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In this lesson we are going to bring your present studies to a conclusion by some very important general
remarks on sow to play rather than what to play. Before doing so, however, there are one or two further
effects which you must have in your repertoire, and we will deal with these first.

THE “SLIP” OCTAVE

An exceedingly effective idea can be worked into your playing by judicious use of the effect we have called
the “slip ” octave. Like many good things, this has its limitations, due—as we shall see later—to the
actual manipulation on the keyboard. The effect has been named as above because, in producing it, you
do actually slip your fingers chromatically from one octave to another. Theoretically it is a species of grace
note, played with the notes to which it is attached, just like any other grace note. But it is played in octaves.

The effect, by the way, is a right-hand effect. It must be used with care, because the following limitations
apply to it :—

1. The grace note part comes dead on the beat and not before it (as in the case with a figuration).

2. It can only be played chromatically—that is to say, from the semitone immediately above the
“ main note.”

3. It can-only be played from a black note downwards, owing to the way it has to be produced.

It is a descending movement, and in order to obtain the right accent and * spirit > in the production of the
effect, you must actually slip your first and fifth fingers off their black notes on to those immediately below—
just as if you had, in fact, skidded off them. This gives the correct character to the effect (which, by the way,
is demonstrated on the record which goes with this lesson). You understand the reason why the * slip »
octave can only be worked from a black note, of course ? You see, you can’t slip down from a cliff unless there
is a cliff to slip down from ! There must be a difference in the height of the two notes. You cannot produce
this effect from a white note to another white note. Try it and see. Examples of the “ slip * octave follow

below :—
| Slip I
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PRACTICAL APPLICATION OF THE ABOVE

Repetition in close form of the “ slip ” octave is very effective, provided that you use your judgment.

no account overdo it, or you will ruin the whole passage.

On

It is best used in phrases of a certain type ; and we

can best describe these by giving you examples, as follow. These examples will clearly show you the type

to which we refer.

repeat itself straight away.

They are of the * opening-phrase * variety, the kind which generally has a tendency to
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On no account attempt to change the fingering, nor to stiffen the wrist in action. No exercises other than
the above are necessary on this effect. All that is needed is for you to get the knack of execution and then to
use the “ slip ” octave in the right way.

- RHYTHM BREAKS

Breaks always occur in the same places, just exactly as we told you in the course in Syncopation. In this
latter course breaks were treated melodically, as was necessary for preliminary work on such a subject. In
our present course they are dealt with in a rhythmic manner.

Now, it would not serve any useful purpose if we were to give you another complete book of breaks. On
the contrary, at this stage of your tuition, it would be definitely bad for you. It is essential that, with your
present experience, you work things out for yourself. So we are going to deal with the matter as follows.
We are going to give you five breaks, each one of a definite, distinct and different £ype. In addition, weare also
going to give you two variations on each * type ” example. The types will show you how varied rhythm
breaks can be ; whilst the variations show you how a very little change can make a big difference to the sound
of an effect. Here is your list :—

Type. Dominant 7th 1st Variation 2nd Variation
A .

% Jl—-:-‘l' ‘ '__ U '-qt-
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Type. Tonic (One Bar) tst Variation 2nd Va.ria.tion
A

A A

Fig. 67 (continued overleaf.)
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(Continued from previous page.)
Type. 'l‘onicA (Onf Bar)
A J I3

1st Variation 2nd Va}‘rlatkion
: A

Type. Resolving from Keynote
-2 A ) H

A Al

Notice how the accent falls on the half beat in nearly every case

Will you please deal with the above list in the following way. First of all study one type, together with its
variations. Then try to make some more variations of your own, still keeping to this same zype. Then take
the next type and its variations, and so on, right through the list. Then try and invent for yourself an entirely
new type. Get right away from those given and do your best to be original. Having done this, construct
some variations for yourself, keeping as near to your own type-pattern as you possibly can. In this way you will
increase your repertoire beyond all belief ; and, what is more important, you will be a creative pianist and not
merely a copyist.

ACCENTS
Accents are only possible if you leave something in reserve with which to accent. In other words, do not
play with too heavy a touch, otherwise there will be nothing left for those parts which require more heavy
playing. Just because the whole essence of rhythmic playing lies in the accents, you MUST use a lighter touch
throughout in order the better to bring out the accents.

Accents should not be produced from the arm or the wrist, but solely from the fingers. Remember, your
power is in your fingers and not in your arm. Therefore it is not necessary to lift the hands high above the
keyboard, as advocated by some out-of-date schools of music and other so-called teaching systems. In
fact, the further you lift your hand and arm away from the keyboard, the further it has to return for the
next chord. After all, the ““ notes * are not up in the air ; so how can speed and accuracy be obtained by
a species of aerial display ? It may look good, but you are there to be heard. Anyway, until television is an

" accomplished fact, it won’t show upon a gramophone record. So remember that little fact when you come
to make yours !

On no account must you stiffen the wrist when you accent a note or a chord. We repeat—the power is in
your fingers, and these should work independently of the wrist. The wrist is merely a go-between for the
purpose of joining the fingers and the arms.



