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THE NEW STYLE RIGHT-HAND “ PICK-UP ”

Up to the present we have given you a certain quantity of right-hand material to work upon along with
your new rhythmic left-hand treatment. We are now going to show you how this may be enlarged upon to
advantage. In the general course of syncopation issued from this School, you have already been given many
examples of “ picking-up * before the melody, the rhythmic splitting-up of phrases and melody, and so forth.
Now we will show you a further development of these, whereby you not only break up the melody and pick up
before it, but at the same time you produce a sustained effect similar to that in the left hand.

In Lesson III of the Course of Syncopation, we showed you certain ways of linking up a melody which, in
its original state, was built on chords.. Refer back to Lesson III, Figs. 24 and 26, and Exercise K.
This particular treatment was, at that stage of your studies, made purposely simple and easy to manipulate.
Furthermore, in these cases, it was not necessary to sustain the actual pick-up #tself. But now that you are
more experienced, you must learn this fuller and important effect. I am giving you below eight bars of
slow-moving melody, built in “ skeleton ” form. Here it is :—
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Will you please play this and become thoroughly fariiﬁar withit. Now,we will borrow half-a-beat from the
beat previous all the way through. We will use it as a pick-up note, but we will also sustain it whilst the actual
chord on the beat * proper ” is being played. Please notice that this pick-up is always played by the
thumb, just the same as in the left hand.

The note used for the pick-up need not be an actual note taken from the chord in the printed copy. It
can, in fact, be any note so long as it does not form a discord with what follows. Generally speaking, the
most suitable note will be one contained in the chord in its arpeggio form. Sometimes it may be a ninth.
Below you will find the same eight bars with the addition of the prolonged pick-up and appropriate lefi-hand
accompaniment.
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You must be very careful to produce a syncopated effect without distorting the melody in any way, so that
there might be a risk of its being unrecognisable. To avoid this, you must introduce a certain type of metre-
phrase. You will remember that some simple phrases of this kind were given in the first lesson of your
original course, and these are the basis of all this work. But to meet the present special type of thythm work,
one must use a phrase of a more intricate type, in order to produce a more interesting effect. Remember
the warning given you many times before : if any one effect is too prolonged, the passage will sound mono-
tonous. There is also the same risk if you play a given number of bars with any effect recurring at the same
time and place in each bar. But suppose we were to combine two metres and use them in a certain way,
we shall produce an entirely novel effect without the slightest risk of the drawbacks mentioned above. Let
us call these two metres A and B. If we arrange them A B A B A B A B etc., they will soon sound very
“samey.” But if we arrange them A B B A A B B A etc., the effect will be most interesting and very
rhythmic. Let us put all this into musical notation. Here is a typical two-bar example :—
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You will observe that we started on metre A, then used metre B twice, finally finishing on metre A once
more. Now for our next two bars, which follow directly on, we will employ two more metres, C and D.
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Here are the four bars complete :—
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Fig. 44
You see, we have now used four different metres, grouped in a special way ; and by doing this, we have
avoided monotony. Now below, once more, you will find a complete phrase of eight bars, complete with the
prolonged pick-up effect and the rhythmic left hand, and employing various metres in the manner discussed
above,
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Please turn to Exercise K for further examples of this combined use of more than one metre,

CHROMATIC FOURTHS

You are, of course, familiar with ordinary fourth figurations ; and you have used them for “ fillingin
blanks  and as the scaffold material for figurations and breaks generally. We are now going to show you
a new use to which these can be put. We propose to use them inside the fox-trot itself, and not only inside
the blanks, as it were. In other words, they are to become an integral part of the whole, and not only “a
part of a part of the whole.” '

To do this with any measure of success, we must be daring in our transcription. 'We have already told you
that a combination of two things make for syncopation : metre and the actual “ notes ” played. We can deal
with most metres in the course of these lessons ; but we cannot do the same thing with the notes to be played,
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for the simple reason that we can’t foretell what any given composer may write next! What we shall do is
to pick as illustrations the most typical passages of “ usual * melody and harmony which Mr. Mayerl can
invent for the purpose. Regard them in this light therefore, and remember that there mus¢ be exceptions.
You will find below a complete octave scale in chromatic fourths :—
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Fig. 46

