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Introduction
by Jean Baptiste Arban

Range

As indicated in the accompanying fingering chart,
instruments with three valves have a chromatic range of two-
and-a-half octaves, which, in the case of the cornet, extends
from F# below the staff to C above the staff. Not every player
however, succeeds in mastering this range with clearness
and facility.! Therefore, when writing for these instruments,
even if it is for a solo, it is advisable not to use the extreme
limits of the scale shown in the chart. As a rule, the higher
registers of the instruments are used much too frequently by
arrangers and composers, which results in the performer losing
the beautiful and characteristic tonal qualities peculiar to his
instrument. It also leads to failure to properly perform the
simplest passages, even when written in the middle register. To
avoid this shortcoming, it is necessary to continually practice
the instrument throughout its entire register, and to pay special
attention to the chapter devoted to the study of the various
intervals.’

The easiest portion of the cornet’s range begins at low
C and ends at G above the staff. One may easily ascend as
high as Bb, but the BH and the C ought to be made use of very
sparingly.® Regarding notes below C:*

0

b’ A
y 4N
Fan ) I T —
R e

A ﬂi’ h?’ #;:-
These do not present any very great difficulties, although some
players experience considerable trouble in producing them
with clearness and sonority. However, they are very beautiful

and effective when properly produced.

—~

ANt

1 This may be true. However, this two-and-a-half octave range is the minimum
required for all professional trumpet players today. (Hooten/Marotta)

2 Since Arban’s time, the equipment and physical approach to the trumpet has
progressed significantly. One is able to play more efficiently for longer periods of
time in the upper register. While one must practice the full extent of the range daily,
they also must be careful not to overdo it. (Hooten/Marotta)

3 Depending on the level of trumpeter, it is possible to play from pedal C to an
octave above the high C that Arban describes. The full extent of this range takes
years of practice to achieve, and the extremes should only be approached while
maintaining good form. (Hooten/Marotta)

4 Pedal tones are not only used as a tool for improving one’s playing, but they
have also become more common within compositions in both solo and orchestral
literature. Practice note: Stay focused in the aperture when playing below C and
into the pedals. This is not the place to introduce a passive approach. For further
studies with pedal tones, use James Stamp’s Warm-ups and Studies. (Hooten/
Marotta)
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Alternate Fingering

The following suggestions are offered for producing F4
below the staff and at the same time for facilitating certain
passages, which are almost impossible with the fingering
indicated in the first chart. In order to achieve this, the slide
of the third valve should be drawn out a half step, in order
to obtain a length of a major third instead of the usual minor
third. In doing this, it will be advisable to adopt the following
fingering, which is very popular among German cavalry
trumpeters:’

In order that the F& may be produced in perfect tune, the
tuning slide should be drawn out a little.®

Only in exceptional cases should one resort to devices
such as this. I have only called attention to them here in order
to acquaint the student with all the resources of the instrument.

Mouthpiece Position

The mouthpiece should be placed in the middle of the lips,
two-thirds on the lower lip, and one-third on the upper lip. At
any rate, this is the position which I have adopted, and which I
believe to be the best.’

Players of the horn generally place the mouthpiece two-
thirds on the upper lip and one-third on the lower, which is
precisely the reverse of what I have just recommended for the
cornet; but it might not be forgotten that great difference exists
in the formation of this instrument as well as in the method
of holding it, and that which may admirably suit the horn is
unsatisfactory when applied to the cornet. What, after all, is
the principal object as regards the position of the cornet? It
should be perfectly horizontal. Accordingly, if the mouthpiece
were placed as though the performer were playing the horn,
the instrument would be in a falling position, resembling that
of the clarinet.

Some teachers make a point of changing the position of
the mouthpiece previously adopted by the pupils who apply
to them. I have seldom known this method to succeed. To
my own knowledge, several players, already possessed of

5 This fingering method is no longer common practice. Arban’s alternate fingerings
may be used if the player needs to access the low F in a place where quick third
slide extension is not possible. (Hooten/Marotta)

6 Modern day trumpets are now built with a long enough third slide that the low F is
possible to play in tune without having to adjust the tuning slide. (Hooten/Marotta)

7 Many players today play with this positioning, while there are others that play
with a slight variation. It’s important that the player avoids placing the top of the
mouthpiece in the “red” of the upper lip, and that the placement is centered. There
should be even pressure on the top and bottom. (Hooten/Marotta)
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* Apply the same tempo to studies nos. 1 to 10.
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Syncopation®

c. 84-116
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Rhythmic Figure J. 3%

Tempo di Marcia J=c.84-116
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= c. 64-108
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Studies on Slurring or Legato Playing

c. 96-116
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* All of the exercises in this section should be practiced using the syllables “Taw Eee” with a little more air on the top note. The trilling exercises

from no. 22 on are accompanied in the same way.
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Major Scales*

C Major (transpose nos. 1-16 to C# major)
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* In nos. 1-78 the rhythm il may be substituted with ﬂ or il for further study.
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Chromatic Scales

(4= c. 80-140
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le or Long Appoggiatura
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Rhythmic Figure 55, *

c. 112-136 (28-38)
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Triple Tonguing*

c. 64-124
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* The player is encouraged to transpose these studies to various other keys.* Refer to page 188.
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VII. The Art of Phrasing
150 Classic and Popular Melodies

232

Arranged by Jean-Baptiste Arban
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VIII. 68 Duets for Two Cornets
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14 Characteristic Studies

Allegro moderato J = c. 96
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from Beatrice di Tenda by Vincenzo Bellini
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