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Preface

to the restored, complete edition

Since its publication on February 1, 1918, Arthur Amsden’s “Celebrated Practice Duets” has
eamed a unique and widely recognized place in musical repertoire. While at first intended for
two cornets, the book rapidly gained wide use for many other instruments. Originally published
in two parts (Part Il was not published until 1931; and in 1936, a bass clef edition was finally
added), the Amsden book {to which it is usually referred by performers) has been utilized in
music schools and studios, as well as for home practice and sight-reading exercise. To many
cornet and trumpet players especially, the Amsden book is regarded as “standard repertoire”
and to this day remains as popular as ever.

In preparing this edition, we have sought to restore Mr. Amsden’s original book as completely as
possible, as well as to add biographical information on the man who created it. We are greatly
indebted to music scholar William H. Rehrig, author of the monumental “Heritage Encyclopedia
of Band Music,” for excavating the photograph of Mr. Amsden, and providing biographical infor-
mation.

Of special note are Mr. Amsden’s original Preface and his famous “Don’ts,” which have been
included in this new edition, and which require some explanation. Contained in the first editions
of Part | book, they were removed some years later when Parts | and Il were combined into a
single volume. They have been restored here for historical purposes and to provide a glimpse
of certain philosophies of musical study; in all candor, they also hold some entertainment value.
Bear in mind that they were written several generations ago, and with the cornetist in mind; they
are reflective of aesthetics and doctrines from a bygone era. Some of this material contains
musical advice which is every bit as valid today (“Don’t sacrifice tone for technique”) while some
is clearly dated (“...observe the precise ‘pep’ and style of a good phonograph record.”) Other
“don’ts” sound more like a depression-era evangelist (“shun liquor as you would a rattle-snake”)
or a medicine show pitchman (“don’t disfigure yourself for life by forming an embouchure on the
side of the mouth”) than a cornetist and teacher. Some leave us in wonderment (“Don’t fail to
pour water through your cornet before beginning the day’s work”) and some are simply humorous,
by today’s standards (“Don’t allow ‘High C’ to be your ‘lord and master.”) Nevertheless, we find
this section of the book not only entertaining but also interesting as it provides certain insights
to musical disciplines of yesteryear.

In closing, we wish to echo Mr. Amsden: “Don’t forget, this book is ‘chuck full of good things!™

- The Publishers
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ARTHUR AMSDEN

(1865-1925)

Arthur Duffield Amsden was born in Joliet, lllinois, on January 1, 1865.
His family moved to Lyons, Michigan, in 1867, where his father had a
wool mill. By age 12, Arthur was playing euphonium in the Lyons
Municipal Band. He later went to Cleveland to play for Brainard's Band.
While in Cleveland, he also studied clarinet.

In response to an invitation to conduct Powell's Band of Stanton,
Michigan, he returned to that state. While there, he learned the printing
trade and worked for the Alma, Michigan, newspaper, and directed the
Wright's Opera House Band.

In 1890, he enrolled in the New Engiand Conservatory of Music, study-
ing cornet and piano tuning. He was a student of J.B. Claus there. Upon
graduating, he moved to Oshkosh, Wisconsin, to direct the Arion Band.
In 1899, he made a nine-month tour of the Keith vaudeville curcuit as a musical act. He
became famous for playing two cornets simultaneously, with a different melody on each. He
also played sustained harmonies on two cornets while singing bass notes, giving the effect of
a three-part harmony. His act also called for musical selections on the harp, xylophone, ocari-
na, clarinet, mandolin, guitar, novelty violin, fife, accordian, musette, banjo, and saxophone. He
left vaudeville to become cormet soloist and assistant conductor of Orion Farrar's Band in
Youngstown, Ohio.

In 1900, he directed the Springfield (Massachusetts) Cadet Band and also General Sherman's
2nd Regiment Band, with which he gained a national reputation. He left Springfield for
Marinette, Wisconsin, where he directed the award-winning 3rd Regiment Band of the
Michigan National Guard. He moved to Saginaw, Michigan, in 1912 and was contracted to play
a series of concerts from June to September. He was appointed conductor of the Saginaw City
Band and eventually became the most prominent musician in Saginaw. For three seasons
(1923- 1925), he was booked as “Arthur Amsden and his Saginaw Michigan Band" at Casino
Burgoyne in Daytona, Florida.

