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F o r e w o r d

Whether you view your work on scales and arpeggios as a necessary evil or a wonderful
opportunity to explore the intricacies of piano technique, you wi l l need a reliable and
authoritative resource book. Complete Scales and Arpeggios for Piano distills the best o f
current practice into a publication which is easy to read and is laid out in a clear and
logical way. The contents have been thoroughly researched and the whole has been
brought together under the expert guidance of John York.

In addit ion to the scales and arpeggios themselves, John York has provided comprehensive

and helpful notes to help pupils get the best out of their scale practice. There is important
advice which wi l l ensure that the effects of scale and arpeggio practice are whol ly positive,
avoiding the aches, pains or more serious injuries that can befall the young pianist!

One f ina l p lea t o p i a n o students: in o rde r for scale a n d arpegg io pract ice t o be usefu l a n d

t o pro tec t y o u r o w n hea l th a n d safety, i t m u s t be a consistent p a r t o f y o u r pract ice ? n o t

s o m e t h i n g y o u c ram in just before the e x a m . W i t h th is b o o k y o u h a v e the o p p o r t u n i t y t o

d iscover just w h a t a shor t -cu t to m u s i c a l a n d techn ica l progress you r w o r k on scales a n d

arpegg ios can be. We hope you en joy w o r k i n g w i t h it.



la t ive m i n o r o f C m a j o r is A minor .The reC m a j o r
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C m a j o r a r p e g g i o

L I R o o t p o s i t i o n

D o m i n a n t a n d d i m i n i s h e d s e v e n t h s

T F ] D o m i n a n t s e v e n t h i n C T ] D i m i n i s h e d s e v e n t h o n C

Hin ts a n d t ips

+ Scales in double thirds can be fingered in many ways; the system adopted here is the ?two group? fingering.
Each octave is divided into a 3-note and 4-note group, the longer group using the gl iding thumb.

* As we l l as prac t i s ing us ing d i f fe ren t v a r i a t i o n s o f touch , tone, r h y t h m a n d range, you cou ld t r y p l a y i n g scales

a n d arpeggios i n keys re la ted to C m a j o r : t h e re la t i ve m i n o r (A m i n o r ) , t h e d o m i n a n t (G m a j o r ) , t h e

s u b d o m i n a n t (F m a j o r ) a n d the t o n i c m i n o r (C m i n o r ) .

* Using the 3rd finger where 4th ís stipulated in arpeggios is accepted by some pianists, but it is better to train
the weaker 4th finger from the earliest lessons to encourage proper, systematic hand shape development.



The relat ive ma jo r of C m i n o r is E> major.
W a t c h o u t f o r t h e r a i s e d s e v e n t h in C m i n o r : Ba.
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Double thirds and sixths are usually played hands separately.D o u b l e t h i r d s+
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G m a j o r a r p e g g i o

L I Roo t p o s i t i o n

D o m i n a n t a n d d i m i n i s h e d s e v e n t h s
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Hints and tips

* Scales in doub le th i rds can be f ingered i n m a n y ways; the system adop ted here is the ?two group? f inger ing.

Each octave is d iv ided in to a 3-note a n d 4-note group, the longer g roup us ing the g l id ing thumb .

* As wel l as pract is ing using di f ferent var ia t ions o f touch, tone, r h y t h m a n d range, y o u cou ld t r y p lay i ng scales

a n d arpeggios in keys related to G m a j o r : the relat ive m i n o r (E minor ) , the d o m i n a n t (D ma jo r ) , the

subdom inan t (C ma jo r ) and the tonic m i n o r (G minor ) .

* Using the 3rd f inger where 4th is s t ipu la ted in arpeggios is accepted b y some pianists, b u t it is better to t r a i n

the weaker 4 th f inger f r o m the earliest lessons t o encourage proper, systemat ic h a n d shape development .



The relat ive m i n o r o f G m a j o r is E m i n o r .

S i m i l a r m o t i o n i n o c t a v e s
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Doub le th i rds a n d sixths are usual ly p layed hands separately.J Double thirds



The relat ive m a j o r o f G m i n o r is Bb major .
Wa tch out for the raised seventh in G m i n o r : Fi.