There youare! Those are all the fourths that exist anywhere—there are no more, In the above figure, they
are, of course, in no particular key, as they were in the charts in Lesson IV of the Syncopated Course. When
you are about to apply a series of chromatic fourths, remember that the original melody with which you
propose using them need not necessarily have a chromatic “ characteristic  (or sound) in its printed form
for you to use them with success. The purpose of chromatic fourths is to make an ordinary diatonic (or
non-chromatic) melody sound more interesting than it was in its original form. This is done by elaborating
it by a blend of chromatic and diatonic intervals, but always without making the original melody unrecog-
nisable. We repeat, you must be daring in your construction of these passages. By this we mean that
you have got to invent your own chromatic figurations. It is impossible to give you any hard and fast rules
concerning them. The best we can do is to give you suitable examples, so as to show you how the effect should
sound in certain passages. As we told you, so much depends on the melody on which you are at work,
There may be twenty different ways to treat the same passage and all could be correct. So you see how it
becomes a matter for individual interpretation, and a bold line of conduct.
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What we can indicate to you is the best types of metre to use in connection with these phrases. Generally
speaking, a combination of crotchets and quavers, with the occasional introduction of a triplet and a dotted
quaver, is as good a rough working rule as any. But always remember that you are not “ filling in a b;
with these phrases : the actual figuration substitutes the melody phrase in the original version. We now give
you four examples of phrases which might happen in any number, or numbers. These are in their “ original
form, and are, of course, suitable phrases for the treatment discussed above. Here they are :—
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Now, this octave of chromatic fourths constitutes the whole of our raw material ; and, jig-saw-like, we must
sort it out in the most suitable way. The first fourth to use will be based on the chord or note in the original
copy which it replaces. For instance, suppose the first chord should happen to be the tonic chord of E flat
myjor, you will start on the fourth made up of B flat and E flat. Now do not conclude that your next fourth
must of necessity be a semitone lower or higher ; this does not follow at all. You see, the chromatic part of
your sequence may begin on an entirely different fourth a little later on in the passage. Tis is the important
point—just where you start your chromatic sequence ; and it is one that you can only judge for yourself.
It entirely depends on the actual phrase you are playing as to which is the best place upon which to begin
your chromatic sequence. Now below we are giving you the same four phrases which have just appeared
‘above, and you will see that Mr. Mayerl has worked them out in fourths, with the chromatic sequence in
the most suitable places.
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"These examples will show you exactly how you should work out similar phrases when they appear in a
printed copy.

You now see the lines upon which to work ? If so, it is now safe for us to tell you to take a * broad ”
line with the melody generally. But let us warn you once again : never make your treatment so broad that you
either lose the melody altogether or lose the “ melodic sense * of the passage. Never do that! Rhythm
is all-important in this type of playing, but it is never so important that you may sacrifice the entire melody
to it. If this were the case, there would be no object in composers writing new melodies. Will you now

Page Five
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please refer to Exercise L, in which you will find further material for study and practice in connection with
the above. This exercise is a complete study in itself, and first of all will you, please, play it exactly as it
is written ? Later on, when you are familiar with it and with the ideas underlying it, you may use it as raw
material upon which to build. If you can memorise it, so much the better. To help you to see how this
study has been built up, Mr. Mayerl has added the original melody as a * voice line.” You will realise, of
course, that the use of fourths in this particular exercise has been purposely overdone, in order to give you
the greatest possible number of examples.

FOURTH PHRASES AND ACCENTS

No sequence of chromatic fourths is at all effective unless it be accented correctly. There is a very
definite way of doing this ; and here is a chart showing you the correct arrangement of these accents.
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Fig. 49
Please notice that the accent falls on the half-beat in each case. Of course, when you are playing a
chromatic fourth figuration (or, in fact, any embellishment employing quavers) it is not advisable to play
the complete phrase with every half-beat accented as we have shown above. Just as we juggled with the

metres in our “ A B B A ” phrase, so must we deal with the accents.

