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Around the Circle of 5ths
Beginning with C and moving clockwise around the

Circle of 5ths, the order of keys is:
C GDATEB F Ct

Beginning with C and moving counter-clockwise, the order of

CIRCLE keys is:

OF 5ths

C F B BB Abh Db Gb Cb

The order in which SHARPS occur in key signatures is:

Ff Ct Gt DI At Ef B!

The order in which FLATS occur in key signatures is:

Bb Eb Ab Db G C» Fb

MAJOR KEY N':ﬁ'af:é':v SIG,L( E.:.(URE SHARPS OR FLATS IN KEY SIGNATURE
C Major A Minor No #’s, nob’s
G Major E Minor 14 Fi
D Major B Minor 28s Fi ct
A Major F4 Minor 3fs Fi ct G
E Major Ct Minor 4%s F4 ct G D}
B Major G# Minor 5%s F4 ct G D} Al
F§ Major D¢ Minor 64's Fi ct G D} At Ef
C# Major At Minor 74s F} ct G D} At Ef Bf
F Major D Minor 1b Bb
B> Major G Minor 2b’s Bb Eb
Eb Major C Minor 3b’s Bb Eb Ab
A Major F Minor 4b’s Bb Eb A Db
Db Major Bb Minor 5b's Bb Eb A Db | Gb
Gb Major Eb Minor 6b’s Bb Eb A Db Gh (o)
Cb Major Ab Minor 7b's Bb Eb A Db Gh ch F>
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How This Book Is Organized

Part 1

An explanation that leads to the understanding of the fundamentals of major and minor scales, chords,
arpeggios and cadences is discussed in some detail. Also included is a clear explanation of scale
degrees and a two-page guide to fingering the scales and arpeggios.

Part 2
The Major Scales: The key of C plus the sharp keys in key signature sequence.

Part 3
The Major Scales: The flat keys in key signature sequence.

Part 4
The Minor Scales: The key of A minor plus the sharp keys in key signature sequence.

Part 5
The Minor Scales: The flat keys in key signature sequence.

Part 6
The Chromatic Scales:

Part 7

Enrichment Options: These added options are designed to further develop musicianship. They

suggest a number of additional ways the scales and chords in parts 2—5 may be played. Some of the options
should be practiced in every key being studied.
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“I don't like to practice, never have. But when | do get started at the piano, for the first 10 minutes
| play scales, slowly. I've done this all my life. Listen to the sounds you make. The sound of each tone will
generate a response in you. It will give you energy.”
Van Cliburn

“Do you ask me how good a player you may become? Then tell me how much you practice the scales.”
Carl Czerny

“I consider the practice of scales important not only for the fingers, but also for the discipline of the ear with regard to
the feeling of tonality (key), understanding of intervals, and the comprehension of the total compass of the piano.”
Josef Hofmann

“Give special study to passing the thumb under the hand and passing the hand over the thumb.
This makes the practice of scales and arpeggios indispensable.”
Jan Paderewski

“Scales should never be dry. If you are not interested in them, work with them until you do become interested in them.”
Artur Rubinstein

“I believe this matter of insisting upon a thorough technical knowledge, particularly scale playing, is a very vital one.
The mere ability to play a few pieces does not constitute musical proficiency.”
Sergei Rachmaninoff

“You must diligently practice all scales.”
Robert Schumann

The importance of scales and arpeggios, particularly with regard to the pianist’s ability to perform, cannot be over-
estimated. To trace the development of the major and minor scales through the history of music would require
many pages, but we do know that these scales had their origins in the system of modes that was developed in
ancient Greek music and music of the Church.

In ancient Greece, certain musical tribes used a lyre, a four-stringed harp called the tetrachordon (tetra meaning
four). The four tones encompassed by this instrument constituted a perfect 4th, and were called a tetrachord. This
was the building block that was to become the basis for our modern scales.

