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Growing up as a trombonist in the twenty-first century, I quickly learned that the name Arban 

carries a particular weight in the brass world. Nearly all of us—my colleagues, mentors, section-mates, 

and teachers—have crossed paths with one of the many iterations of Jean-Baptiste Arban’s Complete 

Conservatory Method for Instrument X. Whether tucked into a gig bag, dog-eared on a stand, or referred 

to by a professor mid-lesson, the Arban Method has become a shared language among brass players. 

Over the last 161 years, performers and educators have continually re-engraved, adapted, and 

reimagined Arban’s method for their own instruments, infusing them with new pedagogical insights 

while simultaneously reinforcing Arban’s enduring influence on how we learn, teach, and understand 

brass technique.  

Although numerous adaptations and instrument-specific editions have appeared in the decades 

since, the book’s central objective has remained consistent: to provide a complete pedagogical method 

for cornet, saxhorn, and other brass instruments to which the method has been applied over time. 

The Arban Method has become foundational in brass education, forming the backbone of technical 

training for generations of performers. Many teachers incorporate its exercises into their students’ 

daily routines, yet relatively few scholars or pedagogues have explicitly examined why Arban’s method 

holds such an authoritative and enduring place within brass pedagogy. 

Beginning my exploration, I questioned my trombone professors at Stony Brook University, 

Richard Stout and John Rojak, as to why they have chosen to use the Arban Method in both their 

individual practice and teaching. Both noted that they adopted it largely because their own teachers 

have used it – an example of the tradition being passed down. Beyond this pedagogical lineage, 

however, both Stout and Rojak emphasized their genuine appreciation for the book’s material, 
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describing most exercises as “influential in forming consistent tone quality, intonation, range 

articulation, and other technical aspects of performance through different exercises.”1  

Through an 1875 edition published by Jean White in Boston, I examine the history, pedagogy, 

and methodology embodied within the text, exercises, and physical method book itself. The first 

section provides historical context about Arban, the dissemination of his Method, and the 

foundational principles on which his approach was built. This includes an exploration of the Method’s 

transmission from France to the United States, the state of American pedagogy in the 1870s and 1880s 

when the Method increased popularity, and the significance of the 1875 publication’s issuer and 

location: Jean White, active in Boston, Massachusetts, from year to year.  

The second section focuses on the pedagogy of the Arban Method, analyzing how, why, and 

by whom it has been expanded over time. It also considers how Arban’s exercises establish a 

foundation for solid technical development among brass players, while addressing ways these exercises 

may require adaptation in contemporary contexts.  

The third section invited readers to reflect on questions of ownership and identity – 

specifically, who has used the Method, who continues to use it, and who has published or edited it. 

By examining these layers of positionality, modern brass musicians can better trace their pedagogical 

lineage and gain insight into the Method’s original and evolving audiences.  

J.B. Arban’s History, Methodology, and the Dissemination of his Method 

Joseph Jean-Baptiste Laurent Arban (1825-1889), more commonly known as J.B. Arban, was and 

remains one of the most influential trumpeters, cornetists, composers, and pedagogues of the 

nineteenth century. In 1841, at only sixteen years old, Arban entered the Paris Conservatory to study 

 
1 John D. Rojak, lecture, Weekly Applied Trombone Lesson (Stony Brook University Music Department, October 
30, 2025). 
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trumpet under the renowned Professor François Dauverné. During his early training, he prepared for 

a competition within the Conservatory while simultaneously taking leave to accompany the Prince of 

Joinville2 on various travels – a testament to both his skill and growing professional reputation.3  

Arban’s career throughout the 1840s and 1850s became increasingly intertwined with that of 

Adolphe Sax, the inventor of the saxophone family, the saxhorn, and the saxtromba. Their 

professional relationship deepened after Sax’s arrival in Paris in 1842. Seeking to promote his new 

instruments, Sax frequently invited prominent musicians, aristocrats, and other distinguished visitors 

to his factory, where Arban would perform various arrangements of popular music, spanning solo, 

orchestral, and operatic works in addition to his original works. These demonstrations not only 

highlighted the craftsmanship and tonal qualities of Sax’s instruments, but also showcased Arban’s 

extraordinary virtuosity, helping to solidify the reputations of both men within the rapidly evolving 

nineteenth-century musical landscape.4 Around 1845, Arban became interested in perfecting his 

instruments and worked with Sax to develop a compensating system for cornet.5 One can see that 

Arban was more than an influential pedagogue and performer in his time as he has impacted the 

history of the physical composition of the trumpet, cornet, and saxhorn.   

