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Play in Tune!

Christopher R. Selby

Session Overview

Introduction: The three levels of ensemble awareness.

Part 1: Playing in Tune

•	 Technical aspects that affect intonation.

•	 Teaching students to listen outside of their section to tune their notes.

Part 2: Rushing and Tempo Control

•	 Are we teaching our students to listen to the wrong thing?

•	 Technical aspects that affect rushing.

•	 Teaching students to listen outside of their section to play together.
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Tuning Student Orchestras is a Two-Step ProcessTuning Student Orchestras is a Two-Step Process

Step 1: Tuning strings (and notes) begins with TONEStep 1: Tuning strings (and notes) begins with TONE

Teach “Tuning Tone”: Using a soft, transparent tone allows students to hear the correct pitch while they tune 
their strings. The leader plays the A. The students listen for 5 seconds and then tune their A string at the tip 
of the bow. Once the A is in tune, the leader instructs the class to tune their remaining strings using a quiet 
tuning tone at the tip of the bow.

Step 2: Cross TuneStep 2: Cross Tune

Even accomplished high school orchestras are still a little out of tune at this point, and the student leader 
should then take the class through the cross-runing procedure.

1.	 Everyone plays their A string again to make sure it is perfect.
2.	 Violin play their A strings while violas, cellos, and basses tune their D strings.
3.	 Then violas and cellos play their A while violins and basses play/tune their D.
4.	 Violins continue to play their D while violas, cellos, and basses tune their G string.
5.	 Then viola and cellos play their D while violin and basses play/tune their G string.
6.	 Violins and basses continue to play their G string. Violas and cellos tune their C string.
7.	 Finally, violas and cellos play their A string while the violins tune their E string. Then violas and 

cellos drop out and basses tune their E string to the violins. Basses may take a few extra seconds 
to double check their tuning using harmonics.

Key Point:Key Point:

For our students to tune, listen, and play together as an ensemble, teachers must teach students to listen 
beyond their own section and to learn how their part fits together with other sections in the ensemble.

The Three Circles of  The Three Circles of  
Ensemble AwarenessEnsemble Awareness

Self: Where students naturally focus their attention.

Section: Where teachers tell students to focus their 
attention.

Ensemble: Where musicians focus their attention when 
they want to play in tune and stay together as an 
ensemble.

Self

Section

Ensemble
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Part I: Playing in TunePart I: Playing in Tune
Section 1: TechniqueSection 1: Technique

Improve Instrument and Left-Hand PositionImprove Instrument and Left-Hand Position

Allocate time at the beginning of rehearsals for reviewing hand, body, and instrument position and technique.
•	 Have upper instruments stand up; it’s easier for them to play and for you to see and correct problems.
•	 Get off the podium and move around the room.
•	 Use calisthenics and maintain zero tolerance for position problems and flaws. Don’t be an enabler by 

allowing poor positions.

Improve Finger Pattern AccuracyImprove Finger Pattern Accuracy

Use exercises that target and improve muscle development and dexterity to accurately perform the finger 
patterns their instrument requires. 

1. Finger pattern exercises and etudes1. Finger pattern exercises and etudes
        


  


                 

1

       


                                    


                  

1.

           
   

2.

            

               
                         


                                   


                          
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
            

1.

           

2.

          



                               


        

              
    

         


   


  


  

1.

   
4
3

-4
 2









2.











      
Tuning Notes
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           

Etude
4 4

           
   

    Tetrachords

Major

   
Dorian

   
Phrygian

   
Lydian

   
Major (half pos.)

                                     
Continue repeating etude with other patterns

           

      1

III

                       
   

    

 

1. MajorFinger Patterns

Tetrachords    
2. Minor

   
3. Phrygian


       
       
3

4

       
       

               
               

                        

   
  
1

2 3 4

2 3
1. Major

Finger Patterns
  
  

2. Minor

  
  

3. Phrygian

    
   

Velocity Etude Variations
A

   
   
B

   
   
C

   
   D

   
   
E

   
   
F

    
   G

   
   H

   
   I

   
   J

      K

      L


           

Variation A: Détaché or spiccato/sautillé
           

Variation B
           

Variation C

Violin: Intermediate 3rd Position on A string; Advanced--3rd Position on G String. 