On the keyboard, a tetrachord consists of a whole step, a whole step and a half step. If we play a tetrachord
beginning on C, we have the notes C, D, E and F. If we begin a second tetrachord on G, we have the notes G, A,
B and C. The last C of this tetrachord is exactly one octave higher than the low C of the first tetrachord. These two
tetrachords, played in succession, make an eight-note scale in the lonian mode, which we now know as a major
scale. If we use the same tones beginning on the 6th note of the combined two tetrachords, we get the notes A, B,
C, D, E, F, G and A. These notes constitute the Aeolian mode, which is also known as our natural minor scale.

The Greek philosopher Pythagorus (around 500 BC) is credited with the discovery of the numerical ratios corre-
sponding to the principal intervals of the musical scale. With an instrument known as a monochord, consisting of
one string stretched over a long sounding-board, Pythagorus found that by dividing the string into 2 equal parts,
one part, when vibrated, would give a tone exactly one octave above the natural tone of the whole string. By
sounding 2/3 of the length of the string, the interval of a 5th above the natural tone would be produced. By sound-
ing 3/4 of the length of the string, the interval of a 4th would be produced. In similar manner, the ratios of all the
notes of the scale were discovered.

With the ongoing evolution of stringed and keyboard instruments, our modern major and minor scales were devel-
oped, and the various temperaments associated with all of the ancient and modern tunings were ultimately derived.



Part 1

Tetrachords

Building Major Scales

Triads

Triads: The 2nd Inversion

The Primary Triads in Major Keys
The V7 Chord

Scale Degrees

Arpeggios

Building Minor Scales

More About 3rds, 5ths and Triads
The Primary Triads in Minor Keys
The Diminished 7th Chord

Guide to Fingering

Part 2
Major Scales—Sharp Keys

Key of C Major
Key of G Major
Key of D Major
Key of A Major
Key of E Major
Key of B Major
Key of F# Major
Key of Cf Major

Part 3
Major Scales—Flat Keys

Key of F Major

Key of B> Major
Key of Eb Major
Key of Ab Major
Key of Db Major
Key of Gb Major
Key of Cb Major

LU

Minor Scales—Sharp Keys
Key of A Minor
Key of E Minor
Key of B Minor
Key of F§ Minor
Key of C# Minor
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The word tetra means four. ATETRACHORD is a series of FOUR NOTES having a pattern of

WHOLE STEP, WHOLE STEP, HALF STEP

A HALF STEP is the distance ‘ ‘ \ A WHOLE STEP is equal
from any key to the very next . . to 2 HALF STEPS with

key up or down, black or white, ONE KEY BETWEEN.
with NO KEY BETWEEN.

17~ The notes of a tetrachord
o must be in alphabetical order!

WHOLE WHOLE HALF  <«——— They must also have this pattern!
STEP STEP  STEP

C Tetrachord G Tetrachord

) )

% > o o ' %_‘ = & -
o \/ \/ WHOLE WHOLE  HALF

WHOLE WHOLE HALF

D Tetrachord A Tetrachord

) )

¢ ===
’\(‘;\} & [ J ® - AN \\ /
Y

N © NN

WHOLE WHOLE HALF WHOLE WHOLE  HALF
E Tetrachord B Tetrachord
f A
75 2 — ——F
o
o ANV

CENNP AN NNV

WHOLE WHOLE HALF WHOLE WHOLE HALF



The MAJOR SCALE is made of TWO TETRACHORDS

joined by a WHOLE STEP.

The C Major Scale

Badhbid

KEY-NOTE WHOLE KEY-NOTE
A ! STEP |
P [ ]
@
| ~—— |
1st Tetrachord 2nd Tetrachord

There is NO or b
in the C MAJOR SCALE.

Each scale begins and ends on the note of the same name as that of the scale, called the KEY NOTE.

The G Major Scale

There is ONE §(F§)
in the G MAJOR SCALE.

There are TWO §’s (F§, Cf)
in the D MAJOR SCALE.

WHOLE
A STEP ) o o
% P [
P [ ]
Y
| ~—1 |
1st Tetrachord 2nd Tetrachord
The D Major Scale
WHOLE
A STEP
®
[ fan = o © 1P
| N~ |
1st Tetrachord 2nd Tetrachord
The A Major Scale
WHOLE
A STEP ) o 4 o Py
é P o
.
J ~—1 |
1st Tetrachord 2nd Tetrachord
IMPORTANT!