As an educator, Arban devoted a significant portion of his career to teaching at France’s military 

music institutions, spending ten years on the faculty of the Gymnase musical militaire and an additional 

seven years at the ‘Ecole militaire. It was during this period that he conceived and developed what would 

 
2 “Prince of Joinville” refers to, François d’Orléans who was an officer in the French navy beginning in 1831. 
D’Orléans was known for bringing home the remains of Napoleon from Saint Helena to France in 1840. His 
father, Louis Philippe served the French people as King from 1830 through 1848. 
(https://www.britannica.com/biography/Francois-Ferdinand-Philippe-Louis-Marie-dOrleans-prince-de-
Joinville).  
3 Jean Pierre Mathez, Joseph Jean-Baptiste Laurent Arban, 1825-1889: Portrait of a French Musician of the 19th Century 
(Sion, Switzerland: Editions Bim, 2023), 7.  
4 Mathez, Joseph Jean-Baptiste Laurent Arban, [9-11]. Cummings, “From Conservatory to Canon,” 3.  
5 Mathez, Joseph Jean-Baptiste Laurent Arban, [17]. Cummings, “From Conservatory to Canon,” 3. 

https://www.britannica.com/biography/Francois-Ferdinand-Philippe-Louis-Marie-dOrleans-prince-de-Joinville
https://www.britannica.com/biography/Francois-Ferdinand-Philippe-Louis-Marie-dOrleans-prince-de-Joinville
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become his most enduring pedagogical contribution: the Grande méthode complete de cornet à pistons et de 

saxhorn (Complete Grand Method for Cornet and Saxhorn). The first edition of the method was published 

in Paris by Léon Escudier in 1864, when Arban was also teaching at the Paris Conservatory.6  

 In 1836, just four years prior to the start of Arban and Sax’s professional association, the first 

repertoire written specifically for the British brass band emerged. Existing military band traditions7 

had already fostered a network of amateur civilian ensembles, which, by this period, had coalesced 

into what were then known as “reed bands,” a formation that ultimately paved the way for the later 

emergence of the “brass band.”8 These reed bands typically comprised ten to twelve players covering 

upper, middle, and lower registers. For example, John Clegg’s Besses o’ th’ Barn Reed Band of 1818 

included “three clarinets, a piccolo, a keyed bugle, a trumpet, two French horns, a trombone and two 

bass horns plus a bass drum.”9 The players that comprised these ensembles were generally at an 

amateur level, which Arban may have considered as an impetus in publishing his Method to inspire 

higher quality musicking throughout these ensembles.  

The concurrent development and dissemination of saxhorns and cornets proved pivotal in 

enabling the formation of the all-brass ensemble, a configuration that began to take shape in the 1830s. 

Unlike the reed bands, the brass bands featured cornopeans (early cornet), French horns, trumpets, 

trombones and ophicleides.10 Several factors contributed to the rapid public adoption of brass bands. 

Brass instruments were generally less expensive and more durable than their woodwind counterparts, 

and—crucially—they were far less susceptible to weather conditions, an important consideration given 

 
6 Mathez, Joseph Jean-Baptiste Laurent Arban, [19]. Cummings, “From Conservatory to Canon,” 3. 
7 The standard late-eighteenth century military band comprised of the oboe, clarinet, French horn, and 
bassoon.  
8 Roy Newsome, Brass Roots: A Hundred Years of Brass Bands and Their Music (1836-1936) (Brookfield, Vermont: 
Ashgate, 1998), viii. 
9 Newsome, Brass Roots, [17]. Cummings, “From Conservatory to Canon,” 4.  
10 Newsome, Brass Roots, [5]. Cummings, “From Conservatory to Canon,” 4. 
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that most performances occurred outdoors. Moreover, the standardized three-valve mechanism was 

particularly suited to “the rough hands of a working man,”11 facilitating quicker instruction and more 

efficient transfer of technical knowledge across instruments due to their shared fingering systems. 12 

This broader institutional and organological context is essential for understanding Arban’s 

method. Understanding who Arban was allows for a more genuine reading of the written text that the 

composer and publishers write within the Method. The rise of the brass band not only influenced 

instrument design and pedagogy but also shaped the interpretive frameworks through which Arban’s 

technical and musical ideals were constructed and received. Placing oneself in the historical and 

cultural aspects of the nineteenth century is imperative in this close reading of Jean White’s 1875 

publication of the Method in examining where it came from and how it served as a platform for more 

recent interpretations and publications of the Method.  