      
Tuning Notes
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           

Etude
4 4

           
   

    Tetrachords

Major

   
Dorian

   
Phrygian

   
Lydian

   
Major (half pos.)

                                     
Continue repeating etude with other patterns

           

      1

III

                       
   

    

 

1. MajorFinger Patterns

Tetrachords    
2. Minor

   
3. Phrygian


       
       
3

4

       
       

               
               

                        

   
  
1

2 3 4

2 3
1. Major

Finger Patterns
  
  

2. Minor

  
  

3. Phrygian

    
   

Velocity Etude Variations
A

   
   
B

   
   
C

   
   D

   
   
E

   
   
F

    
   G

   
   H

   
   I

   
   J

      K

      L


           

Variation A: Détaché or spiccato/sautillé
           

Variation B
           

Variation C

Violin: Intermediate 3rd Position on A string; Advanced--3rd Position on G String. 

26.	 Major Progression

33.	 Tetrachord Etude

35.	 Velocity Etude
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2. Shifting exercises and etudes2. Shifting exercises and etudes

3. Scales, arpeggios, and thirds3. Scales, arpeggios, and thirds
      Tip! Know your ensemble’s key limit, and teach scales that border those limits. I call these the “frontier keys.”

45.	 Silent Shifting (The diamond (

 

) is the destination of the shifting finger. It is to be hidden, not heard.)

47.	 Full Range of Motion

      
-1

III

   
-2

I

   
-2

III

   
-1

I

   
-2

III

   
-3

I

   
-3

III

   
-2

I

      -3    
-1

   
-2

   
-1

   -3    
-2

    
-3    

-1

      -1 -1

II

   

To reach higher positions, bring the elbow and arm around the instrument, and the thumb around the neck.

-1 -1

III

   
-1 -1

IV

   
-1 -1

V

   
-1 -1

VI


 


-1

-1

VII


 


-1 -1

VIII


-1      

          -1 -1

-1

1       -2 -2

x4 -4
-3

     -1 -3 

          1 -1

I III

               3
Fine

    




 
               -3 -3

I III

       
D.C. al Fine

       34 -2

I



          Variation A

       Var. B

       Var. C

       Var. D

      
3 4 0 1 -1 2

21 -1

     -2 3 4 0 1
-1

2 3 4 2

     2
-2

3 4 0 1

-1
2

     -1 2 -2 3 -3 4

2 -1 2 -1 2 3




x4

4




     
4 -4 3 -3 2 -2

3 2 1 -4 3

     
1 -1 0 4 3 2

2

     
-2

1 -1 0
4 3

1
-2 1

     
2 -2 1

-1 0 4

1 -2 1


3




             

-1 -1
3 1 4

1

IV
VII IV

           
-1 -2

3 2 4

VII IV

           
-1 -2

4 2 4

VII IV

  

             
-1 -1

3 1

1

IV VII IV

           
-1 -2

3 2

VII IV

           
-1 -2

4 2

VII IV

  


           -12

I III

Part A        -1

V

       -1

III
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83.	 Velocity in Shifting
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138.	 Scales and Arpeggios - One Octave

Two Octaves

Three Octaves
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4. Dominant exercises 4. Dominant exercises 
      These develop the ear and awareness of finger pattern changes on different strings.
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24.	 Dominant Etude  q = 72
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104.	 Dominant Arpeggio

5. Solving the G5. Solving the G##/A/A bb problem in the cellos problem in the cellos

6. Improving arpeggio fluency across the instrument6. Improving arpeggio fluency across the instrument

10 Habits of a Successful String Musician, Second Edition - Cello

51. D Major Two-Octave Arpeggios

52.  D Minor Two-Octave Arpeggios

53. A Major Drill #1  (Playing Gs in tune)

54.  A Major Melody

55.  Minor Minuet

57.  E Major Drill

56.  A Major Etude
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58.  E Major Etude

11II    Left Hand Patterns, Positions, and Shifting

59. Ef Major Two-Octave Arpeggios

60. E Minor Two-Octave Arpeggios

64.  Ef Etude (q. = 50–100)

63.  Up and Over

62.  Es-calator

61. Ef Scale and Arpeggio Drill

65.  The Jumping Spider  (As fast as cleanly possible)
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7. Teach students advanced finger patterns and to play  7. Teach students advanced finger patterns and to play  
    in keys with four or more sharps and flats    in keys with four or more sharps and flats
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66. F Major Two-Octave Arpeggios