The 2nd tetrachord of C is the 1st tetrachord of G.
The 2nd tetrachord of G is the 1st tetrachord of D.
The 2nd tetrachord of D is the 1st tetrachord of A.
The 2nd tetrachord of A is the 1st tetrachord of E.
This overlapping pattern will continue around the Circle of 5ths!

There are THREE §’s (F§, C8, Gf)
in the A MAJOR SCALE.
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A TRIAD IS A 3-NOTE CHORD.

THE THREE NOTES OF A TRIAD ARE:

5th 5th
3rd OR THIS: 3rd
ROOT ROOT

The ROOQT is the note from which the triad gets its name. The ROOT of a C triad is C.

TRIADS MAY BE BUILT ON ANY NOTE OF ANY SCALE.

Root position triads in C

Play with RH

5
3

A 1 1 etc. ~ ﬁ

-
wo

00 0]

N
A\NV

© J

Triads: The 1st Inversion

ANY ROOT POSITION TRIAD MAY BE INVERTED BY MOVING THE ROOT TO THE TOP.

[a)
# —— O ROOT—
a 7 Pa
\\\J / 5
e ROOT® —

C E G becomes EGC

ALL LETTER NAMES ARE THE SAME, BUT THE ROOT IS ON TOP.
This is called the FIRST INVERSION.

1ST INVERSION TRIADS IN C

Play with RH. Use 1 2 5 on each triad.

o hd
[a) P o) © P O
o> O ~ Paly [(®) Pad [®)
O ~ Pay [®) Pl [®) ~F
[ (an VPN [§) Pad O ~F
\\U§ [®) ~

Play the above with LH ONE OCTAVE LOWER. Use 5 3 1 on each triad.
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ANY 1st INVERSION TRIAD MAY BE INVERTED AGAIN
BY MOVING THE LOWEST NOTE TO THE TOP.

[a)

—> () _
ROOT O // O ROOT

E G C becomes GCE

ALL LETTER NAMES ARE THE SAME, BUT THE ROOT IS IN THE MIDDLE.
This is called the SECOND INVERSION.

2ND INVERSION TRIADS IN C.

Play with RH. Use 1 3 5 on each triad.

4 Py (0] 1
Py (0] &> O | |
[ fan Py (0] &> O e Py | |
A\NVJ -8- 8 § O 5 P O b 1
) hsd o O ©
Play the above with LH ONE OCTAVE LOWER. Use 5 2 1 on each triad.
Triads in All Positions
ROOT POSITION 1st INVERSION 2nd INVERSION ROOT POSITION
4 748_ pad .
_ //—> 2 ROOT — O ROOT.Z ROOT 1
A\NV 7 S — ©
ROOT © —
PLAY THE FOLLOWING:
C MAJOR TRIAD
p 18 1B 12 e 1
1 3 5 5 3 1
E{_tg 5 5 3 : E

LH: mf’

REMEMBER: |If the root is on the bottom, the triad is in ROOT POSITION.
If the root is on the top, the triad is in 1st INVERSION.
If the root is in the middle, the triad is in 2nd INVERSION.
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The three most important triads in any key are those built on the 1st, 4th and 5th notes of the scale.
These are called the PRIMARY TRIADS of the key.

The chords are identified by the Roman numerals, I, IV and V (1, 4 and 5).

In the key of C MAJOR, the ICHORD (1 chord)isthe C TRIAD.
IVCHORD (4 chord) isthe F TRIAD.
VCHORD (5chord)isthe G TRIAD.

The Primary Triads in C Major: . G
C _‘3'. _q_
_‘): O £ 5
] 5 3 4
I 1A% \Y

ROOT POSITION I, IV and V triads in C MAJOR.
F C G C

13
3
5

[

I

1

SEEEE=C
i —
II

v

U100 =
e
M
i
—

M
|

Chord Progressions
When we change from one chord to another, we call this a “CHORD PROGRESSION.”

When all chords are in root position, the hand must leap from one chord to the next when playing the
primary triads.

To make the chord progressions easier to play and sound better, the IV and V chords may be played in other
positions by moving one or more of the higher chord tones down an octave.

