, Massacre 
at Kerzhentz from “Legend of the Inviusible [sic] City of Kitesh” 1905.  (Miami: Edwin F. Kalmus & Co., 
Inc., 1984) 29-37. 

 
 
 This portion of music was an additional 4 measures in length prior to Trognée’s 

advice that a shorter phrase would allow it to be performed in a single breath.173  The 

debut of The Legend of the Invisible City of Kitezh and the Maiden Fevroniya on 

February 20, 1907 was Rimsky-Korsakov’s final Mariinsky premiere and regarded by 

                                                 
172 Nicolai Rimsky-Korsakov, Massacre at Kerzhentz from “Legend of the Inviusible (sic) City of Kitesh”  
(Miami: Edwin F. Kalmus & Co., Inc., 1984) 29-37.  
173 Tarr, East Meets West 374. 

 



 
 

77

many as his best.  Other important premieres staged at the Mariinsky include 

Mussorgsky’s Boris Godunov (1874), Tchaikovsky’s The Maid of Orleans (1881), The 

Queen of Spades (1890) and Iolanthe (1892) and Rimsky-Korsakov’s The Maid of Pskov 

(1872), May Night (1879), and the Snow Maiden (1881).174   

 In contrast to the mildly positive public response to Giuseppe Verdi’s (1813-

1901) La forza del destino in 1862, music of his rival Richard Wagner (1813-1883) was 

extremely successful in Russia prior to and during Trognée’s tenure at the Mariinsky.  

The buildup of Wagnerism in Russia began in 1863 when the composer conducted a 

concert that included music from Die Walküre, Siegfried, Die Meistersinger, all operas he 

was still in the process of completing.  Wagner was given the combined orchestras of the 

Bolshoy and Mariinsky Theatres numbering 130 musicians, which he favorably described 

as “fiery and devoted.”175  The wave of pro-Wagner sentiments continued in 1889 with 

four complete cycles of the “Ring” performed by the orchestra of the Mariinsky with the 

chorus, singers and conductor traveling to St. Petersburg from abroad.  The Mariinsky 

brass players reportedly requested additional pay for performing on a set of “unusual” 

Wagner tubas that the touring group brought with them.176  In 1898 the Breslau Opera 

tour of St. Petersburg included the first performances in that city of Die Meistersinger 

von Nuremberg, The Flying Dutchman, Tristan und Isolde, plus additional performances 

of Die Walküre and Siegfried that further stirred up the cities love for Wagner’s music.  

All of these performances by foreign or a combination of foreign and Russian musicians 
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paved the way for the staging of the Mariinsky’s own “Ring” cycle, beginning in the 

1901-1902 season with Die Walküre and Siegfried.  Only six rehearsals for each of the 

four operas were scheduled at the Mariinsky which up to that point had never 

independently staged such lengthy productions.177  Though Wagner’s music would not be 

as widely heard following the World Wars; his opera Lohengrin would be performed well 

into the Soviet era.178   

 As Italian Opera and the Kamenny Bolshoy Theatre where it was staged 

continued to decline in importance and popularity; the Mariinsky Theatre remained at the 

center of many important musical events.  Gustav Mahler (1860-1911) and his 

conducting engagements in Russia provide examples of the high level of musicianship in 

St. Petersburg at the time Trognée was active in the city.  Mahler visited St. Petersburg in 

1902 where he conducted music of Haydn, Beethoven, Schubert and Wagner with the 

orchestra of the Mariinsky.  With his wife Alma, he attended a performance of Eugene 

Onegin at the Mariinsky that she described as “on a very high artistic level.”179  When he 

returned to St. Petersburg in 1907 Mahler conducted his fifth Symphony, a piece written 

3 years prior, for its first performance in St. Petersburg.  He wrote to his wife that “the 

orchestra behaves splendidly.  Their enthusiasm never flags.”  This sort of praise by a 

conductor noted for being an exacting taskmaster indicates the musical proficiency in St. 

Petersburg by this time.180  Likewise, Stravinsky, whose father was a singer at the 
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Mariinsky Theatre, recalled later in life attending memorable productions as a boy of 

operas by Verdi, Rimsky-Korsakov, Tchaikovsky and Wagner.181    

 While still a member of the Mariinsky, Trognée’s teaching career in Russia is first 

recorded at the Baltic Fleet Music School from 1911 and continuing until 1917.182  

Whether the Russian Revolution in 1917 had anything to do with his position at this 

school ending or if it was just a coincidence is not known.  However, it is not unlikely 

had his nationality been German, instead of Belgian, that he would have suffered the 

same fate as Böhme.   

 The political and military conflicts of the first half of the 20th century in Russia 

and the rest of Europe had a great influence on all aspects of life, including the Arts.  The 

attitude following the abdication of power by Tsar Nicholas II and the Russian 

Revolution in 1917 was to utilize music and the theatres to keep the Russian population 

calm at a time of unrest.183  Although the name of the Mariinsky was changed to the State 

Academic Theatre of Opera, at least initially the “Revolutionary” repertoire in Russia 

was quite conventional and included both Russian composers: Tchaikovsky, Rimsky-

Korsakov, Glinka, Borodin and Mussorgsky, as well as Verdi, Bizet, Gounod, Rossini 

and Wagner.184  With the aim of pacifying the population, the concerts and productions 

went on as they had prior to the Russian Revolution with this mix of standard repertoire.   
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 The Civil War in Russia (1919-21) that followed the Revolution was a time of 

renewed, though temporary, contact with the West.185  Enthusiastically received by 

Russian audiences, new “Western” music conducted by composers such as Darius 

Milhaud (1892-1974) and Paul Hindemith (1895-1963) reflected the attitude up until the 

late 1920’s that it was possible to be exposed to “Western” music without being 

irreparably influenced by the ideological differences.186  Two notable works staged near 

the end of Trognée’s time at the Mariinsky were Prokofiev’s The Love of Three Oranges, 

premiered in 1926 and Alban Berg’s Wozzeck in 1927, both performed with the 

composers in attendance.187   

 Following his retirement from the Mariinsky, Trognée taught for 13 years 

beginning in 1928 at the Rimsky-Korsakov Musical College, which typically enrolls 

students aged 13-18.  Because the Musical College provides pre-conservatory instruction, 

students who are given admission into the school must already possess a high level of 

proficiency.  A student’s routine at both the St. Petersburg Musical College and 

Conservatory includes two or three group lessons of up to three hours in length every 

week.  The content of lessons consists of a combination of scales, etudes and study of 

mostly Romantic and post-Romantic Russian solo pieces.  An accompanist is also present 

during lessons to play and coach students.  Though modern Russian trumpeters sparingly 

utilize a variety of instruments, the trumpet pitched in Bb was and still is the most widely 

used instrument, even in orchestral work.188   
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 As previously mentioned, it was customary during the Communist era for 

musicians to vacate positions in the orchestras once they accepted teaching posts.  But 

according to one of Gordon’s students, Nicolay Oreus (b.1922), Trognée maintained a 

degree of his previous activities performing as a cornet soloist during the summers.  

Oreus also recalls that in Trognée’s capacity as a teacher, he provided mouthpieces of his 

own design for his students to use.189 Through his connection to the St. Petersburg 

Conservatory the majority of Trognée’s students continued their studies with Alexander 

Gordon or Alexander Schmidt.  The congenial relationship between Trognée and Gordon 

was recounted by Veniamin Margolin (b.1922), a legendary fixture with the Leningrad 

Philharmonic who shared the following story with Iskander Akhmadullin several years 

ago: 

 This incident happened in [the] 1930s, when both Trognée and Alexander Gordon 

 retired as performers, but still were teaching.  Alexander Gordon once exclaimed: 

 ‘Emile, do you remember how we played our trumpets?!’  To which Trognée 

 replied, ‘What?  Trumpets?  All your life you were playing "na shpritsah"!’  

Akhmadullin explains that, “the Russian word ‘shprits,’ in this case plural, came from 

German ‘Spritze’-syringe.”  Although Trognée was accomplished on both instruments, 

his professional career was as a trumpet player who occasionally performed solos on a 

cornet; whereas Gordon was mainly a cornet player.  Trognée considered the trumpet to 
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be a nobler instrument and took this opportunity to take a playful jab at the expense of his 

cornetist friend.190 

 The traditions and style of St. Petersburg trumpet playing have been preserved as 

a result of a majority of the professional musicians being educated at the local 

Conservatory.  Even foreign trumpet players working in the city are usually still first 

educated through the Rimsky-Korsakov Music College and Conservatory before securing 

employment.191  Many of Trognée’s students would ultimately have distinguished 

musical careers of their own, occasionally in the very positions that Trognée had earlier 

been employed.  Examples include Dmitri Chudnenko (1904-1969), a conductor and 

member of the Maliy Theatre and Philharmonic Orchestras of Leningrad during the 

1930’s as well as a teacher at the Rimsky-Korsakov Music School during the 1940’s.192  

Viktor Schmidt (1920-1985) studied with Trognée from 1937 until 1939 and with 

Alexander Schmidt at the Leningrad Conservatory from 1939 until 1941 before securing 

positions with the Variety Theatre Orchestra from 1947 until 1957 and the Leningrad 

Maliy Opera Orchestra in 1957.193  Vitali Stan’kov (1921-1984) studied with Trognée 

from 1936 to 1941 and with Schmidt at the St. Petersburg Conservatory from 1943 until 

1945 before he secured lengthy positions as Principal Trumpet, first with the Latvian 

RTVSO (Radio and Television Symphony Orchestra) in Riga between 1946 and 1958 

and then with the Riga Theatre and Musical Comedy Opera from 1958 until 1984.194  
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 Trognée’s teaching at the Conservatory continued until his death in 1942 when 

he, along with his colleague Gordon and over one million people died during the brutal 

900 day siege of Leningrad during WWII.195  According to Selianin, the task of his burial 

was undertaken by a former student of Trognée’s by the name of Lebedyev (1920-95).196   
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CHAPTER 4 
 

TROGNÉE’S MUSIC 

 

 The amount of Trognée’s music published during his lifetime is relatively small.  

At some point following Trognée’s death, his music and manuscripts fell into the 

possession of trumpeter Sergey Bolotin (1912-1994).197  Bolotin was a student of 

Adamov and author of an encyclopedic dictionary of Russian wind instrument performers 

published in 1969,198 and as a revised edition in 1995.199 

 Trognée’s Valse lente, available through Éditions Bim since 1995, was first 

printed around 1907 by Julius Zimmermann.  Zimmermann was also the publisher of 

Trognée’s Fantaisie-Caprice, a piece currently not in print.200  The solo Salut À 

St.Peterbourg! was republished beginning in 2003 and available through Compozitor 

Publishing House to celebrate the founding of the city on May 27, 1703.  According to 

the publisher this piece was first printed in the mid-1930s, though this and further details 

of its publication have not been confirmed.201  In 1946, several years after his death, an 

altered version of Fantaisie-Caprice and a previously unpublished etude of Trognée’s 

were also included by Tabakov as part of his own method.202   
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198 Sergei Bolotin, Entsiklopedicheskii Biograficheskii Slovar’ Muzykantov-Ispolnitelei Na Dukhovykh 
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 The bulk of Trognée’s etudes have only begun to be published over the last 

couple of decades.  In 1932, while a teacher at the Rimsky-Korsakov Musical College a 

set of his fifteen etudes was printed as Studies for Trumpet and dedicated to Mikhail 

Tabakov.203  Prof. Selianin has compiled three sets of Trognée’s etudes that have been 

available since 1985 by Éditions Bim with the titles: 30 Etudes mélodiques, 25 Etudes 

techniques and 15 Grandes Etudes.204  The previously published set of etudes dedicated 

to Tabakov has also since been republished by Éditions Bim under the title of Etudes 

Finales.   

 Because of the nature of publishing in Trognée’s lifetime, the confusion that 

accompanied the departure of Zimmermann Publishing from Russia and Trognée’s death 

during World War II, the exact chronology in the creation of these works remains 

unclear.   

 

Musical Analysis: Etudes 

 

 The technical and physical requirements of Trognée’s etudes are reflective of the 

playing proficiency that would have been expected of conservatory-level trumpet 

students in St. Petersburg.  The extensive use of etudes has long been a significant part of 

the rigorous instruction tradition of the Russian School of trumpet playing and teaching.  

According to Prof. Selianin, all students at the Saratov Conservatory must learn between 

fifteen and twenty new etudes a semester and be prepared to perform two by memory for 
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jury examinations.  This is in addition to the expectation of a trumpet student’s yearly 

performance of six recitals, bi-yearly testing of scales, etudes, orchestral excerpts and 

weekly lessons averaging three hours in length.205   

 It is not surprising then, that Trognée would have produced 85 etudes to satisfy a 

potentially enormous amount of material needed in the course of a students education.  

Unlike Brandt’s compositional output which is focused almost entirely on the trumpet in 

his etudes and towards the cornet in his solo works; Trognée’s etudes do not consistently 

reflect one instrument over the other and sometimes contain obvious elements of both 

orchestral and solo music in the same study.  For example, Etude #15 from Etudes 

Finales contains a cadenza passage (see Musical Example 4-1a) in the style of a cornet 

solo on the same page as a quote from Wagner’s opera “Die Walküre” (see Musical 

Example 4-1b). 

Musical Example 4-1a.  Cadenza from Trognée, Etude #15, Etudes Finales.  (Bulle: Éditions Bim, 1995) 
mm. 81-88. 
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Musical Example 4-1b.  Walküre quote from Trognée, Etude #15, Etudes Finales.  (Bulle: Éditions Bim, 
1995) mm. 112-116. 

 
  
 However, despite alluding to orchestral music in several etudes, the sectional and 

often repetitiously technical material in Trognée’s etudes most strongly evoke the style of 

solo music of the early 20th century.  The most obvious initial characteristic of Trognée’s 

etudes is length and the considerable amount of stamina that is required in their 

performance.  While 30 Etudes mélodiques and 25 Etudes techniques contain etudes of a 

more standard length of one page, the etudes in 15 Grandes Etudes are all two pages long 

and Etudes Finales contains fifteen etudes that vary between two and five pages in 

length.  The titles 30 Etudes mélodiques and 25 Etudes techniques may imply that these 

two sets of etudes contain a unique set of characteristics.  In many ways, however, the 

content of 30 Etudes mélodiques and 25 Etudes techniques are interchangeable.   Both 

contain often demanding intervallic material and stress the emphasis of technical and 

rhythmic development.  Beyond the inclusion of multiple tonguing passages, 25 Etudes 

techniques are only slightly more technical than 30 Etude mélodiques.  The added length 

of each study in 15 Grandes Etudes is frequently the byproduct of notationally longer 

rhythmic units and time signatures that result in more lengthy individual measures.  

Similar to 30 Etudes mélodiques and 25 Etudes techniques, these etudes cover multiple 

key and time signatures, and utilize a variety of rhythmic units and stylistic features.  In 

comparison to previous etude sets, Grande Etudes does demand an even greater 

proficiency from the performer in negotiating the technical demands of each study by 
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combining in new and more difficult ways many of the same skill sets, such as intervallic 

and multiple tonguing training.  Additionally, the range of this set of etudes extends 

further than the first two, reaching as high as concert c3.  Etude Finales in notable, not 

only for the length and endurance of each study, but the demands of intervallic 

proficiency and lip flexibility.  The traditional performance range of the early 20th 

century is also regularly utilized in each study with concert bb2 reached in all but one of 

the etudes.  Like Trognée’s solo works and his other etudes, the etudes in this set 

demonstrate his preference for sectional compositional construction and skill repetition.   

 Similar to Brandt’s etudes, the etudes of Trognée place great emphasis on the 

execution of awkward key and rhythmic changes.  In the course of a Trognée etude the 

key may change as many as nine times; a factor that greatly contributes to each etude’s 

overall length.  The development of skill in negotiating abrupt rhythmic and tonal areas 

may be attributed in part to Trognée’s background in the performance of orchestral ballet 

and opera music that often contains frequently shifting musical sections.  Transposition 

skills, however, are another important aspect of Trognée’s orchestral career that is not 

included in any of these etudes.   

 Of primary importance throughout these etudes are aspects related to technical 

proficiency.  In fact, the technical demands present in Trognée’s etudes are 

unquestionably more strenuous than those contained within his solo works.  In addition to 

rhythmic and key training; articulations, multiple tonguing, lip flexibility, intervals, 

dynamics, ornaments and range are all addressed either individually or in tandem with 

one another.  
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30 Etudes mélodiques 

 

 The etudes that comprise the 30 Etudes mélodiques are not as significantly 

predisposed to lyricism or melodic development as the title may suggest.  Of far greater 

consistency in these etudes is Trognée’s writing of demanding intervallic material and the 

emphasis of technical and rhythmic development and variety.  These elements are often 

presented in progressively accelerated or elongated repetitions of the same or similar 

figures or in conjunction with another technical aspect of performance such as flexibility 

or range.  The key signatures used by Trognée in this group of etudes are more heavily 

weighted towards sharps than flats and do not comprehensively cover all keys.  4/4 and 

2/4 are equally the dominant time signatures used, though meters based on the eighth 

note are also written for in these etudes.  Only one etude, #12, contains a time signature 

shift, but several have contrasting tempo changes.  Phrasing is usually based on four or 

eight measure units, but several etudes have unusual numbers of measures resulting in or 

as a result of, awkward cadential and melodic material.  Unlike the enduring length of 

many of Trognée’s etudes, each of the studies in 30 Etudes mélodiques is limited to one 

page.  Because the primary goals of the etudes are overwhelmingly technical in nature, 

the melodies and themes of these etudes are indicative of solo cornet works that are 

subordinate to the skills that demonstrate technique. 
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Etude #1 

 

 Although frequently changing keys are a feature in some of Trognée’s etudes, 

Etude #1 begins and stays in Eb major for the duration of the study.  Formally, the etude 

is constructed of phrases of eight measures in length with several four bar phrases of 

transitional material used to either loosely connect the larger phrases such as at measure 9 

and 21, or to extend the cadence of the etude, beginning in measure 57 (see Figure 4-1a). 

Figure 4-1a.  Phrase structure (four bar phrases in squares) of Trognée, Etude #1, 30 Etudes mélodiques.  
(Bulle: Éditions Bim, 1985). 

 

 
  
 While the etude is not written with any exact repetitions of musical material or 

sections, there are certain imitative qualities (see Musical Example 4-2a) that are loosely 

repeated in two of the eight-bar phrases (see Figure 4-1b).   

Musical Example 4-2a.  Imitative qualities (highlighted) from Trognée, Etude #1, 30 Etudes mélodiques.  
(Bulle: Éditions Bim, 1985) mm. 31-40. 
 

 
 
Figure 4-1b.  Phrases with imitative material (highlighted) from Trognée, Etude #1, 30 Etudes mélodiques.  
(Bulle: Éditions Bim, 1985). 
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 The Andante tempo marking for the etude is augmented by several areas 

indicating rubato to be taken.  This provides the etude with a degree of soloistic musical 

character.  The etude is 64 measures in length and written in a range between a low 

concert f and ab2.  Range dexterity is emphasized by requiring a performer to negotiate up 

and down the entire span of two and 1/3 octaves within a short amount of time (see 

Musical Example 4-2b, mm. 30 and 36).  

Musical Example 4-2b.  Range and dexterity challenges (highlighted) from Trognée, Etude #1, 30 Etudes 
mélodiques.  (Bulle: Éditions Bim, 1985) mm. 26-40. 

 
 
 To help emphasize the shift from duple to triple-derived rhythms, the latter are 

almost always set off from the surrounding material by a tenuto accent on the first eighth 

note of the triplet (see Musical Example 4-2a, mm. 35).  Rhythmic and articulation 

training is a less prominent element of Etude #1; used to strengthen other musical effects 

like dynamics, which are applied far more in this etude than in any other of the thirty in 

this set.  Written between piano and fortissimo, several “hairpin” dynamic effects are 

used to further highlight the expressive quality of the etude (see Musical Example 4-2c). 
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Musical Example 4-2c.  Use of dynamics from Trognée, Etude #1, 30 Etudes mélodiques.  (Bulle: Éditions 
Bim, 1985) mm. 31-35. 
 

 
 
 

Etude # 2 

 

 Etude #2 is modeled on the character of a theme and variations.  As would be 

expected, the theme (see Musical Example 4-3a) is repeatedly altered while maintaining a 

degree of its melodic integrity in subsequent variations (see Musical Example 4-3b). 

Musical Example 4-3a.  Theme from Trognée, Etude #2, 30 Etudes mélodiques.  (Bulle: Éditions Bim, 
1985) mm. 1-8. 
 

 
 
Musical Example 4-3b.  Variation I from Trognée, Etude #2, 30 Etudes mélodiques.  (Bulle: Éditions Bim, 
1985) mm. 9-24. 
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 The 127 measures contained in Etude #2 are written in 6/8 and primarily in G 

major, with an eight bar section beginning at measure 33 in G minor.  The unusual total 

number of measures is the result of a repetition in measure 63, which necessitates the 

extra measures to properly cadence (see Musical Example 4-4).   

Musical Example 4-4.  Eleven bar phrase (repetition highlighted) from Trognée, Etude #2, 30 Etudes 
mélodiques.  (Bulle: Éditions Bim, 1985) mm. 57-67. 
 

 
 
 Etude #2 is written in a range between a low concert f and g2, and dynamically 

between piano and fortissimo.  With the exception of a single rallentando on the return to 

G major at measure 41, a consistent Andantino tempo is maintained throughout the study.  

The rhythms of this etude, particularly sixteenth note sextuplets, are predominantly 

tongued; often while simultaneously engaged in another technical challenge such as the 

intervallic flexibilities in Musical Example 4-4.  

 
 

Etude #3 

 

 Etude #3 is 74 measures long, written in 3/4 and is an extended demonstration of 

antecedent/consequent phrasing.  This basic musical principal manifests itself in this 
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etude with alternating eight bar phrases of dominant and tonic musical material in the key 

of C major (see Musical Example 4-5). 

Musical Example 4-5.  Antecedent/consequent phrasing (eight bar phrases highlighted) from Trognée, 
Etude #3, 30 Etudes mélodiques.  (Bulle: Éditions Bim, 1985) mm. 1-16. 
 

 
 
 The surplus of measures is the result of an unprepared 3 measure transition that at 

first seems to lead to C minor.  However, just as quickly as the etude progresses towards 

this key, it is once again in the repeated dominant/tonic pattern of C major.  The balance 

of extra measures is accounted for in the last phrase of the etude which is seven measures 

long. 

 In each of these dominant/tonic repetitions, Trognée writes a mixture of rhythms 

containing triplets, eighth and sixteenth note patterns that also maintain a melodic 

connection to the contour of the opening phrases of the etude (see Musical Example 4-6). 
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Musical Example 4-6.  Rhythmic variety from Trognée, Etude #3, 30 Etudes mélodiques.  (Bulle: Éditions 
Bim, 1985) mm. 36-51. 

 
 
 Although this etude is written without major emphasis of dynamics, slurring or lip 

flexibility, each musical element is still used.  Etude #3 is written between a range of low 

concert a and a2.  The arpeggiated rhythmic figurations that close out the etude are 

reminiscent of fanfare patterns traditionally associated with the trumpet (see Musical 

Example 4-7).   

Musical Example 4-7.  Cadential arpeggiations (highlighted) from Trognée, Etude #3, 30 Etudes 
mélodiques.  (Bulle: Éditions Bim, 1985) mm. 67-74. 
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Etude #4 

 

 Etude #4, written in the primary key of D major, is clearly in the style of a solo 

cornet work with multiple embellished repetitions of the melody (see Musical Example 4-

8). 

Musical Example 4-8.  Theme and variation (variation highlighted) from Trognée, Etude #4, 30 Etudes 
mélodiques.  (Bulle: Éditions Bim, 1985) mm. 1-16. 
 

 
 
 Even though the melody does not stay consistent enough to conform to a strict 

theme and variations form, a loose relationship to the initial theme is presented in three 

repetitions during the course of the 60 measure Etude #4 (see Musical Example 4-9). 
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Musical Example 4-9.  Second and third variations (eight bar phrases highlighted) from Trognée, Etude #4, 
30 Etudes mélodiques.  (Bulle: Éditions Bim, 1985) mm. 37-52. 
 

 
  
 The second and third variations are separated from the first by 20 measures of 

secondary melodic material in the key of Bb major.  As is common in theme and variation 

forms, duple and triple rhythmic patterns are written in succession for a virtuosic 

character to the melody.  Written in a range between concert g and a2, Etude #4 does not 

contain cadenza-style material that is present in other Trognée etudes that fully highlight 

solo performance characteristics.  While most of the etude is written between mezzo forte 

and fortissimo, piano is reserved for the secondary key area beginning at measure 17 and 

for the last two measures of the etude. 
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Etude #5 

 

 Etude #5, written in F major, is the first entry of the set to include distinct sections 

of music defined by shifts in tempo and the first to include a “high C” or concert bb2.  The 

first 16 measures, followed by the embellished version of that material in the next 16 

measures, are written at an Allegro tempo and with a fortissimo dynamic.  The rest of the 

etude, 89 measures in all, is written as an Andante with an equal amount of dynamically 

soft music.  The intervallic and dotted rhythm pattern set in the first phrase is continued 

throughout the etude and is the primary musical feature of the etude (see Musical 

Example 4-10a).   

Musical Example 4-10a.  Primary intervallic and rhythmic character from Trognée, Etude #5, 30 Etudes 
mélodiques.  (Bulle: Éditions Bim, 1985) mm. 1-5. 
 

 
 
 This dotted pattern is either repeated in diminution (see Musical Example 4-10b) 

or represented more generally in the contour of many of the musical figures (see Musical 

Example 4-10c). 

Musical Example 4-10b.  Alteration of primary intervallic and rhythmic character from Trognée, Etude #5, 
30 Etudes mélodiques.  (Bulle: Éditions Bim, 1985) mm. 17-19. 
 

 
 
 
 
 

 



 
 

99

Musical Example 4-10c.  Melodic representation of primary intervallic and rhythmic character from 
Trognée, Etude #5, 30 Etudes mélodiques.  (Bulle: Éditions Bim, 1985) mm. 49-52. 
 

 
  
 Like the previous musical examples, intervallic flexibility is stressed with both 

slurred and tongued musical material (see Musical Examples 4-11a and 4-11b). 

Musical Example 4-11a.  Slurred intervallic features from Trognée, Etude #5, 30 Etudes mélodiques.  
(Bulle: Éditions Bim, 1985) mm. 70-72. 
 

 
 

Musical Example 4-11b.  Articulated intervallic features from Trognée, Etude #5, 30 Etudes mélodiques.  
(Bulle: Éditions Bim, 1985) mm. 78-79. 
 

 
 

 As previously mentioned, the range of the etude extends from bb to bb2.  Accents 

and articulations, such as those in Musical Example 410a, are not maintained beyond the 

opening phrases of the etude.  

 

Etude #6 

 

 Etude #6 is the first example in this set that is written in a time signature that is 

not based on the quarter note.  In addition to being in 9/8 and 60 measures in length, it 

contains three different key areas: E major, C major, and F major.  The first key is 

comprised of two 8 bar phrases of different musical material divided by a four measure 
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transition linking them together.  Though the key signature changes at measure 21, the 

actual arrival in C major is delayed until measure 40.  This change in key also coincides 

with a shift in tempo at measure 41 from the previous Andantino to Allegro.  After four 

measures the key signature changes to F major, but like the previous shift to C major the 

true arrival in F major does not occur until measure 60.  Once F major has been solidly 

established, the etude contains closing arpeggiated material before the final cadence.  The 

two octave range of this etude is between low concert g# and ab2.  Of primary rhythmic 

importance is the emphasis of the basic patterns associated with the 9/8 time signature: 

three eighth notes or quarter note-eighth patterns (see Musical Example 4-12). 

Musical Example 4-12.  Rhythmic characteristics (highlighted) from Trognée, Etude #6, 30 Etudes 
mélodiques.  (Bulle: Éditions Bim, 1985) mm. 44-53. 
 

 
  
 Articulations and accents are used to reinforce the strong parts of the beat.  

Therefore, slurring is limited to within the beat and not between figures which might 

displace the pulse.  Though this etude has few dynamic indications, pianissimo and forte 

are both used. 

Etude #7 

 

 Written at an Andante tempo and in G major, the primary focus of Etude #7 is on 

the execution of ornaments.  One, two and three-note grace notes are utilized either 
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before (see Musical Example 4-13a) or less often, in the middle of the rhythmic figures of 

the etude (see Musical Example 4-13b).  

Musical Example 4-13a.  Use of preparatory grace notes from Trognée, Etude #7, 30 Etudes mélodiques.  
(Bulle: Éditions Bim, 1985) mm. 12-34. 
 

 
 
Musical Example 4-13b.  Use of grace notes from Trognée, Etude #7, 30 Etudes mélodiques.  (Bulle: 
Éditions Bim, 1985) mm. 76-76. 

 
 
 The third type of ornament utilized in this etude is the “turn.”  Instructions are 

included at the bottom of the page that indicate precisely how to execute this figure; with 

or without a chromatically raised lower note (see Musical Example 4-14). 

Musical Example 4-14.  Use of the “turn” from Trognée, Etude #7, 30 Etudes mélodiques.  (Bulle: Éditions 
Bim, 1985) mm. 63-66. 
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 The only music that is not contained within the key of G major is the twelve 

measures of music beginning at measure 33.  This section, which also is devoid of any 

ornaments, is in the key of G minor.  The etude otherwise maintains consistent phrases of 

eight measures in length.  Despite the ornamental variety, the trill is absent in this etude.  

Dynamically this 82 measure etude is written to be played mostly at a piano volume with 

the exception of one eight bar phrase between measures 9 and 16 that is written at mezzo 

forte, and one phrase between measure 25 and 33 written at forte. 

 

Etude #8 

 

 Etude #8 is written in 3/8 and in the key of Ab major.  Dynamics are sparsely used 

with only three instances in the etude of music written above a piano volume.  The 

dominant rhythmic feature of the etude is sextuplet sixteenth note figures that are written 

with a variety of slurring patterns (see Musical Example 4-15).   

Musical Example 4-15.  Sextuplets from Trognée, Etude #8, 30 Etudes mélodiques.  (Bulle: Éditions Bim, 
1985) mm. 43-51. 
 

 
 
 Facilitated by the written range of the etude between concert f and ab2, there are 

occasions where intervallic flexibility, both tongued and slurred are required (see Musical 

Example 4-16). 
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Musical Example 4-16.  Flexibility from Trognée, Etude #8, 30 Etudes mélodiques.  (Bulle: Éditions Bim, 
1985) mm. 61-64, 105-112. 
 

 
 
 

 
  
 The execution of the most challenging of these flexibilities is aided by the 

elevation of the dynamics above the otherwise subdued volume of the etude.  The tempo 

diverges from the moderato indication at the outset of the etude only once between 

measure 82 and 96, where an accelerando is implemented before returning back to the 

original tempo.  This etude is the first in this set not to end on the tonic pitch of the key, 

but instead concludes with a Phrygian-style cadence on c2.  Though written in otherwise 

consistent 8 bar phrases, the odd number of 127 measures is the result of an extended 

resolution of the closing cadence, a feature in many of Trognée’s etudes.   

 

Etude #9 

 

 Following a 16 measure introduction, triplet, eighth and sixteenth note patterns 

are addressed in successive sections of Etude #9.  These sections also alternate between 

the key of F major and F minor.  Each section contains downward leaps of at least an 

octave, and in the case of the sixteenth note section, lip flexibilities as well (see Musical 

Example 4-17). 
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Musical Example 4-17.  Lip flexibilities (highlighted) from Trognée, Etude #9, 30 Etudes mélodiques.  
(Bulle: Éditions Bim, 1985) mm. 49-54. 
 

 
 
 The dynamics of the etude are primarily at forte with the exception of the 

introduction and eighth note section which contain brief moments of piano.  The etude is 

written in a range between low concert g and g2, 60 measures in length and exclusively in 

4/4.  There is very little variety in terms of articulations outside of the pattern of slurring 

illustrated in Musical Example 4-17.  There are five exceptions to that pattern in the 

entire etude, the majority occurring within the eighth note section where three notes 

instead of two are slurred. 

 

Etude #10 

 

 This etude is perhaps the first to be fully deserving of the “mélodiques” 

designation that is the title of the set.  The rhythmic, dynamic and melodic features are 

fully at the service of the highly Romantic style in which it is written.  It is also the first 

to have a minor tonality, G minor, as the primary key.  The music of the middle section 

ventures into G major before returning to G minor prior to the cadence.  Much like Etude 

#8, the conclusion of Etude #10 is on a pitch that is a major third higher than the key (see 

Example 4-18).  
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Musical Example 4-18.  Cadence (Phrygian resolution highlighted) from Trognée, Etude #10, 30 Etudes 
mélodiques.  (Bulle: Éditions Bim, 1985) mm. 55-62. 
 

 
  
 The minor key and fluctuations of the Andante tempo are effective in giving this 

etude a “Russian” sound.  The height and depth of the melodic contour in the writing of 

the etude between a range of low concert f and ab2 also contribute to this quality (see 

Example 4-19).   

Musical Example 4-19.  Melodic contour from Trognée, Etude #10, 30 Etudes mélodiques.  (Bulle: 
Éditions Bim, 1985) mm. 19-24. 
 

 
  
 As is also displayed in Musical Example 4-19, the crescendo and decrescendo 

swells follow the rise and fall of the melodic tessitura.  The total length of the etude is 62 

measures. 

 

Etude #11 

 

 Filling in the most obvious ornamental omission from Etude #7; Etude #11’s 

primary focus is on trilling technique.  The treatment of trills is addressed in a number of 
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ways, either used in the traditional manner of an isolated musical phrase (see Example 4-

20a) or as a succession of virtuosic maneuvers (see Example 4-20b). 