67. F Minor Two-Octave Arpeggios

68. Chromatic Etude

69. Diminished Arpeggio Etude

70. Shifty Scales (Also do six- and twelve-note slurs, and spiccato eighths)

71. Shifting Canon in Two Parts (Finger	Replacement	Etude	for	Violin,	Viola,	and	Cello)
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13II. Left Hand Patterns, Positions, and Shifting
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

Advanced Positions and Keys

72. G Major Two-Octave Arpeggios

73. G Minor Two-Octave Arpeggios

74. Gf Drill

75. Etude in Bf Minor (On or off the string)

76. Mysterious Minuet - Andante in Gs Minor

77.   B Major Etude (On or off the string)
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83. Velocity in Shifting

80. Enharmonic Duet (At the repeat, switch parts)

13II. Left Hand Patterns, Positions, and Shifting
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Advanced Positions and Keys

72. G Major Two-Octave Arpeggios

73. G Minor Two-Octave Arpeggios

74. Gf Drill

75. Etude in Bf Minor (On or off the string)

76. Mysterious Minuet - Andante in Gs Minor

77.   B Major Etude (On or off the string)

Section 2: Improve Ensemble Tuning and IntonationSection 2: Improve Ensemble Tuning and Intonation

When professional string players play “in tune,” they are tuning their notes to each other. There is no playing 
“in tune” in an ensemble without listening to and blending with the other players in the section, and then 
tuning with the chord tones played by other sections of the orchestra. How do we teach this?

17III. Scales, Arpeggios, and Thirds
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Major Scales, Arpeggios, and Thirds

C MAJOR

91. Tuning Canon 92. Tuning Chords

93. Scales and Arpeggios - One Octave

Two Octaves

Three Octaves

94. Dominant Arpeggio

95. Thirds - Lower Octave

Upper Octave
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Self Section Ensemble

1. Tuning canon and chords1. Tuning canon and chords



7

Tuning Canons, Chords, and Chorales teach students to listen, blend, and finely tune the notes and chords in 
each key. The tuning canon is a good warm-up to begin class. Students can focus on performing with good 
pitch and good tone.

2. Chorales2. Chorales

44 Habits of a Successful String Musician, Second Edition - Violin


     -1


        

cresc.

    



-1 


 




       
-1

 


  1    


     



-1               

cresc.

   


            



          


  

 
 


 

  1.       2.        


    


       

cresc.

 4  


      


   1 -12  4  


            


    


                   

4

  





          

  




        

  
         -2


 


    -1      


       

1.

    

2.

 

43a

VIOLIN 1 (Violin 2 is on the facing page)

224a. Amazing Grace (q = 80) - Violin 1

225a. Maoz Tzur (q = 78) - Violin 1

226a. Coventry Carol (q = 80) - Violin 1

227a. Londonderry Air (Danny Boy) (q = 50) - Violin 1

African-American Spiritual

Jewish Hymn

English Carol

Irish Melody
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45a

VIOLIN 1 (Violin 2 is on the facing page)

232a. Beautiful Savior (q = 84) - Violin 1

233a. Lift Every Voice and Sing (q = c. 50) - Violin 1

234a. Yigdal (q = 92) - Violin 1

235a. “I Vow to Thee, My Country” from The Planets (q = 64) - Violin 1

Christian Hymn

African-American Spiritual

Jewish Hymn

G. Holst
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

4        4         
4

accel.