The chord is played The top note of the IV chord The 2 top notes of the V chord are
in ROOT POSITION: is moved down an octave: moved down an octave:
C F G
"g" —_— —~ -H-\
<): ~ S NS\ O
0 N - NS
7 ~ O ~ 3 O
I v A%

When a triad is not in root position, the ROOT is
ALWAYS the upper note of the interval of a 4th!

[, IV.and V triads in C MAJOR. The follow- C Major Chord Progression with I, IV and V Chords.
ing positions are often used for smooth This chord progression is also called a cadence.
progressions.
C F G C F C G C
° 1 [ o 1
)=} S —— )i P ) : I
7 5 50 4 Z 5 5 5 5B 5
I v \ I 0% I \Y I
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To make a V7 chord, a note an interval of a 7th above the root is added to the V triad.

In many pieces a V7 CHORD is used instead of a V TRIAD.

V7 built on the 5th note of the C SCALE.
7th () _
o TRIAD
_C)' o root (G
[ ] O 0 A\ 4

V7

To have a smoother and easier progression with the | and IV triads:
* The 5th (D) is omitted.

* The 3rd (B) and 7th (F) are moved down an octave.

7th &
3rd Tﬁ\\

When a 7th chord is not in root position, the ROOT
is ALWAYS the upper note of the interval of a 2nd!

The Primary Chords in C Major

The three PRIMARY CHORDS are now I, IV and V7.

Q
© a3l —~ O ©
+): S (o)
/ -y
I v V7
[, IV and V7 chords in C MAJOR. The fol- C Major Chord Progression with I, IV and V7 Chords.
lowing positions are often used for smoother This chord progression is also called a cadence.
progressions.
C F G7 C F C G7 C
. 1:8:—1 - 1 1
e o 2 2 )P é:?gé 3
d 5 5 O 5—© rd 5 5 51 5 5
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The tones of a scale are also called the degrees (or steps) of the scale. Each scale degree has a name.
THE 3 MOST IMPORTANT SCALE DEGREES: TONIC, DOMINANT and SUBDOMINANT.

The key-note (the tone of the same name as the scale) is called the TONIC. It is the lowest and highest tone
of the scale.

The tone a 5th ABOVE the tonic is called the DOMINANT.
The tone a 5th BELOW the tonic is called the SUBDOMINANT.

SUB means “below” or “under” (SUBmarine, SUBway)

EACH SCALE DEGREE IS ALSO NUMBERED WITH A ROMAN NUMERAL WHICH IS DETERMINED BY ITS
POSITION IN THE SCALE:
TONIC = |, DOMINANT =V, SUBDOMINANT = IV.

Important! The subdominant is numbered IV because of its position in the scale. It is called “subdominant” because
it is the same distance BELOW the tonic as the dominant is ABOVE the tonic! It is NOT called “subdominant”
because it is just below the dominant. See bottom music staff.

MORE SCALE DEGREES: MEDIANT and SUBMEDIANT
The tone a 3rd degree ABOVE the tonic (midway between the tonic and the dominant) is called the MEDIANT.
Since the mediant is the 3rd degree of the scale, it is given the Roman numeral llI.

The tone a 3rd degree BELOW the tonic (midway between the tonic and the subdominant) is called the
SUBMEDIANT. Since the submediant is the 6th degree of the scale, it is given the Roman numeral VI.

Mediant is a Latin word meaning “in the middle.”

FINAL SCALE DEGREES: SUPERTONIC and LEADING TONE
The tone a 2nd degree ABOVE the tonic is called the SUPERTONIC. Since the supertonic is the 2nd degree of
the scale, it is given the Roman numeral 1.

The tone a 2nd degree BELOW the tonic is called the LEADING TONE. The leading tone is sometimes called the
SUBTONIC. Leading tone is most often used since the note has a strong tendency to “lead” to the TONIC, as it
does in an ascending scale. Since the leading tone is the 7th degree of the scale, it is given the Roman numeral VII.

Note: The SUPERTONIC is always a WHOLE STEP above the tonic.
The LEADING TONE is always a HALF STEP below the tonic.