During his busy career, Amsden composed many cornet solos and is said to have composed
a number of marches which were never published. In addition to his “Celebrated Cornet
Duets,” his published works include “Colonel Bates March” (1919); a popular characteristic,
“Pep,” published in 1917; a sequal, entitled “Peppers” (1924); and a novelty-paraphrase on
“My Grandfather’s Clock” (1924.)

This biography is reprinted with permission from The Heritage Encyclopedia of Band Music
by William H. Rehrig, edited by Paul Bierley; Integrity Press, 1991. Additional information provided
through the courtesy of Mr. Rehrig and the archives of the . I. Barnhouse Company.




“Whoso bloweth his own horn,
by himeelf shall his horn be blown!

PREFACE

In 1890, when a siudent of the New England Conservatory of Music, Boston, (from which iastitution
1 graduated under Joseph B. Claus) Walier Emerson, the renowned cornetist once said io me,“l never took
a music Jesson in my life, but used to play duets with Henry Brown.”” I never made any inquiry as to wheth-
er or not the statement was frue, but became inferested in “duet practice” in a way that never impressed
me before, beginning that very day to make a search of the Boston music stores {with good results) for
duets. In after years, when I deemed myself a4 full-fledged teacher,” Walter Emerson’s statement be-
came little less than IDEAL with me, to the exient that I can now look with pride on a great number of
fine cornetists who “never took a lesson” from me, but with whom I ‘“played duets.”

The enormous benefits to my pupils, to say nothing of the added pleasure to myself, as well as to them,
of “playing dueis)” soon wore my library of published duets thread-bare and from time to time I resori-
ed to “writing my own,” especially when if appeared 1o be the only way I could keep some of my promis-
ing young pupils interested.

Of my many successful pupils, I shall mention but one, MR. AAGE NIELSEN, (referred to above as
one of the “promising”) for whom many of these duets were writien and to whom the book is dedicated .
Young: Nielsen, whe “never {ook a music lesson, but played duets with me,” astonished all who knew of
his activities; “duet practice” placed this mere “kid” in “the 15t chair” about the time he adopted his
first long pants. He became “a whirl-wind” at reading, acquired an embouchure and splendid tone in
an unbelievable short time and “passed his ieacher” in execution, at an age when many lads begin to
“take up” the cornet, and is to-day one of Detroit’s best cornetist. Neilsen, therefore, is one of “the
dogs” upon whom these duets were tried and because they have “won their spurs,” have 1 prepared the
book for publication, adding many features that are of interest {o the musician, amateur or professional,

ARTHUR AMSDEN

DONT’S

Don’t puff out the cheeks.

Don’t sacrifice tone for technique,

Dor’t forsake the remote keys; rather, look them up.

Don’t keep playing the things you are familiar with; keep “exploring.”
Don't forget to play a few long tones before starting “a job”

Don’t allow “high C” io be your“lord and master.”

Don’t “pinch” your tones, blow free.

Don’t retard your progress by smoking; if you MUST smoke, do it moderately and shun liquor and
cigarets as you would a ratile snake.

Don’t tire your lips by trying to see how long you can play without stopping; that’s “penny wise
and pound foolish.”

Don’t practice seated; if you MUST, {hen sit up straight, expand the chest and hold your instrument
properly.

Don’t forget your stomach; a “good lip” is impossible with a poor siomach.

Don't fail to stand before a mirror frequently, thal you may see yourself as others see you.

Don't forsake an exercise because it contains iniricate passages_they’re the very things you need most.

Dor’t ignore the expression marks, slurs, ties, etc.

Don’t forget your scales_ never allow a day to pass without playing ALL OF THEM.

Don’t mislead yourself by Practicing after your lips have become tired. Rest frequently.

Dor’t allow the little finger to touch the instrument; let it“move in sympathy” with the 3td finger,
which is the weakest, a ring on a cornet unless used sparingly, is an obstacle to progress.




Dor’t fail to pour water through your cornet before beginning the day’s work; never mind WHY , just
DO IT and nole the benefit of this simple advice.
~ Don’t allow yourself to acquire a tremolo in your {one; nothing can be more objectionable thana cheap,
shivery, trembling tone _“a goat-stop” fone is a performer’s worst asset,
Don't hold your instrument tco high or too low, and by all means don’t hold it sideways._ that’s an
unmistakable sign that you’re a novice.

Don’t beat time with.your feet, though the practice is often a help to beginners; if you have acquired
the habit, try to discontinue it; it is entirely unprofessional.

Don't forget, all RULES in music have their exceptions. Moral_learn the rules, and the “exceptions”
will take care of themselves.