 

    
4        4     

  




44a

VIOLIN 1 (Violin 2 is on the facing page)

228a. Lo, How a Rose E’er Blooming (q = 88) - Violin 1

229a. Fantasia (q = 98) - Violin 1

230a. In the Bleak Midwinter (q = 72) - Violin 1

231a. La Folia (q = 68) - Violin 1

M. Praetorius

J. S. Bach

G. Holst

A. Corelli

3. Rehearsal strategies for finely tuning concert music3. Rehearsal strategies for finely tuning concert music

Tuning as an ensemble requires students to listen and tune to other sections playing different notes in chords.

•	 Select concert music with familiar patterns or positions. Use technical exercises to introduce and 
practice new technical skills and finger patterns. After students can comfortably play these patterns 
in tune, show them how to apply these familiar skills in their concert music.

•	 Teach students to listen and tune to other sections. Slow down the concert music until you and the 
students can hear EACH CHORD, and work on playing each chord in tune—just like they do with 
their tuning canon, chords, and chorales. If a note is out of tune, stop and correct it. Expect students 
to listen and adjust their fingertips.

•	 Tune double-stops and short chords, often found at the very end of a piece.
1.	 Play the chord as a whole note and tune it.
2.	 Play as a half note and then a quarter note, but always with beautiful tone.
3.	 Students naturally play notes with short, crushed, stabbed tone. Lighten up a little and 

vibrate, and try to get even short notes to blend into the ensemble sound.
•	 Pay attention to the leading tones—the fourth and seventh scale degrees. Poor intonation is less 

about talent and more about paying attention and focusing on playing in tune.
•	 Finally, playing in tune begins and ends with TONE. Expect students to listen and blend their tone 

(agreeing on timbres) and intonation. These two elements are inextricably linked. 
0	 Long notes are a good place to introduce blended intonation.
0	 Short notes should blend too. Encourage students not to “whack” short notes.
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Part II: Rushing and Tempo ControlPart II: Rushing and Tempo Control

Could we (teachers) be contributing to the problem of rushing? How does listening outside of the section 
impact rushing differently than listening to others within your section?

Where do students tend to rush? What strategies help best?Where do students tend to rush? What strategies help best?

There are several bowing issues that lead string players to rush, and the solution depends on each specific 
bowing issue.

Bow management and Bow management and fortesfortes

When young string students play loudly, they often reach the end of their bow before the end of the note, so 
they change the note when they run out of bow. Use exercises (like the ones below) to teach students how to 
play closer to the bridge so they can save their bow on long forte notes. 

Uneven rhythms also require bow management practice or they will also rush. 

Use rhythmic scales with bowing variations and a metronome to teach students to use a faster bow on shorter 
notes.

Self Section EnsembleSelf

Section

1




  

      

Frog2a.



Tip

  

2b. Tip

  

Frog

    

2c. Tip

    

Frog         

         
3a.

           
3b.

           
3c.

   


          


         

           
5a.

 

5b.

       

5c.

     

5d.















          



    

       
0 0 0 0

   











           






       
6a.

       
6b.


 

    

6c.
on/off string


  

     
6d.

Use Finale file "Exercise 4"

Use Finale file "Exercise 4"

















  

 

    

 


Harmony with blended tone and vibrato

Melody with full tone and vibrato

    

   

4

     

   


     

   

4













     

    




    

 
4

    

 

4
1.

    

  


2.

 

  





  

      

Frog2a.



Tip

  

2b. Tip

  

Frog

    

2c. Tip

    

Frog         

         
3a.

           
3b.

           
3c.

   


          


         

           
5a.

 

5b.

       

5c.

     

5d.















          



    

       
0 0 0 0

   











           






       
6a.

       
6b.


 

    

6c.
on/off string


  

     
6d.

Use Finale file "Exercise 4"

Use Finale file "Exercise 4"

I. Tone and Articulation

1. Even Tone - Frog to Tip

With a relaxed, correctly shaped bow hand, use a good bow weight, speed and 
contact point to produce a rich, beautiful tone.

2. More Weight at the Tip (q = 60)

3. Dynamics and Steady Tempo (Practice with a metronome q = 60-120)

4. The Water Is Wide (Melody with full tone and vibrato q = 68)

5. Grab and Release. Grab	the	string	with	the	hair	to	begin	each	note	with	a	crisp	attack;	then	release,	allowing	
string to vibrate—no crunch.