You now know the names of all the scale degrees. Arranged in order the names are:

|Tonic| | SUPERTONIC| |MEDIANT | | SUBDOMINANT | | DOMINANT | | SUBMEDIANT | [ LEADING TONE | | TONIC |
[a)
[ fan Py O © o
A\NV/ O O ~F
J © O e
I I 111 10 A" VI VII I

Be sure to remember that the degree names were derived from the following arrangement, in which the
TONIC is taken as the center tone:

| SUBDOMINANT | | SUBMEDIANT | |LEADINGTONE|  |Tonic|  |supertonic| — |MEDIANT| | DOMINANT
!
) O
O O
O o = e =

v VI VII | II 111 v
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The word ARPEGGIO comes from the Italian arpeggiare, which means “to play upon a harp.” This refers to
playing the notes of a chord in a broken fashion, one after another, as one does when playing a harp.

Arpeggios may be made from any chord. They may appear as simple broken chords or be in extended form,
covering two or more octaves. However, only four kinds of chords are customarily studied as arpeggios:
major and minor triads (in 3 positions) and the dominant 7th and diminished 7th chords (in 4 positions).

For more information on arpeggio fingering, see page 17.

3 3

1 2 5 2 1 2 5
D) 1
D) i |
{r~—% i |
\\SV A § 1
L 4 @
mf legato
@ G-
. 1
0 ﬁ : E
5 2 1 2 5 2 1
legato 4 4
Two-Octave Arpeggio
5
A 1 2 3 1 2 3 e 3 1 3 2 1
{Sa—zi 1
o =
WZf legato
e YHD i 1
e e Aq
o ': 2 1 4 2 1 2 4 1 2 ': P
5 5
’Illf legato
Hands together 5
A 1 2 3 1 2 3 g S 1 3 2 1
3
D4
o A\ d -
WZf legato
.'. |
S B] |
7 s 2
— & 2 1 2 1 2 . —.
* 2 1 4 4 2 4 <
5 5
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Every MAJOR KEY has a RELATIVE MINOR KEY that has the same KEY SIGNATURE.
The RELATIVE MINOR begins on the 6th TONE of the MAJOR SCALE.

C Major Scale
1st 2nd 3rd 4th 5th 6th

)
Y
2

[ fan

o.

A Minor Scale

@J@KD

1st 2nd 3rd 4th 5th 6th 7th 8th

Because the keys of C MAJOR and A MINOR have the same KEY SIGNATURE (no$’s, nob’s),
they are relative.

The Key of A Minor (Relative of C Major)
THERE ARE THREE KINDS OF MINOR SCALES: the NATURAL, the HARMONIC and the MELODIC.
Play each of the following scales, first with the RH as written, then with the LH, 2 octaves lower than written.

1. The Natural Minor Scale.
This scale uses only the tones of the relative minor scale.

RH 1 4 5 5 4 1
n 2 3 1 2 3 - o 3 2 1 3 2
&
¢ LH5 3 2 1 3 2 1 1 2 3 1 5 ; § 5

4

2. The Harmonic Minor Scale.
The 7th tone (G) is raised one half step, ASCENDING and DESCENDING.

7th raised
RH 1 5 5 1

4
2 3 1 2 3 & &
0 . 4
Y

3. The Melodic Minor Scale.
In the ASCENDING SCALE, the 6th (F) and 7th (G) are raised one half step.
The DESCENDING scale is the same as the natural minor.

6th & 7th raised ‘ Same as in NATURAL MINOR SCALE
5 -

LHs | 3 2 1 3 2 1 2 3 1 2 3 5

RH 1 4 S5 4 1
3 ) 3
2 3 1 2 # o o 2 1 3 2
O il . EI l.
PY) 2 1 1 2
LH5 4 3 2 1 3 3 1 2 3 A 5

The HARMONIC minor is the most frequently used of the 3 minor scales.
To form a minor scale from any major scale of the same name, lower the following scale degrees ! step.

Ascending Descending
Natural minor 3,6,7 3,6,7
Harmonic minor 3,6 3,6

Melodic minor 3 3,6,7



Some 3rds are MAJOR 3rds, and some are MINOR (smaller) 3rds.