A FEW RULES:_ (having exceptions)

The higher you play the louder you should play.
The faster you play the more staccaio you should play.

Breathe after long notes, tied notes, dotted notes and at the end of a phrase.

Breathe often_ make sure of always having a “reserve supply” of wind. Running out of “wind” to the
performer is as bad as running out of gasoline {o the aufoist.

When practicing for “accuracy” apply the same method you would in approaching a wild beast that
was crouched and ready {o spring upon you. steady, careful and ACCURATE_ you simply Must “get him .
For “speed” you are simply “shooting into a flock of blackbirds”_it is of little importance how many or
how few you“bag)’ you are training the eye fo “look ahead.”

Master a system of COUNTING TIME; use any means fo this end; beat time with the feet, if you
MUST, then tie them down after, so they won’t move; “left foot on [irsl beat, right foo! on second beal?”
Hay-foot, straw-fool,” the “down beat,” the “up beat” the “and beat)” efc. A good conducter will give an
account for ALL OF THEM, and you “can’t lose him” if you have the system mastered, and unless you have
it mastered you are sure not to occupy his “first chair” very long.

Don’t “disfigure yourself for life” by formmng an embouchure on the side of the mouth.

Don’t take too much stock in “lip ointments” and “get-lip-quick” formulas; nothing in all the world
will make an embouchure bui perseverance. Treat your lip muscles pretty much the same as a good jock-
ey treats his horse_ observe that he “warms him up” gradually before expecting the best that's in him.

Don’t blame the instrument if it “sounds out of tune sometimes and at times appears (o be all righ

YOU are at fault.

Don’t forget, there is no such thing as a PERFECT Cornef; some are superior o others,but allhave
their “peculiarities” and need to be known. Apply the policy of “forming the embouchure to fit the instru-
ment” rather than to try to make the instrument comply to your way of thinking.

Don’t breathe through the nostrils; breathe through the corners of the mouth and natural,

Don’t forget the teeth; keep them clean and have them looked over at least once a year by a com-
petent dentist.

Don’t torget the “artificial fingering;” a good knowledge of this will help you over and make easy
MANY an otherwise difficult passage.

Don’t fail 1o hear all the music you can; you can profit by hearing poor music as well as good; let
the good music be your guide_ the poor music a WARNING to you not to imitate. The phonograph is a
ood school; observe the precise “pep” and style of a good phonograph record whenever the opportunity pre-
sents itself.

Don’t practice without some definite purpose in mind and don’t forsake #tonal quality’ at any time -
always have that in mind.

Don’t forget that perseverance means success; discouragement, defeat.

Don’t forget that a litile money spent for a good teacher is the wisest invesiment you can make,

Don't fail to learn a trade in addition to your music; you can drop it at will should you find yourself
adapted to make music your entire profession, while you will find it difficult to learn a trade after
you are well past the “amateur age.”

Don’t relard your progress, wasting time and money by using a cheap insirument; “the best is none
too good,” and the expense of a good instrument is nothing compared to the benefit of having one.

Don’t worry about the“unfinished phrases)” “forbidden pro(fressions” or “crazy motifs” you encounter
in these DUETS; they are all for a purpose and you will find yourself (and the other fellow) advancing
by “leaps and bounds” when you once become a true adherent to “duet practice.

Don't forget, this book is “chuck full of good things” for the single cornet, trombone, barifone, saxo-
phone or any single instrument, as well as tie duet feature, The feacher and pupil, the ardent amateur
or professional will find herein “entertainment galore.”
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Daily Embouchure Exercises !

The exercises on this page serve to illustrate ABOUT what is needed for the amateur or professional to BEGIN his
daily routine; not so much the exact notes,but the IDEA of bringing to mind the advisability and IMPORTANCE of prac-
ticing WITH CARE. The embouchure can easily be spoiled for the day,or for severaldaysby merely STARTING WRONG!

Always begin by playing a few easy tones very softly,scarcely increasing the volume at all.  Blow them steady, long
and FREE, gradually applying a little power as the lips become “warmed up®  Avoid the extreme high notes until later.

In Nos.band 8, opportunity is presented for style,phrasing, feeling,etc. Nos.6 7 and 9 offer mere suggestions for
the use of artificial fingering,alternating with“straight”fingering as“tests"requiring free movement of the lips in order
to have them sound alike. Little tongueing or execution is advised until the lips are well “worked in”

By the time this page is finished,all marks observed, the embouchure will be found in fairly good condition for
further work .

Play chromatic scale in this manner, as high as F
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