String Crossing Variations




  

      

Frog2a.



Tip

  

2b. Tip

  

Frog

    

2c. Tip

    

Frog         

         
3a.

           
3b.

           
3c.

   


          


         

           
5a.

 

5b.

       

5c.

     

5d.















          



    

       
0 0 0 0

   











           






       
6a.

       
6b.


 

    

6c.
on/off string


  

     
6d.

Use Finale file "Exercise 4"

Use Finale file "Exercise 4"

6. String Crossing Etude (Pay attention to right elbow height and wrist motion.)

1




  

      

Frog2a.



Tip

  

2b. Tip

  

Frog

    

2c. Tip

    

Frog         

         
3a.

           
3b.

           
3c.

   


          


         

           
5a.

 

5b.

       

5c.

     

5d.















          



    

       
0 0 0 0

   











           






       
6a.

       
6b.


 

    

6c.
on/off string


  

     
6d.

Use Finale file "Exercise 4"

Use Finale file "Exercise 4"

















  

 

    

 


Harmony with blended tone and vibrato

Melody with full tone and vibrato

    

   

4

     

   


     

   

4













     

    




    

 
4

    

 

4
1.

    

  


2.

 

  





  

      

Frog2a.



Tip

  

2b. Tip

  

Frog

    

2c. Tip

    

Frog         

         
3a.

           
3b.

           
3c.

   


          


         

           
5a.

 

5b.

       

5c.

     

5d.















          



    

       
0 0 0 0

   











           






       
6a.

       
6b.


 

    

6c.
on/off string


  

     
6d.

Use Finale file "Exercise 4"

Use Finale file "Exercise 4"

I. Tone and Articulation

1. Even Tone - Frog to Tip

With a relaxed, correctly shaped bow hand, use a good bow weight, speed and 
contact point to produce a rich, beautiful tone.

2. More Weight at the Tip (q = 60)

3. Dynamics and Steady Tempo (Practice with a metronome q = 60-120)

4. The Water Is Wide (Melody with full tone and vibrato q = 68)

5. Grab and Release. Grab	the	string	with	the	hair	to	begin	each	note	with	a	crisp	attack;	then	release,	allowing	
string to vibrate—no crunch.

String Crossing Variations




  

      

Frog2a.



Tip

  

2b. Tip

  

Frog

    

2c. Tip

    

Frog         

         
3a.

           
3b.

           
3c.

   


          


         

           
5a.

 

5b.

       

5c.

     

5d.















          



    

       
0 0 0 0

   











           






       
6a.

       
6b.


 

    

6c.
on/off string


  

     
6d.

Use Finale file "Exercise 4"

Use Finale file "Exercise 4"

6. String Crossing Etude (Pay attention to right elbow height and wrist motion.)
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Staccato Articulations Naturally Tend to Rush Staccato Articulations Naturally Tend to Rush (Don’t we know it.)(Don’t we know it.)

Students rush staccato articulations because they do not leave enough time/space between the notes.

Strategies for Teaching Tempo Control with  Strategies for Teaching Tempo Control with  
Staccato ArticulationsStaccato Articulations

Playing a piece at the same tempo every day does not help students learn to control their tempo; it may cause 
student ensemble awareness to atrophy. 

1. Isolate a staccato excerpt where the students rush and  1. Isolate a staccato excerpt where the students rush and  
    play it at different tempos     play it at different tempos 

1.	 Play with a metronome at different tempos.
2.	 Play with a conductor at different tempos.
3.	 Play without a conductor at different tempos.

2. Teach students to play on the “back” of the beat or  2. Teach students to play on the “back” of the beat or  
    “behind the beat”    “behind the beat”

•	 Can you slow down through this section? 
0	 Teach students to slow down, ritardando, through passages that tend to rush.

•	 Can you play behind the conductor? 
0	 Teach students to control their tempo by playing after the conductor’s beat. “Play as late as 

you can without being late.” If they can’t do this arco first, try pizzicato.
0	 For advanced high school groups performing fast Mendelssohn or Mozart, the faster it is, 

the more players should aim for the back of the beat. 
•	 Can you play behind another player? Another section?