S i m i l a r m o t i o n i n o c t a v e s
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D m a j o r a r p e g g i o

[ 7 Roo t p o s i t i o n

D o m i n a n t a n d d i m i n i s h e d s e v e n t h s

[7] Dominant seventh in D [ | Diminished seventh on D

* Scales in double th i rds can be f ingered in m a n y ways; the system adop ted here is the ?two group? f inger ing.

Each octave is div ided in to a 3-note a n d 4-note group, the longer g roup us ing the g l id ing thumb .
* As wel l as pract is ing using di f ferent var ia t ions o f touch, tone, r h y t h m a n d range, you could try p lay i ng scales

a n d arpeggios i n keys related to D m a j o r : the relat ive m i n o r (B minor ) , the d o m i n a n t (A major) , the

s u b d o m i n a n t (G ma jo r ) a n d the ton ic m i n o r (D minor ) .
+ Using the 3rd finger where 4th is stipulated in arpeggios is accepted by some pianists, but it is better to train

the weaker 4th finger from the earliest lessons to encourage proper, systematic hand shape development.



The re la t ive m i n o r o f D m a j o r is B minor .
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Doub le thirds a n d sixths are usua l l y p layed hands separately.[ 7 Double thirds
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The relative minor of D major Is B minor.

i | S i m i l a r m o t i o n i n octaves
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? m i n o r The re la t ive m a j o r o f D m i n o r is F major .
Watch out for the raised seventh in D minor : C8.
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D o u b l e t h i r d s
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The relat ive m i n o r o f A m a j o r Is F£ minor .major
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A m a j o r a r p e g g i o

[ 7 Roo t p o s i t i o n

D o m i n a n t a n d d i m i n i s h e d s e v e n t h s
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H i n t s a n d t i ps

* Scales i n double thirds can be f ingered i n m a n y ways; the system adop ted here is the ?two group? f inger ing.

Each octave is div ided in to a 3-note a n d 4-note group, the longer g roup using the g l id ing t h u m b .
+ As wel l as pract is ing using di f ferent var ia t ions o f touch, tone, r h y t h m a n d range, you cou ld t r y p lay i ng scales

a n d arpeggios i n keys related to A major : the re la t ive m i n o r (F# minor ) , the d o m i n a n t (E major) , the

subdom inan t (D ma jo r ) a n d the ton ic m i n o r (Am i n o r ) .

° Using the 3rd finger where 4th is stipulated in arpeggios is accepted by some pianists, but it is better to train
the weaker 4th finger from the earliest lessons to encourage proper, systematic hand shape development.

a t



Tne relative major of A minor is C major.
.W a t c h o u t fo r t h e r a i s e d s e v e n t h i n A m i n o r : Gž.-
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The relative m i n o r o f E major is Cz minor .

S i m i l a r m o t i o n i n octaves
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Double thirds a n d sixths are usua l l y p layed hands separately.D o u b l e t h i r d s



E m a j o r a r p e g g i o

J Roo t p o s i t i o n

D o m i n a n t a n d d i m i n i s h e d s e v e n t h s

[_] Dominant seventh in E {~] Diminished seventh on E

Hints and tips

* Scales in double thirds can be fingered in many ways; the system adopted here is the ?two group? fingering.
Each octave is divided into a 3-note and 4-note group, the longer group using the gliding thumb.

¢ As wel l as pract is ing using di f ferent var ia t ions o f touch, tone, r h y t h m a n d range, you cou ld t r y p l a y i n g scales

a n d arpeggios in keys related to E major : the re la t ive m i n o r (C# minor ) , the d o m i n a n t (B major) , the

s u b d o m i n a n t (A ma jo r ) a n d the tonic m i n o r (E minor ) .
+ Using the 3rd finger where 4th is stipulated in arpeggios is accepted by some pianists, but it is better to train

the weaker 4th finger from the earliest lessons to encourage proper, systematic hand shape development.



W a t c h o u t fo r t h e r a i s e d s e v e n t h i n E m i n o r : D : .
The relative m a j o r ot E m i n o r is G major.
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The relat ive m i n o r o f B major is G? minor .