Musical Example 4-20a.  Traditional use of trills from Trognée, Etude #11, 30 Etudes mélodiques.  (Bulle: 
Éditions Bim, 1985) mm. 1-11. 
 

 
 
Musical Example 4-20b.  Virtuosic use of trills from Trognée, Etude #11, 30 Etudes mélodiques.  (Bulle: 
Éditions Bim, 1985) mm. 21-25. 
 

 
  
 The resolution of the trill also varies.  As illustrated in Musical Example 4-20a, 

grace notes may lead out of the trill or as in Musical Example 4-20c, the trill may resolve 

directly into the next measure. 

Musical Example 4-20c.  Unprepared resolution of trills from Trognée, Etude #11, 30 Etudes mélodiques.  
(Bulle: Éditions Bim, 1985) mm. 70-77. 
 

 
  
 Although other ornamental techniques, such as those found in Etude #7 are not 

included, Etude #11 simultaneously places other demands on the performer, particularly 

in executing large intervallic leaps (see Musical Example 4-21). 
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Musical Example 4-21.  Large intervallic flexibilities from Trognée, Etude #11, 30 Etudes mélodiques.  
(Bulle: Éditions Bim, 1985) mm. 53-60. 
 

 
  
 Dynamics are used sparingly in places where they help facilitate the performance 

of a difficult technical passage, such as in the previous musical example where a 

crescendo aids in the downward leap in two of the measures.  The 85 measures of Etude 

#11 are written in the primary key of D major and in the secondary key of D minor from 

measure 45 to 60.  The etude is written between a range of low concert f and ab2. 

 

Etude #12 

 

 Etude #12 is written in 6/8 and in two key areas; D minor from the beginning until 

measure 32 and D major from measure 33 until the end of the study at measure 80.  Much 

of the range of the etude between low concert f and a2 is exploited with arpeggiated 

figurations (see Musical Example 4-22).  

Musical Example 4-22.  Arpeggiated qualities (highlighted) from Trognée, Etude #12, 30 Etudes 
mélodiques.  (Bulle: Éditions Bim, 1985) mm. 17-32. 
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 In only one instance, measure 46, is there an occurrence of slurring between 

beats; otherwise, the etude maintains a strong two beat feel.  There are a few indications 

for rubato and dynamic variety, but these characteristics are subordinate to the primary 

emphasis on the basic recurrent eighth note patterns inherent to a 6/8 time signature.  

Angular writing, such as the last four measures of Musical Example 4-22, also demand 

proficiency in moving through the range of the instrument, often with larger intervallic 

skips.  Like others of this set, this etude cadences on the mediant scale degree of the key; 

D major. 

 

Etude #13 

 

 Etude #13 is somewhat of a continuation of the previous etude, but with a 12/8 

time signature.  Unlike Etude #12, this etude maintains the same key signature of A 

major for the entire exercise. The etude is written in a range between low concert g and g2 

and utilizes, though less frequently, many of the same arpeggiated qualities present in 

Etude #12 (see Musical Example 4-23). 

Musical Example 4-23.  Arpeggiation qualities (highlighted) from Trognée, Etude #13, 30 Etudes 
mélodiques.  (Bulle: Éditions Bim, 1985) mm. 10-16. 
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 The overall length of the etude is only 45 measures, a result of the physically 

longer measures of a 12/8 time signature.  Interestingly, Trognée implements an identical 

slurring pattern between two beats in almost the exact same fashion in Etude #13 as he 

does in Etude #12 (see Musical Example 4-24). 

Musical Example 4-24.  Articulation similarities from Trognée, Etude #12 and #13, 30 Etudes mélodiques.  
(Bulle: Éditions Bim, 1985) mm. 45-46 and mm. 33. 
 

 
  
 For all of the similarities to Etude #12, the dynamic variety in Etude #13 is more 

pronounced than in the previous etude with a range between pianissimo and forte. 

 

Etude #14 

 

 Etude #14 is written as an Adagio with a 2/4 time signature and in the primary 

keys of E minor and E major.  E minor is maintained from the beginning through 

measure 47 and E major from measure 48 until the end, measure 104.  The etude is 

primarily defined by the short antecedent/consequent phrasing that is almost always 

concluded by a rest at the end of each four measure phrase (see Musical Example 4-25). 
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Musical Example 4-25.  Four bar phrasing (highlighted) from Trognée, Etude #14 and 13, 30 Etudes 
mélodiques.  (Bulle: Éditions Bim, 1985) mm. 1-16. 
 

 
  
 There are exactly four instances where the etude does not follow this pattern of 

phrasing: mm. 40-47, mm. 64-71, mm. 80-87 and mm. 88-95.  In those places eight bar 

phrases appear with the same rest or “pause” before the next phrase begins (see Musical 

Example 4-26). 

Musical Example 4-26.  Eight bar phrasing (highlighted) from Trognée, Etude #14, 30 Etudes mélodiques.  
(Bulle: Éditions Bim, 1985) mm. 80-95. 

 
  
 The range is more compressed than most of the etudes in this set and written 

between low concert g# and g2.  The dynamics are also more conservatively used and 

predominantly appear between piano and mezzo forte.  The articulations, intervallic and 

rhythmic elements of this etude do not rely on any one pattern but are a mixture of 

figurations. 
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Etude #15 

 

 Etude #15 is written entirely in 2/4 and is in the key of Eb major.  The focus of 

this etude is the performance of syncopated rhythms; mostly based on sixteenth notes.  

This is accomplished either through the use of ties or the writing of rhythms with a single 

sixteenth note followed immediately by an eighth to set the musical pulse on a weaker 

portion of the beat (see Musical Example 4-27). 

Musical Example 4-27.  Sixteenth note syncopation from Trognée, Etude #15, 30 Etudes mélodiques.  
(Bulle: Éditions Bim, 1985) mm. 44-48. 
 

 
  
 The widespread use of this sort of syncopation gives the etude a “ragtime” quality 

that is unlike any other in this set.  Sixteenth note-based syncopation is established in the 

first measure and maintained throughout the etude except for a few isolated measures 

between measure 49 and the end of the etude, measure 64, where syncopation based on 

eighth notes is used (see Musical Example 4-28). 

Musical Example 4-28.  Eighth note syncopation from Trognée, Etude #15, 30 Etudes mélodiques.  (Bulle: 
Éditions Bim, 1985) mm. 49-54. 
 

 
   
 There are two instances where a ritardando or rallentando are written leading into 

the next phrase, at which point an a tempo is indicated.  While the syncopation lends 

itself to angular and intervallic writing, the range of the etude is kept between low concert 
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ab and gb2.  Dynamics are likewise limited to only two moments of piano and two 

“hairpin” crescendo/decrescendos in the entire etude which is otherwise indicated to be 

performed at mezzo forte.  All of the music contained in the etude is articulated and the 

syncopated quarter notes are further stressed by the addition of an accent (see Musical 

Example 4-28). 

 

Etude #16 

 

 Etude #16 lacks an overwhelmingly dominant rhythmic feature, but instead has a 

combination of elements that serve the melody and eight bar phrase structure.  Trognée’s 

adherence in this etude to the antecedent/consequent phrasing of eight measures and his 

inclusion of a triplet arpeggiated figure at the end of measure 8 necessitates a rather 

ineffective melodic repetition in the eighth and ninth measure (see Musical Example 4-

29). 

Musical Example 4-29.  Melodic repetition (highlighted) from Trognée, Etude #16, 30 Etudes mélodiques.  
(Bulle: Éditions Bim, 1985) mm. 1-10. 
 

 
 
 One unique aspect of this etude is the transition to and from the relative minor key 

that is not accompanied by a tempo or time signature change (see Musical Example 4-

30). 
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Musical Example 4-30.  F# minor section (highlighted) from Trognée, Etude #16, 30 Etudes mélodiques.  
(Bulle: Éditions Bim, 1985) mm. 13-26. 
 

 
  
 This section in F# minor is the only music not written in A major and lasts a single 

eight measure phrase. The length of Etude #16 is 60 measures and composed in a range 

between low concert f and g2.  There is only a single ritardando that interrupts the pace 

of the study and minimal amounts of dynamic contrasts.  As illustrated in Musical 

Example 4-30, this etude incorporates a combination of rhythms, including triplets, but 

does not emphasize a particular set over another.  Like many of the etudes in this book, 

the final cadence occurs on the mediant of A major, concert c#2. 

 

Etude #17 

 

 Etude #17 is written in 9/8 and in the keys of E minor, G major and E major.  The 

transition to G major at measure 16 and to E major at measure 32 are done without 

preparation and are examples of the abrupt switching of key areas that is a characteristic 

of many of Trognée’s etudes.  The opening phrase is also an irregular seven measures in 

 



 
 

114

length and written with a repetition in measure 6 that precedes a sudden arrival on tonic 

(see Musical Example 4-31) 

Musical Example 4-31.  Seven measure opening phrase (repetition highlighted) from Trognée, Etude #17, 
30 Etudes mélodiques.  (Bulle: Éditions Bim, 1985) mm. 1-7. 
 

 
 
 This etude is rhythmically similar to Etude #6, which is also written as an 

Andantino in 9/8 and predominantly utilizes three eighth note patterns.  Etude #17 is 

written between a range of low concert g and g2 and the intervallic flexibilities include 

several skips of a seventh (see Musical Example 4-32).  

Musical Example 4-32.  Intervallic skips of a seventh (highlighted) from Trognée, Etude #17, 30 Etudes 
mélodiques.  (Bulle: Éditions Bim, 1985) mm. 52-58. 
 

 
  
 Dynamically this etude is composed with few markings; however, the first 

appearance in this set of a ppp dynamic is used to conclude the etude. 
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Etude #18 

 

 Etude #18 is the first to focus primarily on lip and intervallic flexibility, though 

they are regularly a prominent feature in many of Trognée’s etudes.  Written entirely in 

2/4 and in C major, the lip flexibilities contained in the 97 measures of this etude are 

treated in a variety of rhythmic and articulated configurations; usually working upwards, 

which is presumably the more difficult direction for most performers (see Musical 

Example 4-33). 

Musical Example 4-33.  Lip and intervallic flexibility from Trognée, Etude #18, 30 Etudes mélodiques.  
(Bulle: Éditions Bim, 1985) mm. 41-63. 
 

 
 
 While the range of this etude between low concert f and f2 is not extended 

especially high into the upper register, the performer must negotiate slurs separated by a 

distance of as much as an octave and a half (see Musical Example 4-34). 

 

 

 

 

 



 
 

116

Musical Example 4-34.  Large intervallic flexibilities from Trognée, Etude #18, 30 Etudes mélodiques.  
(Bulle: Éditions Bim, 1985) mm. 41-63. 
 

 
 

 The dynamics of Etude #18 are utilized to help establish the shift into a new 

section of material by alternating between loud and soft.  The crescendo contained in 

Musical Example 4-34 is the only significant graduated dynamic in the entire etude. 

 

Etude #19 

 

 The 84 measures of Etude #19 are written in an Allegretto tempo, in the key of Bb 

major and entirely with a 3/4 time signature.  The etude is dominated by the use of the 

dotted eighth-sixteenth rhythm and phrases that conclude with either a pause or 

ritardando before resuming with the dotted rhythm again (see Musical Example 4-35). 

Musical Example 4-35.  Primary dotted rhythmic characteristic from Trognée, Etude #19, 30 Etudes 
mélodiques.  (Bulle: Éditions Bim, 1985) mm. 1-25. 
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 Two eight bar phrases beginning at measure 41 contain contrasting musical 

material that includes mostly slurred quarter notes.  The range of this etude is between 

low concert f and ab2 and highlighted by large downward leaps and angularity in the 

writing.  The use of antecedent/consequent phrasing is strengthened in sections of the 

etude by Trognée’s inclusion of triplets adjacent to dotted eighth-sixteenth rhythms in the 

consequent phrase (see Musical Example 4-36). 

Musical Example 4-36.  Use of triplets in consequent phrase (highlighted) from Trognée, Etude #19, 30 
Etudes mélodiques.  (Bulle: Éditions Bim, 1985) mm. 17-40. 
 

 
 
 The adjacent placement of these rhythms also effectively clarifies the differences 

between these two often incorrectly performed rhythms.  Use of varied dynamics is 

limited in this etude with the majority of the music indicated to be played piano. 

 

Etude #20 

 

 Etude #20 does not display a dominant rhythmic feature but utilizes a 

combination of eighths, sixteenths and triplets.  Dotted rhythms are excluded entirely.  
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The etude is 58 measures in length, written in Ab major, 4/4 and in two tempos: 

Allegretto from the beginning until measure 24, and Andante from 25 until the end.  The 

range of the etude is between low concert f and ab2.  The phrasing is consistently written 

in four measure units with the only deviation being a two measure transition between 

phrases at bar 31 and 32.  Only one tempo is marked in the first section, but during the 

Andante portion of the etude a rallentando and accelerando are included.  The dynamics 

alternate loud and soft between larger sections of the etude; sometimes between areas as 

far apart as sixteen measures.  There are some intervallic challenges, but not to the 

extremes of other etudes in this set (see Musical Example 4-37). 

Musical Example 4-37.  Intervallic flexibility from Trognée, Etude #20, 30 Etudes mélodiques.  (Bulle: 
Éditions Bim, 1985) mm. 33-40. 
 

 
 

 

Etude #21 

 

 Etude #21, like Etude #19, focuses on the triplet, both as eighths and sixteenths.  

The tempo marking of Allegro moderato and the G major key are maintained throughout 

the etude.  A unique element to this 64 measure etude is the time signature change from 

3/4 to 2/4 at measure 33.  While the triplets, in either form, are always articulated, 
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sixteenth note triplets are often combined with an eighth or two sixteenth notes to form 

more complex rhythmic figures (see Musical Example 4-38). 

Musical Example 4-38.  Triplet figures from Trognée, Etude #21, 30 Etudes mélodiques.  (Bulle: Éditions 
Bim, 1985) mm. 17-21. 
 

 
 
 Slurring is isolated to non-triplet patterns with the exception of the triplet eighth 

notes in measures 45 and 46.  Dynamics are used to accentuate the melodic line; 

following the traditional pattern of a crescendo as the melody rises and a decrescendo as 

it falls.  The written range of the etude is limited to between c1 and g2.  Of secondary 

importance is the inclusion of the dotted eighth-sixteenth rhythm which, in a similarity to 

Etude #19, is written adjacent to the triplet figures (see Musical Example 4-39). 

Musical Example 4-39.  Rhythmic features from Trognée, Etude #19, 30 Etudes mélodiques.  (Bulle: 
Éditions Bim, 1985) mm. 1-25. 
 

 
 
 

Etude #22 

 

 Etude #22 contains the smallest notational value in the set thus far; 32nd notes.  It 

is written in 6/8 with an a tempo marking of Andante and only one tempo fluctuation that 
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occurs within the first 4 bar phrase at measure 4.  The entire etude is 43 measures in 

length and written in the key of F major with a brief five measure shift to F minor from 

measure 25 through measure 29.  Dynamically the etude varies between piano and forte 

and has a range between concert bb and concert ab2.  The slow speed and small notational 

values necessitate thinking of this etude in six, rather than two.  Additionally, much of the 

figurations are beamed in a manner that seems to clearly indicate that intent as well (see 

Musical Example 4-40). 

Musical Example 4-40.  6/8 writing from Trognée, Etude #22, 30 Etudes mélodiques.  (Bulle: Éditions 
Bim, 1985) mm. 30-32. 

 
  
 The etude alternates between loud and soft passages but not in any consistent 

manner.  The articulations are also varied between similar rhythmic figures without a 

distinguishable pattern, which provides a further challenge to the performer. 

 

Etude #23 

 

 The only unique feature of Etude #23 is the time signature of 5/4.  Written in the 

key of C major, the writing in this etude is based on eight measure phrases of contrasting 

rhythmic material.  The rhythmic quality of the etude is progressively more active in each 

phrase from the beginning through measure 24.  At that point the etude slows 

dramatically and begins the process again (see Musical Example 4-41). 
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Musical Example 4-41.  Progressive rhythmic structure from Trognée, Etude #23, 30 Etudes mélodiques.  
(Bulle: Éditions Bim, 1985) mm. 25-56. 
 

 
  
 This procedure repeats a total of three times and is concluded with a five measure 

cadential phrase.  The etudes length is 69 measures and is written between a range of low 

concert f and g2.  Like the previous etude, the dynamics generally alternate between soft 

and loud. 

 

Etude #24 

 

 Etude #24 is the first to be written in the key of B major.  The 64 measure length 

is the result of consistent use of eight bar phrases.  Like others in this set the etude 

contains a mixture of various rhythmic elements that are used without a discernible 
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pattern, most likely with the intent of training the performer to move between contrasting 

rhythms and articulations.  The appearance of both duple and triple figures in the same 

phrase is also used.  Many of the phrases are extremely angular and contain intervallic 

performance challenges (see Musical Example 4-42). 

Musical Example 4-42.  Rhythmic and intervallic variety from Trognée, Etude #24, 30 Etudes mélodiques.  
(Bulle: Éditions Bim, 1985) mm. 22-32. 
 

 
  
 The range of the etude extends down to a low concert E; the first occurrence in 

this set utilizing that pitch.  In all situations where “hairpin” dynamics are used, the 

contour of the melody extends higher as the volume increases.   

 

Etude #25 

 

 Etude #25 is the first to include a pickup note or indicate a waltz-style tempo, 

Tempo di valse lento.  Adding to the soloistic character of this etude, the dynamics extend 

from piano to fortissimo and include several swells that follow the contour of the melodic 

line. The rhythmic variety of this etude is limited to note values equal to or longer than 

eighths in length.  This 104 measure etude is divided into three sections with two key 

areas: G minor and G major.  The G major section from measure 49 until 80 interrupts 

the rest of the etude’s G major key.  As is typical with many Trognée etudes, the minor 
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section of music begins and ends suddenly without the benefit of a modulatory transition 

(see Musical Example 4-43). 

Musical Example 4-43.  G major section (highlighted) from Trognée, Etude #25, 30 Etudes mélodiques.  
(Bulle: Éditions Bim, 1985) mm. 42-82. 
 

 
  
 The wide range of this etude, between low concert f and ab2 is combined with the 

slow melodic character and style of the waltz, and is exploited by Trognée in writing of 

both slurred and tongued figures that are heavily reliant on intervallic proficiency.  

Arpeggiated figures, particularly towards the end of the etude, are also frequently used 

(see Musical Example 4-44). 

Musical Example 4-44.  Range and arpeggiations from Trognée, Etude #25, 30 Etudes mélodiques.  (Bulle: 
Éditions Bim, 1985) mm. 90-104. 
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 Because of the style and tempo of this etude, the articulations are devoid of 

accents with the single exception being measure 90 in the previous example where they 

are used on the descending quarter notes.  

 

Etude #26 

 

 Etude #26 is written as an Allegretto in 2/4 and devoted entirely to the dotted 

rhythms illustrated in Figure 4-2. 

Figure 4-2.  Primary dotted rhythms from Trognée, Etude #26, 30 Etudes mélodiques.  (Bulle: Éditions 
Bim, 1985).  
 

 
 
 The phrases of this etude are constructed of an irregular number of measures 

which is the result, perhaps intentionally, of an awkwardly written melody.  The general 

contour and sound of the opening five measure statement is echoed loosely when the 

dotted sixteenth-32nd rhythm first appears in measure 17 and 18 (see Musical Example 

4-45). 
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Musical Example 4-45.  Irregular phrasing from Trognée, Etude #26, 30 Etudes mélodiques.  (Bulle: 
Éditions Bim, 1985) mm. 1-32. 
 

 
 
 As Musical Example 4-45 illustrates, the phrases that comprise the first 32 

measures are of varying lengths: 5, 4, 8, 4, 6 and 5 measures long.  The measure that 

contains both of the primary dotted rhythms of this etude, measure 17, is both the 

resolution of one phrase and the beginning of the next.  Even accounting for that measure 

as part of the next section of music, the phrases are still inconsistently structured.  The 

phrase patterns are more regular following measure 32 until the last 14 measures where 

Trognée has written an extended cadence in C major, the only key used in this etude.  

Unlike Etude #19, this etude does not include triplets as part of the rhythmic language.  

This etude is written in a range between low concert a and a2 and is 96 measures in 

length.  
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Etude #27 

 

 Etude #27 is written in the key of G major and in 12/8.  The primary difference 

between this etude and Etude #13, which is also in 12/8, is the inclusion of sextuplet 

rhythmic figures (see Musical Example 4-46).  

Musical Example 4-46.  Sextuplets from Trognée, Etude #27, 30 Etudes mélodiques.  (Bulle: Éditions Bim, 
1985) mm. 33-36. 
 

 
 
 The phrase structure of this etude conforms to a strict adherence to regular eight 

bar phrases; seven in all.  There are few dynamic indications, but they span from piano to 

fortissimo.  The moderato tempo is also consistently used except for two rallentando 

passages within the first two phrases.  Trognée has written the etude between low concert 

a and a2 and makes use of sequence-like patterns within the melodic line (see Musical 

Example 4-47).   

Musical Example 4-47.  Sequence figures (highlighted) from Trognée, Etude #27, 30 Etudes mélodiques.  
(Bulle: Éditions Bim, 1985) mm. 49-52. 
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Etude #28 

 

 Etude #28 is another in this set that is written without a definitive primary 

technical or rhythmic goal.  Also, while slurring is included, the etude does not establish 

any defining articulation patterns (see Musical Example 4-48).    

Musical Example 4-48.  Rhythmic and articulation variety from Trognée, Etude #28, 30 Etudes 
mélodiques.  (Bulle: Éditions Bim, 1985) mm. 37-51. 
 

 
 
 Like the majority of Trognée’s etudes, Etude #28 requires facility in quickly 

ascending or descending into a different tessitura of the instrument while performing a 

variety of tongued and slurred patterns.  This etude is written in the key of Bb major and 

does not modulate during the entire 77 measures of its length.  It maintains an Andante 

tempo throughout, and with the exception of the music between measures 13 and 24 that 

is indicated to be played forte, the dynamics never exceed mezzo forte.  The written range 

of the etude is between low g and ab2.  
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Etude #29 

 

 Etude #29 is written in 3/8 and with a Scherzo presto tempo indication.  In 

contrast to Etude #8 which was also in 3/8, this etude’s speed requires a performer to 

think of the rhythms in one.  The speed also limits the variety of rhythms used within this 

etude in comparison to Etude #8.  The etude begins with eight bar phrases of dotted 

quarter notes and progressively moves through quarter note-eighth note and three eighth 

note patterns in each section (see Musical Example 4-49). 

Musical Example 4-49.  Rhythmic progression from Trognée, Etude #29, 30 Etudes mélodiques.  (Bulle: 
Éditions Bim, 1985) mm. 1-74. 
 

 
 
 The three rhythmic variations illustrated in Musical Example 4-49 constitute the 

entire rhythmic language of the etude excluding measure 43 which contains sixteenth 

notes.  The combining of these three basic rhythms are virtually non-existent, with each 

 



 
 

129

occupying its own section within the etude.  Articulations are another aspect kept 

separate between different three rhythms.  None of the three eighth note rhythmic 

patterns are slurred and few of the quarter-eighth notes are tongued.  There are two key 

areas; Eb major from the beginning until measure 96 and C major from measure 97 until 

the end of the etude at measure 160.  The performance range of this etude is between low 

concert f and a2.  Dynamics alternate between piano and forte, sometimes as often as 

every two measures.  Intervallic flexibility is particularly prominent in the latter portions 

of the etude (see Musical Example 4-50). 

Musical Example 4-50.  Intervallic flexibility from Trognée, Etude #29, 30 Etudes mélodiques.  (Bulle: 
Éditions Bim, 1985) mm. 134-168. 
 

 
 
 

Etude #30 

 

 The final etude of this set is written in F major and is not distinguishable by any 

one rhythmic or melodic feature.  The main focus of the etude is on the performance of a 

variety of rhythms and articulations while moving through different registers on the 

instrument in a slower tempo (see Musical Example 4-51).  
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Musical Example 4-51.  Rhythmic variety and flexibility from Trognée, Etude #30, 30 Etudes mélodiques.  
(Bulle: Éditions Bim, 1985) mm. 128-143. 

 
 
 These elements are combined with indications of rubato that allow the performer 

some freedom and give the etude a soloistic character.  As is evident in Musical Example 

4-51, proficiency in flexibility is tested in a variety of rhythmic figures that require the 

execution of slurred and articulated intervallic leaps.  To that end, the etude is written 

between a range of low concert ab and ab2. 

 

25 Etudes techniques 

  

 Much in the same way that 30 Etudes mélodiques was not as reliant on lyricism as 

the title implies, the studies of 25 Etudes techniques are perhaps only marginally more 

technical than the previous set of etudes and still with many of the cornet solo qualities 

that were a feature of 30 Etudes mélodiques.  In fact, the demands placed on the 

performer in these etudes are strikingly similar to the previously examined method.  One 

performance element that this set does include that is reflective of the methods title is 

multiple tonguing.  A variation is provided for Etude #7 that allows as an option for the 

previously slurred portions of the etude to be played utilizing triple tonguing.  Etude #15 
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more directly requires double tonguing by indicating the correct articulation pattern in the 

initial phrase.  Although without instructions for triple tonguing, Etude #20 is written in a 

style that lends itself to that technique.  Style and tempo indications in this set include 

unique and previously unused examples, including; Tempo di marcia, Salterello and 

Tempo di polonaise.  In contrast to 30 Etudes mélodiques, flat key signatures are used in 

this group of etudes far more than sharps, and like 30 Etudes mélodiques, without a 

pattern or system of comprehensive coverage or progression.  None of the etudes contains 

a time signature change within an individual study, but time signatures based on the 

eighth note (3/8, 6/8, 9/8, 12/8) are used in eight of the 25 etudes.  Similar to 30 Etudes 

mélodiques, the phrase structure is largely based on consistent four or eight measure 

units, but unlike 30 Etudes mélodiques, the writing of cadences on the mediant of the key 

are not implemented.  Each of the studies in 25 Etudes techniques is limited to one page.  

Despite minor differences between the two sets, both 25 Etudes techniques and 30 Etudes 

mélodiques are similar in length, style and contain many of the same performance 

demands of range, flexibility and melodic angularity. 

 

Etude #1 

  
 Etude #1 begins and stays in F major and 4/4 for the entire 51 measures of the 

study.  The etude is divided into three parts that are distinguished by differences in 

tempo, phrase length and rhythmic character (see Figure 4-3). 
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Figure 4-3.  Sectional construction (4 bar phrases in squares, 7 bar phrase circled) of Trognée, Etude #1, 30 
Etudes mélodiques.  (Bulle: Éditions Bim, 1985). 
 

 
  
 The opening and closing sections are marked as Allegro moderato and stress 

sixteenth notes, though the return of the Allegro moderato does so with the addition of 

syncopation (see Musical Example 4-52).  

Musical Example 4-52.  Syncopation from Trognée, Etude #1, 25 Etudes techniques.  (Bulle: Éditions Bim, 
1985) mm. 1-6, 33-40. 
 

 
 
 Between these two sections is a 16 measure Andantino that conveys a heightened 

lyrical character by employing longer note values, “hairpin” dynamics and a grace note 

ornament.  As is typical with Trognée’s etudes, the range of the etude between a and ab2 

is utilized within a relatively short period of time (see measures four through six of 

 



 
 

133

Musical Example 4-52).  Dynamics are utilized to strengthen the rhythmic shifts in the 

etude; alternating between loud and soft.  Staccato indications are also included for the 

closing material of the last section to further distinguish it from the opening.   

 

Etude # 2 

 

 Etude #2 opens with a rhythmic repetition in the first four measures that is 

indicative of one of the primary instructional aims of the etude; intervallic study (see 

Musical Example 4-53).   

Musical Example 4-53.  Opening measures from Trognée, Etude #2, 25 Etudes techniques.  (Bulle: 
Éditions Bim, 1985) mm. 1-4. 
 

 
 
 A similar ascending figuration appears later as eighth notes, slurred, and 

containing many of the same pitches from the previous example (see Musical Example 4-

54).   

Musical Example 4-54.  Ascending eighth note figurations from Trognée, Etude #2, 25 Etudes techniques.  
(Bulle: Éditions Bim, 1985) mm. 49-52. 
 

 
 
 Arpeggios based in the etude’s single key of G major are similarly used 

throughout, and lend themselves naturally to the exploitation of the entire span of the 

etude’s range between a and a2.  These arpeggiations appear either as a single ascending 
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or descending figure at the beginning or end of a musical phrase or in a series (see 

Musical Example 4-55). 

Musical Example 4-55.  Arpeggiations from Trognée, Etude #2, 25 Etudes techniques.  (Bulle: Éditions 
Bim, 1985) mm. 33-38. 
 

 
 
 Through the use of pitch repetition and an indication of staccatissimo, Etude #2 is 

the first musical example examined thus far that emphasizes single tonguing technique in 

such an obvious manner (see Musical Example 4-56).  

Musical Example 4-56.  Single tonguing emphasis from Trognée, Etude #2, 25 Etudes techniques.  (Bulle: 
Éditions Bim, 1985) mm. 17-27. 
 

 
  
 During the course of the etudes 88 measures, these three elements of study; 

intervals, arpeggios and single tonguing, are included as individual skills in a succession 

of four and eight bar phrases.  Dynamics alternating between piano and fortissimo appear 

only in areas where exact rhythmic or pitch repetition take place.  Otherwise, indications 

of volume are used sparingly.   
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Etude #3 

 

 The wide range of Etude #3 between low f and bb2 is primarily stressed through 

ascending diatonic scale runs and arpeggiations similar to those used in Etude #2.  At the 

height of these figurations, a large downward leap or descending arpeggio is usually 

employed to begin the pattern anew or conclude the eight bar phrasing of the 79 measure 

study (see Musical Example 4-57).   

Musical Example 4-57.  Ascending phrases from Trognée, Etude #3, 25 Etudes techniques.  (Bulle: 
Éditions Bim, 1985) mm. 65-72. 
 

 
  
 The entire etude is written in the key of Eb major and 3/4 and with the exception 

of 16 measures beginning at bar 33, the Allegretto tempo and louder dynamics are 

maintained throughout.  Measures 33 through 48 are marked as both meno mosso and 

piano to coincide with a subtle and temporary shift away from the predominantly used 

sixteenth note patterns used in the rest of the etude (see Musical Example 4-58).   

Musical Example 4-58.  Meno mosso section from Trognée, Etude #3, 25 Etudes techniques.  (Bulle: 
Éditions Bim, 1985) mm. 33-40. 
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 As Musical Example 4-58 also illustrates, despite the slightly slower tempo and 

rhythms of this section, an ascending musical line is still a feature of this music.  Slurring 

is minimally used throughout the etude, with the majority of it contained within the music 

of the previously discussed Musical Example 4-57.   

 

Etude #4 

 

 Etude #4 is written in three parts with two tempos; Andante from the beginning, 

Allegro moderato at measure 41, and a brief return to Andante at measure 57 until the end 

of the etude at measure 61.  Following a fermata at the end of measure 48, the staccato 

articulations and repetitions of single notes are similar to that of Musical Example 4-56 

from Etude #2 (see Musical Example 4-59).   

Musical Example 4-59.  Single tonguing development from Trognée, Etude #4, 25 Etudes techniques.  
(Bulle: Éditions Bim, 1985) mm. 48-53. 
 

 
 
 Like Etude #2, this pattern lends itself to developing a consistent and clear single 

tonguing technique.  Embellishments are added to the musical texture for the first time in 

this set with the use of grace notes in the middle of musical figures such as measure 49 of 

Musical Example 5-59.  The use of sextuplets and 32nd notes also contribute to the 
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virtuosic leanings of the study.  The indicated key of the etude is C major with the initial 

Andante section emphasizing the dominant area through the use of accidentals and not a 

change of key.  The arrival in the tonic of C major does not occur until the end of the 

etudes third eight bar phrase; measure 24.  Uniform phrasing of eight measures is 

consistent until the five measures of the final Andante section.  Dynamics span from 

piano to fortissimo and are supplemented by crescendos that follow common musical 

conventions of increased volume when the phrase ascends, and the opposite when 

descending. 

 

Etude #5 

 

 Etude #5 begins with a three sixteenth note pickup to the first measure; the first 

occurrence of this element in the etudes that have been examined in this set so far (see 

Musical Example 4-60).   

Musical Example 4-60.  Use of pickup notes from Trognée, Etude #5, 25 Etudes techniques.  (Bulle: 
Éditions Bim, 1985) mm. 1-7. 
 
 

 
 

 The etude is written with an Allegro tempo and entirely in the key of Ab major.  

Between measures 21 and 32, Trognée has written contrasting material marked meno 

mosso that does not use the sixteenth note pickup feature that begins the etude and is a 
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frequent figure in the etude.  Like many of Trognée’s etudes, this 56 measure study 

contains a melodic contour that takes advantage of a wide range between gb and ab2.  This 

angularity is accomplished with a variety of notational values and employs both 

arpeggios and large intervallic skips (see Musical Example 4-61). 

Musical Example 4-61.  Melodic contour and angularity from Trognée, Etude #5, 25 Etudes techniques.  
(Bulle: Éditions Bim, 1985) mm. 33-37. 
 

 
  
 Trognée uses one grace note in the etude, placed in the middle of an eighth note 

figuration in measure 13.  Embellishments are otherwise absent in the rest of the etude.  

Soloistic qualities are focused on subtle tempo fluctuations, use of heavy accents and 

significant dynamic contrasts.  Etude #5 includes the first example in the etudes 

examined that includes quickly altered and tiered dynamics (see Musical Example 4-62). 

Musical Example 4-62.  Tiered dynamics from Trognée, Etude #5, 25 Etudes techniques.  (Bulle: Éditions 
Bim, 1985) mm. 33-37. 
 