Pedagogical Examination and Analysis 

Jean White’s edition opens with a Preface, followed by a “Table of the Harmonics of the Cornet 

and Saxhorn.”13 Prior to the first studies appearing, the book presents six pages of instructional text 

addressing mouthpiece position “method of striking or commencing the tone” (articulation), “method 

of taking the breath”, stylistic “faults to be avoided” in varying meter signatures (meter-based hierarchy 

of beat groupings), and syncopated passages.14 Table 1 summarizes the extent of Arban’s pre-study 

commentary. This commentary, whether present or absent, influences how musicians interpret, teach, 

 
11 Newsome, Brass Roots, [5]. Cummings, “From Conservatory to Canon,” 4. 
12 Newsome, Brass Roots, [5]. Cummings, “From Conservatory to Canon,” 4. 
13 Jean-Baptiste Arban, Arban’s Method for the Cornet and Sax-Horn (Boston, Massachusetts: Jean White, 1875), 
3. 
14 Jean-Baptiste Arban, Arban’s Method for the Cornet and Sax-Horn (Boston, Massachusetts: Jean White, 1875), 
4-9. 
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and practice the subsequent studies by verbally articulating Arban’s technical focus to brass 

performance. 

The section titles listed below correspond directly to those found in the Table of Contents, which is in the back of the 

1875 Jean White Publication. A comparative analysis to the original 1864 Léon Escudier Publication is found below. 

TABLE 1. Summary and commentary on the eight sections of the 1875 edition of Arban’s Method for 

the Cornet and Saxhorn15 

Section Title (Pages) Commentary 

Technique studies (unnamed in 

White’s publication, pp. 3-21) 

This opening section contains tone-building exercises in 

Studies 1-10, followed by Studies 11-50, which focus on 

developing the performer’s range.   

Syncopes (pp. 22-35) This section contains 38 studies involving syncopation but 

offers no accompanying explanatory text. Studies 1-12 

emphasize basic syncopation while Studies 13-38 are described 

as “studies to exercise the tongue upon the values of the 

dotted eighth notes, followed by sixteenths” as per the text 

above Study 13. 

Studies on the slur, studies on 

the legato (pp. 36-54) 

Includes a one-page written introduction followed by Studies 

1-69.   

Studies on the scales (pp. 55-83) A one-page overview introduces major scales, minor scales, 

chromatic scales, and chromatic triplets. Major and minor 

scales span Studies 1-78. A separate section titled “Chromatic 

Scales” (Arban 78) contains Studies 1-9, followed by 

“Chromatic Triplets” with Studies 1-31. Notably, several of 

the so-called “triplet” studies include four-sixteenth-note 

groupings rather than exclusive triplets (see Study 25 on p. 80 

and Study 27 on p. 81). 

Studies on grace notes (pp. 84-

106) 

Arban’s commentary on pp. 84-86. This section spans three 

pages of commentary addressing “on the gruppetto”, “on the 

gruppetto consisting of three notes”, “of the double 

appoggiatura, or grace note”, “of the simple appoggiatura, or 

grace note”, “of the short appoggiatura, or grace note”, “of 

 
15 Jean-Baptiste Arban, Arban’s Method for the Cornet and Sax-Horn (Boston, Massachusetts: Jean White, 1875).  
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the portamento”, “of the shake”, and “of the mordant”. Each 

title above corresponds to a specific subsection of studies.   

 

Intervallic studies (pp. 107-115) Arban’s commentary p. 107. Contains commentary “on 

intervals (?)”16, “on octaves and tenths”, “of triplets”, “studies 

in semi-quavers”, “on the perfect major and minor chord”, 

“on the chord of the dominant seventh”, “on the pause”. As 

in Section V, these headings appear above each relevant group 

of studies. The section on “chord of the dominant seventh” 

also includes material on diminished seventh chords (Arban 

114). 