S i m i l a r m o t i o n i n o c t a v e s
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B m a j o r a r p e g g i o

L ) R o o t pos i t ion.

D o m i n a n t a n d d i m i n i s h e d s e v e n t h s

D i m i n i s h e d s e v e n t h o n B
[ 1 D o m i n a n t s e v e n t h i n B

H i n t s a n d t i ps

¢ Scales in double th i rds can be fingered i n m a n y ways; the system adopted here is the ?two group? f inger ing.

Each octave {s d iv ided in to a 3-note a n d 4-note group, the longer group using the g l id ing thumb .

¢ As wel l as pract is ing us ing di f ferent va r i a t i ons o f touch, tone, r h y t h m a n d range, you could try p lay i ng scales

a n d arpeggios in keys related to B major : the relat ive m i n o r (G# minor ) , the d o m i n a n t (F# major) , the

s u b d o m i n a n t (E ma jo r ) a n d the tonic m i n o r (B minor ) .
* Using the 3rd finger where 4th is stipulated in arpeggios is accepted by some pianists, but it is better to train

the weaker 4th finger from the earliest lessons to encourage proper, systematic hand shape development.



Watch out for the raised seventh in B minor : Až.
The relative m a j o r of B m i n o r is D major.
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( e n h a r m o n i c E ) minor ..
-The relative m i n o r o f F* m a j o r is D

S i m i l a r m o t i o n i n o c t a v e s
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Double thirds and s ix ths are usual ly p layed hands separately.
_} Double thirds



F# m a j o r a r p e g g i o

C J Root p o s i t i o n

S e c o n d i n v e r s i o n
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C j D o m i n a n t s e v e n t h i n Ff = D i m i n i s h e d seven th o n F#

H i n t s a n d t i ps

* Scales in double thirds can be fingered in many ways; the system adopted here is the ?two group? fingering.
Each octave is divided into a 3-note and 4-note group, the longer group using the gliding thumb.

¢ As wel l as pract is ing using di f ferent var ia t ions of touch, tone, r h y t h m a n d range, you cou ld t r y p lay i ng scales

a n d arpeggios in keys related to F# major : the relat ive m i n o r (D# minor ) , the d o m i n a n t (C#/D> major) , the

s u b d o m i n a n t (B ma jo r ) a n d the ton ic m i n o r (F# minor ) .
* Using the 3rd finger where 4th is stipulated in arpeggios is accepted by some pianists, but it is better to train

the weaker 4th finger from the earliest lessons to encourage proper, systematic hand shape development.



| m i n o r B r a c e major of F? minor is A major.
Watch out for the raised seventh in F- minor : Ež.
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The relat ive m i n o r o f D» m a j o r is B» minor . D e a c l u
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Double thirds a n d sixths are usual ly p layed hands separately.D o u b l e t h i r d s



D e r A u r

Db m a j o r a r p e g g i o

[ ] Roo t p o s i t i o n -

D o m i n a n t a n d d i m i n i s h e d s e v e n t h s

O D o m i n a n t s e v e n t h i n Db | D i m i n i s h e d s e v e n t h on C$

H i n t s a n d t i ps

e Scales in double th i rds can be fingered in m a n y ways; the system adopted here is the ?two group? f inger ing.

Each octave is div ided into a 3-note a n d 4-note group, the longer group using the g l i d i n g thumb .
* As wel l as pract is ing using di f ferent var ia t ions o f touch, tone, r h y t h m a n d range, you could t r y p lay i ng scales

a n d arpeggios in keys related to Dp major : the relat ive m i n o r (Bb minor) , the d o m i n a n t (Ab major) , the

subdom inan t (Gb/F# ma jo r ) a n d the ton ic m i n o r (Db/C# minor ) .
* Using the 3rd finger where 4th is stipulated in arpeggios is accepted by some pianists, but it is better to train

the weaker 4 th f inger f rom the earliest lessons to encourage proper, systematic h a n d shape development.



[013] The relative major of C# minor is E major.
Watch out for the raised seventh in C# minor: B8.
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The relative minor of Ab major ts F minor.jorA b m a
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C l D o m i n a n t s e v e n t h i n Ab L I D i m i n i s h e d s e v e n t h o n Ab

Hints and tips

+ Scales in double thirds can be fingered i n many ways: the system adopted here is the ?two group" fingering.