 
 
 Minimal use of slurring is included beyond those contained within Musical 

Example 4-62. 
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Etude #6 

 

 Etude #6 begins with an indication of Saltarello (Allegro) and in a 6/8 time 

signature.  This 56 measure opening dance section is written in the key of D major and 

predominantly uses eighth notes with a variety of slurred and tongued articulations (see 

Musical Example 4-63). 

Musical Example 4-63.  Saltarello section from Trognée, Etude #6, 25 Etudes techniques.  (Bulle: Éditions 
Bim, 1985) mm. 9-16. 
 

 
 
 Following the Salterello section at measure 57 the etude changes time and key 

signatures to 3/4 and G major.  Tempo di valse accompanies this shift, as does the 

lengthening of notational values to reflect this change to a slower dance feel (see Musical 

Example 4-64). 

Musical Example 4-64.  Tempo di valse section from Trognée, Etude #6, 25 Etudes techniques.  (Bulle: 
Éditions Bim, 1985) mm. 57-73. 
 

 
 
 The final section, beginning at measure 89, returns to the opening time, key and 

tempo indications.  Rhythmically, the final section also resumes primary use of eighth 

note rhythms.  Trognée concludes the 118 measure study with a fanfare-inspired ascent 

from the lowest sounding pitch of concert middle c1 to c3 (see Musical Example 4-65).   
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Musical Example 4-65.  Closing music from Trognée, Etude #6, 25 Etudes techniques.  (Bulle: Éditions 
Bim, 1985) mm. 112-118. 
 

 
  
 Articulations in this etude are largely segregated between sections, with the 

Salterello (Allegro) music written primarily as tongued material, and the middle Tempo 

di valse area as slurred.  Regardless of tempo indication, the phrasing of the etude is 

consistently eight measures long with an additionally two measures added at the closing 

for an extended cadence.   

 

Etude #7 

 

 Etude #7 focuses on sixteenth note triplets either in succession or as part of a 

more complex rhythm combined with regular sixteenth notes (see Musical Example 4-

66). 

Musical Example 4-66.  Sixteenth note triplets from Trognée, Etude #7, 25 Etudes techniques.  (Bulle: 
Éditions Bim, 1985) mm. 39-47. 
 

 
 
 The entire 64 measure etude is written in Bb major, 2/4, and with only one slight 

temporary fluctuation of the Allegro moderato tempo.  An alternate variation to the etude 
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is offered at the bottom of the page that indicates the slurred triplets to be triple tongued 

(see Musical Example 4-67).   

Musical Example 4-67.  Triple tonguing variation from Trognée, Etude #7, 25 Etudes techniques.  (Bulle: 
Éditions Bim, 1985) Variante. 
 

 
 
 The difficulty in performing the vast majority of this etude, particularly with the 

variation, is not compounded by the range extending into the extremes of the lower or 

upper registers.  The vast majority of the etude is written between bb and f2 except for 

measures 5 and 6 which venture as high as concert bb2 (see Musical Example 4-68). 

Musical Example 4-68.  Upper register writing from Trognée, Etude #7, 25 Etudes techniques.  (Bulle: 
Éditions Bim, 1985) mm. 5-6. 

 
  
 Indications for accents and articulations are not employed until after the halfway 

point of the etude in measure 41.     

 

Etude #8 

 

 The largest musical element of Etude #8 is the performance of running sixteenth 

notes in 6/8 time.  This primary feature is applied to the melody in a variety of ways, both 

stepwise and intervallically with leaps as much as seventh apart (see Musical Example 4-

69). 
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Musical Example 4-69.  Sixteenth note usage from Trognée, Etude #8, 25 Etudes techniques.  (Bulle: 
Éditions Bim, 1985) mm. 9-16. 
 

 
 
 A middle section of music with notationally larger units from measure 17 to 32 is 

indicated to be played at a slower tempo and in the dominant area of the etudes main key 

of C major, although the key signature itself does not change.  The phrasing is similarly 

longer in this middle section; eight measures compared to the four measure length of the 

rest of the etude.  There are a limited amount of dynamic contrasts, but what is included 

alternates consistently between loud and soft.  The range of this 57 measure etude is 

between g and bb2. 

 

Etude #9 

 

 Like the previous etude, the focus of Etude #9 is primarily towards the 

performance of repetitive note values, in this case, recurrent eighth notes in 9/8 time.  

Slurring is limited to the few instances in the work that do not conform to these figures 

(see Musical Example 4-70). 
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Musical Example 4-70.  Use of slurs from Trognée, Etude #9, 25 Etudes techniques.  (Bulle: Éditions Bim, 
1985) mm. 17-20. 
 

 
  
 Unlike the previous etude, etude #9 contains a 16 measure key change from G 

major to G minor that accompanies a slightly slower shift in tempo and greater use of 

dotted eighth notes.  Following this divergence to G minor the etude returns to the 

original tempo and key of G major for the duration of the 72 measure study.  Of even 

greater contrast to the previous etude is the limited range between a and g2 in which etude 

#9 is written, and the absence of wide intervallic gaps.  Dynamically the etude varies 

between pianissimo and fortissimo, but not in any consistent manner. 

 

Etude #10 

 

 Etude #10 is written in two key areas; C minor from the beginning through 

measure 31, and C major from measure 32 to the conclusion of the etude at measure 79.  

Dotted rhythms are the primary feature of Etude #10; most frequently appearing as dotted 

sixteenth and 32nd note figures (see Musical Example 4-71).   

Musical Example 4-71.  Dotted rhythms from Trognée, Etude #10, 25 Etudes techniques.  (Bulle: Éditions 
Bim, 1985) mm. 11-15. 
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 After the key change, ornamentation and large intervals appear using this 

rhythmic characteristic, further increasing the level of difficulty in the etude (see Musical 

Example 4-72). 

Musical Example 4-72.  Variation of dotted rhythms from Trognée, Etude #10, 25 Etudes techniques.  
(Bulle: Éditions Bim, 1985) mm. 11-15. 
 

 
  
 The use of ties, both within and between the measures, also adds variety to the 

ways in which the dotted rhythm is used (see Musical Example 4-73). 

Musical Example 4-73.  Tied dotted rhythms from Trognée, Etude #10, 25 Etudes techniques.  (Bulle: 
Éditions Bim, 1985) mm. 64-71. 
 

 
 
 Few rhythms outside of the dotted figures illustrated in the previous musical 

examples are included by Trognée in the 79 measures of this etude.  The vast majority of 

the etude is tongued with the exception of a single downward octave slur in measure 8. 

   

Etude #11 

 

 Etude #11 is written entirely in the key of C major, 12/8, Allegro moderato and 

between the range of g and bb2.  Similar to other etudes written by Trognée in time 
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signatures based on the eighth note, Etude #11 overwhelmingly relies on repetition of 

running eighth notes in its construction (see Musical Example 4-74). 

Musical Example 4-74.  Eighth note usage from Trognée, Etude #11, 25 Etudes techniques.  (Bulle: 
Éditions Bim, 1985) mm. 5-8. 
 

 
  
 The only pause to this pattern is a section marked espressivo from measure 25 to 

41.  This section utilizes dotted quarter, quarter-eighth and ties to the three eighth note 

pattern that dominates the rhythmic language of the rest of the etude.  Patterns of two and 

three note slurring are also used throughout the 56 measure study.  Intervallic challenges 

are applied to the primary eighth note characteristic by way of downward leaps of nearly 

two octaves (see Musical Example 4-75).   

Musical Example 4-75.  Intervallic challenges from Trognée, Etude #11, 25 Etudes techniques.  (Bulle: 
Éditions Bim, 1985) mm. 41-43. 
 

 
 
 Dynamics are conventionally used to help facilitate these often difficult 

maneuvers and reinforce other musical elements such as ascending and descending 

melodic lines.  
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Etude #12 

 

 Similar to Etude #4, #12 includes a variety of rhythms and musical elements that 

have previously been used in this method.  Written in F major, 2/4, septuplets, 32nd notes 

and an occasional grace note are added to more standard rhythmic units (see Musical 

Example 4-76). 

Musical Example 4-76.  Rhythmic variety from Trognée, Etude #12, 25 Etudes techniques.  (Bulle: 
Éditions Bim, 1985) mm. 57-68. 
 

 
 
 There is not a definitive progression or pattern to the rhythms used in this 75 

measure etude, though the study generally builds rhythmic intensity as it proceeds.  

Although the etude is marked only as Andantino, indications for slowing and accelerating 

are added throughout the work, along with other musical instructions such as ben canto 

and espressivo.  While not as obviously soloistic as other etudes, these elements do 

contribute to a free, lyrical style.  Other characteristics typical to Trognée’s etudes such 

as intervallic flexibility and use of a wide tonal range are used more conservatively in this 

etude than others.  Etude #12 is written in a range between g and ab2.    
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Etude #13 

 

 Etude #13 is constructed in the style of a waltz.  Written with a 3/4 time signature, 

Tempo di valse lento is the indication at the outset of the etude, but the tempo alternates 

between vivo and lento in the course of the 111 measures of the study (see Figure 4-4). 

Figure 4-4.  Tempo, phrase and key structure from Trognée, Etude #13, 25 Etudes techniques.  (Bulle: 
Éditions Bim, 1985). 
 

 
 
 There are not any rhythmic or melodic repetitions between these sections and as 

Figure 4-3 illustrates, the return to the Lento tempo at measure 65 also coincides with an 

abrupt switch from G major to F major.  This unprepared change of key is not uncommon 

in Trognée’s etudes, though this is the first occurrence of such a shift in 25 Etudes 

techniques.  The return to Lento is further distinguished from the surrounding music by 

longer rhythmic units than the other sections of this etude (see Musical Example 4-77). 

Musical Example 4-77.  Lento section from Trognée, Etude #13, 25 Etudes techniques.  (Bulle: Éditions 
Bim, 1985) mm. 65-81. 
 

   
 
 The inherent lyricism that is a part of Musical Example 4-77 is also a feature in 

other areas of this etude.  Slurring is used generously in the Vivo sections of music, often 

to emphasize a repetitive melodic pattern (see Musical Example 4-78).   
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Musical Example 4-78.  Slurring pattern from Trognée, Etude #13, 25 Etudes techniques.  (Bulle: Éditions 
Bim, 1985) mm. 81-87. 
 

 
 
 However, the writing of the etude between a range of a and ab2, as well as the 

intervallic challenges that are a part of most of Trognée’s studies, are subordinate in this 

etude to the stylistic and lyrical elements described above. 

 

Etude #14 
 

 Etude #14 is defined by rhythmic and intervallic characteristics that are indicative 

of the Tempo di marcia (as fanfare) designation at the beginning of the study.  Along 

with sixteenth notes, triplet-based figures are the dominant rhythmic pattern of the etude 

(see Musical Example 4-79). 

Musical Example 4-79.  Triplet rhythms from Trognée, Etude #14, 25 Etudes techniques.  (Bulle: Éditions 
Bim, 1985) mm. 18-25. 
 

  
 
 To better reflect the style of the etude, the writing of the melodic material is more 

reliant on arpeggios and triadic intervals than diatonicism.  Other elements of this etude 

follow conventional musical paths extensively used by Trognée.  The phrasing of these 

declamatory patterns are uniformly arranged in 8 bar phrases; 7 in all.  A single key area 

of A major is used in the study, and dynamics are set opposed to one another in 
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alternating phrases of loud and soft.  The tonal range of the etude between low concert g 

and g2 is also conservative in comparison to other etudes by Trognée.  Few slurred 

patterns are used in this etude, further conforming to the fanfare style of the work. 

 

Etude #15 

 

 Interestingly, despite the labeling of this set of etudes as 25 Etudes techniques, 

multiple tonguing technique is absent from the studies examined so far.  Although Etude 

#7 does include a variant to the music where slurs are eliminated and triple tonguing is 

employed, etude #15 is the first study to include multiple tonguing as the primary 

objective without a single tongue alternative.   Written as an Allegro moderato in 3/4, the 

etude contains sixteenth notes initially arranged in duple patterns and with the double 

tonguing syllables “ta ka” included below the notes of the first measure (see Musical 

Example 4-80).  

Musical Example 4-80.  First multiple tonguing example from Trognée, Etude #15, 25 Etudes techniques.  
(Bulle: Éditions Bim, 1985) mm. 1-2. 
 

 
 
 This unconventional barring of sixteenth notes is eliminated after the second 8 bar 

phrase and replaced with the standard beaming of four sixteenth notes together.  Double 

tonguing, as it appears in Musical Example 4-80, where both syllables sound on 

repetitions of the same note is the first way in which multiple tonguing is presented in 
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this study.  The second involves alternation between syllables while maneuvering through 

different pitches, a decidedly more difficult process (see Musical Example 4-81). 

Musical Example 4-81.  Second multiple tonguing example from Trognée, Etude #15, 25 Etudes 
techniques.  (Bulle: Éditions Bim, 1985) mm. 33-40. 
 

 
 
 These two techniques are also combined in the same phrase, requiring a shift 

between each individual skill (see Musical Example 4-82). 

Musical Example 4-82.  Combined multiple tonguing skills from Trognée, Etude #15, 25 Etudes 
techniques.  (Bulle: Éditions Bim, 1985) mm. 25-28. 
 

 
 
 This 84 measure etude is divided into two key areas with a Da Capo return to the 

initial key of D major from the second key of G major.  The abrupt transition to and from 

these two keys are not prepared by Trognée, a common procedure in his etudes.  Phrases 

are consistently eight measures in length with four measures of added material before the 

Da Capo that does not fill a transitional role, but further solidifies the established key of 

G major.  A modest amount of dynamic contrasts are included in this study, with 

“hairpin” dynamics added to ascending and descending lines such as measures 39 and 40 

of Musical Example 4-81.  Written range of the etude is between concert a and g2. 
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Etude #16 

 

 Similar to etude #10, etude #16 utilizes an assortment of dotted figures as the 

primary musical element in its construction.  Unique to this study is the Tempo di 

polonaise that Trognée indicates at the beginning of the etude.  As would be expected 

with this sort of dance-inspired work, the etude is written in 3/4 and with an established 

repetition of dotted sixteenth-32nd notes in the first 36 measures of the etude (see 

Musical Example 4-83).  

Musical Example 4-83.  Primary dotted rhythm from Trognée, Etude #16, 25 Etudes techniques.  (Bulle: 
Éditions Bim, 1985) mm. 1-4. 
 

 
 
 The melodic contour is at times sequential and closely intervallic, like measures 3 

and 4 of Musical Example 4-83, or more angular and reliant upon arpeggiations (see 

Musical Example 4-84). 

Musical Example 4-84.  Rhythmic angularity from Trognée, Etude #16, 25 Etudes techniques.  (Bulle: 
Éditions Bim, 1985) mm. 21-25. 
 

 
 
 An infrequent element of this etude that is not a feature of the traditional 

Polonaise is the use of note values and ties that place the rhythmic figure on the upbeat.  

For example, Trognée notates a dotted quarter note followed by the etude’s characteristic 
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dotted sixteenth-32nd note rhythm in measure five, which results in the figure sounding on 

the weak part of the second beat (see Musical Example 4-85). 

Musical Example 4-85.  Uncharacteristic upbeat use of Polonaise rhythm (highlighted) from Trognée, 
Etude #16, 25 Etudes techniques.  (Bulle: Éditions Bim, 1985) mm. 10-12. 
 

  
  
 After the initial 36 measures in the key of F major, the etude changes key to Bb 

major and remains in that key until the end of the study; measure 63.  In concert with this 

abrupt shift is a temporary eight measure phrase of sustained and contrasting music to the 

dotted rhythms that dominate the rest of the etude (see Musical Example 4-86). 

Musical Example 4-86.  Contrasting music from Trognée, Etude #16, 25 Etudes techniques.  (Bulle: 
Éditions Bim, 1985) mm. 37-44. 
 

 
  
 Though the etude is written between a two octave range of g and ab2, it is not an 

especially important factor in the construction of this work. 

 

Etude #17 

  
 This 62 measure etude is marked as an Andante in 6/8, and begins in the key of C 

major.  In the etudes that have been examined thus far where the time signature is based 

on the eighth note, consecutive eighth and sixteenth note patterns are typically the main 

pedagogical aim of the study.  In Etude #17, the study highlights the use of 32nd notes 
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that commence following the initial three eight bar phrases of more traditional 6/8 

rhythms (see Musical Example 4-87).   

Musical Example 4-87.  Third phrase from Trognée, Etude #17, 25 Etudes techniques.  (Bulle: Éditions 
Bim, 1985) mm. 17-24. 
 

 
 
 Because the 32nd notes are primarily constructed chromatically and diatonically, 

there are more of an abundance of accidentals in this etude than is typical in this set.  The 

intervallic emphasis of many of Trognée’s etudes is also minimized in this etude to 

conform to the stepwise motion of the melodic line (see Musical Example 4-88). 

Musical Example 4-88.  Melodic contour from Trognée, Etude #17, 25 Etudes techniques.  (Bulle: Éditions 
Bim, 1985) mm. 25-29. 

 
 
 The speed and slurring of many of these figures, however, does demand that the 

performer have a degree of developed lip flexibility in order to be successful.  As is 

customary in Trognée’s etudes the key change to F major at measure 41 is accomplished 

without the means of preparation or relation to the previous section.  Unlike other 

examples examined, however, the shift to F major is not initially accompanied by a 

significant change to the rhythmic or melodic texture.  Albeit in a new key, the 

previously highlighted 32nd note rhythms resume in the first phrase after the key change, 
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and are followed by sixteenth note triplets in the etude’s closing music (see Musical 

Example 4-89). 

Musical Example 4-89.  32nd note triplets from Trognée, Etude #17, 25 Etudes techniques.  (Bulle: 
Éditions Bim, 1985) mm. 57-62. 
 

 
 
 Dynamics are extremely limited in this etude with a piano marking at the 

beginning and key change to balance a single mezzo forte indication in measure 9.  

Although the written range is between Bb and Ab2, the extreme high and low registers are 

under-utilized in this etude.  

 

Etude #18 

 

 Etude #18 is written in the two key areas of Bb and Eb major.  For over half of the 

etude, these two sections maintain the musical motive of four sixteenth notes followed by 

an eighth that is introduced in the very first measure (see Musical Example 4-90). 

Musical Example 4-90.  Primary motive (highlighted) from Trognée, Etude #18, 25 Etudes techniques.  
(Bulle: Éditions Bim, 1985) mm. 12-19. 
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 Early on in the etude this figure rises and falls sequentially, however, this 

procedure is not consistently adhered to.  As is evident in measures 13 and 14 of Musical 

Example 4-90, contrasting dynamics are used to add more interest.  After progressing 

past measure 31, the sixteenth note pattern that is a part of the initial motive is presented 

without the eighth or quarter note that was previously employed in Musical Example 4-

90.  Instead, Trognée has written this rhythm with a variety of articulations and extends 

the writing of the etude higher into the upper register (see Musical Example 4-91). 

Musical Example 4-91.  Use of sixteenth notes and range from Trognée, Etude #18, 25 Etudes techniques.  
(Bulle: Éditions Bim, 1985) mm. 41-45. 
 

 
 
 The written range of the etude includes the two octaves between low concert ab 

and ab2.  The Allegro non troppo that is indicated at the start of the etude is altered only 

once by a ritardando and a tempo that occurs between the first and second phrases in 

measures 8 and 9.   

 

Etude #19 

 

 Eighth note-based time signatures are frequently used in this set of etudes, but 

Etude #19 is the first and only to use 3/8.  In the course of this 167 measure etude, 
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Trognée highlights rhythms closely associated with this time signature with phrases that 

feature repetitions of successively more complex figures (see Musical Example 4-92). 

Musical Example 4-92.  Progressive rhythmic writing from Trognée, Etude #19, 25 Etudes techniques.  
(Bulle: Éditions Bim, 1985). 
 

 
 
 Both tongued and slurred articulations are used, but not with the sort variety and 

unpredictability that is a feature of other Trognée etudes.  Three key areas that are 

unassociated with the rhythmic elements previously discussed are utilized; C major from 

the beginning through measure 72, G minor from measure 73 through measure 136, and 

C major from 137 to the end.  An interesting tempo indication of Intermezzo presto is 

indicated at the beginning of the study and at measure 137, while the G minor section 

coincides with a meno mosso marking.  A wide range between low concert a and bb2 is 

exploited at times but without a high number of wide intervallic obstacles.  Instead, the 

melodic line often employs sequential figures that gradually negotiate much of the 

etude’s range (see Musical Example 4-93). 
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Musical Example 4-93.  Use of range and rhythm from Trognée, Etude #19, 25 Etudes techniques.  (Bulle: 
Éditions Bim, 1985) mm. 158-167. 
 

 
 

 Besides the staccato markings that accompany the opening eighth note rhythms, 

articulations are otherwise nonexistent. 

 

Etude #20 

 

 Etude #20 has the unique distinction among Trognée’s etudes of being included 

by Mikhail Tabakov in the fourth volume of his Progressive Trumpet Method as Etude 

#127.  The tempo indication is Allegretto in the Tabakov method and Andantino in the 

Selianin edition.  A few other minor discrepancies between the two include a measure 

long “hairpin” crescendo/decrescendo in measure 14 of the Tabakov version that is only 

written with a crescendo beginning on beat two of the Selianin edited version.  Tabakov 

includes a two and one half beat crescendo that begins on the second half of beat two in 

measure 15, while that is not included in the newer version.  The two beat decrescendo of 

measure 16 that begins on beat three in the Selianin edition commences a half beat later 

in the Tabakov method.  Likewise, the decrescendo that appears in both versions in 

measure 36, begins on beat two and lasts three beats in the Selianin version, while in the 

Tabakov method that same figure is shortened to two beats and begins on beat three.  

Other dynamics are largely the same, though the mezzo forte indicated in measure 9 of 
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the Tabakov method is absent in the newer edition.  The Tabakov method also indicates 

piano at the beginning of the final two measure crescendo of the etude in measure 45, 

while Selianin’s version is marked as forte at the start of the same crescendo.  In actual 

practice, the latter amounts to a forte-piano effect.  Finally, the accents indicated 

periodically in the Selianin edition are completely absent in the Tabakov method, with 

the exception of a lone accent on beat four of measure 28.   

 Identical in both versions is the primary importance of triplet sixteenth note 

rhythms.  Although they are not indicated to be played as triple tongued figures, they lend 

themselves easily to that performance practice (see Musical Example 4-94) 

Musical Example 4-94.  Triplet usage from Trognée, Etude #20, 25 Etudes techniques.  (Bulle: Éditions 
Bim, 1985) mm. 35-37. 
 

 
 
 In addition to the triplet sixteenth note rhythmic figures that appear in the 

previous example, Trognée utilizes a single eighth note both before and after a single 

sixteenth note triplet adds further variety to the etude.  The use of ties, both in the 

execution of the primary rhythm and with other note values, is widely used in the study.  

The etude is written in two key areas; G major from the beginning until measure 32, and 

Bb major from measure 33 until the end of the etude in measure 46.  Phrases of four bars 

each are consistently maintained throughout the etude with an additional two measures 

added to the final phrase of the study.  The use of range in the etude is unremarkable and 

written between low concert ab and f2. 
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Etude #21 

 

 Etude #21 is the second in this method to use a 12/8 time signature.  As is 

Trognée’s pattern, rhythmic repetition is of primary focus with such time signatures 

based on the eighth note.  Much like Etude #11, there is not a deviation from the 

recurrent eighth notes that dominate the study into notationally longer or shorter material 

(see Musical Example 4-95).  

Musical Example 4-95.  Repetitive eighth note usage from Trognée, Etude #21, 25 Etudes techniques.  
(Bulle: Éditions Bim, 1985) mm. 9-12. 
 

 
 
 Musical Example 4-95 also illustrates some of the multiple ways in which eighth 

notes are articulated and slurred in this etude.  Although there is not a contrasting section 

of rhythmical material, the etude is written in two key areas; first in F minor through 

measure 28, and F major from measure 29 until the end of the etude in measure 48.  This 

shift from a minor key to the parallel major is only the second such example in this set of 

studies; the other being Etude #9.  The etude is written in a wide range of pitches between 

low concert g and ab2.  Despite the large spread in the etude’s range, intervallic and lip 

flexibility is not a particularly prominent feature.  Dynamics are a similarly unimportant 

element of the study.  
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Etude #22 

 

 The two octave range between low concert ab and ab2 is utilized in the 105 

measure Etude #22 in a manner that requires a performer to be adept at moving quickly 

between large intervals (see Musical Example 4-96). 

Musical Example 4-96.  Large intervallic writing (highlighted) from Trognée, Etude #22, 25 Etudes 
techniques.  (Bulle: Éditions Bim, 1985) mm. 74-81. 
 

 
  
 The mixtures of rhythmic material that Trognée uses are without a definable 

progression or pattern and are subordinate to the intervallic and range challenges of the 

etude.  The articulations that are applied are likewise without a discernible pattern.  

Often, upper-leading slurs and the ascension of the melodic line into a higher register are 

facilitated by increased dynamics.  Conversely, softer or gradually diminishing dynamics 

are rarely used.  The etude is written entirely in the key of Eb major, and following the 

ambiguously written phrasing of the opening 32 measures, maintains predictable phrasing 

of eight measures.  The exception to this is an extended final nine measure phrase that 

delays the cadence of the etude by one measure.   

 

Etude #23 

 

 As is typical with Trognée etudes that are written in 3/8, 6/8, 9/8 or 12/8; Etude 

#23 includes standard rhythmic features indicative of the 6/8 time signature.  Typically, 
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one phrase will contain an initial figure that gives way to another before starting again in 

the next phrase (see Musical Example 4-97). 

Musical Example 4-97.  Rhythmic texture (Eight bar phrase highlighted) from Trognée, Etude #23, 25 
Etudes techniques.  (Bulle: Éditions Bim, 1985) mm. 17-28. 

 
 
 Rather than the segregating of individual rhythms or use of one figure repetitively 

for the entire study, this etude contains examples of these figures being used within the 

same phrase (see Musical Example 4-98).   

Musical Example 4-98.  Rhythmic variety from Trognée, Etude #23, 25 Etudes techniques.  (Bulle: 
Éditions Bim, 1985) mm. 66-73. 
 

 
  
 The otherwise standard eight bar phrasing of Etude #23 is interrupted by a nine 

bar phrase between measures 57 and 65.  This irregularity is accentuated by a ritardando 

and fermata between measures 65 and 66.  A single grace note is added periodically, but 

only in measures that contain three eighth notes on beat two, and only five times in the 

entire 81 measure etude, which is written entirely in the key of F major.  This study does 

not utilize the lower register as much as other etudes and is written in a range of the work 
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between concert bb and ab2.  A long crescendo that spans the last three measures is the 

most significant use of dynamics in the study. 

 

Etude #24 

 

 Because of the predominant use of 32nd notes in Etude #24, the study is marked 

with a Larghetto tempo marking and remains entirely in 2/4.  The 48 measure etude is 

written in two key areas; C major from the beginning until measure 16, and F major from 

measure 17 until the end.  Much like one of the variations from cornetist Jules Levy’s 

Grand Russian Fantasia, an otherwise simple melody is embellished and embedded in 

the constant 32nd notes of the numerically short four bar phrases of the etude.  This 

melody emerges from the texture through the use of accents and the deemphasizing of the 

other pitches, which are slurred and repetitively stress the dominant of the etude’s initial 

C major key signature (see Musical Example 4-99). 

Musical Example 4-99.  Melodic embellishment (simple melody highlighted) from Trognée, Etude #24, 25 
Etudes techniques.  (Bulle: Éditions Bim, 1985) mm. 1-4. 
 
 

 
 
 This rhythmic and melodic procedure is used in all but the first 16 measures of the 

F major section.  At that point, the etude not only instantaneously modulates to the 
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subdominant area of the previous key, but shifts the rhythmic emphasis to dotted eighth-

sixteenth notes (see Musical Example 4-100). 

Musical Example 4-100.  Contrasting rhythmic material from Trognée, Etude #24, 25 Etudes techniques.  
(Bulle: Éditions Bim, 1985) mm. 17-32. 
 

 
 
 Range is extremely limited in comparison to other Trognée etudes between 

concert a and f2.  Dynamically there are few contrasts in the 32nd note sections, although a 

piano indication followed by a crescendo to fortissimo is used in the last four bar phrase 

that concludes the work.  As illustrated in Musical Example 4-100, the dotted eighth-

sixteenth note section beginning at measure 17 is marked piano, further distancing itself 

from the primary musical material of the etude. 

 

Etude #25 

  

 The final etude in this set is written in 4/4 and entirely in the key of B major; a 

first for this method and only the second etude examined thus far to use that key.  Other 

musical attributes of this etude are unremarkable in distinguishing the study from others 

already discussed.  The consistent four bar phrasing is maintained for the duration of the 

60 measures of the study, and range stretches between low concert g# and g2 without the 

wide intervallic features that are a part of other Trognée etudes (see Musical Example 4-

101).   
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Musical Example 4-101.  Range characteristics from Trognée, Etude #25, 25 Etudes techniques.  (Bulle: 
Éditions Bim, 1985) mm. 57-60. 
 

 
 
 As a whole, the etude makes use of a variety of rhythms without a discernable 

pattern or progression.  However, while there is not a commonality of material that 

develops or threads its way through the etude, Trognée does write in a 

antecedent/consequent style that often results in rhythmically similar or repetitive pairs of 

phrases (see Musical Example 4-102).  

Musical Example 4-102.  Antecedent/consequent phrasing (highlighted) from Trognée, Etude #25, 25 
Etudes techniques.  (Bulle: Éditions Bim, 1985) mm. 17-24. 
 

 
 
 Included in the etude are several “hairpin” dynamics and the use of graduated 

volume and dynamic contrasts between piano and forte.  Articulations are varied on a 

limited basis, without deviating from predictable slurring patterns and repetitions such as 

the slur two, tongue two note patterns that are used for much of Musical Example 4-102.  

Accents are likewise minimally used to stress the lone instance where a heightened 

intervallic flexibility is required (see Musical Example 4-103). 
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Musical Example 4-103.  Use of accents (highlighted) from Trognée, Etude #25, 25 Etudes techniques.  
(Bulle: Éditions Bim, 1985) mm. 52-56. 
 

 
 
 Triplet and dotted eighth-sixteenth notes are used only in one section between 

measure 33 and 40. 

 

15 Grandes Etudes 

 

 As may be inferred by the title of this method, 15 Grandes Etudes contains 

studies that are of a longer length than those previously examined.  Most frequently this 

additional length is the result of Trognée’s writing of etudes that cover multiple key and 

time signatures and utilize, like the previous sets, a variety of rhythmic units and features.  

Also, notationally more complex rhythms may result in a physically larger measure, 

when in actuality the etudes length may be consistent with the previously examined 

books.  Nevertheless, the additional endurance required to perform each of these two 

page etudes is not only attributable to the added length, but to a further elevation of the 

technical demands in performing studies that require maneuvering through the entire 

range of the instrument, often with wide intervallic skips as part of the melodic texture.   

 Trognée also combines in new ways skills previously introduced, such as double 

and triple tonguing within the same etude.  Range is further extended in a couple of 

studies in this set, reaching as high as c3.  Similar to the previous two books, Trognée 

does not order the etudes of Grandes Etudes with any technical, key or time signature 
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pattern that progressively builds on developed skills.  Also, while key signatures with the 

book favor flats slightly more than sharps, little attempt seems to have been made to 

comprehensively cover all keys and minor tonalities are used relatively little in this set.  

Etude #11 is the only study to adopt a minor key signature as the primary tonal area.  A 

key change within individual etudes is common within this set; only #6, #13 and #14 

appear entirely in a single key.  Similarly, time signature shifts within individual etudes 

occur in 1/3 of the studies.  Stylistically, the studies in Grandes Etudes may include 

soloistic characteristics by using virtuosic ornamentation, large skips and adoption of 

sectional forms borrowed from standard solo forms such as in the theme and variations-

style Etude #13.    

 

Etude #1 

  

 The first etude in this set is divided into three key areas, C major, Ab major and C 

major.  The entire etude is written in slightly different variations of Allegro, altered 

periodically by rubato indications, and always in 4/4.  The etude as a whole does not 

stress a particular set of skills or progression of rhythmic characteristics, but instead 

initially evokes the spirit of a solo work.  The opening phrases of the study, marked 

Allegro energico, contain large scalar and arpeggiated runs into the upper register and 

include trilling (see Musical Example 4-104). 
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Musical Example 4-104.  Opening music (trills highlighted) from Trognée, Etude #1, 15 Grande Etudes.  
(Bulle: Éditions Bim, 1985) mm. 1-6. 
 

 
 
 After the first two eight bar phrases conclude, the etude commences with material 

more representative of an instructional work by regular inclusion of phrases that contain 

largely homogeneous rhythmic elements.  Sixteenth note patterns are written from 

measure 17 through 24, eighths and triplets from measure 25 through 33, and sixteenth 

notes from that point until the end of the etude, measure 61.  The range of the etude is 

written between low concert f and bb2 and is further emphasized through both the 

spanning of that length by way of progressively ascending and descending scalar, 

arpeggiated and sequential patterns, as well as large leaps in the melody of up to an 

octave and a half providing the most difficult performance challenge (see Musical 

Example 4-105).  
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Musical Example 4-105.  Ascending/descending emphasis of range (wide skips highlighted) from Trognée, 
Etude #1, 15 Grande Etudes.  (Bulle: Éditions Bim, 1985) mm. 45-52. 
 

 
 
 As is displayed in Musical Example 4-105, slurring is used in similar fashion 

throughout this etude, and limited amounts of trilling in the style of the opening phrases 

of the study are also featured.  The conclusion of the etude includes a two octave 

alternation of concert Bb1 and Bb2.    