In a phrase or chorus of 32 bars there are literally thousands of different ways in which it can be rendered
simply by juggling with the accents and without any alteration to the notation whatsoever. The whole
treatment depends upon two things: the type of “tune,” and what you yourself will decide to do. When
you are thoroughly familiar with the last exercise, Exercise L, amuse yourself by juggling with the accents
and seeing what new effects you can produce on it by this process. There are innumerable variations which
can be made, Sometimes you might accent, say, beats 1 and 2} ; then again, try the effect of throwing
tfe accent on to beats 2} and 4. And so on. Always remember, however, that the melody must guide the
accents. The accents must be arranged so that they best display the * meaning > in the melody. You
must never sacrifice the “ sense of the passage > merely to produce a novel effect.

THE USE OF FOURTHS WITH THE ADDED OCTAVE

In order to give a fuller effect to your playing, everything you have learnt in this course, or in the original
course, concerning fourths may be employed to better advantage by the addition of an extra octave note. Let
us examine and explain this effect. By the term ““ added * octave, we mean an ordinary fourth to which has
been added one note ; and this note is one octave lower than the highest note in the fourth. We have written
this in musical notation below.

]
o=i=i
e




i

THE BILLY MAYERL SCHOOL OF MODERN SYNCOPATION FOR THE PIANOFORTE

Copyright for all Countries, All rights reserved -
RHYTHM COURSE—LESSON III Page Seven

The only essential difference in actual maﬂipulation between this and the ordinary simple fourth occurs in
the fingering. In some cases, these intervals may be fingered as you would any ordinary sequence of octaves,
whilst in others this must be adapted the better to produce smooth running,.

The fourth with added octave may be used, not only to fill in “ blanks,” but also in transcribing the actual
melody itself, just as may the other new effects we have been discussing. It may be used in chromatic or
diatonic sequence, or in a mixture of both. The same metres can be applied as those used with simple
fourths ; and the same accents also. Below you will find examples of fourths with the added octave. These
are to be played with the same fingering throughout, keeping the hand in the same position.
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Fig. 51

To obtain speed and accuracy in fourths with added octaves employing triplets, a change of fingering is
necessary. Please study the example given below.
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Now, please, will you turn to Exercise M for a complete study in this type of treatment.

THE USE OF FOURTHS WITH THE ADDED FOURTH

A fourth may be added to a fourth in one of two ways. You may either add it above the original fourth
(that is to say, from the top note of the original fourth); or you may add it below, from the lower note of
the original fourth, What you must realise at once is that the chords produced by the addition of this extra
fourth will change the key of the original fourth. In othsr words, the new chord of three notes will be in a
different key from the original chord of two notes. You must realise this, or you may well find yourself playing
a passage in a totally different key from the one originally m=ant !

Of course, we have been taught to realise that 4 plus 4 equals 8. Please don’t get a shock when we tell you
in this case that 4 plus 4 equals 7!! The reason for this is simply because the interval under discussion
here is a seventh and not an eighth (i.e., two separate fourths). This is because one note is common to both

fourths. Thus :(—
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In musical notation, this can be shown thus:
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Now, unlike our simple fourths, or fourth with added octave, these fourths with added fourth must be
used with the utmost care. One reason for this is because of their very nature in producing a seventh, which
—as you know—is in itself a discord. Actually correctly speaking, the interval is a diminished seventh. If
we omit the middle note, however, this discordant effect will be removed, because the interval would then
become an ordinary dominant seventh. This, of course, resolves (or leads back) to its own tonic chord
in the usual way. If you are in doubt about this, refer to Lesson II of the Course in Modern Syncopation,
where the theory of the dominant seventh is thoroughly dealt with harmonically amongst the left-hand
instructions. For our purpose here, however, we are not using this particular seventh as a dominant seventh.
That is to say, we are not regarding it in any relation to a tonic chord. If we left it as a simple seventh,
it would not satisfy our ear until it had resolved back into its tonic. But we have added a note, and in so doing
we have changed its character, as it were ; and the result of this change is to bring the whole chord into
another key. Therefore, for our purpose here, please get out of your mind the fact that this interval is a
seventh, and regard it as two ‘ overlapping > fourths ; in fact, as we have called it, “ a fourth with an
added fourth.” We may have appeared to dwell rather at length on the theoretical side of this, but we
make no apology for doing so. It is most necessary before going further that you should make no mistakes
regarding the harmonic characteristics of this interval.