Studies on tongueing (pp.116-

126) 

Arban’s commentary pp. 116-117. Provides written 

instruction on “tongueing in triplet staccato”, “tongueing in 

double staccato”, “of the slur in double staccato” and 

“tongueing as applied to the trumpet”. Notably, the 

commentary references the trumpet explicitly without 

mentioning the saxhorn, raising questions about instrument-

specific intent in a method purportedly for both instruments.  

 

28 Recreations (pp. 127-138) This section offers a musical space where students can apply 

the techniques from the previous seven sections in a duet 

format. It includes period arrangements such as “Adeste 

Fidelis” (4th Recreation, Arban 128), “God Save the Queen” 

(5th Recreation, Arban 128), “Air from Mozart” (6th 

Recreation, Arban 128), and an excerpt from Gréty’s opera 

Richard of the Lion Heart (17th Recreation, Arban 133). 

32 Melodies (pp. 139-157) Similarly to the recreations above, the melodies allow trumpet 

and saxhorn players to work on the techniques from the 

studies in a duet format. These melodies are written by Arban, 

DeGouy, Pergolese, Bellini, and Laurent. 

The art of phrasing for the 

cornet and sax-horn: one 

hundred classic and popular 

melodies (pp. 158-191) 

These melodies are assorted classic and popular melodies 

written for a single trumpet or saxhorn musician. Some 

composers include G. Barker, Donizetti, G. Linley, Henrion, 

Bellini, Verdi, Rich Albert, F. N. Crouch, Leveridge, 

Schondorf, Balfe, Meyerbeer, and Y. Wallace.  

Characteristic studies (pp. 192-

243) 

Arban writes a page of commentary prior to “part the last”, or 

the final section of the Method. These studies are full-paged 

pieces that allow the musician to . The scaffolded pedagogy 

found in the earlier studies are found here.  

 
16 In the text, it is written exactly as it is in the table, question mark and all.   
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Based on Jean-Pierre Mathez writings about Arban, it is evident he was highly motivated to 

produce this Method in response to his perceived lack of adequate trumpet pedagogy during this time, 

which is stated in the Preface to the Method. When viewed in this context, the pre-study commentary 

both reinforces and complicates this understanding of Arban’s pedagogical ambitions. Before the first 

section of the Method, which I identify as “Technique Studies,”17 Arban writes six pages of detailed 

guidance on mouthpiece placement, embouchure formation, and stylistic interpretation which is 

preceded by a diagram of the harmonic series. This extensive pre-study commentary displays Arban’s 

effort to establish foundational technique and the Method’s framework, which I expected prior to 

each set of studies.   

The commentary Arban writes on page 192 truly emphasizes his intentions of the commentary, 

and how he envisions his method to be used:  

At that point [musician performing Characteristic Studies], my task of professor (employing 
as I now do the written instead of spoken word) will end. There are things which appear clear 
enough when uttered viva voce, but which cannot be committed to paper without 
engendering confusion and obscurity, or without appearing puerile. There are other things of 
so elevated and subtle a nature, that neither speech nor writing can clearly explain them. They 
are felt, they are conceived, but they are NOT to be explained, and yet these things constitute 
the elevated style, the grande ecole, which it is my ambition to institute for the cornet, even 
as they already exist for singing and the various kinds of instruments. Such of my readers as 
may wish to arrive at this exalted pitch of perfection, should, above all things, endeavor to 
hear good music well interpreted. They must seek out, amid singers and instrumentalists, the 
most illustrious models; and this practice having purified their taste, developed their 
sentiments, and brought them as near as possible to the beautiful, may perhaps reveal to them 
the innate spark which may someday be destined to illume their talent, and render them worthy 
of being, in their turn, cited and imitated in the future.18 

 The above statement clarifies Arban’s core intentions of the Method: to provide musicians 

with sufficient written commentary and technical studies to supplement the “spoken word”19 of their 

 
17 Source: Author, JT Cummings, “From Conservatory to Canon,” 7.  
18 Jean-Baptiste Arban, Arban’s Method for the Cornet and Sax-Horn (Boston, Massachusetts: Jean White, 1875), 
192. 
19 Arban, Arban’s Method for the Cornet and Sax-Horn, 192. 
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teachers, colleagues, and peers. Its placement at the end of the volume, located just before the 

Characteristic Studies, concluding the Method with this final message is fitting since the Characteristic 

Studies synthesize the technical skills developed throughout the preceding sections, functioning as 

Arban’s final pedagogical charge to the learner.  