 

Etude # 2 

 

 Etude #2 contains three key areas and two time signatures.  F major is used to 

begin and end the etude, and Bb and Eb major are used in the middle.  Similarly, 4/4 

begins and ends the etude, with the Eb major key area in 6/8.  The 6/8 section also 

corresponds to an Andantino tempo marking that is in contrast to the Allegro utilized in 

the rest of the study.  There is also a loose segregation of rhythmic patterns and 

articulations to each key area.  The opening 12 measures are written almost entirely in 
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sixteenth notes and with an overwhelmingly dominant pattern of two slurred notes within 

that section (see Musical Example 4-106). 

Musical Example 4-106.  Opening articulation pattern from Trognée, Etude #2, 15 Grande Etudes.  (Bulle: 
Éditions Bim, 1985) mm. 5-6. 
 

 
 
 As is illustrated in Musical Example 4-105, this rhythmic and articulation pattern 

returns repeatedly to the same lower note resulting in progressively expanding or 

contracting intervals.  Alternations of loud and soft dynamics are also indicated through 

this section.  Beginning in measure 13 the key signature changes to Bb major and, 

initially, to triplet sixteenth-eighth note patterns.  However, this is not indicative of the 

entire Bb major section between measures 13 and 25.  There are instead at least five 

individual rhythmic ideas that are presented, including dotted eighth-sixteenth, triplet, 

two sixteenth-eighth and sixteenth note patterns (see Musical Example 4-107). 

Musical Example 4-107.  Rhythmic variety from Trognée, Etude #2, 15 Grande Etudes.  (Bulle: Éditions 
Bim, 1985) mm. 13-24. 

 

 
 This section of varied rhythms also contains the greatest amount of demands with 

regards to the upper range of the etude, which as a whole, extends from low concert a to 
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high bb2.  The subdominant key relationship between sections continues into the th

area in measure 25.  This 6/8 section is in Eb major, the subdominant pitch of the 

previous key of Bb major.  Conversely, each of the previous two sections cadence on the 

dominant tonality of the key that follows.  Also consistent is the writing of three fou

phrases in each of these first three sections.  The change to Eb major that occurs in 

measure 25 corresponds to an Andantino indication at that point as well.  The rhythms

this section are representative of the time signature that utilizes longer quarter-eighth 

rhythms to begin with, followed by run

ird 

r-bar 

 of 

ning sixteenth note patterns and finally running 

usical Example 4-108.  6/8 rhythmic writing from Trognée, Etude #2, 15 Grande Etudes.  (Bulle: 

eighths (see Musical Example 4-108). 

M
Éditions Bim, 1985) mm. 46-54. 
 

 
 

ed in the last phrase to encircle the tonic of the etude before the 

study ends.  

 The previous subdominant relationship between sections is deviated from 

between the Eb major key of the 6/8 area and the return to both 4/4 and F major at 

measure 57.  The transition to the new key is also abrupt and without the benefit of a 

modulatory device in the preceding measure.  This change is prepared only with the 

concluding phrase of the Eb major section ending with a fermata on Eb.  The final section 

of the etude returns to the Allegro tempo and features sixteenth and sixteenth note triplet 

patterns.  The latter is us
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Etude #3 

 

ays.  

ative 

g 

hich point a modest amount of slurred flexibility is 

usical Example 4-109.  Diatonic melodic contour (major 6th flexibilities highlighted) from Trognée, 

 

 Etude #3 is written with three time and key signature alterations between G and C

major.  The opening 2/4 Allegro in G major does not stress convincingly a particular set 

of rhythmic or musical ideas, though sixteenth and eighth notes are used in various w

Also, a unique aspect of this etude in comparison to other etudes off Trognée is the 

inclusion of two phrases of eight measures each beginning in measure 17 in the rel

key of E minor.  Typically different tonal areas are delineated by a change in key 

signature.  A representative characteristic of Trognée’s etudes is the unprepared enterin

and exiting of this minor key back to G major in measure 33.  The melodic line is not 

especially reliant upon intervallic elements, but instead flows up and down in mostly 

diatonic fashion until measure 33, at w

added (see Musical Example 4-109). 

M
Etude #3, 15 Grande Etudes.  (Bulle: Éditions Bim, 1985) mm. 34-43. 
 

 
  

is 

 Because of the dominant tonal relationship, the etude easily moves from this 

section of music in G major, to the following section in C major at measure 49.  Th

twelve measures of music is in contrast to the rest of the etude by its use of triplet 
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rhythms and increasing inclusion of intervallic flexibility of the first section, though 

without slurring (see Musical Example 4-110). 

Musical Example 4-110.  Triplet writing from Trognée, Etude #3, 15 Grande Etudes.  (Bulle: Éditions Bim, 
1985) mm. 53-58. 
 

 
 

e 

: D. 

cents are added in this 

 

nd wide intervallic movement (see Musical Example 4-111). 

Musical Example 4-111.  Melodic variety from Trognée, Etude #3, 15 Grande Etudes.  (Bulle: Éditions 

 The transition back to the original time and key signatures occurs suddenly at 

measure 61.  The previous measure does not prepare this shift, which is made all th

more jarring by Trognée beginning the final section on the dominant pitch of G major

Indicated at this point is staccatissimo, a further highlighting of the sixteenth note 

repetition of a single pitch that happens frequently in the first eight measure phrase.  

More importantly, the return to D major is initially met with an embellished version of 

the opening melody.  A variety of slurred patterns, as well as ac

section to further vary the melodic texture that fluctuates between diatonic, arpeggiated

a

Bim, 1985) mm. 72-81. 
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 Beginning in measure 77, the original melody returns, this time unembellishe

and exactly as it first appears.  After the first four bars of this repeated material, the etude

diverges once more into first an altered form of the beginning music, and then into new

materi

d 

 

 

al that is written with both tongued and slurred articulations in a manner that 

 

the measure and grouping trios of notes in the ascending line (see Musical Example 4-

12). 

usical

temporarily obscures the meter.  This is accomplished by slurring across larger beats of

1

M  Example 4-112.  Unorthodox articulation patterns from Trognée, Etude #3, 15 Grande Etudes.  
(Bulle: Éditions Bim, 1985) mm. 87-90. 

 
 

y focused on in this etude, but is used to help the stress the 

tervallic and scalar features of the melody.  The written range spans from low concert f 

to a2.  Dynamics are similarly used to he e the material, usually in conjunction 

with an ascending figure.    

e waltz, 

ire 

, 

predominantly with eighth notes as the primary rhythm.  The actual tonality of the 

 Range is not explicitl

in

lp facilitat

 

Etude #4 

 

 Etude #4 features both one of Trognée’s most preferred musical styles, th

and also the highest written pitch included in these etudes; high concert c3.  The ent

123 measure etude is written under the tempo indication of Tempo di valse, and naturally

also in 3/4.  The initial section of music in Bb major is a mix of articulations but 
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opening section opens in the dominant of Bb major, F major, before the etude cadences 

on Bb in measure 31.  Following the fourth eight bar phrase, the piece indicates canto and 

oncert bb2 (see Musical Example  4-113). 

Musical Example 4-113.  Ascending lyricism from Trognée, Etude #4, 15 Grande Etudes.  (Bulle: Éditions

subsequently adopts a lyrical character as the melody extends upward to as high as high 

c

 
Bim, 1985) mm. 32-42. 
 

 
 

 

erformer to execute an increasingly larger set of 

 

usical Example 4-114). 

Musical Example 4-114.  Expanding intervallic material (embedded melodic notes highlighted) from 

 Interestingly, Trognée has written relatively few etudes up to this point that stress 

singing tone qualities in this manner.  Dynamics are also curiously limited despite the 

lyrical nature of the etude.  The section following this canto, implements a difficult set of

intervallic material that requires the p

skips and results in an embedded melody within the recurrent eighth note texture (see

M

Trognée, Etude #4, 15 Grande Etudes.  (Bulle: Éditions Bim, 1985) mm. 48-63. 
 

 
 

ents 

 Similar intervallic challenges are included later in the etude, though none as 

difficult or with the internal melodic features as the section illustrated above.  Starting in 

measure 64 through the change of key at measure 80 and continuing until the return of 

the initial waltz theme at measure 96, the etude is primarily slurred and also implem
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triplet eighth notes briefly.  Like other Trognée etudes, both the entrance in, and out of

major is unprepared.  The ascent to high c3 that concludes the etude is preceded

 Eb 

 by 

ore enduring that has been examined thus far (see Musical Example 4-115). 

Musical Example 4-115.  Upper register use from Trognée, Etude #4, 15 Grande Etudes.  (Bulle: Éditions 

several measures of music that hovers in that register and makes this etude one of the 

m

Bim, 1985) mm. 113-123. 
 

 
 

 

ith 

tion in F major lasts until measure 24 

nd applies in equal amounts arpeggiations and diatonically progressing applications of 

 

Etude #5 

 

 Etude #5 is entirely written in 6/8 and indicated as Allegro moderato.  As is 

typical in Trognée etudes that utilize such time signatures, the overwhelmingly dominant 

feature of this study is persistent repetition of a particular rhythm associated with that

time signature.  In the case of this 60 measure etude, that rhythm is sixteenth notes.  W

the exception of a half dozen measures the entire etude treats this rhythm as only an 

articulated figure, though with a variety of diatonic or intervallic features in the three 

keys in which the etude is written.  The opening sec

a

the primary rhythm (see Musical Example 4-116). 
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Musical Example 4-116.  Sixteenth note patterns from Trognée, Etude #5, 15 Grande Etudes.  (Bulle: 
Éditions Bim, 1985) mm. 9-16, 17-24. 
 

  
 
 The transition to the new key of D major in measure 25 is preceded first by 

tonicization of the relative minor key of F major, D minor.  This is accomplished in part 

through the use of C# accidentals in the measures prior to this new section.  Measures

through 40 are similarly based on three note groupings of the sixteenth note patterns 

illustrated in Musi

 25 

cal Example 4-115, as well as slurred duple note units (see Musical 

Musical Example 4-117.  Duple slurring patterns from Trognée, Etude #5, 15 Grande Etudes.  (Bulle: 

Example 4-117). 

Éditions Bim, 1985) mm. 29-30. 
 

 
  
 The moderately enduring range of the etude between low concert ab and a2 is 

mostly coupled with arpeggiated or scalar runs and not the repetitively sudden shift in 

octaves present in the previous etude.  However, these runs tend to be unidirectional, thus 
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still providing a similar challenge to repeat the ascending or descending passage (see 

Musical Example 4-118). 

Musical Example 4-118.  Unidirectional melodic features from Trognée, Etude #5, 15 Grande Etudes.  
(Bulle: Éditions Bim, 1985) mm. 37-39. 
 

 
 

 

y similarities between this and the other 

 

tudy to a close (see Musical Example 4-119). 

Musical Example 4-119.  Closing arpeggiations from Trognée, Etude #5, 15 Grande Etudes.  (Bulle: 

 The conclusion of the D major material and the start of the final section in Bb 

major is not treated to any sort of modulatory technique as with the previous key change,

but instead simply begins in the new tonality.  A couple of appearances of the duple 

slurring pattern previously discussed are the onl

areas of the etude.  This last section makes use of Bb major arpeggiations to draw the

s

Éditions Bim, 1985) mm. 57-60. 
 

 
  

6.  

rrupted only briefly by a single eighth note and eighth rest at the end of 

 

Etude #6 

  

 Rhythmic variety, and not key or time signature change, is the focus of Etude #

The entire 72 measure study is in Ab major and alternates between Allegro and Andantino 

tempo indications.  The first 32 measures is almost entirely a perpetual motion set of 

sixteen notes, inte
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the phrase.  The first pause in this pattern does not occur until measure 16 (see Musical 

Example 4-120). 

Musical Example 4-120.  Persistent sixteenth note writing from Trognée, Etude #6, 15 Grande Etudes.  
(Bulle: Éditions Bim, 1985) mm. 9-16. 

 
 

n 

 

t patterns for the 

ppears in the same measure as the other (see Musical Example 4-121). 

Musical Example 4-121.  Andantino section from Trognée, Etude #6, 15 Grande Etudes.  (Bulle: Éditions 

 Nearly the entire etude is articulated with only a few occasions, such as measures 

13, 14 and 16 of Musical Example 4-120, where slurring is added.  As is also evident i

the identical measures nine and ten from Musical Example 4-120, Trognée relies heavily 

on patterns, repetition and the rising sequential patterns that lead to the concert bb2 in 

measure 12 of Musical Example 4-120.  The etude is written in a wide range between low

concert gb and the aforementioned bb2, but with only a modest amount of difficult 

intervallic material.  Following the initial Allegro tempo, the study is marked Andantino, 

piano, and abandons sixteenth notes for dotted eighth-sixteenth and triple

next two eight bar phrases.  Although both rhythms are used in the same phrase, neither 

a

Bim, 1985) mm. 33-40. 
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 The triplets that first appear in this section briefly share the rhythmic texture wit

sixteenth notes before the latter dominates the rest of the etude in the same way the s

began.  Measure 57 once again indicates Allegro and in doing so, marks the end of the 

contrasting music.  Dynamics are especially sparse in this etude with only an initial 

mezzo forte indication at the beginning of the study, and piano and “hairpin” dynamics

the outset of the Andantino.  The only

h 

tudy 

 at 

 other indication of volume is in the concluding 

easures where a crescendo poco a poco corresponds to a gradual rise in the melodic 

line before the final cadence on ab1.   

 

e 

reas of the etude; both of which are in G major and 4/4 (see Musical Example 4-122). 

Musical Example 4-122.  Eighth-sixteenth rhythm (highlighted) from Trognée, Etude #7, 15 Grande 

m

Etude #7 

 

 Etude #7 features a variety of rhythms applied to two different keys and two tim

signatures, including the previously unused eighth-sixteenth rhythm in the outer two 

a

Etudes.  (Bulle: Éditions Bim, 1985) mm. 17-20. 
 

 
 

 

m the previously 

   The initial section, through measure 40, implements this figuration, as well as 

eighth, triplets, sixteenth, sextuplet and dotted sixteeth-32nd note rhythms.  Measure 41

changes key and time signatures to C major and 2/4, and is written as an Allegro and 

staccatissimo.  Also changed is the rhythmic focus of this section fro
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varied figurations to only dotted sixteenth-32nd and triplet sixteenth rhythms, most of the 

tter appearing as slurred sextuplets (see Musical Example 4-123). 

Musical Example 4-123.  Rhythmic character of Allegro section from Trognée, Etude #7, 15 Grande 

la

Etudes.  (Bulle: Éditions Bim, 1985) mm. 45-51. 
 

 
 

 of G major at measure 65 accompanies a return of the opening 

xample 4-124). 

Musical Example 4-124.  Opening melody and embellishment from Trognée, Etude #7, 15 Grande Etudes.  

 The return

rhythmic variety and an embellishment of the initial material of the etude (see Musical 

E

(Bulle: Éditions Bim, 1985) mm. 1-4, mm.65-68. 
 

 
 

 of as wide as an octave 

nd one third.  Consistent eight bar phrasing is used throughout, with the exception of the 

losing cadential material that contains an extra two measures.   

 

 

 The closing moments of this 74 measure study utilize arpeggiations of G major 

and include the only substantial demands of flexibility with leaps

a

c
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Etude #8 

 

 Etude #8 is similar to Etude #5 in that both are written in 6/8 and feature standard

rhythms associated with that meter.  Etude #8 utilizes more rhythmic variety, however, 

and in addition to the 32nd patterns th

 

at represented the largest musical feature of Etude 

 

Musical Example 4-125). 

Musical Example 4-125.  Rhythmic variety from Trognée, Etude #8, 15 Grande Etudes.  (Bulle: Éditions 

#5, Etude #8 also employs dotted rhythms and combinations of eighth and 32nd notes (see

Bim, 1985) mm. 17-24. 

 
 

 

 by a 

the 

s as 

 The use of dotted rhythms such as those displayed in Musical Example 4-124 are 

limited to the first key area of F major and are not present in either the second key area of

Bb or the return to F major after measure 66.  The primary key of F major is bisected

change to Bb major in measure 49.  This change does not accompany an alteration to 

rhythmic goals of the etude beyond the absence of the previously illustrated dotted 

rhythms.  Included in the first half of the etude are single grace notes that embellish 

otherwise unremarkable eighth note rhythms.  The written range of the etude extend

high as c3, but does not contain an equally extended use of the low register which only 
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contains notes as low as concert d above middle c.   This extended upper register is 

approached both with arpeggiations and intervallic skips (see Musical Example 4-126). 

Musical Example 4-126.  Upper register demands from Trognée, Etude #8, 15 Grande Etudes.  (Bulle: 
Éditions Bim, 1985) mm. 37-48. 
 

 
 

he 

eggiated figurations, including previously unused duple 

e 

usical Example 4-127). 

Musical Example 4-127.  Closing arpeggiations and cadence (duple slurring highlighted) from Trognée, 

 Like other etudes in this set, the keys in this study are in close relation to one 

another, but a modulatory transition in or out of F major and Bb major is not used.  T

return to F major in measure 65 also initially repeats the opening moments of the etude 

and quickly moves into arp

slurring patterns before an extended cadence of F concludes the study in measure 79 (se

M

Etude #8, 15 Grande Etudes.  (Bulle: Éditions Bim, 1985) mm. 72-79. 
 

 
  

e 

th note rhythms.  Dynamics are indicated at the start of each section; forte 

at the beginning and return to F major, a or the Bb major section in the middle 

 Accents, such as those illustrated in Musical Example 4-126, are used in the etud

only with eigh

nd piano f

of the study.  
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Etude #9 

  

 Etude #9 resembles Etude #6 of this same set of etudes with its use of repetitive 

16th notes.  The rhythmic momentum of the etude follows a consistent pattern of two 

ore 

esuming the pattern anew (see Musical Example 4-128). 

Musical Example 4-128.  Sixteenth note patterns from Trognée, Etude #9, 15 Grande Etudes.  (Bulle: 

measures of sixteenth notes, with the last measure concluding with a single eighth bef

r

Éditions Bim, 1985) mm. 9-16. 
 

 
 

 

f 

ay be 

 

 Trognée’s etudes.  This is not a reflection on the 

 Only twice in the first 24 measures of this 56 measure study is that pattern altered

to include a quarter note in place of the eighth.  A byproduct of this recurrent rhythmic 

pattern and the staccatissimo indication at the beginning of the etude is a demonstration 

of a consistent single tonguing technique.  Trognée applies this pattern in a number o

different ways in both the first 24 measure, and in the return of the opening Allegro after 

the Andantino section between measure 25 and 39.  Limited repetitions of identical 

rhythms and pitches are more often replaced by similar or sequential material that m

an inversion of a previous figure.  Measure 15 of Musical Example 4-128, for instance, 

contains four similar sets of sixteenth notes that chromatically ascend and give the 

appearance of a sequence.  The key structure of the piece in C major through measure 24,

F major through measure 40, and C major again until the end, is tempered by a higher 

level of chromaticism than is typical in
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tonality or implied harmony however, but an indication of the prevalence of nonharmonic

tones in the construction of the study. 

 The contrasting An

 

dantino replaces the primary sixteenth note pattern illustrated 

usical Example 4-129). 

Musical Example 4-129.  Andantino section from Trognée, Etude #9, 15 Grande Etudes.  (Bulle: Éditions 

in Musical Example 4-127 with slower note values, triplets and dotted rhythms (see 

M

Bim, 1985) mm. 25-32. 
 

 
 

l Allegro tempo and C major is initiated by five measures 

ee Musical Example 4-130). 

Musical Example 4-130.  Emphasis of dominant tonality from Trognée, Etude #9, 15 Grande Etudes.  

 The return to the origina

that stress the dominant of C major and the single tonguing element from the opening 

(s

(Bulle: Éditions Bim, 1985) mm. 41-45. 
 

 
 

is in consistent eight measure units, 

with the exception of a shortened five b pon the return to the Allegro tempo, 

and an added three measures to the final cadence.  

 Graduated dynamics are only used to highlight a specific melodic event such as 

the sequence-like figure of Musical Example 4-128, or to accentuate a rising or repetitive 

moment.  Like most of Trognée’s etudes, phrasing 

ar phrases u
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Etude #10 

 

 Constructed of seven equal eight measure phrases, Etude #10 is an exploration of 

32nd note rhythms in a Moderato paced 2/4.  The first two phrases juxtapose slurred 

 4-

131). 

Musical Example 4-131.  Initial melodic and rhythmic character from Trognée, Etude #10, 15 Grande 

combinations of 32nd notes and sixteenths in the key of F major (see Musical Example

Etudes.  (Bulle: Éditions Bim, 1985) mm. 9-16. 

 
 

t almost entirely 

 gradual intervallic rise and fall to bb2 (see Musical Example 4-132). 

Musical Example 4-132.  Arpeggiation, repetition and range (dectuplet highlighted) from Trognée, Etude 

 The next two phrases from measure 17 through 24 continue tha

slurred melody but also contain both arpeggiated repetitions, a ten note 32nd rhythm, and 

a

#10, 15 Grande Etudes.  (Bulle: Éditions Bim, 1985) mm. 17-24. 
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 Following this, the etude modulates to the parallel minor key signature of f mi

and adopts a softer, slower character, both in tempo and lengthened note values.  The

previously slurred melody is now largely articulated as well.  Although the rhythmic 

intensity has been altered, the melodic line still rises and falls to as high as ab2.  This 

contrasting section only last 16 measures before the etude reverts to the relative key of f 

minor; Ab major.  Predictably, neither the entrance nor exit out of f minor is prepared by 

an indication of modulation or key change.  Once in Ab major the rhythmic and melodic

character returns to similar music of the opening, although with an even greater relia

on arpeggiations into the upper register.  This section from measure 41 through 48 also 

contains previously unused 32n

nor 

 

 

nce 

d rests inserted within figurations to form three note 

ine 

ee Musical Example 4-133). 

Musical Example 4-133.  32nd rest and slurring patterns from Trognée, Etude #10, 15 Grande Etudes.  

groupings, and duple slurring patterns that accentuate the sequentially rising melodic l

(s

(Bulle: Éditions Bim, 1985) mm. 42-43. 
 

 
  

d flexibility appears near the end of the etude in measure 53 

 At measure 49 the time signature and the key changes to 2/4 and returns to 

Moderato and F major, while retaining the patterns already displayed.  An additional 

challenge of both range an
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and 54 in the form of slurred ascending arpeggiations that alternate dynamically (see 

Musical Example 4-134). 

-134.  Alternating dynamic arpeggiations from Trognée, Etude #10, 15 Grande Etudes.  Musical Example 4
(Bulle: Éditions Bim, 1985) mm. 53-54. 
 

 
  
 

Etude #11 

 

 For the first time in this set of etudes, a minor key serves as the primary tonality 

of a study.  Etude #11 begins and ends in Bb minor, with one phrase of eight measures 

from bar 45 through 56 in the parallel key of Bb major.  In contrast to other eighth note 

derived time signatures that set in motion a series of recurrent and fast figurations, Etude 

#11 includes a more lyrically inclined melody that makes use of quarter and eighth note 

ythms, grace notes, and graduated, contrasting dynamics (see Musical Example 4-135). 

Musical Example 4-135.  Opening B  minor theme from Trognée, Etude #11, 15 Grande Etudes.  (Bulle: 

rh

b

Éditions Bim, 1985) mm. 1-8. 
 

 
 
 Following the first two phrases of eight bars the etude adopts a more active 

rhythmic texture that is indicative of other by Trognée.  Range is modest in the first half 

of this study, and as a whole the etude spans between a range of eb and bb2.  This 

exclusion of much of the instruments lower range is uncommon in Trognée’s etudes.  

Also unusual is Trognée’s attempt to seamlessly pass from bb minor to bb major.  This is 

 



 
 

188

particularly peculiar because the melody contains no preparation or benefit from added 

chromaticism that may help lead in to the new section.  The rather unsuccessful result is 

an extreme switch in tonalities between measures 44 and 45.   Because of the articulation 

markings, the three measures of music prior to the Bb major section are further confused 

 

 measure 44 that would have aided the transition to the new key (see Musical Example 

4-136). 

Musical Example 4-136.  Awkward key transition (possible errors highlighted) from Trognée, Etude #11, 

by either a missing D natural following the C# in measured 42, and possibly a missing C#

in

15 Grande Etudes.  (Bulle: Éditions Bim, 1985) mm. 41-48. 
 

 
   

This new key area contains an assortment of challenging patterns of 32nd notes 

 

nhanced by similar, though not duplicate, rhythmic patterns (see Musical Example 4-

137).   

usical Example 4-137.  Rhythmic repetition from Trognée, Etude #11, 15 Grande Etudes.  (Bulle: 

 

applied with small amounts of slurring.  A limited amount of repetition in this area is

e

M
É  Bim, 1985) mm. 49-51. ditions
 

 
 

int Bb 

tions.  The final Andantino 

 This new key area lasts from measure 45 through measure 56, at which po

minor returns, this time with an eighth rest dividing the sec
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section from measure 57 to the end of the etude in measure 71 briefly revisits the opening 

theme before a series of rising diatonic s build with both an 

 crescendo to the conclusion of the etude. 

 

 melody containing this rhythm is slurred, though that is not a 

onsistent element of the etude.  Neither is the repetition or embellishment of pieces of 

e opening melody which reappear at various points in the opening half of the etude (see 

usical Example 4-138). 

 

and arpeggiated line

accelerando and

 

Etude #12 

  

 Etude #12 alternates between the parallel keys of D major and D minor in the 137 

measures of this study.  As is typical in Trognée etudes utilizing a 3/8 time signature, a 

preponderance of material is devoted towards one or more constantly recurring rhythms.  

In Etude #12 the primary rhythm centers on six 16th notes.  The opening is marked as an

Allegro scherzando and immediately commences with the primary rhythmic goal of the 

etude.  At least initially the

c

th

M
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Musical Example 4-138.  Pitch repetition and similarity (highlighted) from Trognée, Etude #12, 15 Grande 
Etudes.  (Bulle: Éditions Bim, 1985) mm. 1-8, 9-16, 25-32. 
 

 
  
 Limited amounts of intervallic flexibility, like the unidirectional challenges 

presented by Trognée in other etudes, are mixed into the construction of the etude (see 

Musical Example 4-139.  Descending arpeggiations and intervallic challenges from Trognée, Etude #12, 15 

Musical Example 4-139). 

Grande Etudes.  (Bulle: Éditions Bim, 1985) mm. 52-56. 

 
 
 As a whole, however, tongued and slurred lip flexibilities are not a priority in th

study.  The transition to the parallel key of D minor occurs at measure 57 and marks a 

slight reduction in the rhythmic velocity from the previous section by the inclusion of 

dotted quarter and eighth note rhythms.  Minor ornamentation and piano dynamics also 

contribute to the contrast from the previous material.  The return to D major in measure 

89 accompanies the second primary rhythm of the etude; triplet 16th notes.  This rhyt

appears either separately or in the same measure with two standard 16th notes, but in

is 

hm 
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either case, alternates with the primary 32nd note rhythm from the original D major 

section of the study (see Musical Example 4-140). 

Musical Example 4-140.  Juxtaposition of triplets (highlighted) from Trognée, Etude #12, 15 Grande 
Etudes.  (Bulle: Éditions Bim, 1985) mm. 93-100. 
 

 
  

ination of unidirectional arpeggiations is enhanced by graduated dynamics 

and accelerates towards the conclusion before the etude slows and concludes  

  

n 

 E major 

eme is based on the aforementioned 

uarter-eighth rhythms and features a ritardando that leads to a fermata on the 

bdominant of the key (Musical Example 4-141). 

 A comb

Etude #13 

 

 In the etudes that have been examined thus far 12/8 time signatures have bee

used four times.  Overwhelmingly, the primary goal of such etudes is the performance of 

quarter-eighth, three eighth and six sixteenth note patterns.  In Etude #13, Trognée 

combines those qualities with a theme and variations form entirely in the key of

and 54 measures in length.  The initial Allegretto th

q

su
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Musical Example 4-141.  Subdominant pause (fermata highlighted) from Trognée, Etude #13, 15 Grande 
Etudes.  (Bulle: Éditions Bim, 1985) mm. 5-8. 
 

 
 
 This fermata is consistently applied in the second of each four measure phrase in 

each variation of the etude.  Following the establishment of the theme, the first variatio

begins in measure

n 

 13 and applies eighth notes to the established melody (see Musical 

Musical Example 4-142.  Variation I from Trognée, Etude #13, 15 Grande Etudes.  (Bulle: Éditions Bim, 

Example 4-142). 

1985) mm. 13-15. 
 

 
 
  Slurring in the first two sections of this etude are used conservatively and withou

the variety that would pose an added challenge to the performer.  The second variation 

predictably moves into sixteenth notes in measure 25 and contains slurring on the first 

three notes of every sextuplet in the first four measure phrase.  The second phrase varie

the slurring pattern to include duple units and intensifies movi

t 

s 

ng to the fermata with a 

Musical Example 4-143.  Second phrase from variation II from Trognée, Etude #13, 15 Grande Etudes.  

pesante indication and accents (see Musical Example 4-143). 

(Bulle: Éditions Bim, 1985) mm. 29-32. 
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 The third and final variation contains a combination of tongued sextuplets and 

dotted eighth-sixteenth-eighth figurations that ascend or descend as arpeggiations as the 

melody delves at times into the low register (see Musical Example 4-144). 

Musical Example 4-144.  Variation III from Trognée, Etude #13, 15 Grande Etudes.  (Bulle: Éditions Bim, 
1985) mm. 43-46. 
 

 
 
 Following the completion of the third variation, the etude has an additional six 

measures of coda material that is a reiteration of the opening theme in combination with 

arpeggiations that end the study. The piano dynamic that is indicated at the beginning of 

the etude and mezzo forte marking in bar three are the only dynamics used until the final 

section that includes two “hairpin” crescendo/decrescendos.  Range of the etude, 

particularly the depth to which it descends, poses a challenge and extends between low 

concert e and a2.  

 

Etude #14 

 

 The multiple tonguing demands of Etude #14 are the most significant of the 

examples that have been examined in Trognée’s etudes thus far.  This F major study is 

written in 2/4 and indicated Allegro non troppo (Triple staccato) from the beginning 

through measure 32, 3/4 and Andantino from measure 33 through 55, and Allegro vivo 
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and 2/4 from measure 56 until the end of the etude, measure 82.  The elevated proficiency 

required in the performance of the multiple tongued figures of this study are the result of 

the chromatic and diatonically moving melodic line that necessitate articulating different 

tonguing syllables on different pitches (see Musical Example 4-145).  

Musical Example 4-145.  Triple tonguing from Trognée, Etude #14, 15 Grande Etudes.  (Bulle: Éditions 
Bim, 1985) mm. 25-28. 
 

 
 
  As illustrated in Musical Example 4-145, accents provide help in negotiating the 

rhythms of this first section by firmly punctuating the strongest syllable of the triple 

tongue articulation.  Beginning in measure 33 the etude shifts to an Andantino in 3/4 and 

presents a contrasting section of music that contains wider intervallic material than the 

previous section and with the added variety of slurred and dotted rhythms (see Musical 

Example 4-146). 

Musical Example 4-146.  Contrasting material from Trognée, Etude #14, 15 Grande Etudes.  (Bulle: 
Éditions Bim, 1985) mm. 46-55. 
 

 
  
 The return of multiple tonguing and the 2/4 time signature in the Allegro vivo 

section at measure 56 commences first with double tonguing in the first two phrases 

before alternating four measures of triple and double tonguing.  The initial double 
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tonguing material is similar to the triple tongued music of the first half of the etude in that 

the pitches alternate on every syllable (see Musical Example 4-147).   

Musical Example 4-147.  Double tonguing from Trognée, Etude #14, 15 Grande Etudes.  (Bulle: Éditions 
Bim, 1985) mm. 64-67. 
 

 
 
 The juxtaposition of double and triple tonguing in this study is the first instance in 

the etudes examined where the alternation of these two techniques is asked of the 

performer.  However, the writing does not require the performer to alternate double 

tonguing syllables on different pitches like in Musical Example 4-146, but instead repeats 

the same note (see Musical Example 4-148). 

Musical Example 4-148.  Combined multiple tonguing from Trognée, Etude #14, 15 Grande Etudes.  
(Bulle: Éditions Bim, 1985) mm. 72-74. 
 

 
 
 The range of this etude extends from low concert g to ab2, though in actuality most 

of the etude is more narrowly contained to the notes on the staff.  This is most assuredly a 

conscientious decision not to compound the difficulties in articulation.  Dynamic 

fluctuations and markings are entirely contained within the contrasting music of the 

Andantino. 
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Etude #15 

 

 B major is used in one etude in each of the sets examined thus far, and Grandes 

Etudes maintains that pattern with the last etude in this method, Etude #15.  The 

characteristics of this etude marked entirely as Allegro are rather unremarkable in 

distinguishing it from other Trognée etudes.  The primary rhythmic goal of consecutive 

articulated sixteenth notes is immediately embarked upon with a three note pickup into 

the opening of the etude (see Musical Example 4-149). 

Musical Example 4-149.  Opening phrase from Trognée, Etude #15, 15 Grande Etudes.  (Bulle: Éditions 
Bim, 1985) mm. 1-9. 
 

 
  
 Even this somewhat unique feature is not maintained beyond the first two phrases 

of the etude.  The perpetual motion style to the etude that is the outgrowth of such 

rhythms is consistent with other studies by Trognée already examined.  The contour of 

the line does, however, vary between diatonic, arpeggiations and often more angular 

leaps of as much as a ninth.  The largest intervals are often facilitated by an eighth note to 

precede the skip.  The first six phrases of the etude, each eight measures in length, 

alternate loud and soft dynamics and provide variety to an otherwise monotonous section.  