MAJOR
3rd

Major _ 4 Half
3rd ~ Steps

3rd

Minor 3 Half

3rd ~ Steps

ANY MAJOR 3rd MAY BE CHANGED TO A MINOR 3rd BY LOWERING THE UPPER NOTE % STEP!

B

MINOR

4? y, . I | . P 7] Ipo 1
[ fan I I . = o b P It o —— |
\\SV A 5 s L7, w24 (7 B 7 1
) — PG X7 '
Major Minor etc.
3rd  3rd
PERFECT 5th
I 1
More About 5ths
A very important interval is Perfect - 7 Half
a PERFECT 5th. 5th Steps
4? Py O ﬂo o 1
~ 71 O o . o O —© o |
4 © P O o 1
Y © O =
Perfect 5th etc.
More About Triads

MAJOR TRIADS consist of a
ROOT, MAJOR 3rd and PERFECT 5th.
MAJOR PERFECT

ROOT 3rd 5th
| | 1

Major
Triad

MINOR TRIADS consist of a
ROOT, MINOR 3rd and PERFECT 5th.

MINOR PERFECT

ROOT 3rd 5th
| | 1

Minor
Triad

ANY MAJOR TRIAD MAY BE CHANGED TO A MINOR TRIAD BY LOWERING THE 3rd % STEP!

o) uH  # |
% | I 2 | [ E-3ZS=Y.] 9 1
> | g | d b 2 O o' Ll |
[ [an I g 1 d 4 2] 4 D L o1 " ! |
\\jj > lr[) 8 Dlg # | ad [#) 1

Major Minor etc.
Triad Triad
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To find the primary triads in a MINOR KEY, the HARMONIC MINOR SCALE is used.
In the AHARMONIC MINOR SCALE, the 7th note (G) is made SHARP, as an ACCIDENTAL.

Small lower case Roman numerals are used for the minor triads (i),
large upper case Roman numerals for major triads (V).

~

o)

%) o O

d O O
1 2 3 4 5 6 7 8
i iv Vv
A MINOR D MINOR E MAJOR

Notice that the i and iv chords are MINOR TRIADS. The V chord is a MAJOR TRIAD.
THIS IS TRUE IN ALL MINOR KEYS!

To make the chord progressions easier to play and sound better, the iv and V chords may be played in other
positions by moving one or more of the higher chord tones down an octave.

The i chord is played in The top note of the The 2 top notes of the
ROOT POSITION: iv chord is moved down V chord are moved
an octave: down an octave:
) —
_q. — o> — N\
. ~ S NS O
pd ~ hsd S— . O
i iv \Y

When a triad is not in root position, the ROOT is ALWAYS the upper note of the interval of a 4th!

The Primary Triads in A Minor

A Minor Chord Progression with i, ivand V Chords.

The i, iv and V triads in A minor: This chord progression is also called a cadence.
‘ ’: 1 B —q—: 1 |
75 y8—11-O = é%:z é%; “ 3
5 50 L2 24 5 5_0 5 5 5
i iv vV i iv i A\ i
Using V7 instead of V To play the chord so it makes a
The V7 CHORD is made by smoother progression, omit the 5th, and
adding a 7th to the V TRIAD. ~ Move the 3rd and 7th down an octave. When a 7th chord is not in
> 7th Pey root position, the ROOT is
_ < oth <) O \\\ ALWAYS the upper note
). Root e O N> o© of the interval of a 2nd!
£ N o P
V7 V7
The 3 PRIMARY CHORDS are now i, iv and V7. A Minor Chord Progressions with i, iv and V7 Chords.
The following positions are often used for This chord progression is also called a cadence.

smooth progressions.

P

Q—/ 1 ;3::%_@ Q—/ . é%: 5%
5 5 5 5

U1 DN =

U1 D=

Q100 =

[9]<Y)

® A

i iv \% i iv i \% i
A MINOR D MINOR E7
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Remember: The DOMINANT SEVENTH CHORD may be formed by adding one note to the major triad, a
minor 3rd above the 5th.

The DIMINISHED SEVENTH CHORD may be formed by lowering each note of the DOMINANT SEVENTH
chord (V7) 1 half step, except for the root, which remains the same.