Although the written commentary appears intermittently throughout the Method, 

organization of the sections and studies themselves are presented in a progressive sequence: each 

exercise is designed to prepare the performer for the increasing technical or musical demands of the 

next. This scaffolded structure supports both developing and advanced musicians by allowing skills 

to be acquired incrementally and be internalized in a more accessible way to musicians on each stage 

of their journey. However, the pedagogical benefits of this progression can be undermined if the 

musician approaches the studies non-sequentially thereby disrupting Arban’s intended cumulative skill 

building. 

 Overall, the Method includes all essential aspects of brass playing ranging from the critical 

basics from the standard technique expectations. As a professional trombonist and pedagogue, I feel 

it is important to critique the Method using my expectations of brass pedagogy while incorporating 

the cultural and historical musical values of the time. I concur with Arban’s placement of the 

“Technique Studies” which allow the musician to focus on perfecting the essential physical aspects of 

playing brass instruments, such as instrument position, embouchure/aperture, finger placement, and 

movement from pitch to pitch. With my students, I ensure that consistent air support and airflow, 

focused attention to the intonation, sustain, and release of each pitch, and careful consideration of 

intonation are integrated into every performance of a study. Although the Method offers no explicit 

written commentary on the facets described above, their omission may be understood as a pedagogical 
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choice consistent with Conservatory traditions, in which such concepts were transmitted primarily 

through oral instruction, demonstration, and ensemble practice rather than textual explanation.  

In my own teaching, I tend to move flexibly throughout the Method, selecting a few studies from 

each section to best address individual student needs, rendering the original section order of secondary 

importance. Nevertheless, it is worth considering whether Arban intended students to progress 

throughout the Method sequentially. If such a linear approach were assumed, an alternative ordering 

of the sections would better support the students technical development and pedagogical continuity. 

In this case, I would propose the following sequence: Technique Studies; Studies on the Slur/Studies 

on the Legato; Scales; Tonguing20; Interval Studies; Grace Notes; Recreations; Melodies; Classical and 

Popular Etudes; and Characteristic Studies. Although these adjustments represent a minor reordering, 

a sequential traversal of the Method would, in my view, benefit from this consecutive progression as 

it facilitates a clearer technical connection from one section to the next. By prioritizing the 

establishment of fundamental technique and sound concept in all ranges and throughout all intervals 

prior to introducing more stylistically specific and thought-provoking materials (such as grace notes), 

students may more readily integrate new concepts into an increasingly coherent technical framework. 

To reinforce the material learned in the studies, there are twenty-eight recreations, one hundred 

classical and operatic phrasing etudes, thirty-two melodies, and characteristic studies. These range 

from small performative etudes to large etudes that can work as a solo piece, such as “Carnival of 

Venice.” From my research, the labels for these all-encompassing etudes have no significant meaning. 

I believe there are so many separate titles so that Arban could keep similarly challenging material 

 
20 In a trombone setting, I would ensure that this is moved prior to the Studies on Slurs and the Legato as 
trombone players articulate every note they play in opposition to valved brass instruments who can use the 
motion of the valve as the primary source of fluidity in their slurred and legato playing.  
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within the same sections. Over the years, editors have added duets, range studies, and additional 

stylistic exercises for musicians to practice additional relevant materials.  