The key change at measure 50 to E major corresponds with a slightly more lyrical section 

that includes both slurring and longer note values.  Also curiously used is a single dotted 

eighth-sixteenth note in measure 69 (see Musical Example 4-150).   
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Musical Example 4-150.  Contrasting section (dotted rhythm highlighted) from Trognée, Etude #15, 15 
Grande Etudes.  (Bulle: Éditions Bim, 1985) mm. 66-73. 
 

 
  
 This is the only use of a dotted rhythm in the entire 107 measure etude.  The 

return to B major does not convincingly return until after a rallentando and fermata in 

measure 85, although the change of key is indicated in measure 82.  These additional 

three measures also account for the odd number of 107 measures of the etude. Otherwise 

phrasing is consistently eight measures in length.  As in the beginning of the etude, the 

melody adopts a three note pickup into the phrase, but quickly diverts into new material 

that conforms to the arpeggiated and intervallic features of the first Allegro section.  With 

few exceptions, the diatonic maneuvering of the melody that previously was used is 

instead replaced by patterns of arpeggios that emphasize the tonic of the key before the 

etude concludes (see Musical Example 4-151). 

Musical Example 4-151.  Closing arpeggiations from Trognée, Etude #15, 15 Grande Etudes.  (Bulle: 
Éditions Bim, 1985) mm. 99-107. 
 

 
 
 The written range of the etude between low concert a and a2 is not indicative of a 

particularly demanding etude from that standpoint.  In fact, with the exception of the 

material in Musical Example 4-150, range challenges are modest in this study.   

 

 



 
 

198

Etudes Finales  

 

 This set of fifteen etudes was originally published in 1932 as Trognée’s Studies 

for Trumpet and republished in 1995 by Éditions Bim as a modern edition with the 

slightly erroneous title, Etudes Finales.  The “finality” of these etudes, does not 

correspond with their date of publication, but perhaps is an accurate reference to the 

culmination of many of the specific skills and traits embodied in the previous three sets 

of etudes.  One such trait is the length of the studies.  The first two etudes are contained 

within two pages, ten of the studies are three pages long, Etude #12 and #14 are four 

pages in length, and the final etude is an enduring five pages.  Either as a consequence or 

impetus of this length, Etudes Finales has a proportionally higher number of key or time 

signature changes than the previously examined studies.  Though the implementation and 

shifting of tonal areas continue to be used without a discernible pattern or with attention 

to smooth transitions, the etudes slightly favor flat keys over sharps, and major over 

minor mode.  Trognée does include several little-used key signatures in this set including 

F# major.   

 In addition to endurance, most notably the demands of intervallic proficiency and 

lip flexibility are at their most challenging in this set.  While both of those elements are a 

part of many of Trognée’s etudes, the duration and widening of those qualities is 

extended in Etudes Finales.  The full expanse of the practical performance range of the 

early 20th century is also regularly utilized.  In the course of a single etude, bb2 is achieved 

at least once in all but Etude #2, and c3 appears in Etude #3.  Of equal or greater inclusion 
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in the studies is the low register, frequently dipping down to low concert E and F.  Both 

this range and aforementioned demand of flexibility are the direct result of Trognée’s 

preference for writing sequentially rising and falling material.  Despite the length of the 

etudes in this set, the additional material is often spent developing a narrower set of 

rhythmic features.  Etudes #6, 9, 10, 12 and 14, all overwhelmingly emphasize a single 

rhythmic characteristic in conjunction with a combination of intervallic, arpeggiated or 

tonal challenges.  As if to remind the performer of the practical application of the 

developed skills of the studies in ensemble playing, or perhaps to pay homage or parody 

the original music; Etudes #8 and 15 include a quote of Wagnerian opera.   

 While technical development is still the primary characteristic of these etudes, 

soloistic qualities such as ornamentation and cadenza-inspired figurations are common in 

several of the etudes.  A particular favorite of Trognée is the 32nd note, grouped in four or 

twelve note combinations and used as a chromatic or diatonic flourish from one register 

of the instrument to another.  In the final etude, #15, Trognée includes both those figures 

and a true cadenza.  Much of the etudes in this set represent Trognée’s preference of 

sectional, contrasting compositional construction and the general fusion of basic skill 

repetition with virtuosity.   

 

Etude #1 

  

 For the first 32 measures, Etude #1 is written in C major and indicated as Allegro 

energico.  This first section is further divided by both a melodic and tonal contrast 
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between the first and second half of this area.  The first two eight bar phrases 

immediately begin as a declamatory statement utilizing sixteenth and dotted eighth-

sixteenth rhythms that quickly ascend into the upper register by way of diatonic, 

chromatic and arpeggiated figures.  The extent to which angularity is immediately 

stressed in this first section is marked by the achievement of bb2 by the end of the second 

phrase.  Most eighth notes in this area are given an accent to further add to the aggressive 

nature of this opening (see Musical Example 1-152).   

Musical Example 4-152.  Opening section from Trognée, Etude #1, Etudes Finales.  (Bulle: Éditions Bim, 
1995) mm. 1-8. 
 

 
 
 Following the ascension a second time to bb2, the rhythmic pattern of the next 

phrase between measures 17 and 24 changes to almost entirely sixteenth note patterns, 

and consistently implements a three note slurring pattern that alternates around F# and G.  

However, with the exception of this single section the entire etude as a whole is 

overwhelmingly articulated.  The effect of this alternation of pitches is a simpler melody 

comprised of the first sixteenth note of each beat and is an extended emphasis of the 

dominant area of C major; G major.  Accents on the first sixteenth note of each beat and a 

pair of gradual crescendos that span at least two measures are used to help accentuate the 

rising line of these single notes (see Musical Example 4-153). 
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Musical Example 4-153.  Repetitive articulation patterns from Trognée, Etude #1, Etudes Finales.  (Bulle: 
Éditions Bim, 1995) mm. 17-22. 
 

 
 
 The next phrase between measure 25 and 32 exits this extended dominant area 

and implements a series of arpeggiations across an extremely wide range that tonicize C 

major and culminate in an extremely difficult trio of skips of as much as two octaves 

apart (see Musical Example 4-154). 

Musical Example 4-154.  Wide intervallic skips (highlighted) from Trognée, Etude #1, Etudes Finales.  
(Bulle: Éditions Bim, 1995) mm. 25-32. 
 

 
 
 Following a two beat rest, the etude changes key from C major to Ab major and is 

indicated Andantino.  The key change corresponds to a contrasting lyricism and slowing 

of the rhythmic intensity in comparison to the first 32 measures.  The use of a half a 

dozen “hairpin” graduated dynamics are applied to this section and also contribute to this 

quality.  Also unique to this area are the inclusion of triplets, further expanding the 

rhythmic language of the study (see Musical Example 4-155).   
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Musical Example 4-155.  Contrasting Andantino from Trognée, Etude #1, Etudes Finales.  (Bulle: Éditions 
Bim, 1995) mm. 49-64. 
 

 
 
 As is common in Trognée’s etudes, the conclusion of this section is accompanied 

by a pair of large intervallic maneuvers.  Also common is the juxtaposition of sections 

without continuity or benefit of modulation.  The final Eb major section beginning in 

measure 65 is marked Allegretto and bears a modest resemblance to the opening material 

including an ascending melodic line and use of dotted eighth-sixteenth rhythms.  The 

octave displacement of pitches that was a feature of the Allegro energico section is also a 

continuing challenge and a highlighting of the wide range of the etude between low 

concert f and bb2 (see Musical Example 4-156).   

Musical Example 4-156.  Final Allegretto section (large intervallic skips highlighted) from Trognée, Etude 
#1, Etudes Finales.  (Bulle: Éditions Bim, 1995) mm. 89-96. 
 

 
 
 

Etude # 2 

 

 Etude #2 contains both favored and little-used musical elements of Trognée’s 

compositional style.  Four key areas are used; B major from measure 1 through 24, G 
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major from measure 25 through 40, Bb major from measure 41 through 64, F# major from 

measure 65 to measure 96, a brief shift to C major from measure 97 through 102, and a 

final key change to Bb major from measure 103 until the end of the etude, measure 125.  

The opening 4/4 and B major Allegretto section is comprised of three equal phrases of 

eight measures and initiates one common feature to the whole etude; the use of the tie 

(see Musical Example 4-157).  

Musical Example 4-157.  Use of ties (highlighted) from Trognée, Etude #2, Etudes Finales.  (Bulle: 
Éditions Bim, 1995) mm. 17-24. 
 

 
 
 That the use of ties has not previously been extensively featured prior to this etude 

is somewhat of a surprise given Trognée’s stressing of rhythmic variety.  In this etude the 

tie is used mostly between an eighth and one or two sixteenth notes.  Through the almost 

exclusive use of arpeggiations, much of the etudes entire tonal range between low concert 

bb and a2 is explored within the opening 24 measures.  The second and third key areas of 

G major and Bb major are a continuation of the same use of ties as the first section, 

though the melodic line moves stepwise as much as intervallically.  The key change at 

measure 65 to f# major corresponds to both a new tempo indication of Tempo di valse 

moderato and a 3/4 time signature (see Musical Example 4-158).   
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Musical Example 4-158.  Tempo di valse section from Trognée, Etude #2, Etudes Finales.  (Bulle: Éditions 
Bim, 1995) mm. 73-86. 
 

 
  
 The six measures following the contrasting music of the valse are written in C 

major, though the preponderance of accidentals in the sequentially descending material 

makes an actual key signature largely irrelevant (see Musical Example 4-159). 

Musical Example 4-159).  Sequential patterns from Trognée, Etude #2, Etudes Finales.  (Bulle: Éditions 
Bim, 1995) mm. 97-102. 
 

 
 
 Following the fermata in measure 102, the final Allegro section includes a 

reiteration of the tie and arpeggiations used in the first part of the etude, which ultimately 

lead to two measures of concluding sextuplet figures that demand developed lip 

flexibility of the performer (see Musical Example 4-160). 

Musical Example 4-160.  Final Allegro section (sextuplets highlighted) from Trognée, Etude #2, Etudes 
Finales.  (Bulle: Éditions Bim, 1995) mm. 116-125. 
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Etude #3 

 

 Etude #3 includes a previously unused section of stylized music (Tarantella 

agitate), a previously unused rhythmic figure in 6/8 (dotted sixteenth-32nd notes), and is 

the first Trognée etude to extend to a third page.  The first sixteen measures of the 

opening Andantino section in Ab major features Trognée’s standard treatment of this time 

signature with an angular melodic line that includes an ascending figuration that utilizes 

the etudes entire range between low concert f and c3 (see Musical Example 4-161). 

Musical Example 4-161.  Opening melodic and rhythmic characteristics (wide range highlighted) from 
Trognée, Etude #3, Etudes Finales.  (Bulle: Éditions Bim, 1995) mm. 9-16. 
 

 
 
 The first two phrases of sixteen measures are followed by a series of ascending 

and descending 32nd note figurations that progress diatonically, chromatically or as 

arpeggiations of the key.  Measure 21 also includes a figuration that contains a difficult 

upward leap; an example of Trognée’s sudden inclusion and brief repetition of a single 

technical maneuver (see Musical Example 4-162). 
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Musical Example 4-162.  32nd note patterns (similarity highlighted) from Trognée, Etude #3, Etudes 
Finales.  (Bulle: Éditions Bim, 1995) mm. 19-22. 

 
    
 This second section progresses, by way of a chromatic ascension, from db1 to bb2 

and is accentuated with a long crescendo to fortissimo.  Beginning at measure 25 and 

continuing through measure 48 the etude is in the key of E major and despite an initial 

slowing of the rhythmic intensity, indicates a continuation of the previous tempo.  The 

two phrases of this 24 measure area utilizes mostly eighth notes, giving way in measure 

41 to sixteenth notes in the construction of repetitive ascending and descending patterns 

that include octave slurred lip flexibilities (see Musical Example 4-163). 

Musical Example 4-163.  Sixteenth note patterns (octave lip flexibilities highlighted) from Trognée, Etude 
#3, Etudes Finales.  (Bulle: Éditions Bim, 1995) mm. 41-48. 
 

 
 
  This sixteenth note section directly leads into the third key area, G major, and a 

new rhythmic feature, the dotted sixteenth-32nd rhythm.  The shifting to this new key area 

is more subtle than other Trognée transitions, not only because of the third relationship 

between the two keys but as a result of the melody moving by step into that new key.  
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This G major section lasts just eight measures and applies a consistent slurring pattern to 

the primary rhythmic feature of the section (see Musical Example 4-164). 

Musical Example 4-164.  Dotted sixteenth-32nd patterns from Trognée, Etude #3, Etudes Finales.  (Bulle: 
Éditions Bim, 1995) mm. 49-56. 
 

 
 
 Most notable about the 4/4 Allegro appassionato section that follows between 

measure 57 and 72 is the repetitive octave slurred eighth note patterns that alternate with 

arpeggiations of the new key of Eb major.  This section is capped off with a series of two 

octave tongued punctuations of the dominant of the key before the cadence on Eb (see 

Musical Example 4-165). 

Musical Example 4-165.  Allegro appassionato section (octave flexibilities highlighted) from Trognée, 
Etude #3, Etudes Finales.  (Bulle: Éditions Bim, 1995) mm. 65-72. 
 

 
 
 The final section of this 115 measure etude returns to a 6/8 time signature, shifts 

to Bb major and is indicated with a Tarantella agitata tempo marking.  Articulation 

syllables accompany the first measure of this new section to indicate that the primary 

rhythm should be tongued with an alternation of single and triple tonguing (see Musical 

Example 4-166). 
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Musical Example 4-166.  Tarantella agitata section from Trognée, Etude #3, Etudes Finales.  (Bulle: 
Éditions Bim, 1995) mm. 73-80. 
 

 
  
 Though the note values are comparatively slower than the previous section, the 

tempo along with the tonguing pattern presents a sufficient challenge in performance.  

Dynamics in this section alternate between loud and soft but are sparsely used in most of 

the rest of the etude.  Similar to the concluding music of other sections, the final phrase 

of this etude features a reiteration in multiple octaves of the Bb pitch. 

 

Etude #4 

 

 Beyond its length, Etude #4 is written similarly to other Trognée etudes that 

utilize 3/8 time signatures.  The first 63 measure Scherzo presto section in C minor 

progresses from eighth note to sixteenth note rhythms.  The first half of that section is 

entirely constructed of eighth notes and contains simple arpeggiated, intervallic or 

diatonic use of the C minor key (see Musical Example 4-167).   

Musical Example 4-167.  Rhythmic character of opening Scherzo presto section from Trognée, Etude #4, 
Etudes Finales.  (Bulle: Éditions Bim, 1995) mm. 25-32. 
 

 
 
 From measure 33 to 63, sixteenth notes are added to the melodic texture and a 

larger proportion of the material moves by diatonic or chromatic progression.  This 

section also indicates double tonguing by including the appropriate syllables under the 
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first measure.  The consecutive alteration of pitches that the double tonguing is applied to 

in this section increases the difficulty (see Musical example 4-168).   

Musical Example 4-168.  Double tonguing technique in Scherzo presto section from Trognée, Etude #4, 
Etudes Finales.  (Bulle: Éditions Bim, 1995) mm. 33-43. 
 

 
 
 The first 63 measures display the extent of the etudes range between low concert f 

and bb2.  However, the etude does not exploit range or extreme angularity in the same 

overt manner as in many of Trognée’s etudes in this set.  Beginning at the shift to C 

major in measure 64 and continuing through measure 127 the etude includes the previous 

elements as well as notationally longer rhythmic units.  This section makes greater use of 

a chromatic melodic line and is further contrasted from the opening key area by inclusion 

of long graduated dynamics (see Musical Example 4-169). 

Musical Example 4-169.  Contrasting material from Trognée, Etude #4, Etudes Finales.  (Bulle: Éditions 
Bim, 1995) mm. 98-111. 
 

 
 
 The return to C minor in measure 128 does not mark a discernible change in the 

rhythmic emphasis though the etude does contain both arpeggiations of the entire range 
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of the etude and a dynamic and octave alternation between measures 145 and 148 (see 

Musical Example 4-170). 

Musical Example 4-170.  Rhythmic and tonal repetition, and dynamic contrast from Trognée, Etude #4, 
Etudes Finales.  (Bulle: Éditions Bim, 1995) mm. 145-148. 
 

 
 
 The return of the final C major area at measure 153 coincides with a prestissimo 

indication that later is changed to Vivo, and a return of double tonguing for the remainder 

of the etude through measure 201.  The return of multiple tonguing in this last area, 

however, is without the added difficulty of altered pitches on different syllables of the 

articulation (see Musical Example 4-171). 

Musical Example 4-171.  Double tonguing technique in prestissimo section from Trognée, Etude #4, 
Etudes Finales.  (Bulle: Éditions Bim, 1995) mm. 153-162. 
 

 
 
 

Etude #5 

  

 The fifth etude in this set is 87 measures in length and defined by five different 

key areas used over four different time signatures.  The etude begins conventionally in C 

major and 4/4 and like many of Trognée’s etudes it contains a melodic contour that 

 



 
 

211

features wide skips, and diatonic and chromatic pitch relationships (see Musical Example 

4-172). 

Musical Example 4-172.  Melodic contour in Allegro moderato section (wide intervals highlighted) from 
Trognée, Etude #5, Etudes Finales.  (Bulle: Éditions Bim, 1995) mm. 1-9. 
 

 
 
 The key change in measure 17 to the key of Eb major is accomplished seamlessly 

through the ending of the previous phrase on the dominant of the C major key (G), and 

this same pitch (G) continuing as the third of the Eb major key.  The material in the 32 

measure Eb key area is similar to the previous section with the recurrent use of a dotted 

eight-sixteenth rhythm followed by a quarter note tied to either an eighth or sixteenth 

note (see Musical Example 4-173). 

Musical Example 4-173.  Rhythmic similarity of Eb major section (highlighted) from Trognée, Etude #5, 
Etudes Finales.  (Bulle: Éditions Bim, 1995) mm. 17-24. 
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 The closely related key of Ab major is used next between measures 33 and 48.  As 

is customary in multi-sectioned works of Trognée, the beginning of a new section is 

defined by not only a new key but a new time signature, and often, with a contrast of the 

rhythmic texture of the etude.  In this new section of Ab major, the time signature changes 

to 12/8, a softer dynamic, and initially also adds longer note values.  The piano indication 

at the beginning of this area is the first dynamic indication since the beginning of the last 

section at measure 17 that was marked mezzo forte.  As is consistent in Trognée’s etudes, 

dynamics are often left up to the musical intuition of the performer.  The 12/8 section 

contains a few extreme skips including the use of sextuplets with a variety of articulation 

patterns (see Musical Example 4-174). 

Musical Example 4-174.  Angularity of 12/8 section from Trognée, Etude #5, Etudes Finales.  (Bulle: 
Éditions Bim, 1995) mm. 41-47. 

 
  
 A similar transition to the change of key between the C major and minor sections 

from the opening links the Ab major section to the E minor section contained within 

measure 49 and 64.  The end of the melody in the previous phrase in measure 48 

concludes on the tonic pitch, Ab; the enharmonic mediant of the E major section.  The 

beginning of this new key area rhythmically resembles the first two key areas (see 

Musical Example 4-175). 
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Musical Example 4-175.  E major section (rhythmic similarity highlighted) from Trognée, Etude #5, Etudes 
Finales.  (Bulle: Éditions Bim, 1995) mm. 49-55. 
 

 
  
 In addition to the key change, the use of triplets differentiates this material from 

the previous sections.  This E major section only lasts 16 measures before the etude 

switches key, time signature and tempo.  This Allegro vivo (gigue) section is written 

primarily with dotted sixteenth-32nd note rhythms but with the same application of the tie 

and proportions between note values that are contained in all but the 12/8 section of 

music (see Musical Example 4-176). 

Musical Example 4-176.  Allegro vivo (gigue) section (rhythmic similarity highlighted) from Trognée, 
Etude #5, Etudes Finales.  (Bulle: Éditions Bim, 1995) mm. 65-69. 
 

 
 
 The height of the etudes range to Bb2 is explored briefly as it builds to the 

conclusion of this study with an assortment of arpeggiations and sextuplet rhythms.   

However, both the height and the depth of the etudes range from low concert F to Bb2 are 

minimally used in the etude.  The slurring applied to the sextuplets in this last section is a 

characteristic that is not shared with the rest of the etude.    
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Etude #6 

 

 Etude #6 is written entirely in 6/8 and in the keys of G major, C minor and Ab 

major.  This 116 measure study contains a large amount of material that is primarily 

devoted to intervallic study.  Initially the etude applies running sixteenth notes in a 

predictable series of rising and falling diatonic scalar and arpeggiated figures.  Beginning 

in measure 13, these sixteenth note figures are used more frequently in the execution of 

large alternating intervals that often exceed an octave (see Musical 4-177). 

Musical Example 4-177.  Rhythmic and melodic characteristics (intervallic flexibilities highlighted) from 
Trognée, Etude #6, Etudes Finales.  (Bulle: Éditions Bim, 1995) mm. 10-16. 

 
 
 As illustrated in Musical Example 4-176, these skips in the etude are periodically 

punctuated with the addition of accents.  Dynamics of each eight bar phrase shift between 

loud and soft until the end of this 32 measure section, at which point the alternation is 

every measure (see Musical Example 4-178). 

Musical Example 4-178.  Alternating dynamics from Trognée, Etude #6, Etudes Finales.  (Bulle: Éditions 
Bim, 1995) mm. 25-28. 
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 The section that follows from measure 33 through 56 repeats almost literally the 

opening material of the etude, though in the new key area of C major.  However, in 

contrast to the first section, this portion of the study contains limited use of the larger 

skips and instead focuses on basic arpeggiations of the new key (see Musical Example 4-

179). 

Musical Example 4-179.  Arpeggiations from Trognée, Etude #6, Etudes Finales.  (Bulle: Éditions Bim, 
1995) mm. 25-28. 
 

 
  
 The etude returns to the tonic area with a contrasting area of music between 

measure 57 and 87.  As might be expected, this contrasting section implements slower, 

softer and slurred lyrical material that contains a modest amount of intervallic flexibility 

in comparison to previous sections (see Musical Example 4-180). 

Musical Example 4-180.  Contrasting material from Trognée, Etude #6, Etudes Finales.  (Bulle: Éditions 
Bim, 1995) mm. 57-71. 
 

 
 
 The shift to the third and final section beginning in measure 89 is done without 

preparation and with an initial repetition of the first phrase of the etude transposed to the 
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new key of Ab major.  In comparison to the first key area, however, this section integrates 

large intervals into the arpeggiated patterns of the phrase (see Musical Example 4-181). 

Musical Example 4-181.  Integration of arpeggiations and large intervallic skips (highlighted) in Ab major 
section from Trognée, Etude #6, Etudes Finales.  (Bulle: Éditions Bim, 1995) mm. 101-103, 113-116. 
 

 
  
 Although the range of the etude extends from low concert f to bb2, the upper 

register is used sparingly.  The single time signature and tempo indication of Allegro non 

troppo, as well as the minimal key changes in comparison to other etudes in this set 

underscores the primary instructional and musical importance of flexibility in this study.  

 

Etude #7 

 

 Two rarely used features of Trognée’s etudes are included in the very opening of 

Etude #7; an anacrusis and minor tonality (C minor).  The use of a three note pickup or 

pattern of notes will be a recurring element throughout this etude.  In the first 65 

measures three note patterns appear as both “true” pickups in both the antecedent and 

consequent portions of phrases, and in the middle of phrases with the inclusion of ties 

(see Musical Example 4-182). 
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Musical Example 4-182.  Three note patterns (highlighted) in C minor section from Trognée, Etude #7, 
Etudes Finales.  (Bulle: Éditions Bim, 1995) mm. 8-18. 
 

 
  
 As is apparent in Musical Example 4-182, an angularity of the melodic line 

accompanies the recurrent three note motive of the first section of this etude.  The 

transition to the parallel C major key in measure 34 is abruptly accomplished with a three 

note descending arpeggiation that is borrowed from the first phrase of the etude and 

transposed to the major tonality of the new section.  Though arpeggiations still weigh 

heavily in the construction of the etude from measure 34 through 65, diatonic scalar and 

chromatic ascending and descending lines are also equally used (see Musical Example 4-

183). 

Musical Example 4-183.  Melodic contour of C major section from Trognée, Etude #7, Etudes Finales.  
(Bulle: Éditions Bim, 1995) mm. 41-49. 
 

 
 
 The Andantino that follows the first two sections of Allegretto is in 4/4 and in the 

original C minor key.  In contrast to the first C minor section, the measures between 66 
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and 81 prominently implement slurred sixteenth note rhythms that are written with a 

demanding gap of as much as an octave and a half (see Musical Example 4-184). 

Musical Example 4-184.  Andantino section (intervals equal or greater than an octave highlighted) from 
Trognée, Etude #7, Etudes Finales.  (Bulle: Éditions Bim, 1995) mm. 74-81. 
 

 
 
 This section gives way once more to the opening Allegretto tempo, 2/4 time 

signature and C minor key in measure 82.  The three note pattern from the opening also 

returns though the entire section only lasts two phrases of eight bars before the key shifts 

once again, this time to F major and Allegro.  This Allegro area is as equally brief as the 

one before it and includes both the three note pattern and an angularity of the melodic 

line containing an internal emphasis of a similar three note rhythm within the running 

sixteenth notes of the phrase (see Musical Example 4-185). 

Musical Example 4-185.  Internal three note patterns (highlighted) and angularity in Allegro section from 
Trognée, Etude #7, Etudes Finales.  (Bulle: Éditions Bim, 1995) mm. 98-108. 
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 Beginning in measure 114 and continuing until measure 145 the etude adopts an 

Allegro vivo tempo and an abundance of triplet sixteenth notes indicated as triple tongued 

figures.  Each syllable of the triple tongue technique is on a different pitch of the rhythm 

and made more difficult by the range of the etude in this section up to bb2 and the 

inclusion of gaps in the melodic line (see Musical Example 4-186). 

Musical Example 4-186.  Triple tongue technique in Allegro vivo section from Trognée, Etude #7, Etudes 
Finales.  (Bulle: Éditions Bim, 1995) mm. 114-121. 
 

 
 
 These triplet patterns are later alternated with sixteenth notes, often in the same 

pickup configuration as in the rest of the etude.  The final ten measures of the piece from 

measure 146 through 155 are indicated as Andante and in the same F major key and time 

signature as the Allegro and Allegro vivo sections that have preceded it.  Rhythmically 

the same three note pattern is used, but indicated with a piano dynamic that follows a 

gradual diminuendo and morendo to a triple ppp fermata on the tonic of the key that 

concludes the etude.   
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Etude #8 

  

 Etude #8 begins in D major and includes only one tempo indication, Allegro 

brillante, for the entire 93 measures of the study.  The most distinctive element in this 

etude is the manipulation of the dotted eighth-sixteenth-eighth rhythm in 12/8 time.  

Initially this articulated rhythm alternates with slurred quarter and eighth notes written in 

a variety of ascending and descending intervallic patterns (see Musical Example 4-187). 

Musical Example 4-187.  Rhythmic and melodic contour from Trognée, Etude #8, Etudes Finales.  (Bulle: 
Éditions Bim, 1995) mm. 9-16. 
 

 
 
 After the first sixteen measures, the etude utilizes exclusively the dotted rhythm, 

continuing until measure 24 in the key of D major and in F major from measure 25 

through 40.  In a style indicative of Trognée’s etudes, the change to F major is done 

simply by the tonicization of the previous key in one measure, and the next measure 

beginning a new phrase in a new key.  The monotony of this section is relieved in part by 

the use of graduated and contrasting dynamics that alternate between loud and soft.  The 

melody also tends to alternate arpeggiations or exact pitch repetitions of the primary 

rhythm with stepwise moving eighth notes (see Musical Example 4-188). 
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Musical Example 4-188.  Melodic patterns from F major section (pitch repetitions highlighted) from 
Trognée, Etude #8, Etudes Finales.  (Bulle: Éditions Bim, 1995) mm. 33-40. 
 

 
 
 Measure 41 begins in a new key, Bb major and with a rhythmic regression that is a 

combination of the primary dotted rhythm of the etude and longer note values, including 

the previously unused dotted quarter and dotted half note.  As a further contrast to the 

section directly preceding this one, the use of ties and slurs are also included (see Musical 

Example 4-189). 

Musical Example 4-189.  Contrasting Bb major section from Trognée, Etude #8, Etudes Finales.  (Bulle: 
Éditions Bim, 1995) mm. 49-56. 
 

 
 
 This section also contains one of the few Bb2 pitches of the etude, which as a 

whole is written with a range between low concert f and bb2.  The inclusion in measures 

59 through 64 of the Walküre motive from Wagner’s opera is either a tongue-in-cheek 

musical joke or intended to make a connection between the skills in performing the work 

and the etudes instructional aim at delivering a clear performance of this rhythm.  This 

brief inclusion of Wagner’s music in the key of F major is also met with a temporary shift 

in time signature to 9/8 (see Musical Example 4-190). 
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Musical Example 4-190.  Walküre motive (highlighted) from Trognée, Etude #8, Etudes Finales.  (Bulle: 
Éditions Bim, 1995) mm. 59-63. 

 
   
 The resumption of the 12/8 time signature in measure 65 also initiates a return to 

the alternating music of the opening, though with a slightly more expansive use of the 

upper register and in the key of F major.  Ultimately, the dominance of the dotted rhythm 

returns in the key of C major to push aside the quarter eighth note patterns that previously 

shared the melodic line.  This is fully achieved in the final phrases of the etude beginning 

in measure 81, and bolstered by the use of a long crescendo to fortissimo. 

  

Etude #9 

 

 Etude #9 is constructed with a small mixture of rhythmic values, all contained 

within the single tempo and time signature of Andante maestoso and 4/4.  The most 

striking of these figurations is the 32nd note, the speed of which certainly contributed to 

the indicated tempo.  This rhythm is placed in juxtaposition to either duple or triple-based 

rhythms of eighth or sixteenth notes.  Within two phrases of this 58 measure etude, (mm. 

9-16 and mm. 25-32), the alternation of these two combinations culminate in the use of 

trilling (see Musical Example 4-191). 
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Musical Example 4-191.  Rhythmic juxtaposition from Trognée, Etude #9, Etudes Finales.  (Bulle: 
Éditions Bim, 1995) mm. 7-10. 
 

 
 
 As illustrated in Musical Example 4-190, both duple and quadruple slurring 

patterns are applied to these rhythmic elements.  The prevalence of these slurred patterns 

within the contour of the melody not only adds variety but results in the inclusion of 

many challenging lip flexibilities.  The first two measures of the next section beginning at 

measure 17 are identical to the opening of the etude, though in the parallel key of A 

minor.  The Éditions Bim version of this etude includes a bb in the key signature 

beginning in measure 20, but this appears to be a misprint.  Not only would it shorten the 

A minor section to only three measures, but the melody clearly seems to indicate that the 

etude remains in A minor until measure 25 (see Musical Example 4-192). 

Musical Example 4-192.  A minor section (misprinted notes highlighted) from Trognée, Etude #9, Etudes 
Finales.  (Bulle: Éditions Bim, 1995) mm. 20-24. 
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 The performance of Bb pitches highlighted in Musical Example 4-192 would not 

be consistent with either traditional harmony or Trognée’s compositional style.  

Following this section, the F major key change at measure 25 immediately engages in a 

series of ascending arpeggiations that fortify the new tonic and key and includes the 

concluding trilling patterns of the earlier section illustrated in Musical Example 4-192.  

Through these arpeggiations the height of the etudes wide range between low concert f 

and bb2 is attained.  Two shifts in key at measure 33 to Db major and from Db to F# major 

at measure 49, result in a similarity to the opening of the piece in terms of both rhythm 

and pitch relationships.  The F# major section, in particular, by employing the previously 

used triplet and sextuplet figures into the arpeggiated melodic texture, and applying a 

small amount of ornamentation has the character of an embellished variation of the 

opening theme.   

 

Etude #10 

 

 Etude #10 is one of the most basic studies contained within this set.  The single 

rhythmic feature is the triplet sixteenth note, maintained in the single time signature of 

2/4.  For the first 32 measures the etude is written in C major and indicated as Allegretto.  

The triplet sixteenth figuration is used with a consistently alternating two measure pattern 

of slurring and tonguing.  As an articulated figure it is indicated to be triple tongued (see 

Musical Example 4-193). 
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Musical Example 4-193.  Primary triplet and articulation patterns from Trognée, Etude #10, Etudes 
Finales.  (Bulle: Éditions Bim, 1995) mm. 1-6. 
 

 
   
 The close neighbor alternation of pitches results in a higher number of non-

harmonic tones than is customary in a typical Trognée etude, which are most commonly 

constructed with arpeggiations and diatonic melodic lines.  Rarely in either the slurred or 

tongued material of this etude do the intervallic demands extend beyond thirds and 

fourths, although there are a few examples of gaps of up to an octave apart.  The 

inclusion of graduated and contrasting loud and soft dynamics adds variety to an 

otherwise laboriously consistent etude.  Other key sections include Ab major from 

measure 33 through 72 and F major from measure 73 through measure 99, the end of the 

study.  The full range of the etude between low concert f and bb2 is emphasized through 

the gradual ascending and descending of these rhythmic patterns (see Musical Example 

4-194). 

Musical Example 4-194.  Gradually ascending and descending contour from Trognée, Etude #10, Etudes 
Finales.  (Bulle: Éditions Bim, 1995) mm. 48-50. 
 

 
 
 Tempo is maintained at the same speed from the beginning until measure 90, at 

which point Presto is indicated for the last eleven measures of the etude.   
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Etude #11 

 

 Through the use of rhythmic variety, wide intervallic flexibilities, ornamentation 

and cadenza-style figurations, Etude #11 is written with a highly soloistic character.  

Because this etude, like most other works by Trognée, has a simple underlying or implied 

tonic-dominant harmony, the aforementioned qualities further evoke the feel of a theme 

and variations form.  The opening Andante is marked piano and in the key of F major.  