Each octave is divided into a 3-note and 4-note group, the longer group using the gliding thumb.
* As well as practising using different variations o f touch, tone, rhy thm and range, you could try playing scales
. and arpeggios in keys related to Ab major: the relative minor (F minor), the dominant (Eb major), the

subdominant (D> major) and the tonic minor (Ab/G# minor).
* Using the 3rd finger where 4th is stipulated in arpeggios is accepted by some pianists, bu t it is better to train

-?--the weaker4 t h f inger fromt h e earliestlessons t o encourage proper, systematic hand shape development.
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Double thirds and sixths are usually played hands separately.

t h e re la t ive m a j o r o f G# m i n o r is B ma jo r .
W a t c h o u t fo r the raised seventh in G# m i n o r : Fx.
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Es d u
The relative minor o f Eb major is C minor.

L I S imi la r mot ion in octaves
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Double thirds and sixths are usually played hands separately.
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1 Hints and tips

© Scales in double thirds can be fingered i n many ways; the system adopted here is the ?two group? fingering.
Each octave 1s divided into a 3-note and 4-note group, the longer group using the gliding thumb.

¢ As well as practising using different variations of touch, tone, rhy thm and range, you could try playing scales
-and arpeggios in keys related to Eb major: the relative minor (C minor), the dominant (B> major), the
subdominant (Ab major) and the tonic minor (E> minor).

* Using the 3rd finger where 4th Is stipulated in arpeggios is accepted by some pianists, but i t is better to train
? ? t h e weaker-4th f i n g e r f romt h e ear l ies tlessons t o encourage proper, systematic hand shape development.



The relative major of E).minor is-Gb. (enharmonic F#) major.
W a t c h o u t fo r t h e raised seventh i n Eb m i n o r : D4.
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The relative minor of Bb major is G minor.

L ] S imi la r m o t i o n i n octaves
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Double thirds and sixths are usually played hands separately.
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L I D o m i n a n t seventh i n Bb L ] Dimin ished seventh on Bb

H i n t s a n d t i ps

* Scales in double thirds can be fingered in many ways; the system adopted here is the ?two group? fingering.
Each octave is divided into a 3-note and 4-note group, the longer group using the gliding thumb.

+ As well as practising using different variations of touch, tone, rhy thm and range, you could try playing scales
and arpeggios in keys related to Bb major: the relative minor (G minor), the dominant (F majon), the
subdominant (Eb major) and the tonic minor (Bb minor). i

| . Using the 3rd finger where 4th ts stipulated in arpeggios is accepted by some pianists, but it is better to train
the weaker 4th fingerfrom the earliest lessons to encourage proper, systematic hand shape development.



The re la t ive m a j o r o f Bb m i n o r is Db ma jo r .
W a t c h o u t for t h e raised seventh i n Bb m i n o r . Ax.
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The re la t i ve m i n o r o f F m a j o r {s D m i n o r .

C J S i m i l a r m o t i o n i n o c t a v e s

LC] C o n t r a r y m o t i o n

Double thirds and sixths are usually played hands separately.



F majo r arpeggio
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® Scales in double thirds can be fingered in many ways; the system adopted here is the ?two group? fingering.
Each octave Is divided into a 3-note and 4-note group, the longer group using the gliding thumb.

* As well as practising using different variations o f touch, tone, rhy thm and range, you could try playing scales
and arpeggios in keys related to F major: the relative minor (D minor), the dominant (C major), the
subdominant (Bb major) and the tonic minor (F minor). i

e Using the 3rd finger where 4th is stipulated in arpeggios is accepted by some pianists, but i t is better to t ra in
?the weaker 4th finger from the earliest lessons to encourage proper, systematic hand shape development. -



W a t c h o u t f o r the raised seven th i n F m i n o r : Et.
[M s e t l á l oa The relative major of F minor is Ab major.