Wholistic Approach Regarding the Publication of Arban’s Method 

 Jean White was among the earliest American publishers to issue an edition of the Arban 

Method in the United States. Despite his publication of numerous band and orchestral works, 

relatively little biographical information about White has survived in secondary literature. One of the 

few contemporary accounts appears in Boston and Its Points of Interest (1894), a guide intended for tourists 

and residents that survey’s the city’s landmarks, financial institutions, industries and cultural life prior 

to devoting about a page of writing to White. In this text, White is praised as a “most worthy maxim,”21 

credited with ending extortionate prices of sheet music and thereby enabling musicians and music 

enthusiasts to obtain publications for all commonly used instruments at minimal cost. His editions are 

further described as “satisfactory from a mechanical as well as an artistic point of view,”22 with first-

class design, engraving, and press work that render the music visually appealing and legible even under 

adverse conditions.23 Upon examining both the Escudier and White editions, it is striking that both 

publications use identical engraving practices, including consistent font size and style for both text 

and musical studies, as well as the same musical material, fingering indications, and an unchanged 

ordering of studies throughout the Method, holding true to the testament above one hundred and 

thirty one years later. Although this account dates about two decades after Whites publication of the 

Arban Method, it suggests that he was a well-regarded and influential figure within the American 

music-publishing industry.  

 
21 Boston with Its Points of Interest: With Illustrations from Original Photographs. 1895. New York: Mercantile 
Illustrating Co., 198. 
22 Boston with Its Points of Interest, 198. 
23 Boston with Its Points of Interest, 198. 



 12 

Within White’s publication of Arban’s Method, the Table of Contents is located at the end of 

the Method. At first glance, this positioning may appear to reflect an effort by editor Jean White to 

honor a supposed French publishing convention in which the Table of Contents is intentionally placed 

at the end of the book in efforts not to reveal chapter titles and overall method structure prematurely.24 

However, this assumption does not hold true. In the original 1864 Léon Escudier publication, the 

Table of Contents is located toward the front of the Method, aligning with standard French and 

broader European practices of the period. Thus, the relocation of the Table of Contents reflects 

White’s editorial departure from the original French Source.  

Since its initial publication, Arban’s Method has been widely adopted by performers and 

pedagogues, often earning the informal designation of a “brass bible.”25 Given the proliferation of 

editions and adaptations of the Method over time, it is therefore essential to include Table 2, which 

documents the majority of the Arban Method publications and their corresponding counterparts that 

were accessible through online sources.  

The table below lists titles of Arban-related books and complementary methods, along with their composers and/or 

editors, publishers, and publication years in chronological order. Together, these entries provide a comprehensive overview 

of the development and expansion of the Arban Method since its initial publication in 1864. They are organized by a 

category number, which has CA denoting Cummings-Arban, a number designating which number it is in the 

chronological order, and a set of letters designating what instrument it is for as follows:  Cornet – C; Saxhorn – S; 

Trumpet – TPT; French Horn – FH; Trombone – TBN; Euphonium – E; Bass Trombone – BTBN; Tuba – T. 

TABLE 2. Cummings-Arban Categorization System 

 

 
24 Brent Nelson, “Table of Contents—Archbook: Architectures of the Book,” Digital Research Centre - 
University Library, February 9, 2010, 
https://drc.usask.ca/projects/archbook/tableofcontents.php#:~:text=In%20most%20English%20publicatio
ns%2C%20the,the%20title%20of%20the%20essay.  
25 My initial exposure to the Arban Method dates to sixth grade (2011), when a search for sight-reading 
materials for a Regional Band audition led a local music store to recommend the text as an indispensable 
pedagogical resource. The trombone edition purchased at that time has ebbed and flowed in accompanying 
my musical development.  

https://drc.usask.ca/projects/archbook/tableofcontents.php#:~:text=In%20most%20English%20publications%2C%20the,the%20title%20of%20the%20essay
https://drc.usask.ca/projects/archbook/tableofcontents.php#:~:text=In%20most%20English%20publications%2C%20the,the%20title%20of%20the%20essay
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Categorization 
Number 

Title (Instrument) Composer/Editor City of 
Publication 
and 
Publisher 

Publication 
Year 

CA1C S Grande méthode 
complete de cornet à 
pistons et de saxhorn, 
composée pour le 
conservatoire et l’armée 