The melody is constructed of moderately angular eight bar phrases and with a variety of 

duple and triple rhythmic units (sees Musical Example 4-195).   

Musical Example 4-195.  Initial phrase from Trognée, Etude #11, Etudes Finales.  (Bulle: Éditions Bim, 
1995) mm. 1-8. 
 

 
 
 Following the second phrase the etude initially seems to repeat the material from 

the beginning with a slightly embellished version of the previous melody.  In actuality, 

while there are similarities to the first sixteen measures, the etude quickly moves into 

more intervallically challenging material (see Musical Example 4-196). 

 

 

 

 



 
 

227

Musical Example 4-196.  Third eight bar phrase from Trognée, Etude #11, Etudes Finales.  (Bulle: Éditions 
Bim, 1995) mm. 17-24. 
 

 
 
 A third distinct section of this opening F major key area employs 32nd notes in 

multiple configurations, both duple and triple.  The rhythmic acceleration of this third 

area is also intensified by combining these 32nd notes to a progressively ascending 

melodic line (see Musical Example 4-197). 

Musical Example 4-197.  32nd note passage from Trognée, Etude #11, Etudes Finales.  (Bulle: Éditions 
Bim, 1995) mm. 31-34. 

 
 
  Clearly the inclusion of such material is meant to reflect the spirit of a solo work 

from that period, where such flourishes are common.  Following this virtuosic section of 

twelve note runs and arpeggiations the etude shifts keys to Ab major.  A misprint in 

measure 36 indicates a twelve pitch sixteenth note run, but taking into account the other 

notational values in the measure, this should instead be 32nd notes.  The sixteen measure 

section of music between measure 41 and 56 initially reverts back to an almost mirror 

image of the opening phrase, both rhythmically and intervallically.  But any repetition or 

 



 
 

228

variation of the opening music evaporates as the etude builds momentum with the 

inclusion of sixteenth and triplet note rhythms and moves towards the height of the etudes 

range, bb2.  While the transition into this key area was done in a typically abrupt and 

sectional fashion, the shift to the new key of E major in measure 57 is accomplished by 

an enharmonic respelling of the Ab tonic of the previous key area as the third scale degree 

of the E major section (see Musical Example 4-198). 

Musical Example 4-198.  Enharmonic respelling of Ab/G# (highlighted) in adjacent phrases from Trognée, 
Etude #11, Etudes Finales.  (Bulle: Éditions Bim, 1995) mm. 55-60. 
 

 
 
 Rhythmically, this new area contains many of the same patterns as in the other 

sections.  But as the third measure of Musical Example 4-198 displays, the descending 

quarter note and half note of the opening phrase is now ascending.  In fact, while the 

melody continues the pattern of increasingly faster note values and an ascending line, the 

material in this section from measure 57 through the end of the etude in measure 86 

contains an equal amount of pitches from the low register.  Where previously the twelve 

note pattern 32nd notes began around middle C, the patterns in this section include runs 

beginning as much as a fifth lower (see Musical Example 4-199). 
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Musical Example 4-199.  32nd note usage in E major section from Trognée, Etude #11, Etudes Finales.  
(Bulle: Éditions Bim, 1995) mm. 63-70. 
 

 
 
 As before, the use of such rhythms, in any octave, is with the intention of 

portraying a virtuosic solo line.  The etude concludes after a series of sequentially rising 

32nd note arpeggiations and triplets in the tonic of E major gradually slow and die away; 

diminuendo e morendo. 

 

Etude #12 

 

 Most of Etude #12 is written with a repetitive pattern of sixteenth notes, either 

diatonically scalar, arpeggiated, or as a series of larger intervallic flexibilities and likes 

other etudes a single rhythmic value or skill is demonstrated repeatedly.  The first key 

area of A major continues through measure 32 and contains a substantial amount of 

constantly shifting octave maneuvers (see Musical Example 4-200). 
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Musical Example 4-200.  Octave displaced sixteenth notes from Trognée, Etude #12, Etudes Finales.  
(Bulle: Éditions Bim, 1995) mm. 25-32. 
 

 
 
 In measure 33, the previous pattern of arpeggiations and diatonic scale runs 

resume after these flexibilities have ended, but in the new key of F major.  In both the 

section preceding and following the octave flexibilities, hairpin and graduated dynamics 

are added to provide variety and assistance in ascending through the range of the etude 

between low concert f and bb2 (see Musical Example 4-201). 

Musical Example 4-201.  Graduated dynamics applied to an ascending/descending melody from Trognée, 
Etude #12, Etudes Finales.  (Bulle: Éditions Bim, 1995) mm. 43-44. 
 

 
   
 However, after measure 56 the pattern of the etude is interrupted by a unique 

section of 24 measures composed of a constantly shifting set of time signatures in the 

same key of F major and marked Andantino.  A total of ten different signatures are used, 

 



 
 

231

each shift also corresponding to an alteration of the rhythmic texture (see Musical 

Example 4-202). 

Musical Example 4-202.  Constantly shifting time signatures from Trognée, Etude #12, Etudes Finales.  
(Bulle: Éditions Bim, 1995) mm. 57-65. 
 

 
  
 It should be noted that the alternation of the 3/4 time signature in Musical 

Example 4-202 is not an indication of a pattern or favored time signature of this section.  

Following this unusual use of multiple time signatures, the etude resumes its previous 

pattern of running and arpeggiated sixteenth notes in the new key of Ab major.   This 

concluding section of music from measure 81 through 102 also reemploys the alternation 

of loud and soft dynamics and use of crescendo and decrescendo graduated dynamics.  

This etude is devoid of slurred articulations and includes just one measure of dotted 

rhythms.   

 

Etude #13 

 

 Etude #13 explores a number of notational values both typical and less used in the 

single time signature of 6/8.  From the beginning through measure 40, the study contains 

a progressively more active pattern of eighth and sixteenth notes (see Musical Example 

4-203).   
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Musical Example 4-203.  Opening rhythmic characteristics from Trognée, Etude #12, Etudes Finales.  
(Bulle: Éditions Bim, 1995) mm. 13-21. 
 

 
  
 As is evident from Musical Example 4-202 these rhythmic features appear first in 

Bb minor, and beginning in measure 33, in the parallel key of Bb major.  The use of a 

minor tonality, particularly at the outset of an etude is less common feature in this and all 

etude sets of Trognée.  The eighth, quarter and sixteenth note values in the opening give 

way to a combination of triple and duple combinations starting in measure 41.  At times, 

the combinations of 32nd notes appear as both duple and triple figurations within the 

same measure.  As a practical matter, the accurate performance of these rhythms adjacent 

to each other warrants at least consideration of thinking of the material in six rather than 

two (see Musical Example 4-204).  

Musical Example 4-204.  Alternating duple and triplet sixteenth notes from Trognée, Etude #13, Etudes 
Finales.  (Bulle: Éditions Bim, 1995) mm. 111-118. 
 

 
 
 As demonstrated in Musical Example 4-203, when dynamics are applied in the 

etude they typically alternate between loud a soft.  The end of the Bb phrase in measure 
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48 is followed by a key change to Eb major in the next measure and a resumption of the 

sixteenth and sixteenth note triplet patterns as they have already been used.   The only 

fluctuation between this Eb section beginning at measure 49 and the end of the etude in 

measure 101 is the brief rallentando and a tempo between measures 64 and 65.  The 

etude only once reaches the height of bb2 and similarly delves only once to low concert e.  

The majority of the etude sits comfortably in the pitches just below and above the staff. 

 

Etude #14 

  

 Although Etude #14 is an enduring 162 measures in length, the musical variety of 

the study is limited to just a few elements.  The first and most prevalent feature is the use 

of sixteenth notes slurred in groups of four or eight.  The opening 2/4 Allegro vivo section 

lasts 80 measures and is only interrupted in key and meter by a shift from Bb major to Eb 

major in measure 57, and a brief ritardando and a tempo in measures 72 and 73.   

Otherwise the material is composed overwhelmingly with arpeggiated and diatonic 

sixteenth note figurations used very much in the same style as the triplet-patterned Etude 

#10 (see Musical Example 4-205). 

Musical Example 4-205.  Characteristic use of sixteenth notes from Trognée, Etude #14, Etudes Finales.  
(Bulle: Éditions Bim, 1995) mm. 17-24. 
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 While maintaining the Eb major key, the etude shifts to 3/4, Andantino non troppo 

and commences the use of triplet eighth notes beginning in measure 81.  This contrasting 

section of triplets is further differentiated from the sixteenth note patterns by the 

implementation of articulation in the otherwise slurred etude (see Musical Example 4-

206). 

Musical Example 4-206.  Triplets from Trognée, Etude #14, Etudes Finales.  (Bulle: Éditions Bim, 1995) 
mm. 91-99. 
 

 
  
 This section also includes the most demanding requirements of intervallic 

dexterity spanning up to two octaves.  However this inclusion of a large intervallic gap is 

not indicative of the overall style of this study.  More commonly, the melodic contour 

and range of this etude between low concert f and bb2 are used in gradually ascending and 

descending lines.  Following this diversion to 3/4 and Eb major the etude resumes in 

measure 113 with the initial rhythmic and melodic characteristics of the etude in the new 

key of Ab major and Allegro non troppo tempo.  Dynamics, both contrasting and 

graduated, are more prevalent in this etude than others, no doubt utilized to help break up 

the monotony of the otherwise extremely repetitive melodic line. 
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Etude #15 

 

 The last etude in this set and of those examined in this document is fittingly titled 

Finale.  In terms of length, this etude has no equal in this or any other by Trognée and is 

five pages long.  Etude #15 is a compilation or expansion of the rhythmic and stylistic 

elements already used in previous etudes.  This material has then been combined in often 

abrupt sections of contrasting time and key signatures.  Despite its length, the amount of 

variety dictates that no one element is used for more than one or two phrases in the 198 

measures of the etude.  The first section is indicated as Allegro energico and 4/4.  This 

sixteen measure area contains a combination of sixteenth notes, ties and dotted rhythms 

that were used in Etude #1.  In Etude #15, these features are combined with additional 

intervallic challenges including a difficult two octave jump in measure 7 (see Musical 

Example 4-207). 

Musical Example 4-207.  Rhythmic and melodic characteristics from Trognée, Etude #15, Etudes Finales.  
(Bulle: Éditions Bim, 1995) mm. 4-9. 
 

 
  
 The use of intervallic flexibility is not applied in any sort of pattern in this etude, 

though it is clearly of importance by its inclusion in most of the sections.  As is illustrated 

in Musical Example 4-207, the angular melodic contour contains both stepwise, 
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chromatic and arpeggiated features.  Beginning in measure 17, the etude shifts to 3/8, 

Scherzo presto and implements as its primary musical element a series of articulated 

eighths and sixteenth notes that were similarly used in the opening phrase of Etude #4 

(see Musical Example 4-208).  

Musical Example 4-208.  Eighth notes in Scherzo presto section from Trognée, Etude #15, Etudes Finales.  
(Bulle: Éditions Bim, 1995) mm. 17-24. 
 

 
  
 Measure 49 adopts an Allegro tempo, 2/4 time signature and Bb major key.  The 

same melody of this section originally appeared in the beginning of the B major 

Allegretto of Etude #2.  Included in separate phrases of this sixteen measure section are 

sixteenth and dotted sixteenth-32nd note patterns.  The latter rhythmic figuration also 

includes what is essentially an octuplet flourish of 32nd notes (see Musical Example 4-

209). 

Musical Example 4-209.  Octuplet 32nd note rhythm in Allegro section from Trognée, Etude #15, Etudes 
Finales.  (Bulle: Éditions Bim, 1995) mm. 60-61. 
 

 
 
 The brief eight measure Andante section that begins in measure 65 is written with 

yet another key and time signature change; this time to Ab major and 6/8.  Both this and 

the single eight measure phrase of E major material marked Allegretto that follows this 

material employ a series of sixteenth note patterns that reinforce the key either through 
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arpeggiation or note repetition.  The first two measures of the Andante section are 

identical to the first two measures of the Andantino of etude #3, and the Allegretto copies 

the opening of Etude #6.  Beginning in measure 81 Trognée includes cadenza material 

with ascending and descending patterns of two, three, four and six note slurred 

figurations that extend from low concert a to a modest height of g2 (see Musical Example 

4-1a). 

Musical Example 4-1a.  Cadenza from Trognée, Etude #15, Etudes Finales.  (Bulle: Éditions Bim, 1995) 
mm. 81-88. 

 
 
 As is partially illustrated in the third measure of Musical Example 4-1a, the 

conclusion of the cadenza is followed by three, eight measure phrases written in one of 

the styles Trognée utilizes in his solo works, the valse.  This section begins first with 

eighth note patterns, and then two phrases of longer notational values that include 

quarter, half and dotted half notes.  From measure 107 to 111 the time and key signature 

changes to 12/8 and G major before shifting again to 9/8 between measures 112 and 116.  

The G major section implements typical quarter, eighth and dotted eighth-sixteenth-

eighth note rhythms used in Etude #8.  The 9/8 portion, also like Etude #8, includes a 

quote of Die Walküre that lasts five measures.  Following this momentary stop in 9/8, the 
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etude includes an equally short four measure 4/4 Andante section of material from 

measure 111 through 120 that includes a series of slurred 32nd note arpeggiated patterns 

in the key of G major and the etudes lowest pitch; low concert e.  Like other sections that 

have borrowed from previous etudes, the first two measures of the Andante are a 

transposed version of the opening measures of Etude #9.  Following this is a 2/4 

Allegretto in the same key that utilizes the 32nd note triplets almost exclusively between 

measures 121 and 136.  Appearing as both a slurred and articulated rhythm, the latter 

version is indicated as a triple tongued figure (see Musical Example 4-210). 

Musical Example 4-210.  32nd note triplet rhythms in Allegretto section from Trognée, Etude #15, Etudes 
Finales.  (Bulle: Éditions Bim, 1995) mm. 121-123. 
 

 
  
 Once again, the initial material of this example is a transposed version of the 

opening measures of Etude #10.  Outside of the Valse section, a portion of the two 

phrases of music between measures 137 and 152 includes the most lyrical material of this 

etude.  It is also a slightly altered replication of the opening measures of Etude #11.  

Marked Andante espressivo, piano and in the new key of Eb major, this section begins 

with longer notational values that both accelerate in tempo and include gradually faster 

note values including sextuplets and the twelve note patterns used in Etude #11.  The 

return of an Allegretto indication in the music between measure 153 and 160 is defined 

by the single use of sixteenth notes in the rhythmic construction of the section and 
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include multiple octave alternations that descend and rise by step to the highest pitch of 

the etude, bb2 (see Musical 4-211). 

Musical Example 4-211.  Recurrent octave skips from Trognée, Etude #15, Etudes Finales.  (Bulle: 
Éditions Bim, 1995) mm. 157-160. 

 
 
 This section of music is similar to Etude #12 which implements the same 

alternation of octaves between measures 25 and 32 of that study.  As a contrast to the 

highly technical nature of the previous section, measure 161 adopts a Moderato tempo of 

6/8 music in the relative minor key of Ab major; F minor.  This section is virtually 

identical to Etude #13, although the earlier etude was written in Bb minor.  The last key 

change to F major is applied to the music between measure 177 and 198.  Indicated as 

Presto, the slurred 16th note figurations are similar to those used in Etude #14, but not as 

closely as other material in this etude relates to earlier studies.  The melodic line moves 

by step through a sequence of rising diatonic patterns before the etude culminates in a 

section of double tonguing technique that was previously included in Etude #4 (see 

Musical Example 4-212). 
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Musical Example 4-212.  Double tonguing technique from Trognée, Etude #15, Etudes Finales.  (Bulle: 
Éditions Bim, 1995) mm. 185-192. 
 

 
 
 Whether it is reasonable to expect that a performer would be able to successfully 

present this entire etude as one unit or not, it is the most obvious representation of the 

broader characteristics of Trognée’s etudes which emphasize multiple technical skills and 

musical elements while negotiating between often disparate, sections, keys and styles. 

 

Musical Analysis: Solo Works 

 

 For comparative purposes, all existent iterations of Trognée’s solo works, 

including those currently out-of-print, were examined as part of this document.  Through 

the generosity of the Free Library of Philadelphia the author was able to borrow original 

1907 Zimmermann publications of Trognée’s Valse lente and Fantaisie-Caprice that are 

held within the Edwin A. Fleisher Collection of rare manuscripts.  While original scores 

of these pieces are missing from that collection, full orchestral parts as well as the 

original piano reductions of the orchestral accompaniment are included and allow a 

complete picture of the pieces as they first appeared in print.   

 Along with the Zimmermann publishing designation, both pieces also indicate 

“Breitkopf & Härtel,” which is most likely the result of Julius Zimmermann utilizing a 
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publisher outside of Russia to secure copyright protection in Western Europe at a time 

when Russian copyrighting alone was often insufficient.206  In addition to the 

Zimmermann publications a newer Éditions Bim version of the Valse lente was edited by 

Anatoly Selianin and published in 1995.   

 The version of Trognée’s Fantaisie-Caprice that was included after his death in 

the third part of Mikhail Tabakov’s Progressive Trumpet Method on pages 494 through 

504 of that study is also discussed in this document.  Although only a piano reduction of 

the piece’s accompaniment is included in that method, like the Valse lente, the original 

Zimmermann publication includes a complete orchestral accompaniment and piano 

reduction.   

 A third piece by Trognée, Salut À St. Petersbourg! Fantasy for trumpet and piano 

has only been republished by Compozitor Publishing House in Saint Petersburg since 

2003. 

 Collectively, Trognée’s solo works firmly align themselves with traditional cornet 

literature of the early 20th century and utilize largely predictable and repetitive formal and 

harmonic development in their construction.  However, despite their similarity to each 

other and to the greater compositional trends of the late 19th and early 20th century, each 

of these pieces has characteristics unique from each other, if not also unique to solos of 

that period.  Trognée and other composers of similar music often employed creative 

means outside of increasing requirements of technique to vary sections and distinguish 

the solo from others of the period.  Although all of Trognée’s pieces require vary 

                                                 
206 Thomas Trapp, “Emile Trognee,” Email to author.  3 April 2008. 
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amounts of technical demands in their performance, none of the pieces extends beyond 

the bounds of those same skills that have previously been discussed in Trognée’s etudes.  

In comparison to similar works from that period, there are not any specific characteristics 

that indicate Trognée wrote these pieces for his own personal performance.    

 As is typical in solo accompaniments from that period, differences between the 

full orchestral instrumentation and the piano reduction are relatively small.  In both 

versions the accompaniment is heavily reliant on simple chordal outlining of the basic 

tonic/dominant relationship of the piece.  The wind accompaniment, including the section 

trumpet parts are relatively unimportant in the pieces by Trognée and are used judiciously 

to strengthen the chordal structure of the string parts.  Although the specified key of the 

accompanying trumpet parts may vary, many trumpeters used whatever instrument they 

preferred, often Bb trumpet. 

 

Valse lente pour Cornet à Pistons avec accompagnement d’Orchestre ou Piano 

    

 Valse lente is approximately four minutes in duration and 235 measures in length.  

This waltz-style piece is defined by the writing of multiple sections of music that 

alternate between a slow lyrical theme that is reflective of the name of the work and 

faster tempo sections of more technically challenging music.  The waltz theme first 

appears following a nine measure introduction that opens the solo, is 32 measures long 

and is comprised of four individual eight measure antecedent/consequent phrases of 

music (see Musical Example 4-213).   
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Musical Example 4-213.  Waltz theme from Trognée, Valse lente pour cornet à pistons (ou trompette) et 
piano.  (Bulle: Éditions Bim, 1995) mm. 9-43. 
 

 
 
 One discrepancy between the two versions of this solo is the inclusion in the 

Zimmermann edition of fermatas on all concert Db2 dotted half notes in the waltz melody, 

such as in measure 14 of Musical Example 4-213.  The Éditions Bim version eliminates 

these pauses and leaves the waltz theme uninterrupted.  The other alteration to the 

Éditions Bim version from the Zimmermann publication is of additional slurring 

indications that maintain the lyrical flow contained within the rest of the waltz theme.  

For instance, in the same section within Musical Example 4-213 from the Éditions Bim 

version above, the theme appears in Zimmermann edition without slurs between 

measures 22 and 23, 24 and 25 and measure 37 (see Musical Example 4-214). 
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Musical Example 4-214.  Zimmermann fermata and slurring differences (highlighted) from Trognée, Valse 
lente pour Cornet à Pistons avec accompagnement d’Orchestre ou Piano.  (St. Petersburg: Zimmermann, 
1907) mm. 9-43. 
 

 
  
 Following the initial appearance of the waltz theme the piece shifts to a Vivo 

tempo section of rhythmically faster and contrasting musical material that along with a 

repetitive pattern of articulations and pitches give the solo line an added complexity not 

unlike the inner solo melody of Etude #24 from 25 Etudes Techniques (see Musical 

Example 4-215).   

Musical Example 4-215.  Initial Vivo section from Trognée, Valse lente pour Cornet à Pistons avec 
accompagnement d’Orchestre ou Piano.  (St. Petersburg: Zimmermann, 1907) mm. 43-59. 
 

 

 



 
 

245

 After this sixteen measure Vivo section is repeated, the waltz theme reappears in 

its entirety.  The entire piece up to this point, 92 measures in all, is written in concert Eb 

major.  Beginning at measure 93 the alternation between the Vivo and Valse music is 

interrupted by a Trio that lasts until measure 130 and is written in the key of Ab major or 

the subdominant key of Eb major.  Following the Trio the piece returns once again to both 

the original key and music of the beginning, including the nine measure introduction that 

leads off the solo.  From this moment in the piece, an exact repetition of the solo from the 

beginning takes place.  However, at the point at which the solo previously moved into the 

trio section, a Vivo Coda section of musical material is inserted to draw the work to a 

conclusion.   

 The use of Eb major for the majority of the piece further contributes to the 

extremely repetitive character of this solo and is only departed from in the Trio section 

that is written in the subdominant key of Ab major.  The transition to the new key is 

accomplished by a chromatic descent in the accompaniment over two measures.  The 

return to the music and key of the introduction is unprepared and only preceded in the 

Trio by a brief two rest moment of silence after a cadence in Ab major.  The various 

sections of thematic material, keys and tempo can be diagrammed as ABACABA-Coda, 

with the contrasting 16 measures within the B sections repeated both times in the piece.  

This alternation and repetition of sections could be described as a symmetrical or arched 

rondo form (see Figure 4-5). 
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Figure 4-5.  Formal and thematic diagram from Trognée, Valse lente pour cornet à pistons (ou trompette) et 
piano.  (Bulle: Éditions Bim, 1995). 
 

 
 
 The piano reduction of the accompaniment that is included with the Zimmermann 

edition is identical to the newer Éditions Bim version.  In both, very simple, repetitive 

block chords are used with a doubling of the bass in the left hand on beat one and the 

filling out of the chord on beats two and three in the right hand (see Musical Example 4-

216).   

Musical Example 4-216.  Simple chordal piano accompaniment (highlighted) from Trognée, Valse lente 
pour cornet à pistons (ou trompette) et piano.  (Bulle: Éditions Bim, 1995) mm. 61-68. 
 

 
 
 As illustrated in Musical Example 4-216, the harmonies used in this piece are 

equally basic, usually limited to tonic and dominant chords, with a few secondary 

dominants mixed in throughout the work.  In the fully orchestrated Zimmermann edition, 

the orchestral parts include one flute, two Bb clarinets, two bassoons, two Eb horns, two 

trumpets in Eb, bass trombone, percussion and strings.  As a further indication of the 

simplicity of the accompaniment, the orchestral parts add virtually nothing extra to the 

texture of the accompaniment besides the tonal variety of the added instrumentation.  The 

chordal accompaniment illustrated in the piano part of Musical Example 4-216 is most 
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fully realized within the string parts of the orchestral accompaniment and bolstered by the 

winds in the same rhythmic manner as it appears in the piano part, though in general the 

winds play very little in the entire piece.  One deviation in the orchestral accompaniment 

that does not make its way into the piano reduction are the limited appearance, mostly in 

the Introduction, Trio and Coda areas, of sustained pitches underlying the quarter note 

chordal pattern demonstrated in Musical Example 4-216.  

 Despite the repetitious nature of the piece the solo does not undergo any thematic 

development as you might otherwise expect in such a sectional and repetitive work.  The 

various themes, whether from the waltz or Vivo sections, are repeated quite literally in 

each occurrence without embellishments.  The introduction, both at the beginning and 

between the Trio and the return to the A section, are also exact duplications of one 

another.  The solo part is also undemanding from a technical standpoint and written in a 

conservative range, particularly in the low register, between concert bb and bb2.  Dynamic 

indications of mezzo forte and forte are used sparingly.  Ornamentation and advanced 

tonguing techniques are absent in this work, and the fast material within the Vivo, Trio 

and Coda sections provide the only significant challenges of the piece. 

 

Fantasie-Caprice pour Cornet à Pistons avec accompagnement d’Orchestre ou Piano 

 

 The other piece of Trognée’s contained with the Fleisher Collection and currently 

out-of-print, is Fantaisie-Caprice pour Cornet à Pistons avec accompagnement 

d’Orchestre ou Piano.  As previously mentioned, the score for this piece is missing from 
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the Fleisher Collection, but fortunately the individual orchestral parts are intact.  The 

parts along with a handwritten copy of the piano reduction allow a complete analysis and 

comparison with the version included within Tabakov’s Progressive Trumpet Method.  

At the top of the first page of the solo part, Trognée includes a dedication to a friend 

named Adolphe Michel, “Dédié à so ami Adolphe Michel.”  The “Fantaisie” in the title is 

a fitting early 20th century characterization of the piece which, like numerous works from 

that time that have a feel of freedom, but without actual spontaneous improvisation and 

only a small amount of cadenza material.  The “Caprice” designation alludes to the 

Bolero section of music in the solo which is an unusual departure from traditional cornet 

solo styles of that period and according to Pfoltner’s research, a unique element of this 

piece among the solos in the Fleisher Collection.207   

 Depending on which version of this piece is used, this solo takes approximately 

five and half minutes to perform and is either 138 or 154 measures in length.  Despite the 

relatively low range of the solo part between low concert g and g2 this piece contains a 

greater amount of material meant to showcase technique than Valse lente.  Similar to 

Valse lente, Fantaisie-Caprice is written as a sectional one-movement work, defined in 

part by clear delineations of tempo.  Unlike Valse lente, however, is the additional 

element of shifting time signatures that accompanies these changes in tempo; four in all 

(see Figure 4-6). 

 

 

                                                 
207 Pfoltner 109. 

 



 
 

249

Figure 4-6.  Sectional structure from Trognée, Fantaisie-Caprice pour Cornet à Pistons avec 
accompagnement d’Orchestre ou Piano.  (Leipzig: Zimmermann, 1907). 
 

 
  
 The beginning of the piece is written in concert Eb major, 4/4 and is marked 

Allegro moderato.  Following an eight measure introduction, the solo enters with a rather 

unorthodox opening theme that sounds as if it is a more complex variation of a simple 

melody.  This is accomplished by the writing of running sixteenth and eighth note 

patterns, arpeggios, and moderately challenging intervallic leaps of as wide as an octave 

(see Musical Example 4-217).   

Musical Example 4-217.  Opening phrase from Trognée, Fantaisie-Caprice pour Cornet à Pistons avec 
accompagnement d’Orchestre ou Piano.  (Leipzig: Zimmermann, 1907) mm. 9-16. 
 

 
 

 The piano accompaniment throughout this section is extremely chordal with tonic 

and dominant harmonies used in a similar manner to the accompaniment in Valse lente.  

Discrepancies in this section between the solo part from the Zimmermann edition and 

Tabakov’s method are slight and include minor alterations in the use of graduated 

dynamics.  In general, the Tabakov version includes more frequent crescendo and 

decrescendo use than the Zimmermann edition, though the latter does include a three 

measure long crescendo that draws this section to a close that is absent in the Tabakov 

method.  The trill that concludes this section is also treated differently in each version; 
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the Zimmermann edition elongates the trill so that the 16th notes figures resolve 

themselves as grace notes, while in the Tabakov version these same notes appear as 

regular 16ths and at the expense of the trill’s duration (see Musical Example 4-218). 

Musical Example 4-218.  Trilling differences from Trognée, Fantaisie-Caprice pour Cornet à Pistons avec 
accompagnement d’Orchestre ou Piano.  (Leipzig: Zimmermann, 1907) mm. 31 and Tabakov, Progressive 
Trumpet Method, vol. 3, 497.  (Moscow: SMP, 1946) mm. 31. 

 

 Phrasing in this opening section is consistently eight measures in length until the 

six measures of transitional music between measures 32 and 37 that maintains the Eb 

major tonality but slows the pace and rhythmic activity of the solo.  Beginning in 

measure 38 the piece shifts to 6/8 while remaining in the opening key of concert Eb 

major.  This new section between measure 38 and 76 constitutes the most lyrical portion 

of the solo and corresponds to a slower Andante tempo and smoother rhythmic texture, 

which is strengthened by the widespread use of slurred articulations.  In the Tabakov 

version and although not in the Zimmermann edition, fermatas are added periodically in 

the middle of the phrases to suspend the melody temporarily (see Musical Example 4-

219). 
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Musical Example 4-219.  Use of fermatas (highlighted) from Tabakov, Progressive Trumpet Method, vol. 
3, 497.  (Moscow: SMP, 1946) mm. 38-53. 

 

 Contributing to the lyricism of this area of the piece are the inclusion of 

ritardando indications to allow for rubato, graduated “hairpin” dynamics, subtle use of 

single grace notes and a morendo marking for the final sustained note of the section.  

While both versions of the solo part convey the same lyrical spirit there are differences 

between the slurring patterns of the two versions.  As a general rule, the Zimmermann 

version contains less slurring and phrase indications in this section than the Tabakov 

method.   

 Differences between the piano accompaniments of this section, however, are 

slightly more substantial.  Although the harmonies generally remain the same, the 

simplified piano accompaniment that is included in the Tabakov version omits notes that 

are included in the Zimmermann edition that fully fill out the intended chords.  In one 

instance, measure 44, the concert C that is included in the Zimmermann edition on the 

first beat of that measure is the fifth of a dominant V7 of V chord.  This same chord in the 

Tabakov version instead triples the root (F), eliminates the A natural accidental on the 
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first beat, leaves the fifth out completely and changes the implied harmony, if not the 

function of the chord from a V7/V to a ii7 chord.  Perhaps most importantly, this change 

creates a less effective parallel octave voice leading issue in the left hand of the Tabakov 

version.  In preparation for the next key shift in the piece at measure 77, Trognée begins 

to tonicize C major leading to the end of this lyrical section as early as measure 67.  This 

is accomplished by inserting secondary dominant chords (G major 7 of C major), that 

would otherwise not function in the previous key of Eb major.  C major than serves in a 

dominant role of the next key: F major.   

 This rather unique section of music starting at measure 77 is indicated as a Bolero 

and also implements a change in time signature from 6/8 to 3/4.  Native folk melodies 

and dances are a common source of musical material for composers, but while Spanish-

inspired solo trumpet and cornet works are not in themselves unusual, there are few 

cornet solos from this period, and particularly Russia, that utilize such a geographically 

disparate musical influence.  To convey this style, the piano accompaniment utilizes a 

one eighth-two sixteenth note figure and short or detached rhythms.  Differences between 

the accompaniments of both versions of the piece are similar to the previous section.  The 

Tabakov method provides a simpler, often slightly revised realization of the same basic 

tonic/dominant harmonies and rhythms contained in the Zimmermann publication.  The 

Zimmermann version also fills in many of the rests that are present in the left hand of the 

Tabakov method, often providing a contrast to the music in the right hand when that part 

adopts the Bolero character that is the key stylistic feature of the section (see Musical 

Example 4-220). 
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Musical Example 4-220.  Right hand accompanimental use of Bolero style rhythm (highlighted) from 
Trognée, Fantaisie-Caprice pour Cornet à Pistons avec accompagnement d’Orchestre ou Piano.  (Leipzig: 
Zimmermann, 1907) mm. 83-84. 
 

 
 
 The solo part is composed primarily of sixteenth notes and often preceded by a 

quarter note on beat one, adding a touch of the indicative rhythm of a Bolero.  The 

conclusion of this section includes three measures of cadenza material that is melodically 

the same in both versions of the solo, but rhythmically more complex in the Tabakov 

method which includes 32nd notes and lacks the triplet figures of the Zimmermann 

publication.  As a practical matter, both versions could result in the same performance.  

Not only because this cadenza allows and indicates such flexibility with rhythmic speed, 

but because three of the groups of 16th notes contained within the cadenza are of an 

irregular number of seven or eleven notes, lending themselves to acceleration (see 

Musical Example 4-221). 
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Musical Example 4-221.  Cadenza differences from Trognée, Fantaisie-Caprice pour Cornet à Pistons avec 
accompagnement d’Orchestre ou Piano.  (Leipzig: Zimmermann, 1907) mm. 106-107 and Tabakov, 
Progressive Trumpet Method, vol. 3, 503-503.  (Moscow: SMP, 1946) mm. 106-107. 
 

 
   
 This cadenza arrives on concert Bb; the dominant of the final sections Eb key 

signature.  

 The Allegretto that concludes the piece is, depending upon the version used, either 

31 or 47 measures in length, written in 2/4, Eb major and contains ascending 32nd note 

and chromatic figurations that are a continuation of the previous section of virtuosic 

music (see Musical Example 4-222). 

Musical Example 4-222.  Use of 32nd notes in the Allegretto section from Trognée, Fantaisie-Caprice pour 
Cornet à Pistons avec accompagnement d’Orchestre ou Piano.  (Leipzig: Zimmermann, 1907) mm. 118-
125. 
 