PRACTICAL APPLICATIONS

Now, bearing in mind our warning concerning the nature of this interval, you may apply a passage of
fourths with the added fourth as an entire diatonic or chromatic sequence, or as a mixture of both. But
because of its peculiar character, it is not advisable to use a sequence covering as much as one whole bar
at any one time. In other words, use such a passage more in the nature of a pick-up phrase. Let there be
reasonable intervals between each small phrase, in order to rest the ear. It is difficult to give an exact reason
for this, but a long passage employing this interval “ sounds bad.” Try it and you will see exactly what
is meant. As we said above, the ear must be given a rest between each sequence. An excellent example of
the fourth with added fourth, and of careful discretion in its use may be found in the third subject of“Jasmine,”
by Billy Mayerl. The passage referred to is on page 6 of the published copy, bars 1 to 6.

An example appears below of an ordinary conventional passage of eight bars, just as it would appear in the
published form.
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We will now give you the same passage transcribed, and showing the suitable use of the chromatic fourth,
the fourth with added octave, and the fourth with added fourth. Notice how the latter effect appears less than
the other two, for the reasons already explained.
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Now please refer to Exercise N for a complete study on the above. This exercise is important, not so much
because it shows you where to use this effect, as because it shows you where not to !

IMPORTANT RULE CONCERNING ALL FOURTHS

In all phrases built up on fourths, consistency is of the utmost importance if the phrase is not to sound
‘ patchy ” and unfinished.

If you begin a fourth phrase with an added octave, then let there be added octaves THROUGHOUT THAT
PHRASE. ON NO ACCOUNT USE ANOTHER FOURTH TREATMENT IN THE SAME PHRASE. The same applies to
chromatic fourths, simple fourths, or fourths with added fourths. Be consistent.

“DON'T MIX IT!!”

So that there may be no misunderstanding at this point, let us be quite clear as to what we mean by
“ phrase ” in this connection. We do not mean any given number of bars or of beats : but any musical passage
which is complete in itself. It does not matter whether this passage is part of the melody or part of the * fill
in.” To guide you, let us say that no one fourth figuration of any one type should last longer than two
bars at THE VERY OUTSIDE. Generally speaking, the shorter it is, the better. You see, this is the only way you
can produce variety, if you may not mix your types in the same passage.
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ADAPTATION OF THE “ELECTRIC BELL FIGURATION” TO ALL
TYPES OF FOURTH TREATMENT

[For definition of the term “electric bell figuration™ and complete instruction thereon, we refer you to
Lesson III of the School’s Course in Modern Syncopation for the Pianoforte.]

Properly employed, the electric bell figuration will lift your fourth right out of the common rut and will
add a sparkle and brilliance to it which you would never before have believed possible. Now, this figuration
used with fourths is exactly the same as it is when employed elsewhere. Therefore it is unnecessary to enlarge
upon it here. 'What was necessary, however, was to point out to you the importance of using it in conjunction
with fourths. So will you now please put this into actual practice. We repeat, you will be delighted with the
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The Billy Mayerl School of Syncopated Playing for the Piano

SUPPLEMENTARY LESSON
QUESTION SHEET.

Fill in and return to the School. Please write clearly.

To the Secretary,
THE BiLLy MAYERL ScHOOL,

29-31, OXFORD STREET,
Lonpon, W.1.

I should like Mr. Mayerl to answer the questions I have asked below. Kindly
reply to me as soon as possible.
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Please write here any queries you wish answered. IF YOU
HAVE NONE, there is no need to return this sheet.

In order to ensure prompt attention, kindly use this progress sheet only for
communications between lessons.
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