Arban, Professeur au 
Conservatoire 
Impérial de 
Musique/Ed. 
Allemagne-Scott  

Léon 
Escudier, 
Paris, France 

1864 

CA2C TPT Arban-St. Jacome 
Comprehensive Course 
for Cornet or Trumpet 

Ed. Harvey S. Whistler Hal Leonard, 
Milwaukee, 
WI 

1870 

CA3C Arban’s Complete 
Method for Cornet and 
Sax-horn 

Jean-Baptiste Arban Jean White, 
Boston, 
Massachusett
s 

1875 

CA4C Arban’s World 
Renowned Method for 
the Cornet 

J.B. Arban, Revised 
and Compiled by T.H. 
Rollinson 

J.W. Pepper, 
Philadelphia, 
PA 

1879 

CA5TBN Arban-Prescott: First 
and Second Year. 
Authentic Excerpts from 
Arban’s Complete 
Conservatory Method for 
Cornet or Trumpet 
(Trombone) 

J.B. Arban & Gerald 
Prescott 

Carl Fischer, 
New York, 
NY 

1930 

CA6TBN Method for Trombone Ed. Charles L. Randall 
and Simone Mantia  

Carl Fischer, 
New York, 
NY 

1939 

CA7C TPT Arban-Clarke Method 
for Cornet and Trumpet, 
Part I and Part II 

Revised and Corrected 
by Herbert L. Clarke 

Cundy-
Bettoney Co., 
Inc., Carl 
Fischer, Inc. 

1958 

CA8CTPT E Arban’s Complete 
Conservatory Method 
for Trumpet (Cornet) or 
Eb Alto, Bb Tenor, 
Baritone, Euphonium 
and Bb Bass in Treble 
Clef 

Ed. Edwin Franko 
Goldman and Walter 
M. Smith, Annotated 
by Claude Gordon 

Carl Fischer, 
New York, 
NY 

1982 

CA9TBN E Arban-St. Jacome 
Method for Trombone 
or Baritone 

Ed. St. Jacome Hal Leonard, 
Milwaukee, 
WI 

1989 

CA10TPT Vizzutti Meet Arban – 
Trumpet Solo Book with 
CD 

Allen Vizzutti De Haske 
(DHP), 
Oudehaske, 
Netherlands 

1999 
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CA11TPT My First Arban for the 
Developing Student 
(Trumpet in Bb) 

Ed. Robert Foster Carl Fischer, 
New York, 
NY 

2000 

CA12FH My First Arban for the 
Developing Student 
(Horn in F) 

Ed. Robert Foster Carl Fischer, 
New York, 
NY  

2001 

CA13TBN E My First Arban for the 
Developing Student 
(Trombone/Baritone 
B.C.) 

Ed. Robert Foster Carl Fischer, 
New York, 
NY 

2001 

CA14T My First Arban for the 
Developing Student 
(Tuba) 

Ed. Robert Foster Carl Fischer, 
New York, 
NY 

2001 

CA15TBN E Complete Method for 
Trombone and 
Euphonium 

Ed. Joseph Alessi and 
Dr. Brian Bowman 

Encore Music 
Publishers, 
Maple City, 
MI 

2002 

CA16TPTC S Gran Metodo Completo 
Para Trompeta, Corneta, 
Bugle y Saxhorn 

Maurice André and 
Michel Ricquier 

Carisch Music 
Sales, Lainate, 
Paris 

2006/2014 

CA17TPT Arban Complete 
Method for Trumpet 

Ann./Ed. Allen 
Vizzutti & Wesley 
Jacobs 

Encore Music 
Publishers, 
Maple City, 
MI 

2007 

CA18TPT My First Arban Book II 
for the Developing 
Student: The Continuing 
Introduction to Arban’s 
Complete Conservatory 
Method (Trumpet in Bb) 

Ed. Robert Foster Carl Fischer, 
New York, 
NY 

2008 

CA19TPT Arban’s Complete 
Conservatory Method 
for Trumpet  

J.B. Arban Dover 
Publications, 
Mineola, NY 

2011 

CA20TBN Method for Trombone  Ed. Alan Raph, 
Charles L. Randall, and 
Simone Mantia 

Carl Fischer, 
New York, 
NY 

2013 

CA21TPT Complete Conservatory 
Method for Trumpet  

Ed. Thomas Hooten 
and Jennifer Marotta 

Carl Fischer, 
New York, 
NY 

2013 

CA22TPT J.B. Arban – Carnival of 
Venice arr. For Cornet & 
Trumpet in B-flat with 
Piano 