0	 Find a student with a strong sense of tempo and have students play behind that leader. 
0	 Select a section (e.g., violas or cellos) who are solid and not rushing, and tell other students 

to play behind them.

pizzicato staccato spiccato double ups and hooked bows

3I. Tone and Articulation


     

Keep thumb and pinky curved

        
    

                   


   

  
  

      
  

  
    

  
  

                                       


     

                   
       




             
3 3


        

       



        

 
                 

  4        
4

  
      



        

off

       

off
       

off

          


                                 




    
                       

4

  
         





           

              
  



  

           
4

               

   


4


  

                                

10. Spiccato Exercises

11. Spiccato Etude and Variations

12. Triple Patterns

13. Triple Bowing Etude

14. Sautillé Bow Stroke

pizz.
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#3. Teach students to breathe during rests and  #3. Teach students to breathe during rests and  
      between phrases      between phrases

•	 Take a breath here. Now put a breath mark there.
•	 Create slightly extra space during rests and between phrases.

Final ThoughtsFinal Thoughts

We know some students are prone to rush, no matter how much we address it. However, by teaching the rest 
of the orchestra to pay attention, breath, and play behind, you can address the rushing students in a more 
isolated way. And you can be the good cop, because when they rush the students isolate themselves.

Teaching Students to Listen Across the OrchestraTeaching Students to Listen Across the Orchestra

The outer circle is where the tempo and rushing lessons 
really lie; this is where we need to focus our attention and 
our students’ attention for them to learn not only how to 
not rush, but also how to play together during accelerandos 
and ritardandos. Stacking/pairing rhythms in combinations 
teaches students how to listen to a different section to play 
together as an ensemble. 

Step 1: Use Michael Allen warm-ups or Habits bowing  Step 1: Use Michael Allen warm-ups or Habits bowing  
             variations to teach rhythm patterns separately             variations to teach rhythm patterns separately

Self Section Ensemble

2 Habits of a Successful String Musician, Second Edition - Violin


          

4

           
4

   
4




                       

3 3 3 3

         
Middle to upper half




                               




           
 

        
     


         

Frog Tip Frog Tip
grand martelé

     
Frog Tip

         


FrogTip     




             
Tip Frog

 
  




Tip Frog

 
with vibrato



 

 

 

   
 

Only observe the fermata when ending the canon.


    


 

                                                         

                           
      

  
  


-2

III

   
    


I

-2

    

Bowing Variations

7. Introduction (teacher) Theme (student)

Basic Bow Strokes

8. Full Bow Strokes

9. Rhythm Canon in Four Parts (q = 70–90) An Articulation and Ensemble Etude
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Step 2: Have sections play different combinations of rhythmsStep 2: Have sections play different combinations of rhythms

Younger students may start with the easier combinations (on the left). The harder combinations (on the right) 
challenge students more and force them to listen and match each other at higher levels.

Easy (common denominator) 			   Harder (but better for developing skills)

The Three Stages of Ensemble AwarenessThe Three Stages of Ensemble Awareness

Stage 1. Young students tend to listen only to themselves; they do not automatically pay attention to the 
players in the other sections. They also tend to rush by playing chronically on the front of the beat and, in 
extreme cases, by cutting long notes and rests short. 

Stage 2. Once students learn to listen and wait for the other sections to play their parts, they will likely start 
to slow down the tempo and drag. They must be reminded and encouraged to play on the beat, not behind it. 
They will tend to be a little late when coming in after a long note or rest and need to learn how to get going 
again after taking time at the end of the phrase. They will also tend to drag when there are multiple rests or 
syncopated rhythms. 

Stage 3. At the highest levels, 
musicians have the musical 
maturity to hold their own 
tempo and the ability to follow 
the conductor when he or 
she conducts faster, slower, 
or simply maintains a steady 
tempo. In large ensembles, 
mature musicians have the 
ability and awareness to look 
forward and listen backward 
to keep the group together.