H a r m o n i c

L ] S imi la r mot ion in octaves

= LL ? 9 Ý
O b D O ae E E #

o e e S a e e e

[ 0 3 - ?
P R

U T I

L I C o n t r a r y m o t i o n

3 1 4 1

? ? . i
C o o

C E T T I
a

T H
]?A=aeiy|

1]:U.
i e :

AMN

cyI?i lUI|hTihhee1ih?
-iPmTh;-

Eine5MyMIs.l li .3OA
* -ia:quAloOain

ly.Double thirds and sixths are usual ly played hands separate



m i n o r

1CM e l o d%

L I S i m i l a r m o t i o n i n o c t a v e s

L I T h i r d or ten th apar t

IT...CX

?IT

?ll5o[lá5[1[A:|[AŽ3[mtlhO

MW1?SellalI .

11.ailg4]ule5z|NIg
,f iioNWi|-z

Ai|U+

AIRE
"UN| HhAoe

ANI t.©

i fa|

-i |228?IHL?:3žIšsái !-E
HL IbhI



-tone scale is formed by taking every other note of the MRYZÍ

ale. Only two whole-tone scales are therefore possible
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[ ] Cont rary m o t i o n



V L T C K S KS C Only three examples are given here as all double octave scales fol low the same i
pattern: 4th finger on. black notes which fol low a white note (not on black notes
following black notes). The fingering pattern can therefore change descending. The
result can then be quasi-legato or bravura detaché, as required. MN

As an alternative, octave scales m a y be played 1-5
throughout. This is especially useful for hands too smal l t o
play 1-4. ©?



e n t a t o n i c s c a l e s
5 a n d 6 o f the m a j o r scale.2 , 3 ,

A p e n t a t o n i c scale is m a d e u p o f f ive notes. T h e f o l l o w i n g p a t t e r n is k n o w n

p e n t a t o n i c a n d uses notes 1as the ?major?

C J O n c
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B l u e s - s c a l e sprovisation. The fingering is
i t c a n be v a r i e d w i t h i n shor te r m e l o d i c cells.

These b lues scales can be used as a resource fo r im:

designed to give fluency over two octaves;
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P r a c t i s i n g scales a n d a r p e g g i o s ?

Us ing v a r i a t i o n s to pract ise

Once fingering and notes are fluent, wi th a good, even, legato cantabile tone, any scale or arpeggio
can be useful ly subjected to variations of touch, tone, r hy thm and range. There is no need to be
bored by scale practice! Try experiment ing wi th the fo l lowing areas:

e dynamic colour

e crescendo/diminuendo

« differing degrees of staccato

¢ dotted rhythms

+ i r regular rhythmic groups (e.g. triplets, quintuplets)

e uneven repeated rhythms

© combin ing duplets i n one hand wi th triplets in the other

e al ternat ing contrary mot ion w i t h simi lar mot ion

« start ing very slow and accelerating

e beginn ing a scale on the dom inan t

A n y o f these variat ions wi l l add interest and the range is limitless. See page 63 for some specific
ideas to get you started.

- ~

H o w to g r o u p scales a n d arpeggios for p rac t i ce

Apar t f rom the keys required for any part icular grade examinat ion, it is always more interesting
musica l ly to understand scales and arpeggios in related key-groups, so that the 12 majors a n d 24
minors don?t s imply loom threateningly, just out o f reach. Here are some ideas of different ways
you could group keys for practice:

e According to key signature: for example l ink ing keys w i t h three sharps wi th those w i t h three
flats.

s Connect ing relative ma jo r /m inor (so wi th the same key signature).

e M o v i n g through the cycle o f fifths, up through the sharps or down through the flats (see

page 64). i

e By l ink ing keys wi th the same arpeggio pattern: D, E and A majors are al l the same; C, F and
G minors are another group; C, F and G majors w i t h D, E and A minors are another group,
whi le A flat, D f la t and E f lat majors are yet another group pattern.

¢ By the keys o f the pieces currently being studied ? an absolute must!

A n y o f the above systems encourages awareness of key-relat ionship and difference i n a musica l ly

positive way. ?Don?t just work a t the m i n i m u m requirements for a grade examinat ion. Every key
has a near relatíve worth a visit. Try the dominan t key (i.e. one more sharp or one less flat),
subdominan t (i.e. one less sharp or one more flat), relative major /minor , or tonic m a j o r / m i n o r

(i.e. the opposite mode bu t w i t h the same letter name). A l l o f these have the added advantage of
fami l iar is ing the player wi th some o f music's technical terms and tona l grounding.