Ray Kirkham Cherry 
Classics 
Music, 
Vancouver, 
BC, Canada 

2014 

CA23TPT Arban’s Complete 
Conservatory Method 
for Trumpet  

J.B. Arban Echo Point 
Books & 
Media, LLC 

2014 
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CA24T Complete Conservatory 
Method for CC Tuba 

Ed. Mike W. Roylance Carl Fischer, 
New York, 
NY 

2019 

CA25TBN J.B. Arban Method for 
Alto Trombone, Parts 1, 
2, 3, 4 

Ed. Wayne Groves Cherry 
Classics 
Music, 
Vancouver, 
BC, Canada 

2020 

CA26TPT Arban Expansion Pack: 
Classic Exercises 
Adapted for Today’s 
Musicians 

Matt Stock University of 
Oklahoma 
Libraries, 
Norman, 
Oklahoma 

2020 

CA27BTBN T J.B. Arban Selected 
Studies and Scales for 
Bass Trombone (or 
Tuba) 

Compiled, Arr., Ed. By 
Dr. Wade Goodwin 

Cherry 
Classics 
Music, 
Vancouver, 
BC, Canada 

2021 

CA28TBN E T 
BTBN 

Arban Lite Books 1 & 2 
Bass Clef Brass 

Composed by Edward 
Maxwell 

Clifton 
Edition, 
Bristol, UK 

2023 

CA28TPT C E Arban Lite Books 1 & 2 
Treble Clef Brass 

Composed by Edward 
Maxwell 

Clifton 
Edition, 
Bristol, UK 

2023 

 

 The editors listed above are esteemed pedagogues and performers on their respective 

instruments. Like Arban, they share a pedagogical mission: to provide brass musicians with sufficient, 

high-quality technical studies supported by practical written commentary. In some cases, their editions 

are designed to function in coordination with Arban’s original Method, adapting its studies to modern 

instructional needs. Others represent reworkings of the Method, modified primarily to suit 

instruments beyond cornet and saxhorn.  

Conclusion 

 Arban’s Complete Conservatory Method has gained popularity because of its remarkable capacity 

for adaptation and reinterpretation across generations of brass musicians in addition to its 

approachable scaffolding of brass technique studies. The Method is best understood as a living 
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document that has and continues to be reshaped by performers, editors, publishers, and teachers 

responding to musical, institutional, and cultural changes. Through the examination of the 1875 Jean 

White edition alongside the original 1864 Léon Escudier publication, this paper has illuminated how 

editorial decisions create pedagogical differences that shape how musicians encounter, interpret, and 

internalize the Method.   

Arban’s pedagogical intentions become clearer when the Method is situated within the broader 

nineteenth-century landscape of conservatory training, military music education, instrument 

development, and the rise of amateur and professional brass ensembles. Arban provides cornet and 

saxhorn musicians with a substantial document setting the standard on how to practice brass 

technique, musicality, and brass performance reflecting a desire elevate brass playing to the same 

standards as vocal and string performers in the era. The placement of commentary prior to sections 

and studies show reliance on oral teaching strategies, suggesting that the Method was never intended 

to function in isolation, but rather in a dialogue with teachers, peers, and their lived musical 

experiences.  

For the modern brass musician, recognizing this layered history encourages a more critical and 

intentional engagement with Arban’s Method. Understanding why the Method looks the way it does 

in terms of structure, commentary and sequencing allows musicians to move beyond using the book 

just because their teacher told them to and toward an informed pedagogical choice. In this sense, 

Arban’s Method remains not only as a foundational technical resource, but also a site through which 

questions of lineage, identity and pedagogical values continue to be negotiated within the brass 

community.  

The extensive abundance of Arban-derived editions further complicates notions of authorship 

within publishing. While later editors often positioned themselves as caretakers of Arban’s legacy, 
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many of their adaptations reflect contemporary pedagogical goals alongside modern instrument 

demands. Some editions operate as companions to Arban’s original text, while others redesign the 

Method for another brass instrument, keeping a majority, if not all, integrity established by Arban. 

Collectively, these publications demonstrate how Arban’s Method has transitioned from a 

conservatory guide into a pedagogical canon–one whose authority is sustained through its adaptability 

and continued revision.  
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