 
 
 The discrepancy in length is a result of the shorter Tabakov version’s omission of 

two additional phrases of material that utilizes similar 32nd note figurations from the 

previous Musical Example, as well as four measures of double tonguing (see Musical 

Example 4-223). 
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Musical Example 4-223.  Additional musical material (double tonguing highlighted) from Trognée, 
Fantaisie-Caprice pour Cornet à Pistons avec accompagnement d’Orchestre ou Piano.  (Leipzig: 
Zimmermann, 1907) mm. 134-149. 
 

 
 
 Both versions conclude with the same four measures of 32nd note flourishes that 

are the main feature of the finale.  While this concluding section of material is effective 

in bringing the piece to an end, it is not overly demanding or especially taxing in the 

upper register of the solo part and finishes on a concert eb2.   

 The orchestral accompaniment includes two flutes, two oboe, two Bb clarinets, 

two bassoons, four Eb horns, two Bb trumpets, three trombones, timpani and strings.  

With the exception of the introduction which contains some sustained pitches in the bass 

and wind parts, the Zimmermann piano reduction is an almost complete representation of 

the orchestral accompaniment.  The bulk of the piano reduction is derived from the string 

parts, with additional doubling by the winds during the introduction, while the solo part is 

at rest and during the Bolero section.  Presumably not to conflict with the solo part both 

in terms of volume and timbre, the trombone and trumpet parts are further limited to just 

a few moments of playing in the entire work.   

 Although this piece is clearly meant to showcase the technique of a performer, the 

multiple sections of music do not maintain the definitive thematic continuity that is 
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indicative of a true theme and variations form.  Even with the variety of styles in the 

piece, unlike other sectional works composed by cornet soloists, Fantaisie-Caprice does 

not exploit one particular skill set over another or attempt to be unduly difficult to 

perform.    

 

Salut A St. Petersbourg! Fantasy for Trumpet and Piano 

 

 Salut A St. Petersburg! most fully embodies Trognée’s use of the theme and 

variations form, though as previously illustrated, the other solo works of his are also 

highly sectional.  However, Trognée includes significant amounts of contrasting musical 

material following the presentation of the theme and variations.  Thee result is a hybrid 

fantasy-variation form instead of a true theme and variations which would require a 

consistent use of one musical or structural element throughout the entire composition (see 

Figure 4-7). 

Figure 4-7.  Sectional structure, tempo, time signature and keys from Trognée, Salut À St. Petersbourg! 
Fantasy for Trumpet and Piano.  (St. Petersburg: Compozitor Publishing house, 2003).  
 

 
 
 This 2003 publication by St. Petersburg publisher Compozitor Publishing House 

only provides a piano accompaniment and specifies “trumpet” as the solo instrument.  

However, it would not be unlikely for an orchestral accompaniment to have also have 

been produced by Trognée and cornet to have been his preferred instrument of choice.  
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Regardless of instrumentation, the style of the piece is especially indicative of typical 

cornet solos of that period.  After a nine measure Allegro moderato piano introduction in 

4/4 and Eb major, the solo part engages in a ten measure cadenza-inspired section of 

music that contains a substantial amount of ornaments and indications for rubato to be 

taken, including a total of ten fermatas in the passage (see Musical Example 4-224).   

Musical Example 4-224.  Opening solo section from Trognée, Salut À St. Petersbourg! Fantasy for 
Trumpet and Piano.  (St. Petersburg: Compozitor Publishing house, 2003) mm. 10-19.  
 

 
 
 Following this introduction, the main theme of the piece is presented in the key of 

Eb major and with an altered time signature from 4/4 to 3/4 and is indicated with a tempo 

of Moderato.  This melody is set in eight measure unit phrases of tonic-dominant, 

antecedent/consequent units (see Musical Example 4-225). 
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Musical Example 4-225.  Theme (eight bar phrases highlighted) from Trognée, Salut À St. Petersbourg! 
Fantasy for Trumpet and Piano.  (St. Petersburg: Compozitor Publishing house, 2003) mm. 21-45. 

 
 
 As is illustrated in the previous example, a small amount of dynamic indications 

are included in this section.  Though much of the material is left without similar dynamic 

markings a performer may infer that a similar or contrasting treatment of the recurrent 

melodic line is in order.  Following the initial theme, the first variation is presented with 

the application of triplets and duple patterns of slurring that cross between beats within 

several of the measures causing the temporary obscuring of the 3/4 time signature (see 

Musical Example 4-226). 
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Musical Example 4-226.  Variation I from Trognée, Salut À St. Petersbourg! Fantasy for Trumpet and 
Piano.  (St. Petersburg: Compozitor Publishing house, 2003) mm. 53-57. 
 

 
 
 As might be expected, the harmonies are identical in both the theme and 

variations of the piece, but the accompaniment does change slightly in response to the 

increase in rhythmic activity of the solo line.  For example, while the accompaniment of 

both the theme and first variation are simple chordal representations of basic tonic (Eb) 

and dominant (Bb) chords, the piano part of the first variation becomes less active as to 

not detract from the heightened activity of the solo line (see Musical Example 4-227). 

Musical Example 4-227.  Accompaniment comparison of theme and variation I from Trognée, Salut À St. 
Petersbourg! Fantasy for Trumpet and Piano.  (St. Petersburg: Compozitor Publishing house, 2003) mm. 
22-25 and 54-57. 
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 Following the completion of the first variation, the piano part forecasts the 

rhythmic character of the second variation that begins in measure 85 by leading into that 

section with an Eb major scalar passage written in sixteenth notes.  Both the first and 

second variations are written without dynamic indications of any kind.  As a practical 

matter and in no small measure due to the rising and falling melodic line, a performance 

of both sections would naturally correspond to fluctuation in dynamics.  Similar to 

variation I, though in sixteenths, variation II applies a predictable variety of slurred 

articulations without any crossing between the larger beats of the measures as in the first 

variation.  The accompaniment is slightly more active in this section, used as before to 

reinforce the basic harmonies or to assist the solo line as it negotiates a particular passage 

(see Musical Example 4-228). 

Musical Example 4-228.  Variation II accompaniment and harmonies from Trognée, Salut À St. 
Petersbourg! Fantasy for Trumpet and Piano.  (St. Petersburg: Compozitor Publishing house, 2003) mm. 
95-98. 
 

 
  
 Following the second variation, a ten measure accompanimental transition moves 

the piece into a 12/8 Andantino section of contrasting music in the parallel key of Eb 

minor that deviates from the theme and variations form.  Trognée accomplishes this 
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change in mode by implementing an altered chord in measure 19 that functions and 

loosely resembles a Neapolitan chord, though it is not in inversion and is without a 

function in either the previous tonality of Eb major or the eventual key of Eb minor.  

Instead, this altered chord, as well as the repetition in four octaves of the same four note 

figuration (A, Bb, Cb, Bb), briefly tonicizes Bb and more importantly, draws the piece 

away from Eb major and allows the work to transition to Eb minor (see Musical Example 

4-229).   

Musical Example 4-229.  Transition to Eb minor (altered chord highlighted) from Trognée, Salut À St. 
Petersbourg! Fantasy for Trumpet and Piano.  (St. Petersburg: Compozitor Publishing house, 2003) mm. 
19-23. 

 
 
 The solo is suspended in the dominant key area of Bb major for four additional 

measures after the Cb major chord in measure 19 until the accompaniment slowly 

executes a ritardando into the Andantino.  The character of this section is far more lyrical 

than the rest of the piece and does not require a heightened degree of technique from the 

performer as do other parts of the solo.  The basic harmonies employed in the Andantino 

also include diminished A and D chords that strengthen tonicization of the new minor Eb 

tonality and function as subdominant functioning chords of Bb major.  Despite the 

relative de-emphasis of technique in this 18 measure section, the solo line ascends to a 
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high concert Bb2 before engaging in a two measure cadenza that offers two multiple 

tongue alternatives before the cadence in Bb major (see Musical Example 4-230). 

Musical Example 4-230.  Ascending Andantino melody and cadenza from Trognée, Salut À St. 
Petersbourg! Fantasy for Trumpet and Piano.  (St. Petersburg: Compozitor Publishing house, 2003) mm. 
139-141. 
 

 
 
 Much like Fantaisie-Caprice, Trognée tempers the performance demands in 

multiple tonguing and range in this passage by coordinating the alteration of pitches and 

articulations so that all parts of either the double or triple tongued syllables lie on the 

same note.  Further facilitating a successful performance of this section is the gradual 

ascent and descent in the writing of the melodic line, and a corresponding increase in the 

dynamic as illustrated in the first three measures of Musical Example 4-230.  The 

accompaniment of this section is equally lyrical with utilization of primarily the same 

recurrent three eighth note patterns as the solo line in the right hand and arpeggiations of 

the harmony in the left. 
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 The final section of the piece is written as an Allegretto in 2/4, and once again in 

the key of Eb major.  An eight measure preparation of the new section in the piano 

accompaniment precedes the entrance by the solo part which features large skips in the 

melody of either one and a half or two octaves.  This technical challenge alternates with 

stepwise moving 32nd note triplets as the piece builds in intensity (see Musical Example 

4-231). 

Musical Example 4-231.  Intervallic and triplet use in the Allegretto section (wide skips highlighted) from 
Trognée, Salut À St. Petersbourg! Fantasy for Trumpet and Piano.  (St. Petersburg: Compozitor Publishing 
house, 2003) mm. 150-166. 

 
 
 This passage of two eight bar phrases is repeated once more before the ascending 

chromatic line, gradually increasing dynamics, and oscillation of the solo part between 

tonic and dominant cadences on concert Eb (see Musical Example 4-232). 

Musical Example 4-232.  Concluding phrase from Trognée, Salut À St. Petersbourg! Fantasy for Trumpet 
and Piano.  (St. Petersburg: Compozitor Publishing house, 2003) mm. 191-198. 
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CHAPTER 5 
 

CONCLUSIONS 

 

 It is a testament to the importance of cornet literature that Trognée, a musician 

who spent the vast majority of his professional life as an orchestral trumpeter would still 

produce works that are so idiomatically consistent with the solo cornet.  Partially this 

could be explained by the perception of the cornet as a better solo instrument, even by 

those rare individuals like Trognée who were known as a performer of both trumpet and 

cornet.  Another possibility is that Trognée at the very least had an appreciation for the 

heightened technical skills present in cornet works of the period, and even more likely, 

believed the development of these individual skills were of a benefit to both genres of 

performance. This is confirmed by the similarities between the sectional structure of 

many of the etudes to those of the solos and the inclusion of soloistic and orchestral 

qualities within individual studies.  However, both formally and stylistically Trognée and 

others of the period were able to apply their own unique characteristics to otherwise 

standard and predictable sectional solo works.  Examples of this are the Bolero section of 

the Fantasie-Caprice and the formal fusion of a theme and variations with the freedom of 

a fantasy in Salut A St. Petersbourg!   

 In comparison to the more well-known cornet works of that time, Trognée’s solos 

are more conservative in their use of highly advanced techniques.  This is peculiar given 

that cornet solos were especially predisposed to highlight virtuosity and technique.  There 

are a couple of possible explanations for this.  As a trumpeter who was remembered as 
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highly in tune with the demands of playing, Trognée was perhaps less inclined to write 

music inaccessible for the majority of performers or in a style too far removed from his 

professional duties.  This would especially be true if he was concerned about his pieces 

successfully published and sold to a wider audience.  While the style and implied 

“freedom” of the cornet as a solo instrument remains intact, the extreme virtuosity is 

tempered in comparison to pieces by cornet virtuosos.  St. Petersburg also has a more 

conservative trumpet playing heritage compared to Moscow which may have influenced 

his writing style.  It should also be remembered that Trognée had a significant career as 

both a performer and teacher and in this second role he may have had his students, many 

of which were pre-conservatory age, in mind when writing these pieces. 

 The etudes, however, are often extremely demanding.  The discrepancy between 

the difficulty in the etudes and solo works is understandable.  Successfully performing 

material that is significantly more strenuous than what may be asked in normal 

performance situations is a standard procedure in many pedagogical works including 

those of Arban and Brandt.  This is especially true when dealing with the technical 

aspects of trumpet playing.  Although his etudes are comprised of a variety of shifting 

styles, skills and sections, there is a hierarchy of musical elements within these etudes.  

Interestingly, for a performer most noted for his strong and powerful sound, Trognée 

includes a disproportionately small amount of lyrical material that would be primarily 

reliant on tone quality.  Instead, rhythmic development, intervallic patterns, tongued and 

slurred lip flexibilities, changing meters, keys, and endurance are all stressed as primary 

features.  Even by the late 19th century the relatively short life of modern instruments and 
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conservatory instruction had already produced a wealth of methods and materials 

available to Russian teachers.  The ability to pick and choose from these many sources 

meant that Trognée would not have had to account for every possible musical attribute 

involved in performance.  As opposed to complete method books or beginning studies 

and exercises, his etudes satisfy a very specific need within the Russian trumpet school.  

Therefore, material explicitly intended for tone development may very well have been 

excluded by Trognée in his own etudes, but applied from other teaching resources.  The 

same may also be said for transposition studies, another highly important skill of any 

opera or orchestral performer that is absent in these studies. 

 Given his own playing career on both instruments and the similarities between his 

solos and etudes, it is clear that Trognée held the belief that many aspects of performance 

on either instrument were interchangeable.  
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APPENDIX A 
 

SUMMARY OF TROGNÉE’S WORKS 
 

15 Grandes Etudes 
Published: Éditions Bim, 1985 
 
 Etude #1 
  Length: 2 pgs., 61 mm. 
  Tempo(s): Allegro energico (mm. 1-40), Allegro (mm. 41-61) 
  Time Signature(s): 4/4 
  Key(s): C major (mm. 1-24), Ab major (mm. 25-40),  
   C major (mm. 41-61) 
  Written Range: g-bb2 
  Characteristics: 16th notes, large intervallic leaps (1 1/2 octave), trills  
  Complete Analysis: (see pg. 166) 
 
 Etude #2 
  Length: 2 pgs., 68 mm. 
  Tempo(s): Allegro (mm. 1-24), Andantino (mm. 25-56),  
   Allegro (mm. 57-68) 
  Time Signature(s): 4/4 (mm. 1-24), 6/8 (mm. 25-56), 4/4 (57-68) 
  Key(s): F major (mm. 1-12), Bb major (13-24), Eb major (mm. 25-56), 
    F major (mm. 57-68) 
  Written Range: a-bb2 
  Characteristics: 16th notes, arpeggiations, slurring patterns 
  Complete Analysis: (see pg. 168) 
  
 Etude #3 
  Length: 2 pgs., 95 mm. 
  Tempo(s): Allegro 
  Time Signature(s): 2/4 (mm. 1-48), 4/4 (mm. 49-60), 2/4 (mm. 61-95) 
  Key(s): G major (mm. 1-16), E minor (17-32), G major (mm. 33-48),  
   C major (mm. 49-60), G major (mm. 61-95) 
  Written Range: f-a2 
  Characteristics: 16th notes, staccatissimo, moderate intervallic training 
  Complete Analysis: (see pg. 171) 
  
 
 
 
 
 

 



 
 

268

 Etude #4 
  Length: 2 pgs., mm. 123 
  Tempo(s): Tempo di valse 
  Time Signature(s): 3/4 
  Key(s): Bb major (mm. 1-79), Eb major (mm. 80-95),  
   Bb major (mm. 96-123)  
  Written Range: ab-d3 
  Characteristics: 8th notes, lyrical, waltz-style 
  Complete Analysis: (see pg. 173) 
 
 Etude #5 
  Length: 2 pgs., 60 mm. 
  Tempo(s): Allegro moderato 
  Time Signature(s): 6/8 
  Key(s): F major (mm. 1-24), D major (25-40), Bb major (41-60) 
  Written Range: bb-b2 
  Characteristics: Running 16ths  
  Complete Analysis: (see pg. 175) 
  
 Etude #6 
  Length: 2 pgs., 72 mm. 
  Tempo(s): Allegro non troppo 
  Time Signature(s): 3/4 
  Key(s): Ab major 
  Written Range: ab-c3 
  Characteristics: 16th notes, triplets 
  Complete Analysis: (see pg. 177) 
  
 Etude #7 
  Length: 2 pgs., 74 mm. 
  Tempo(s): Moderato (mm. 1-40), Allegro (mm. 41-64),  
   Moderato (mm. 65-74) 
  Time Signature(s): 4/4 (mm. 1-40), 2/4 (mm. 41-64), 4/4 (mm. 65-74) 
  Key(s): G major (mm. 1-40), C major (mm. 41-63), G major (mm. 64-74) 
  Written Range: g-b2 
  Characteristics: Sextuplets, dotted sixteenth-32nd rhythms, staccatissimo 
  Complete Analysis: (see pg. 179) 
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 Etude #8 
  Length: 2 pgs., 79 mm. 
  Tempo(s): Allegro moderato 
  Time Signature(s): 6/8 
  Key(s): F major (mm. 1-48), Bb major (mm. 49-64), F major (mm. 65-79)   
  Written Range: e-d3 
  Characteristics: Angular, alternating use of slurred and tongued rhythms 
  Complete Analysis: (see pg. 181) 
  
 Etude #9 
  Length: 2 pgs., 56 mm. 
  Tempo(s): Allegro (mm. 1-24), Andantino (mm. 25-40),  
   Allegro (mm. 41-56) 
  Time Signature(s): 4/4 
  Key(s): C major (mm. 1-24), F major (mm. 25-40), C major (mm. 41-56) 
  Written Range: g-c3  
  Characteristics: Repetitive 16th note patterns  
  Complete Analysis: (see pg. 183) 
 
 Etude #10 
  Length: 2 pgs., 56 mm. 
  Tempo(s): Moderato (mm. 1-24), Andante (mm. 25-40),  
   Moderato (mm. 41-56) 
  Time Signature(s): 2/4 (mm. 1-24), 4/4 (mm. 25-48), 2/4 (mm. 49-56) 
  Key(s): F major (mm. 1-24), F minor (mm. 25-40),  
   Ab major (mm. 41-48), F major mm. 49-56) 
  Witten Range: e1-Bb2 
  Characteristics: 32nd notes, slurred patterns 
  Complete Analysis: (see pg. 185) 
 
 Etude #11 
  Length: 2 pgs., 71 mm. 
  Tempo(s): Andantino 
  Time Signature(s): 6/8 
  Key(s): Bb minor (mm. 1-44), Bb major (mm. 45-56),  
   Bb minor (mm. 57-71) 
  Written Range: f1-c3 
  Characteristics: Lyrically-inclined, limited use of low register 
  Complete Analysis: (see pg. 187) 
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 Etude #12 
  Length: 2 pgs., 137 mm. 
  Tempo(s): Allegro scherzando (mm. 1-88), Allegro (mm. 89-137) 
  Time Signature(s): 3/8 
  Key(s): D major (mm. 1-56), D minor (mm. 57-88),  
   D major (mm. 89-137) 
  Written Range: a-b2  
  Characteristics: Articulation variety, juxtaposition of triple/duple rhythms  
  Complete Analysis: (see pg. 189) 
  
 Etude #13 
  Length: 2 pgs., 55 mm. 
  Tempo(s): Allegretto (mm. 1-48), Andante (mm. 49-52),  
   Presto (mm. 52-54) 
  Time Signature(s): 12/8 
  Key(s): E major  
  Written Range: g#-b2 
  Characteristics: Theme and variations (3), extremely angular, rhythms  
   become increasingly more complex in each variation 
  Complete Analysis: (see pg. 191) 
 
 Etude #14 
  Length: 2 pgs., 82 mm. 
  Tempo(s): Allegro non troppo (Triple staccato) (mm. 1-32),  
   Andantino (mm. 33-55), Allegro vivo (mm. 56-82) 
  Time Signature(s): 2/4 (mm. 1-32), 3/4 (mm. 33-55), 2/4 (mm. 56-82) 
  Key(s): F major  
  Written Range: a-bb2 
  Characteristics: Multiple tonguing (double and triple) 
  Complete Analysis: (see pg. 193)  
  
 Etude #15 
  Length: 2 pgs., mm. 107 
  Tempo(s): Allegro 
  Time Signature(s): 2/4 
  Key(s): B major (mm. 1-49), E major (mm. 50-81),  
   B major (mm. 82-107) 
  Written Range: b-b2 
  Characteristics: Single tonguing stressed, contrasting lyrical section  
  Complete Analysis: (see pg. 196) 
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25 Etudes techniques 
Published: Éditions Bim, 1985 
 
 Etude #1 
  Length: 1 pg., mm. 51 
  Tempo(s): Allegro moderato (mm. 1-16), Andantino (mm. 17-32),  
   Allegro moderato (mm. 33-40) 
  Time Signature(s): 4/4 
  Key(s): F major 
  Written Range: b-bb2  
  Characteristics:  Mixture of rhythms, syncopation and central lyric section 
  Complete Analysis: (see pg. 131) 
  
 Etude #2 
  Length: 1 pg., 88mm. 
  Tempo(s): Allegro non troppo 
  Time Signature(s): 2/4 
  Key(s): G major 
  Written Range: b-b2 
  Characteristics: Single tonguing stressed, staccatissimo,    
   ascending/descending arpeggiations 
  Complete Analysis: (see pg. 133) 
  
 Etude #3 
  Length: 1 pg., 79mm. 
  Tempo(s): Allegretto 
  Time Signature(s): 3/4 
  Key(s): Eb major 
  Written Range: g-c3 
  Characteristics: Diatonic and arpeggiated ascending/descending melodic  
   material, tongued and 16th notes widely used  
  Complete Analysis: (see pg. 135) 
  
 Etude #4 
  Length: 1 pg., 61 mm. 
  Tempo(s): Andante (mm. 1-40), Allegro moderato (mm. 41-56),  
   Andante (mm. 57-61) 
  Time Signature(s): 4/4 
  Key(s): C major 
  Written Range: b-a2 
  Characteristics: Chromatic, ornaments and 32nd notes included, single  
   tonguing stressed 
  Complete Analysis: (see pg. 136) 
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 Etude #5 
  Length: 1 pg., mm. 55 
  Tempo(s): Allegro 
  Time Signature(s): 4/4 
  Key(s): Ab major 
  Written Range: ab-bb2 
  Characteristics: Rhythmic mixture, arpeggiations, large intervallic leaps,  
   soloistic tempo fluctuations, dynamic contrasts 
  Complete Analysis: (see pg. 137) 
  
 Etude #6 
  Length: 1 pg., mm. 118 mm. 
  Tempo(s): Salterello (Allegro) (mm. 1-56), Tempo di valse (mm. 57-88),  
   Allegro (mm. 89-118) 
  Time Signature(s): 6/8 (mm. 1-56), 3/4 (mm. 57-88), 6/8 (mm. 89-118) 
  Key(s): D major 
  Written Range: d1-c3 
  Characteristics: Central slurred lyrical section bisects etude that primarily  
   utilizes tongued 8th note-based rhythmic patterns  
  Complete Analysis: (see pg. 139) 
  
 Etude #7 
  Length: 1 pg., 64 mm. 
  Tempo(s): Allegro moderato 
  Time Signature(s): 2/4 
  Key(s): Bb major 
  Written Range: bb-c3 
  Characteristics: Focus 16th note triplets, alternative tonguing pattern  
   included 
  Complete Analysis: (see pg. 140) 
  
 Etude #8 
  Length: 1 pg., 57 mm. 
  Tempo(s): Allegro 
  Time Signature(s): 6/8 
  Key(s): C major 
  Written Range: a-c3 
  Characteristics: Running 16th notes, intervallic leaps of as much as a 7th 
  Complete Analysis: (see pg. 141) 
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 Etude #9 
  Length: 1 pg., 72 mm. 
  Tempo(s): Allegro 
  Time Signature(s): 9/8 
  Key(s): G major (mm. 1-32), G minor (mm. 33-48),  
   G major (mm. 49-72) 
  Range: b-a2 
  Characteristics: Recurrent 8th note use, single tongue stressed 
  Complete Analysis: (see pg. 142) 
 
 Etude #10 
  Length: 1 pg., 79 mm. 
  Tempo(s): Allegro moderato 
  Time Signature(s): 2/4 
  Key(s): C minor (mm. 1-32), C major (mm. 33-79) 
  Written Range: b-c3 
  Characteristics: Dotted 16th-32nd note rhythm, ornamentation, large  
   intervals, syncopation 
  Complete Analysis: (see pg. 143) 
  
 Etude #11 
  Length: 1 pg., 56 mm. 
  Tempo(s): Allegro moderato 
  Time Signature(s): 12/8 
  Key(s): C major 
  Written Range: a-c3 
  Characteristics: 8th note repetitions, downward intervallic leaps of as much 
   as two octaves 
  Complete Analysis: (see pg.144) 
  
 Etude #12 
  Length: 1 pg., 75 mm. 
  Tempo(s): Andantino 
  Time Signature(s): 2/4 
  Key(s): F major 
  Written Range: a-bb2 
  Primary Characteristics: Septuplets, 32nd notes, grace notes, progressive  
   rhythmic intensity, wide intervallic flexibility 
  Complete Analysis: (see pg. 146) 
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 Etude #13 
  Length: 1 pg., 111 mm. 
  Tempo(s): Tempo di valse lento (mm. 1-64), Lento (mm. 65-80),  
   Tempo vivo (mm. 81-111) 
  Time Signature(s): 3/4 
  Key(s): G major (mm. 1-64), F major (mm. 65-111) 
  Written Range: b-bb2 
  Characteristics: Waltz style etude, lyrical, varied slurring patterns,   
   moderate intervallic challenges 
  Complete Analysis: (see pg. 147) 
  
 Etude #14 
  Length: 1 pg., 56 mm. 
  Tempo(s): Tempo di marcia (as fanfare) 
  Time Signature(s): 4/4 
  Key(s): A major 
  Written Range: a-a2 
  Characteristics: Triple rhythms, fanfare-style arpeggiations 
  Complete Analysis: (see pg. 148) 
  
 Etude #15 
  Length: 1 pg., 52 mm. 
  Tempo(s): Allegro moderato 
  Time Signature(s): 3/4 
  Key(s): D major (mm. 1-32), G major (mm. 33-52) 
  Written Range: b-a2 
  Characteristics: Double tonguing, constant 16th notes 
  Complete Analysis: (see pg. 149) 
  
 Etude #16 
  Length: 1 pg., 63 mm. 
  Tempo(s): Tempo di polonaise 
  Time Signature(s): 3/4 
  Key(s): F major (mm. 1-36), Bb major (37-63) 
  Written Range: a-bb2 
  Characteristics: Dotted 16th-32nd note patterns, sequentially alternating  
   diatonic and arpeggiated melodic contour 
  Complete Analysis: (see pg. 151) 
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 Etude #17 
  Length: 1 pg., 62 mm. 
  Tempo(s): Andante 
  Time Signature(s): 6/8 
  Key(s): C major (mm. 1-40), F major (mm. 41-62) 
  Written Range: c1-bb2 
  Characteristics: Slurred 32nd note patterns stressed, chromaticism, minimal 
   intervallic challenges, limited dynamics 
  Complete Analysis: (see pg. 152) 
  
 Etude #18 
  Length: 1 pg., 52 mm. 
  Tempo(s): Allegro non troppo 
  Time Signature(s): 4/4 
  Key(s): Bb (mm. 1-16), Eb (mm. 1-52) 
  Written Range: bb-bb2 
  Characteristics: Motivic 16th note patterns, varied articulations 
  Complete Analysis: (see pg. 154) 
  
 Etude #19 
  Length: 1 pg., 167 mm. 
  Tempo(s): Intermezzo presto 
  Time Signature(s): 3/8 
  Key(s): C major (mm. 1-72), G minor (mm. 73-136),  
   C major (mm. 137-167) 
  Written Range: b-c3 
  Characteristics: 8th note-based note patterns, progressively intensifying  
   rhythmic activity, articulation variety, sequential figurations 
  Complete Analysis: (see pg. 155) 
 
 Etude #20 
  Length: 1 pg., 46 mm. 
  Tempo(s): Andantino 
  Time Signature(s): 4/4 
  Key(s): G major (mm. 1-32), Bb major (mm. 33-46) 
  Written Range: bb-g2 
  Characteristics: Triplet 16th note rhythms, triple tonguing, fanfare style,  
   limited intervallic challenges 
  Complete Analysis: (see pg. 157) 
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 Etude #21 
  Length: 1 pg., 48 mm. 
  Tempo(s): Moderato 
  Time Signature(s): 12/8 
  Key(s): F minor (mm. 1-28), F major (mm. 29-48) 
  Written Range: a-bb2 
  Characteristics: Persistent Running 8th note patterns, articulation variety,  
   modest intervallic and lip flexibility 
  Complete Analysis: (see pg. 159) 
  
 Etude #22 
  Length: 1 pg., 105 mm. 
  Tempo(s): Moderato 
  Time Signature(s): 2/4 
  Key(s): Eb major 
  Written Range: bb-bb2 
  Characteristics: Rhythmic mixture without pattern, wide intervallic  
   challenges 
  Complete Analysis: (see pg. 160) 
  
 Etude #23 
  Length: 1 pg., 81 mm. 
  Tempo(s): Allegretto 
  Time Signature(s): 6/8 
  Key(s): F major 
  Written Range: c1-bb2 
  Characteristics: Combining of previously segregated 8th note-based  
   rhythmic units within phrases, modest use of lower register 
  Complete Analysis: (see pg. 160) 
  
 Etude #24 
  Length: 1 pg., 48 mm. 
  Tempo(s): Larghetto 
  Time Signature(s): 2/4 
  Key(s): C major (mm. 1-16), F major (mm. 17-48) 
  Written Range: b-g2 
  Characteristics: Overwhelming use of slurred 32nd note patterns, creation  
   of secondary embedded melody, limited tonal range 
  Complete Analysis: (see pg. 162) 
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 Etude #25 
  Length 
  Tempo(s) 
  Time Signature(s): 4/4 
  Key(s): B major 
  Written Range: a#-a2 
  Characteristics: Non-pattern use of variety of rhythms,    
   antecedent/consequent style phrasing, modest intervallic   
   challenges, predictable slurring patterns 
  Complete Analysis: (see pg. 163) 
 
30 Etudes mélodiques 
Published: Éditions Bim, 1985 
 
 Etude #1 
  Length:  1 pg., 64 mm. 
  Tempo(s): Andante 
  Time Signature(s): 4/4  
  Key(s): Eb major 
  Written Range: g-bb2 
  Characteristics: Imitative melody, variety of rhythms 
  Complete Analysis: (see pg. 90) 
 
 Etude #2 
  Length: 1 pg., 127 mm. 
  Tempo(s): Andantino 
  Time Signature(s): 
  Key(s): G major (mm. 1-32), G minor (mm. 33-40),  
   G major (mm. 41-67) 
  Written Range: g-a2 
  Characteristics: Modeled on a theme and variations, modest range and  
   intervallic demands 
  Complete Analysis: (see pg. 92) 
 
 Etude #3 
  Length: 1 pg. 74 mm. 
  Tempo(s): Allegro moderato 
  Time Signature(s): 3/4 
  Key(s): C major  
  Written Range: b-b2 
  Primary Characteristics: Antecedent/consequent phrasing, rhythmic  
   mixture 
  Complete Analysis (see pg. 93) 
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 Etude #4 
  Length: 1 pg., 60mm. 
  Tempo(s): Allegro 
  Time Signature(s): 4/4 
  Key(s): D major (mm. 1-16), Bb major (mm. 17-36), 
   D major (mm. 37-60) 
  Written Range: a-b2 
  Characteristics: In the style of a cornet solo, with repetitively embellished  
   melody 
  Complete Analysis: (see pg. 96) 
  
 Etude #5 
  Length: 1 pg., 89 mm. 
  Tempo(s): Allegro (mm. 1-32), (mm. 33-89) 
  Time Signature(s): 2/4 
  Key(s): F major 
  Written Range: bb-bb2 
  Characteristics: Dotted rhythmic and intervallic pattern repeated in   
   diminution, modest intervallic demands 
  Complete Analysis: (see pg. 98) 
 
 Etude #6 
  Length: 1 pg., 64 mm. 
  Tempo(s): Andantino (mm. 1-40), Allegro (mm. 41- 64) 
  Time Signature(s): 9/8 
  Key(s): E major (mm. 1-20), C major (mm. 21-44), F major (mm. 45-64) 
  Written Range: a#-bb2 
  Characteristics: quarter-8th and 8th note patterns 
  Complete Analysis: (see pg. 99) 
 
 Etude #7 
  Length: 1 pg., 77 mm. 
  Tempo(s): Andante 
  Time Signature(s): 2/4 
  Key(s): G major 
  Written Range: d1-a2 
  Characteristics: Ornamental study, includes alternative rhythmic variation 
  Complete Analysis: (see pg. 100) 
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 Etude #8 
  Length: 1 pg., 57 mm. 
  Tempo(s): Moderato 
  Time Signature(s): 3/8 
  Key(s): Ab major 
  Written Range: g-bb2 
  Characteristics: Rhythmic variety, angular melodic line, ascending   
   arpeggiations 
  Complete Analysis: (see pg. 102) 
 
 Etude #9 
  Length: 1 pg., 60 mm. 
  Tempo(s): Moderato 
  Time Signature(s): 4/4 
  Key(s): F major (mm. 1-32), F minor (mm. 33-48), F major (mm. 49-60) 
  Written Range: a-a2 
  Characteristics: Successive, triplet, 8th and 16th note patterns 
  Complete Analysis: (see pg. 103) 
 
 Etude #10 
  Length: 1pg, 62 mm. 
  Tempo(s): Andante 
  Time Signature(s): 4/4 
  Key(s): G minor (mm. 1-24), G major (mm. 25-40),  
   G minor (mm. 41-62) 
  Written Range: g-bb2 
  Characteristics: Lyrical study with a combination of rhythmic patterns 
  Complete Analysis: (see pg. 104) 
 