C DOMINANT 7th (C7)

C DIMINISHED 7th (Cdim7)

Listed below are dominant 7th and diminished 7th chords for you to compare. Notice that when lowering the
notes of the dominant 7th chord to form the diminished 7th chord, the note name remains the same. The Bb
becomes Bbb (B double-flat), not A.

DOMINANT 7ths DIMINISHED 7ths
Root 3rd 5th 7th Root 3rd 5th 7th
D F# A C D F A Ch
G B D F G B> Db Fb
C E G Bb C Eb Gb B
F A C Eb F Ab Cb Ebb>
Bb D F Ab B> Db Fb Ab
Eb G Bb Db Eb G Blb Dbb
A C Eb Gb Ab C> Eb | G

A DIMINISHED SEVENTH CHORD may also be formed on any given root by skipping the interval of a
MINOR 3rd (3 HALF STEPS) between each note.

Play the following DOMINANT 7th and DIMINISHED 7th chords.

NN

NTNT
%
Y
%

!

SIER RN R
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While it is probably easier to internalize scale and arpeggio fingerings through | N N

repetition than to memorize a list of rules, the following may be of some value to certain pianists. Fingering is a
very personal affair. The span of your hand, the stretch between your fingers and your own personal preference will
determine how best to finger each passage. Nevertheless, the following fingering has been generally decided to be
the most comfortable for most pianists.

Major and Harmonic Minor Scales
1. On this page and the scale pages that follow, fingering in () is optional and should be used when continuing
upward or downward for 2 or more octaves.

2. Fingering for All Major Scales

A. Beginning on White Keys

With two exceptions, the ascending RH fingering and the descending LH fingering for all major scales beginning on a
white key is: 123 1 -2 3 4 5. When playing scales for more than one octave, use RH 1 on the octave note. The 5th
finger is used only to end a scale in the RH, or begin a scale in the LH.

The two exceptions are F major for the RH: 1234 —-12 34 (ascending).
B major forthe LH: 1234 —-1234 (descending).

B. Beginning on Black Keys for the RH

The starting RH finger for all major scales beginning on a black key is 2. You may also begin these scales with the
finger that ends the scale. This ending finger is the beginning finger for the next octave when playing for two or more
octaves—2 and 3 on the 2-black key group, 2, 3 and 4 on the 3-black key group.

C#/Db: 2312-3412. Begin with 2. F4/Gh: 2341-2312. Begin with 2.
Eb: 2123-4123. May begin with 3. Ab: 2312-3123. May begin with 3.
Bb: 2123 —1234. May begin with 4.
C. Beginning on Black Keys for the LH
With one exception, the starting LH finger for all major scales beginning on a black key is 3—the exception is F§/Gb
which starts with a 4. The ending finger is generally 2, but you may also end these scales with the finger that begins
the scale. This ending finger is the beginning finger for the next octave when playing for two or more octaves.

The fingering in ascending order is:

C#/Dh:3214-3212. May end with 3. F#/Gh:4321-3212. May end with 4.
E:3214-3212. May end with 3.* A:3214-3212. May end with 3.
Bb:3214-3212. May end with 3.

*Only the descending LH in the Eb major scale is fingered the same way as the ascending RH — in all other scales beginning
on a black key, the fingerings are different.

3. With just a few exceptions, the major scale and its parallel harmonic minor are fingered the same
(C major - C harmonic minor; G major - G harmonic minor, etc.).

The fingering in which the harmonic minor is different than its parallel major is:

RH in F§ and C# minors: 23 1 2—3 1 2 3 (may begin with 3 4).
LH in Af minor:2132—-1432.
LH in Eb minor:2143-2132.

4. The 4th finger is usually used only once in an octave. The 4th finger is important because if you know the posi-
tion of the 4th finger, you can figure out the position of the other fingers. Because of this, the 4th finger of each
hand and the degree of the scale it falls on is shown at the top of the scale pages that follow for each major and
minor scale. When there is an exception it is so noted just above the music.