I n c o r p o r a t i n g scales a n d arpegg ios i n y o u r p rac t i ce t i m e

I t is a good hab i t t o begin each practice session w i t h a warm-up involv ing some slow scales and
arpeggios to stretch the hands and fingers and get the ears alert to tona l evenness. Then go
further, tak ing one key and work ing it thoroughly through, vary ing dynamics, speeds and
touches, Don?t let your mind wander off. Tell yourself t ha t the music you wi l l soon be playing wi l l
ga in f rom these br ief minutes of self discipline and tha t you wi l l be in better shape for it. Never
forget t ha t music, for most of the last 400 years, has been key-centred a n d that the keyboard, by

its nature, feels different in each key.



Sca les a n d a r p e g g i o s i n e x a m i n a t i o n s

Scales and arpeggios do not exist in an examinat ion context only! O f course they figure i n that
system and probab ly always wil l , bu t not because the exam boards are mean-spirited. The

percentage of marks allocated to them reflects their relative importance alongside pieces,
sight-reading, au ra l tests and so on. Reasons for examin ing scales and arpeggios include:

+ To encourage a properly organised and structured development of technical and musical
understanding, encompassing speed, tone, fluency, evenness and so on.

* To extend the player's fami l ia r i t y w i t h the keyboard beyond the middie registers inhabi ted by
so much o f the more elementary repertoire.

+ To prepare a player for the ?nuts a n d bolts? of a l l music.

e To ensure good habits r ight f rom the start - and habits are on ly gained through repetition.

W i t h i n an examina t i on context, scales and arpeggios are a useful gauge o f the level of expertise
achieved bu t are no t to be feared, nor should they assume an overbearing status. The question o f
h o w fas t t h e y s h o u l d be p l a y e d i n the e x a m is open t o debate: a i m f o r f l uency a n d cons is ten t

evenness o f t o n e . Bet te r t o p l a y f l u e n t b u t s low ish scales a n d arpegg ios t h a n q u i c k b u t f a u l t y ones.

H e a l t h a n d safe ty issues
A n y pa in or discomfort t ha t arises during practice can bea result o f poor posture, muscle tiredness
a n d assoc ia ted m i s - u s e o f musc les o r i n s u f f i c i e n t w a r m i n g up. I t is i m p o r t a n t to recogn ise e a r l y

on the difference between mere fatigue, easily remedied wi th a break, and more seriousp o t e n t i a l
+ damage. The fo l lowing points are impor tant to b e a rin mind:

e A n y pain or discomfort must be addressed immediate ly and, i f necessary, advice sought f rom

a professional.

s Never l i f t the shoulders: their v i ta l role is i n tone product ion and they need to be free.

e Forearms should be on a level wi th the keyboard or sl ightly downhi l l to the keyboard ? a

mat ter o f personal comfort and efficient use of a rm weight.

There should be a t a l l t imes a feeling o f relaxat ion in the arms, heaviness in the forearms and

f lex ib i l i t y i n the wrists.

+ A n y strong muscle movement should be balanced immediate ly bya release o f tension: act ion
a n d reaction. ~

© Legato p lay ing is less strenuous than staccato bu t must not be confused w i t h dull-toned,
colourless play ing.

¢ As you move to the extremities of the keyboard, don?t adopt an awkward posture. I t is f ine to
lean over (w i thou t losing your balance) and to move to the r ight or left on the stool.

Short, productive a n d frequent practice sessions are inf in i te ly better than last-minute mara thon
sessions wi th the danger o f muscle pa in and exhaustion. Older players w i l l usual ly have more
stamina, bu t a l l players should take a short break i f necessary before cont inu ing a n enjoyable

p r a c t i c e session.