 Etude #11 
  Length: 1 pg., 84 mm. 
  Tempo(s): Andante 
  Time Signature(s): 2/4 
  Key(s): D major (mm. 1-44), D minor (mm. 45-60),  
   D major (mm. 61-84) 
  Written Range: a-bb2 
  Characteristics: Trilling etude 
  Complete Analysis: (see pg. 105) 
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 Etude #12 
  Length: 1 pg., 80 mm. 
  Tempo(s): Andantino 
  Time Signature(s): 6/8 
  Key(s): D minor (mm. 1-32), D major (mm. 33-80) 
  Written Range: g-bb2 
  Characteristics: recurrent 8th note and arpeggiated patterns 
  Complete Analysis: (see pg. 107) 
  
 Etude #13 
  Length: 1 pg., 45 mm. 
  Tempo(s): Andantino (mm. 1-16), Allegretto (mm. 17-45) 
  Time Signature(s): 12/8 
  Key(s): A major 
  Written Range: a-a2 
  Characteristics: Predominantly tongued 8th note and arpeggiated patterns 
  Complete Analysis: (see pg. 108) 
 
 Etude #14 
  Length: 1 pg., 104 mm. 
  Tempo(s): Adagio 
  Time Signature(s): 2/4 
  Key(s): E minor (mm. 1-47). E major (mm. 48-104) 
  Written Range: a#-a2 
  Characteristics: Short antecedent/consequent phrasing, mixture of   
   rhythmic patterns 
  Complete Analysis: (see pg. 109) 
 
 Etude #15 
  Length: 1 pg., 64 mm. 
  Tempo(s): Allegretto 
  Time Signature(s): 2/4 
  Key(s): Eb major 
  Written Range: bb-ab2  
  Characteristics: Syncopated study 
  Complete Analysis: (see pg. 111) 
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 Etude #16 
  Length: 1 pg., 60 mm. 
  Tempo(s): Andante 
  Time Signature(s): 4/4 
  Key(s): A major 
  Written Range: g-a2 
  Characteristics: Rhythmic mixture 
  Complete Analysis: (see pg. 112) 
 
 Etude #17 
  Length: 1 pg., 63 mm. 
  Tempo(s): Andantino 
  Time Signature(s): 9/8 
  Key(s): E minor (mm. 1-15), G major (mm. 16-31), E major (mm. 32-63) 
  Written Range: a-a2 
  Characteristics: 8th note slurred and tongued rhythmic patterns 
  Complete Analysis: (see pg. 113) 
  
 Etude #18 
  Length: 1 pg., mm. 97 
  Tempo(s): Andantino 
  Time Signature(s): 2/4 
  Key(s): C major 
  Written Range: g-g2 
  Characteristics: Lip and intervallic flexibility, rhythmic variety, ascending  
   figurations 
  Complete Analysis: (see pg. 115) 
 
 Etude #19 
  Length: 1 pg., 84 mm. 
  Tempo(s): Allegretto 
  Time Signature(s): 3/4 
  Key(s): Bb major 
  Written Range: g-bb2 
  Characteristics: dotted 8th-16th note rhythm 
  Complete Analysis: (see pg. 116) 
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 Etude #20 
  Length: 1 pg., 56 mm. 
  Tempo(s): Allegretto (mm. 1-24), Andante (mm. 25-56) 
  Time Signature(s): 4/4 
  Key(s): Ab major 
  Written Range: g-bb2 
  Characteristics: Combination of 8th, 16th and triplet patterns 
  Complete Analysis: (see pg. 117) 
 
 Etude #21 
  Length: 1 pg., 64 mm. 
  Tempo(s): Allegro moderato 
  Time Signature(s): 3/4 (mm. 1-32), 2/4 (mm. 33-44), 3/4 (mm. 45-64) 
  Key(s): G major 
  Written Range: d1-a2 
  Characteristics: 8th and 16th note triplets 
  Complete Analysis: (see pg. 118) 
 
 Etude #22 
  Length: 1 pg., 43 mm. 
  Tempo(s): Andante 
  Time Signature(s): 6/8  
  Key(s): F major 
  Written Range: c1-bb2 
  Characteristics: 16th and 32nd note patterns 
  Complete Analysis: (see pg. 119) 
 
 Etude #23 
  Length: 1 pg., 69 mm. 
  Tempo(s): Allegro assai 
  Time Signature(s): 5/4 
  Key(s): C major 
  Written Range: g-a2 
  Characteristics: 8 bar phrases of contrasting rhythmic material 
  Complete Analysis: (see pg. 120) 
 
 Etude #24 
  Length: 1 pg., 64 mm. 
  Tempo(s): Andante moderato 
  Time Signature(s): 4/4 
  Key(s): B major 
  Written Range: f#-b2 
  Characteristics: Rhythmic and articulation variety, angularity 
  Complete Analysis: (see pg.121) 
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 Etude #25 
  Length: 1 pg., 104 mm. 
  Tempo(s): Tempo di valse lento 
  Time Signature(s): 3/4 
  Key(s): G minor (mm. 1-48), G major (mm. 49-80),  
   G minor (mm. 81-104) 
  Written Range: g-bb2 
  Characteristics: Slow, melodic waltz character, slurring variety, heavily  
   reliant on intervallic flexibility 
  Complete Analysis: (see pg. 122) 
 
 Etude #26 
  Length: 1 pg., 86 mm. 
  Tempo(s): Allegretto 
  Time Signature(s): 2/4 
  Key(s): C major 
  Written Range: b-b2 
  Characteristics: Dotted rhythms, irregular phrasing  
  Complete Analysis: (see pg. 124) 
 
 Etude #27 
  Length: 1 pg., 56 mm. 
  Tempo(s): Moderato 
  Time Signature(s): 12/8 
  Key(s): G major 
  Written Range: b- b2 
  Characteristics: sequential 12/8 based rhythmic patterns, sextuplets 
  Complete Analysis: (see pg. 126) 
 
 Etude #28 
  Length: 1 pg., 77 mm. 
  Tempo(s): Andante 
  Time Signature(s): 4/4 
  Key(s): Bb major 
  Written Range: a-bb2 
  Characteristics: undefined articulation patterns, rhythmic variety 
  Complete Analysis: (see pg. 127) 
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 Etude #29 
  Length: 1 pg., 168 mm. 
  Tempo(s): Scherzo presto 
  Time Signature(s): 3/8 
  Key(s): Eb major (mm.1-96), C major (mm. 97-160) 
  Written Range: g-b2 
  Characteristics: Sectional etude utilizing three primary note values and  
   rhythms (dotted quarter, quarter-eighth, three eighth)  
  Complete Analysis: (see pg. 128) 
 
 Etude #30 
  Length: 1 pg., 160 mm. 
  Tempo(s): Andante 
  Time Signature(s): 4/4 
  Key(s): F major 
  Written Range: bb-bb2 
  Characteristics: Moderately challenging etude without clear rhythmic or  
   melodic goals  
  Complete Analysis: (see pg. 129) 
 
Etudes Finales 
Published: Éditions Bim, 1995 

 Etude #1 
  Length: 2 pgs., 102 mm. 
  Tempo(s): Allegro energico (mm. 1-32), Andantino (mm. 33-64),   
   Allegretto (mm. 65-102)  
  Time Signature(s): 4/4 
  Key(s): C major (mm. 1-32), Ab major (mm. 33-64),  
   Eb major (mm. 65-102)  
  Written Range: g-c3 
  Characteristics: Angular, declamatory etude of repetitively    
   ascending/descending material, wide skips of two octaves 
  Complete Analysis: (see pg. 199) 
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 Etude #2 
  Length: 2 pgs., 125 mm. 
  Tempo(s): Allegretto (mm. 1-64), Tempo di valse moderato (mm. 65-96),  
   Allegro (mm. 97-125) 
  Time Signature(s): 2/4 (mm. 1-64), 3/4 (mm. 65-96), 2/4 (mm. 97-125) 
  Key(s): B major (mm. 1-24), G major (mm. 25-40),  
   Bb major (mm. 41-64), F# (mm. 65-96), C major (mm. 97-102),  
   Bb major (103-125) 
  Written Range: bb-bb2 
  Characteristics: Extensive training and use of the “tie,” arpeggiations,  
   sextuplet figures 
  Complete Analysis: (see pg. 202) 
 
 Etude #3 
  Length: 3 pgs., 115 mm. 
  Tempo(s): Andantino (mm. 1-24), Listesso tempo (mm. 25-56),  
   Allegro appassionato (mm. 57-72),  
   Tarantella agitata (mm. 73-115) 
  Time Signature(s): 6/8 (mm. 1-56), 4/4 (57-72), 6/8 (mm. 73-115) 
  Key(s): Ab major (mm. 1-24), E major (mm. 25-56),  
   G major (mm. 49-56), Eb major (mm. 57- 
  Written Range: g-d3 
  Primary Characteristics: Ascending/descending scalar 32nd note   
   figurations, octave slurred flexibilities, dotted sixteenth-32nd  
   rhythms, arpeggiation training, triple tonguing    
  Complete Analysis: (see pg. 205) 
 
 Etude #4 
  Length:  3 pgs., 201 mm. 
  Tempo(s): Scherzo presto (mm. 1-152), prestissimo (mm. 153-190),  
   Vivo (mm. 191-201) 
  Time Signature(s): 3/8 
  Key(s): C minor (mm. 1-62), C major (mm. 63-127),  
   C minor (mm. 128-201) 
  Written Range: g-c3 
  Characteristics: 8th note-based rhythms, double tonguing, progressive  
   ascending/descending line, modest intervallic training, graduated  
   dynamics 
  Complete Analysis: (see pg. 208) 
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 Etude #5 
  Length: 3 pgs., 87 mm. 
  Tempo(s): Allegro moderato (mm. 1-64),  
   Allegro vivo (gigue) (mm. 65-87) 
  Time Signature(s): 4/4 (mm. 1-32), 12/8 (mm. 33-48), 4/4 (mm. 49-64), 
   2/4 (65-87) 
  Key(s): C major (mm. 1-15), Eb major (mm. 16-32),  
   Ab major (mm. 33-48), E major (mm. 49-64), C major (mm. 65-87) 
  Written Range: g-c3 
  Characteristics: Juxtaposition of wide skips and chromatic/diatonic  
   melodic material, sextuplets, dotted sixteenth-32nd note figurations 
  Complete Analysis: (see pg. 210) 
 
 Etude #6 
  Length: 3 pgs., 116 mm. 
  Tempo(s): Allegro non troppo 
  Time Signature(s): 6/8 
  Key(s): G major (mm. 1-32), C minor (mm. 33-88),  
   Ab major (mm. 89-116) 
  Written Range: g-c3 
  Characteristics: Running 16ths shift to recurrent ascending/descending  
   diatonic scalar arpeggiated figures and octave displaced skips,  
   alternating loud soft dynamics 
  Complete Analysis: (see pg. 214) 
  
 Etude #7 
  Length: 3 pgs., 155 mm. 
  Tempo(s): Allegretto (mm.1-65), Andantino (mm. 66-97),  
   Allegro (mm. 98-113), Allegro vivo (mm. 114-155) 
  Time Signature(s): 2/4 (mm. 1-65), 4/4 (mm. 66-81), 2/4 (mm. 82-155) 
  Key(s): C minor (mm. 1-33), C major (mm. 34-65),  
   C minor (mm. 66-81), C major (mm. 82-97),  
   F major (mm. 98-155) 
  Written Range: g-c3 
  Characteristics: Anacrusis-style antecedent/consequent phrasing, angular  
   melodic line, difficult triple tongued closing Allegro vivo section 
  Complete Analysis: (see pg. 216) 
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 Etude #8 
  Length: 3 pgs., 93 mm. 
  Tempo(s): Allegro brillante 
  Time Signature(s): 12/8 (mm. 1-58), 9/8 (mm. 59-64), 12/8 (mm. 65-93) 
  Key(s): D major (mm. 1-24), F major (mm.25-40), Bb major (mm. 41 
  Written Range: g-c3 
  Characteristics: eighth-sixteenth-eighth rhythm, graduated contrasting  
   dynamics, alternating arpeggiated and moving 8th notes, dotted  
   rhythms, Walküre motive 
  Complete Analysis: (see pg. 220) 
 
 Etude #9 
  Length: 3 pgs., 58 mm. 
  Tempo(s): Andante maestoso 
  Time Signature(s): 4/4 
  Key(s): A major (mm. 1-16), A minor (mm. 17-24), 
    F major (mm. 25-32), Db major (mm. 33-48),  
   F# major (mm. 49-58) 
  Written Range: g-c3 
  Characteristics: Largely slurred arpeggiated 32nd note patterns, sextuplets,  
   trilling 
  Complete Analysis: (see pg. 222) 
   
 Etude #10 
  Length: 3 pgs., 99 mm. 
  Tempo(s): Allegretto (mm. 1-88), Presto (mm. 89-99) 
  Time Signature(s): 
  Key(s): C major (mm. 1-32), Ab major (mm. 33-72),  
   F major (mm. 73-99) 
  Written Range: g-c3 
  Characteristics: Extensive use of triplet 16th note pattern, alternating  
   slurring and tonguing, triple tonguing 
  Complete Analysis: (see pg. 224) 
 
 Etude #11 
  Length: 3 pgs., 86 mm. 
  Tempo(s): Andante 
  Time Signature(s): 4/4  
  Key(s): F major (mm. 1-40), Ab (mm. 41-56), E major (mm. 57-86)  
  Written Range: f#-c3 
  Characteristics: Highly soloistic, cadenza-like material, embellishments,  
   32nd note runs  
  Complete Analysis: (see pg. 226) 
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 Etude #12 
  Length: 4 pgs., 102 mm. 
  Tempo(s): Allegro non troppo (mm. 1-56), Andantino (mm. 57-102 
  Time Signature(s): Largely in 4/4, section from mm. 57-81 contains a  
   different time signature in each measure 
  Key(s): A major (mm. 1-32), F major (mm. 33-80),  
   Ab major (mm. 81-102) 
  Written Range: f#-c3 
  Characteristics: Repetitive use of 16th notes, large consecutive octave  
   skips, arpeggiations 
  Complete Analysis: (see pg. 229) 
 
 Etude #13 
  Length: 3 pgs., 101 mm. 
  Tempo(s): Andantino 
  Time Signature(s): 6/8 
  Key(s): Bb minor (mm. 1-32), Bb major (mm. 33-48),  
   Eb major (mm. 49-101) 
  Written Range: f#-c3 
  Characteristics: Progressively more active melody, juxtaposition of duple  
   and triple rhythms, full tonal range utilized 
  Complete Analysis: (see pg. 231) 
 
 Etude #14 
  Length: 4 pgs., 162 mm. 
  Tempo(s): Allegro vivo (mm. 1-80), Andantino non troppo (mm. 81-112),  
   Allegro non troppo (mm. 113-162) 
  Time Signature(s): 2/4 (mm. 1-80), 3/4 (mm. 81-112), 2/4 (mm. 113-162) 
  Key(s): Bb major (mm. 1-56), Eb major (mm. 57-112),  
   Ab major (113-172) 
  Written Range: g-c3 
  Characteristics: Groups of slurred 16th notes, limited use of large   
   intervallic flexibilities, contrasting graduated dynamics 
  Complete Analysis: (see pg. 233) 
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 Etude #15 
  Length: 5 pgs., 198 mm. 
  Tempo(s): Allegro energico (mm. 1-16), Scherzo presto (mm. 17-48),  
   Allegro (mm. 49-64), Andante (mm. 65-72),  
   Allegretto (mm. 73-81), Valse tempo (mm. 84-116),  
   Andante (mm.  117-120), Allegretto (mm. 121-136),  
   Andante espressivo (mm. 137-152), Allegretto (mm. 153-160),  
   Moderato (mm. 161-176), Presto (mm. 177-198) 
  Time Signature(s): 4/4 (mm. 1-16), 3/8 (mm. 17-48), 2/4 (mm. 49-64),  
   6/8 (mm. 65-80), 3/4 (mm. 81-111), 9/8 (mm. 112-116),  
   4/4 (mm. 117-120), 2/4 (mm. 121-136), 4/4 (mm. 137-160),  
   6/8 (mm. 161-176), 2/4 (mm. 177-198) 
  Key(s): Bb major (mm. 1-64), Ab major (mm. 65-72),  
   b minor (mm. 73-81), E major (mm. 84-107),  
   G major (mm. 108-136), Eb major (mm. 137-152),  
   Ab major (mm. 153-160, F minor (mm. 161-176),  
   F major (mm. 177-198)  
  Written Range: f#-c3 
  Characteristics: Combination of material from every previous etude in this 
   method, includes both Walküre quote and written out cadenza 
  Complete Analysis: (see pg. 235) 
 
Fantaisie-Caprice pour Cornet à Pistons avec accompagnement d’Orchestre ou Piano 
Published: Zimmermann, 1907 
   
  Length: 198 mm. 
  Tempo(s): Allegro moderato (mm. 1-38), Andante (mm. 39-76),  
   Bolero (mm. 77-105), Cadenza (mm. 106-107),  
   Allegretto (mm. 108-154) 
  Time Signature(s): 4/4 (mm. 1-38), 6/8 (mm. 39-76), 3/4 (mm. 77-105),  
   Cadenza (mm. 106-107), 2/4 (mm. 108-154) 
  Key(s): Eb major (mm. 1-76), F major (mm. 77-105), 
   Eb major (mm. 108-154) 
  Written Range: g-g2 
  Characteristics: One movement, sectional fantasy, includes unusual Bolero 
   section, cadenza and multiple tonguing passage 
  Orchestration: 2 fl, 2 ob, 2 cl, 2 bn, 4 hn, 2 tpt, 3 tbn, timp, strings 
  Complete Analysis: (see pg. 247) 
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“Salut À St. Petersbourg!” Fantasy for Trumpet and Piano  
 Published: Compozitor Publishing House, 2003 
 
  Length: 196 mm. 
  Tempo(s): Allegro Moderato (mm. 1-19), Moderato (mm. 20-123),  
   Andantino (mm. 124-140), Allegretto (mm. 141-196) 
  Time Signature(s): 4/4 (mm. 1-19), 3/4 (mm. 20-123),  
   12/8 (mm. 124-140), 2/4 (mm. 141-196) 
  Key(s): Eb major 
  Written Range: a-c3 
  Characteristics: One movement, hybrid theme and variations form,   
   contains alternate articulation option in short cadenza, large two  
   octave  skips in final section 
  Complete Analysis: (see pg. 256) 
 
Valse lente pour Cornet à Pistons avec accompagnement d’Orchestre ou Piano 
Published: Zimmermann, 1907 
 
  Length: 235 mm. 
  Tempo(s): Allegro vivo (mm. 1-9), Tempo lento valse (mm. 10-43),  
   Vivo (mm. 44-59), Tempo lento valse (mm. 60-92), Trio (93-130),  
   Allegro Vivo (mm. 131-139), Tempo valse lento (mm. 140-173),  
   Vivo (174-190), Valse lento (mm. 191-220), Vivo (mm. 221-235) 
  Time Signature(s): 3/4 
  Key(s): Eb major (mm. 1-92), Ab major (mm. 93-130),  
   Eb major (131-235) 
  Written Range: c1-c3 
  Characteristics: One movement piece, Waltz-style theme alternating with  
   faster, challenging material, written in the form of a symmetrical  
   seven-part rondo 
  Orchestration: 1fl, 2 cl, 2 bn, 2 hn, 2 tpt, bass tbn, perc., strings 
  Complete Analysis: (see pg. 242) 
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APPENDIX B  
 

PERMISSIONS FOR USE OF COPYRIGHTED MATERIAL  

 

 Permission to use material included in this document published by Éditions Bim 
was granted by Jean-Pierre Mathez on May 8, 2007 and June 29, 2009. 
 
May 8, 2007 
 
 Dear Mr. Scheusner, 
 We will give you permission. We have three conditions: 
 1) please tell us precisely how many and how long these excerpts are. Also, please 
 tell us if you're using the published text to the books we published and the picture. 
 2) indicated the source (as soon as we have the details of the point 1) we will send 
 you the exact sentence. 
 3) send us a copy of your final work. 
 
 Cordially, 
 
 Jean-Pierre Mathez 
 
 
June 29, 2009 
 
 Dear Mr. Scheusner,  
  
 Sorry to be late with this answer... if you can, send a copy of your printed work, 
 per cheapest postal (surface) mail to our address: 
 
 Editions Bim 
 The Brass Press 
 Jean-Pierre Mathez 
 P.O. Box 300 
 CH-1674 VUARMARENS 
 Switzerland 
 
 If you have added our website address when mentioning your source, it will be 
 OK for us. 
 Cordially, 
 
 Jean-Pierre Mathez 
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 Material in this document published by Zimmermann prior to 1924 is in the 
public domain and confirmed by Saskia Bieber of the Coypright and Archives 
Department of Zimmermann.  
 
April 7, 2008 
  
 Dear Mr. Scheusner, 
  
 We have published two compositions by Emile Trognée: 
 Valse lente for trumpet (or cornet) and orchestra (or piano) and Fantasie caprice 
 (with the same arrangement). 
  
 The contract regarding the above was undersigned by Trognée in Saint Petersburg 
 on 1st November 1906. 
  
 Here is the only information we have: 
  
 Emile Joseph Trognée (1868-1942) came from Brussels to St. Petersburg in 1902. 
 From 1899 until 1900 he was member of the Helsinki Orchestral Society’s 
 trumpet section. 
  
 He was first active in the St. Petersburg trumpet school in 1902. From 1902 to 
 1927 he played as cornetist and trumpeter in the opera orchestra, and from 1928 
 to 1941 taught at the Leningrad Musical College. Trognée died of hunger during 
 the Siege of Leningrad. 
  
 In St. Petersburg he got in touch with the publisher Julius Heinrich Zimmermann, 
 who was an important music dealer and publisher in Russia, but also in 
 Leipzig/Germany. After World War I the company was nationalized and lost its 
 properties in Russia. After World War II, the company owner, Edith 
 Zimmermann, fled the Soviet Zone to Frankfurt/Main, losing a great portion of 
 the properties and materials, including the orchestral materials of the Trognée 
 compositions. Only after the German reunion, the State Archives of Leipzig 
 returned all materials, they had stored. 
  
 Therefore, we have no records about performances of those works. 
  
 We should be very grateful, if you would let us know the results of your 
 investigations. 
  
 Yours sincerely, 
  
 Saskia Bieber 
 

 



 
 

293

REFERENCES 

 

“About Us.”  Shanghai Symphony Orchestra.  29 July 2008.   
 <http://www.sh-symphony.com/english/aboutus/index.cfm>. 
 
Akhmadullin, Iskander.  “Re: Tabakov’s Method.”  Email to author.  6 June 2007. 
 
Arban, Jean Baptiste.  Complete Conservatory Method for Trumpet (Cornet).  Eds. Edwin 

Franko Goldman and Walter M. Smith.  Third ed.  New York: Carl Fischer, 1982.  
 
_______.  Grande Mèthode complète de cornet à pistons et de saxhorn.  Ed. Léon 
 Escudier.  Première Edition (Paris: Escudier, c. 1859). 
 
Ardoin, John.  Valery Gergiev and the Kirov: A Story of Survival.  Portland: Amadeus, 
 2001. 

Atcheson, Bob.  "Russian Empire in 1913: as it was during the reign of Nicholas II." 
 Nicholas and Alexandra-The Last Imperial Family of Tsarist Russia.  July 10 
 2008.  <www.nicholasandalexandra.com/virtual1999/images/russmap.gif>.  

Baines, Anthony.  Brass Instruments: Their History and Development.  London: Faber 
 and Faber, 1976. 

Baird, Frank William.  "A History and Annotated Bibliography of Tutors for the Trumpet 
 and Cornet: Volumes I and II."  Diss.  University of Michigan, 1983. 

Bakst, James.  A History of Russian-Soviet Music.  New York: Dodd Mead and 
 Company, 1962. 
 
Bieber, Saskia.  “Re: [Fwd: Emile Trognee].”  Email to author.  7 April 2008. 

Bolotin, Sergei.  Entsiklopedicheskii Biograficheskii Slovar’ Muzykantov-Ispolnitelei Na 
 Dukhovykh Instrumentakh.  Leningrad: Muzyka, 1969. 

_______.  Entsiklopedicheskii Biograficheskii Slovar’ Muzykantov-Ispolnitelei Na 
 Dukhovykh Instrumentakh.  Revised ed. Rem Gekht.  Moscow: Radunitsa, 1995. 

Böhme, Oskar.  Concerto (E-moll): für Trompete in A (cornet à pistons) mit 
 Clavierbegleitung, op. 18.  Moscow: Jurgenson, 1896. 

_______.  Konzert f-Moll, op. 18, Trompete und Klavier.  Hamburg: Rahter, 1941. 
 

 



 
 

294

Brandt, Willy.  34 Etudes.  Moscow: SMP, 1926. 
 
_______.  Concertpiece No. 1, op. 11 for Trumpet and Piano.  Ed. Roger Voisin.   
 New York:  International Music Company, 1963.   
 
_______.  Concertpiece No. 2, op. 12 for Trumpet and Piano.  Ed.  Robert Nagel. 
 New York:  International Music Company, 1960.    
 
_______.  Last Etudes.  Moscow: SMP, 1924. 
 
Briney, Bruce C.  “The Development of Russian Trumpet Methodology and Its Influence 
 on the American School.”  Diss.,   Northwestern University, 1997. 
 
_______.  “The Methods and Etudes of Wilhelm Wurm.”  Journal of the International 
 Trumpet Guild 21.3 (1997): 51-64. 
 
Campbell, Stuart.  Russians on Russian Music, 1880-1917: An Anthology.  Cambridge:  
 Cambridge University Press, 1994.   

Chenette, Stephen.  “Tabakov and Trognee.”  Email to author.  4 April 2007. 

Davis, Joyce Francine. "The cornet à pistons in French and French-Influenced 
 Orchestration from 1830 to 1936."  Diss.  The Ohio State University, 1990. 

Dokshizer, Timofei.  The Memoirs of Timofei Dokshizer:  An Autobiography.  Trans.
 Olga Braslavsky.  Eds.  Joyce Davis and Kim Dunnick.  Westfield (MA):  ITG, 
 1997. 
 
Frame, Murray.  The St. Petersburg Imperial Theatres.  London: McFarland & Company, 
 Inc., 2000. 
 
Gilreath, Amy Suzanne.  “A Descriptive Study of Selected Trumpet Concertos from the 
 Soviet Union.”  Diss. University of Illinois at Urbana, 1992. 

Gogol, Nicolai.  The Overcoat and Other Tales of Good and Evil.  Trans. David 
 Magarshack.  New York: W.W. Norton & Company, 1957. 

Hazen, Robert M.  “Parisian Cornet Solos of the 1830s and 1840s: The Earliest Solo 
 Literature for Valved Brass and Piano.”  Journal of the International Trumpet 
 Guild 19.4 (1995): 35-38. 

Hickman, David.  Trumpet Pedagogy: A Compendium of Modern Teaching Techniques, 
 Chandler AZ: HME, 2006. 
 

 



 
 

295

Kelly, Daniel.  “The Competition Solos of J.B. Arban.”  Journal of the International 
 Trumpet Guild 30.3 (2006): 17-28. 
 
Lewis, H. M. Lewis.  “How the Cornet Became a Trumpet –The Instruments and Music 
 of a Transitional Period in American Music: 1880-1925.”  Journal of the 
 International Trumpet Guild 16.1 (1991): 17-23, 26. 

Macaluso Rasorio. “A Grand Master: Théo Charlier.”  Trans. Jeffrey Agrell.  Journal of 
 the International Trumpet Guild 25.4 (2001): 30-36. 

Maes, Francis.  A History of Russian Music: From Kamarinskaya to Babi Yar. Trans.  
 Arnold J. Pomerans and Erica Pomerans.  Berkeley: University of California 
 Press, 2002.  
 
Jean-Pierre Mathez.  “Arban (1825-1889) Part III.”  Brass Bulletin 11 (1975): 20-24. 

McCann, John Lawrence.  "A History of Trumpet and Cornet Pedagogy in the United 
 States: 1840-1942."  Diss.  Northwestern University, 1989. 

Mellaerts, Manu.  “Re:  Emile Trognee.”  Email to author.  11 April 2008. 

Plantinga, Leon.  Romantic Music: A History of Musical Style in Nineteenth-Century 
 Europe.  New York: W.W. Norton & Company, 1984. 

Pfoltner, Brian Keith.  "The Music for Solo Trumpet and Cornet with Orchestra from ca. 
 1870 to 1910 in the Edwin A. Fleisher Collection of Orchestral Music."  Diss.  
 The University of Nebraska, 1995. 

Rimsky-Korsakov, Nikolay.  The Legend of the Invisible City of Kitezh and the Maiden 
 Fevronia.  1905.  Notes & Additions.  New York: Belwin-Mills, 1981. 

_______.  Legend of the Invisible City of Kitezh: Symphonic Suite.  Cond.  Igor 
 Golovchin.  Moscow Symphony Orchestra.  Naxos, 8.553513, 1996. 

_______.  Massacre at Kerzhentz from “Legend of the Inviusible [sic] City of Kitesh.”  
 1905.  Miami: Edwin F. Kalmus & Co., Inc., 1984. 

Rubinstein, Anton.  Autobiography of Anton Rubinstein.  1829-1889. Trans. 
 Aline Delano.  Boston:  Little, Brown and Co., 1890; reprinted St. Clair Shores, 
 MI:  Scholarly Press, 1970. 
 
_______.  “The State of Music in Russia.”  Russians on Russian Music, 1880-1917: 
 An Anthology.  Ed. Stuart Campbell.  Cambridge: Cambridge University Press, 
 1994. 

 



 
 

296

 
Schwarz, Boris.  Music and musical life in Soviet Russia: 1917-1981.  Enlarged ed.  
 Bloomington:  Indiana University Press, 1983. 
 
Schuman, Leah J.  “The Legendary Trumpeters of St. Petersburg.”  Journal of the 
 International Trumpet Guild 21.2 (1996) 48-51. 
 
Selianin Anatoly.  “E. J. Trognée (1868-1942): Discovery of Unpublished Trumpet 
 Studies.”  Brass Bulletin 3.51 (1985): 68-69. 
 
_______.   “The Peculiarities of Trumpet Method Development for Trumpet 
 Playing in Russia.”  Journal of the International Trumpet Guild 8.1 (1983): 40-
 45, 58. 
 
_______.   “Wilhelm Wurm (1826-1904).”  Trans. Olga Braslavsky.  Ed. Edward H. 
 Tarr.  Journal of the International Trumpet Guild 21.3 (1997): 44-50, 64.  
 
Seton-Watson, Hugh.  The Russian Empire, 1801-1917.  Oxford: Oxford University 
 Press,  1967: 774. 
 
Shostakovich, Dmitri.  Testimony: The Memoirs of Dmitri Shostakovich.  Trans. 
 Antonina W. Bouis.  Ed. Solomon Volkov.  New York: Harper & Row, 1979.   
 
Smith, André M.  “Arban in Russia: A Memento in the Library of Congress.”  Journal of 
 the International Trumpet Guild 17.3 (1993): 4-11, 34. 

Tabakov, Mikhail.  Progressive Trumpet Method, 4 vols.  Moscow: SMP, 1946. 

Takacs, William J.  “Russian Trumpet Music-An Analysis of Concerti by Oskar Böhme, 
 Eino Tamberg, and Sergeï Wassilenko.”  Diss.  Florida State University, 2003. 

Tarr, Edward H.  East Meets West: The Russian Trumpet Tradition from the Time of 
 Peter the Great to the  October Revolution.  Ed. Stewart Carter.  New York: 
 Pendragon, 2003. 

_______.  “Aw:  Trognee.”  Email to author.  1 July 2008. 

_______.  “Aw:  Trognee.”  Email to author.  13 Oct. 2006. 

_______.  "The Romantic Trumpet."  Historic Brass Society Journal 5 (1993):  213-
 261. 

 _______.  The Trumpet.  Portland: Amadeus Press, 1988. 

 



 
 

 

297

_______.  Stravinsky and the Russian Traditions: A Biography of the works through 
 Mavra.  Berkeley: University of California Press, 1996. 
 
Trapp, Thomas.  “Emile Trognee.”  Email to author.  3 April 2008. 
 
Trognée, Émile Joseph.  15 Grandes Etudes.  Ed. Anatoly Selyanin.  Bulle: Éditions 
 Bim, 1985.  <http://www.editions-bim.com>. 
 
_______.  25 Etudes techniques.  Ed. Anatoly Selyanin.  Bulle: Éditions Bim, 1985.  
 <http://www.editions-bim.com>. 
 
_______.  30 Etudes mélodiques.  Ed. Anatoly Selyanin.  Bulle: Éditions Bim, 1985.  
 <http://www.editions-bim.com>. 
 
_______.  Etudes Finales.  Ed. Anatoly Selyanin.  Bulle: Éditions Bim, 1995.  
 <http://www.editions-bim.com>. 
 
_______.  Fantaisie-Caprice pour Cornet à Pistons avec accompagnement d’Orchestre ou 
 Piano.  St. Petersburg: Zimmermann, 1907. 
 
_______.  “Salut À St. Petersbourg!” Fantasy for Trumpet and Piano.  St. Petersburg:    
 Compozitor Publishing House, 2003. 
 
_______.  Valse lente pour Cornet à Pistons avec accompagnement d’Orchestre ou Piano.  
 St. Petersburg: Zimmermann, 1907. 
 
_______.  Valse lente pour cornet à pistons (ou trompette) et piano.  Ed. Anatoly 
 Selyanin.  Bulle: Éditions Bim, 1995.  <http://www.editions-bim.com>. 
 
Wurm, Wilhelm.  62 Selected Studies.  Moscow: SMP, 1955. 
 
 