The following guide gives the position of the 4th finger in all major scales and their parallel harmonic minors.
Group A. The C scale plus all major scales with up to 4 sharps:
The keys of C, G, D, A, E (and F, LH only).
RH: 4th finger on the 7th degree
LH: 4th finger on the 2nd degree (includes F scales).

Group B. All major scales with up to 4 flats:
The keys of F (RH only), Bb, Eb, Ab.

RH: 4th finger on Bb. In the 1st octave, however,
B> major may use 2 (or 4) on the first Bb, 4 thereafter.
major may use 3 (or 4) on the first Bb, 4 thereafter.

LH: 4th finger on the 4th degree
except for the F scales — see Group A, above, and the
Bb & Eb harmonic minors — 4th finger on Gb.
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Group C. All major scales using 5 black keys:
The keys of B/Cb, F#/Gb, C#/Db.

RH: 4th finger on A¥/Bb. In the 1st octave, however,
C# minor uses 3 (or 4) on the first D4, 4 thereafter.
F# minor uses 3 (or 4) on the first G, 4 thereafter.
G# minor uses 3 (or 4) on the first Af, 4 thereafter.

LH: 4th finger on F§ (Gb).
In the 1st octave, however,
B major also uses 4 on the first B, 1 thereafter.

Arpeggios

The difficulties in fingering triad arpeggios successfully (major, minor, & all inversions) are slight when compared to
scale playing. The chief concern is the proper use of the 3rd and 4th fingers when playing arpeggios containing only
white keys. There are two fingerings for each hand to choose from:
LH5-4-2-10or5-3-2-1andRH1-2-3-50r1-2-4-5.

The general rule is:

when the distance between the 2 lower notes in the LH and the 2 higher notes in the RH is a 4th (5 half-steps),
use the 3rd finger (LH 5 — 3, RH 3 - 5);

when the distance is a 3rd (3 or 4 half-steps), use the 4th finger (LH5 -4, RH 4 - 5).

Major Key Arpeggios

ROOT POSITION

RH fingering for most keys: 1 —2 —3 —1 and ending with 5.
Exceptions are the keys of By, Eb, Ab, C/Db: 2 (4) — 1 —2 — 4.**

LH fingering in the keysof C, G, F: 5-4-2—-1."
in the keys of D, A, E, B/Ch, F§/Gb: 5 -3 -2 —1.
in the keys of Eb, Ab, C#/Db:2 —1 -4 — 2.
inthe key of B»3-2-1-3.

Minor Key Arpeggios

ROOT POSITION

RH fingering for most keys: 1 —2 —3 — 1 and ending with 5.

Exceptions are the keys of F, Cf, Gi/A»: 2 (4) —1 -2 —4,**
and A/Bb:2-3-1-2.

LH fingering for most keys: 5-4 -2 —-1.*
Exceptions are the keys of F, Ct, Gi/A:2 -1 -4 -2,
and A#/Bb:3—2-1-3.

*Though the above LH fingering is the one used by most pianists, there are those who prefer the fingering5—3-2—1. The
preference seems to be determined by the pianist’s span between the 5th, 4th and 3rd fingers and the larger stretch for the 4th
finger crossing over the thumb in the two octave arpeggio.

**Fingering in () is optional and should be used when continuing upward or downward for 2 or more octaves.

Chromatic Scales

The fingering for the chromatic scale is much simpler than that for either the major or the minor scales. Because of
the elevated position of the hand required to perform this scale and the short distance covered in passing the thumb
under, it may be played with great smoothness and speed with only slight difficulty. The first fingering listed below is
the most widely used.

1. RH: 1 on all white keys except C (2) and F (2). You may begin with 1 on C, if you prefer.
LH: 1 on all white keys except B (2) and E (2). You may begin with 4 on C, if you prefer.
Both hands: 3 on all black keys.

2. Same as above, except that
RH: 1, 2, 3, 4 fall in succession on G, G, A, A# (ascending).
LH: 4, 3, 2, 1 fall in succession on Ft, G, Gt, A (ascending).
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Key of C Major

Major Scales

LH: 4th finger on D (2nd degree of scale). RH: 4th finger on B (7th degree of scale).*

Parallel motion in octaves.

3

*For the importance of knowing the position of the 4th finger, see page 16, par. 4.
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