A n o t e a b o u t s t a c c a t o

Playing staccato is often a cause o f tension leading to muscle strain, aches and pains.

e Staccato from the finger only (art iculat ing on ly f rom the knuckle) is- good for l ight, soft, fast
p lay ing; bu t don?t forget to relax the ?unused? wrist and forearm.

e Staccato from the hand (art iculat ing f rom the wrist) requires the hand to be wel l curved and
relaxed, no t f lapp ing flatly, so tha t the fingers are braced and the fingertips are avai lable to
strike the keys. General ly i t works a t slower speeds than finger staccato.

+ Staccato from the forearm (art iculat ing f rom the elbow) is a more advanced technique, an



P r a c t i c e t i p s

L e a r n i n g scales a n d arpegg ios

Sca les

Al l ma jo r a n d minor scales have the same f inger ing bu t wi th different start ing points, d e p e n d i n g ,
on the distr ibut ion o f b lack keys. A scale consists o f al ternat ing three-finger and four-f inger
groups, the thumb passing under the th i rd or the fourth finger and the th i rd or fourth f inger
passing over the thumb. That's the whole picture - easily learnt, readily repeated and extended -
and no t complicated!

I t fo l lows that i t is best to th ink o f each scale as a repeating group pattern, as short series of notes
fo l low ing on logical ly and repetitively, rather t h a na selection o f random notes. In this way, the
thumb-pass ing a n d f inger-over- the-thumb movements become more meaningfu l , f luent,
forward- look ing and more musical ly generated.

A r p e g g i o s .

Arpeggios, too, should be understood as musical bu i ld ing blocks. Their po in t is to develop good

h a n d shape, extension, f luency about the keyboard and strong chord playing, asw e l l as to inst i l
a n d t r a i n th:. essential ?feel? t ha t each key has under the hand.

L e a r n i n g sca les

Here?s one way (and there are many more) o f learning scales easily and confidently.

e Choose any scale a n d locate the two thumb notes i n each octave.

° Play the first t humb note and, w i t h a perfect legato, add the two- or three-note group (2, 3 or
! 2, 3, 4) as a chord above i t (RH) or below i t (LH).

f e Ho ld the chord, to learn its distinctive shape combin ing black and whi te keys, and release the
t h u m b .

© W i t h a well-poised, relaxed a n d curved (bridged) hand pass the thumb through and under the
held chord to the nex t t h u m b note. As you p lay this, release the chord just played and

reposi t ion the hand quickly for the next group, again playing i t as a chord.

These chords m a y sound dissonant, bu t the hand wi l l learn the feel o f the key, the spacing and
the group-f ingering! Fami l iar i ty leads to fluency, strength and confidence.

L e a r n i n g a r p e g g i o s _

This ?grouping system? does no t work fo r arpeggios w i t h young players because the spacing is too
big. However, the sooner the player realises that the fingering o f a l l arpeggios and inversions

depends on the shape o f the whole octave chord the better the result and effect. Just compare the
chords o f C m i n o r w i t h D major (left hand), or D f la t ma jo r wi th E f la t m i n o r (r ight hand) to
appreciate immedia te ly when to use 3 a n d when to use 4.

¢ T h u m b passing is more problemat ic i n arpeggios t h a n i n scales bu t it should in i t i a l l y be done
.as legato as possible. (More advanced players w i l l ?adapt? the legato as required by context a n d
speed.)

e Ideally, the hand should be allowed to ?close in? natu ra l l y as i t moves through the arpeggio,
a n d no t be left stranded and stretched out.

¢ A good practice tr ick {s to p lay the t h u m b note a n d add first one note above and one below
__(with the correct fingers o f course), then two notes, swinging round a n d over the thumb as

~l e g a t o a n d relaxed as possible bu t w i t h a strong tone. Avoid the temptat ion to let the elbows
k ick out l

¢ A l l o w no lazy, unproduct ive use of the third where the four th is better! We need all the fingers
to do equal service anda n y neglect o f fou r w i l l on ly have to be rectified later.

¢ D o m i n a n t a n d dimin ished sevenths should on ly be tackled by more advanced players whose
h a n d s can c o p ewith?thei rdemands . But as w i t h ordinary arpeggios, a l lowing the hand to
e lax -andclose n a t u r a l l y after.axtension: i s essential i f pains and stress are to be avoided.