2 Habits of a Successful String Musician, Second Edition - Violin


          

4

           
4

   
4




                       

3 3 3 3

         
Middle to upper half




                               




           
 

        
     


         

Frog Tip Frog Tip
grand martelé

     
Frog Tip

         


FrogTip     




             
Tip Frog

 
  




Tip Frog

 
with vibrato



 

 

 

   
 

Only observe the fermata when ending the canon.


    


 

                                                         

                           
      

  
  


-2

III

   
    


I

-2

    

Bowing Variations

7. Introduction (teacher) Theme (student)

Basic Bow Strokes

8. Full Bow Strokes

9. Rhythm Canon in Four Parts (q = 70–90) An Articulation and Ensemble Etude
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Coming Spring 2024
Habits of a Successful  
String Musician (Second Ed.)

Christopher Selby, Scott Rush

Habits of a Successful String Musician, Second Edition is a complete method 
of over 400 musical exercises for teaching upper-level string students the 
technical skills needed to play advanced orchestral music. Perfect for an 
entire string orchestra or solo player, this series contains carefully sequenced 
warm-ups, sight-reading etudes, rhythm vocabulary studies, chorales, tuning 
canons, and much more. It includes everything an aspiring string musician 
needs to build musicianship skills and then transfer those skills into the 
performance of great literature.

What’s NEW in the Second Edition?

•	 Part I. Tone and Articulation: The Second Edition now includes a rhythm canon 
for combining various articulations and new melodic exercises for developing tone, blend, vibrato, spiccato, and sautillé.

•	 Part II. Left Hand Patterns, Positions, and Shifting: Left-hand exercises are now organized into a sequence of musical exercises 
and etudes that review middle level skills, extend up to the highest registers, and teach alternate clefs and thumb position. A new 
Intermediate Positions curriculum teaches young cellists the shifting skills required for keys with more than three sharps or flats. A new 
sequence of two-octave arpeggios in ten keys improves students’ range and fluency across the instrument. The Advanced Positions 
pages contain new etudes for teaching the chromatic scale, diminished arpeggios, harmonics, thumb position, alternate clefs, and other 
challenging skills seen in advanced orchestral repertoire. 

•	 Part III. Scales, Arpeggios, and Thirds: This section still has the tuning canons and chords, dominant arpeggios, and thirds, as well as 
one-, two-, and three-octave scales and arpeggios in all twelve major and minor keys. The Second Edition has improved cello and bass 
fingerings and includes bass scales with C-extensions.

•	 Part IV. Chorales: There are now 50 percent more chorales in more keys and from more diverse cultural backgrounds.
•	 Parts V. Rhythm Study in a Musical Context and VI. Sight-Reading: These sections contain 185 completely new rhythm charts 

and sight-reading exercises with tempo markings for each exercise. 
•	 Part VII. Orchestral Excerpts: This brand-new section includes three pages of excerpts from frequently performed school and all-

state repertoire. 
•	 Additional Sectional Pages in each student book focus on technique and alternate clef lessons unique to each instrument.

G-11060   Violin, 80 Pages .  .  .  .  .  .  .  .  .  .  .             .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  . $11.95
G-11061   Viola, 80 Pages .  .  .  .  .  .  .  .  .  .  .  .              .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  . $11.95
G-11062   Cello, 80 Pages  .   .   .   .   .   .   .   .   .   .   .   .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  . $11.95
G-11063   Bass, 80 Pages .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  . $11.95
G-11064   Conductor’s Edition .  .  .  .  .  .  .         .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  . $44.95

Dr. Christopher Selby is the author of Habits of a Successful Orchestra Director, Music Theory 
for the Successful String Musician, and is the lead author of the Habits of a Successful String 
Musician method book series published by GIA Publications. He is an active clinician 
and conductor and has presented sessions at numerous Midwest Clinics, American String 
Teacher Association (ASTA) national conferences, and state conferences across America. He 
has been a leader in both NAfME and ASTA and holds degrees from The Hartt School and 
the University of South Carolina. Dr. Selby currently directs the high school orchestras at 
the School of the Arts in Charleston, South Carolina. His orchestras have performed at the 
Midwest Clinic and have twice won the top award of Grand Champion at ASTA’s National 
Orchestra Festival.