THE BILLY MAYERL SCHOOL OF MODERN SYNCOPATION FOR THE PIANOFORTE

Copyright for all Countries. All rights reserved
RHYTHM COURSE. LESSON V Page Five

THE MOST IMPORTANT THING OF ALL

GETTING THE SPIRIT OF THE
RHYTHM INTO YOUR
PLAYING

There is nothing more terrible to listen to than rhythmic playing with the rhythm missing. You may
perhaps smile at this seeming contradiction ; but you would be surprised if you knew how very many people
tackle this type of playing and leave out the one most important thing of the lot. Mind you, we do not mean
that you have to sacrifice harmonic accuracy or the melody to produce rhythm—very much to the contrary !
But you simply cannot leave out the essential. A certain well-known author made one of his characters say :
< If we had some bacon, we could have bacon and eggs—if only we had some eggs!” The two things that
mattered missing ! It is the spirit of the whole thing which must be there to breathe the breath of rhythm
into your work in order to make it live and be a thing of beauty.

The only difference between rhythmic playing and syncopated playing is that the latter does not call for quite
such advanced knowledge and technique. Now, the first four lessons of this course, properly studied and
worked out, will give you the necessary material and the technique to perform it so that you can play the
various effects automatically. This is the first essential : you must not have to * bother > about what you
are doing. That must come as second nature ; and practice will definitely accomplish this. Having got this
perfect, you may then concentrate on sheer rhythm and “ go all out ” for it.

This rhythm is the whole essence of this type of playing.

Now it is impossible (or very nearly so) to write a rthythmic passage exactly as it should be played. If one
did so, the printed music would be one complication of dotted demi-semi-quavers, tied notes, rests, and what
not, and would be most confusing to the eye. It is also very difficult to describe this exact rhythm in words.
But we are not to be out-done, so important a matter is this  spirit” of thythm. There still remains the played
example. Your exercises, therefore, to this last lesson take the form of selected examples from this course,
actually played for you by Billy Mayerl himself, and sent to you in the shape of a gramophone record.
Demonstration is the finest possible way—therefore we have usedithere. Even if you do not at present possess
a gramophone, you will surely have no difficulty in borrowing one for the purpose of studying this particular
record.

The object of these demonstrations is to show the difference between a passage played merely in the
“ follow-the-printed-copy * fashion, and the same passage played in the “ real-rhythm * style.

HOW TO USE THE RECORD
The record is prepared for you as follows. The examples will be played for you in the order of the list
given a little later. Each example will be :—
1. ANNOUNCED IN WORDS
2. PLAYED IN A RHYTHMIC MANNER

In addition, the breaks will be played straight through, together with any other material which Billy Mayerl

has thought necessary for you to hear.
* * * *

Just to show you how necessary this personal demonstration is and how difficult it can be to write music
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completely as it should be played, take Figure 55 in Lesson IIL. You remember, it was printed like this in

its original form :—
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Fig. 55 (repeated)

Now, to print it as it should be played, it would have to appear something like the following :—
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You see the complication to the eye!! It is almost impossible to follow, and the ““lay-out” of the printed
music is absolutely ruined. Look at the rests alone !

Furthermore, it is impossible to play it even now just as it is written. In the left hand, for instance, time
will not allow for the necessary movement from one chord to the next, because there is no time between each
beat, and the hand has got to take time in moving. This is where your record will help you. Here, then,
is the complete list of the contents :—

FIRST SIDE
Lesson. Figure or Exercise.
1 II ExercisE F, FIRST TWO EXAMPLES.
2 II Exercisg I, COMPLETE.
3 III ExercisE K, COMPLETE.
4 III ExXERCISE M, FIRST VARIATION.
5 III COMPLETE STUDY, PAGE 6, EXERCISES.
6 IV F1G. 59, TWO-BAR ACCENT PHRASES.
7 v F1G. 61, ONE-BAR ACCENT PHRASES.
8 v ExerciSE P, EXAMPLES 2 and 3.
SECOND SIDE
Lesson. _ Figure or Exercise.
. ... IV FIGURE 66.
2. v FIGURE 67. BREAKS.
1. Key Ap—Dominant 7th.
2. Key Ep—Tonic.
3. Key G—Tonic.
4. Key C—Tonic.

5. Key G—Resolution from Tonic.
3. THE IMPORTANCE OF *“ THE SPIRIT OF RHYTHM.”
CONCLUDING MESSAGE.

Fig. 69

STUDY BASED ON THIS RECORD
First of all, play your record once, right through at the correct speed, which is 78 (i.e., 78 revolutions per
minute). Then take it section by section, comparing each with the actual printed music of the examples.
Try each section yourself on the piano, and see if you can produce this same crisp playing in your own work.

Remember that although it may not be theoretically correct to label this type of playing ** staccato,” it is

very definitely of distinctly staccato style. That is why less pedal is used, as we advised you previously. The
best word to describe it is the word
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Crisp

The execution is definitely and positively crisp, neat and clean ; and to play like this, remember that
your technique must be well up to standard. This is the only way to produce sheer rhythm. Compare thie
crisp, extremely rhythmic work of the modern syncopated drummer. He does not produce his effects by
banging anything. On the contrary, his work is entirely staccato—neat, quiet cymbal work, “ wire duster ”
sticks for the side drum, because they are crisp, and so on. Your work should be just the same as his.
As we have pointed out, this crispness cannot be shown in the printed music. At the best of times, the
music can only indicate ; the rest is up to you.

Two pianists can play the same piece :

1. Note perfect.

2. Time perfect.

3. With identical tempo. '
Why, then, is it that one sounds marvellous, whilst the other sounds just as terrible ? It is simply because
the bad one is playing * by the letter,” whereas the other is giving his rendering *“ by the spirit.” The un-
interesting one plays too heavily (he may even  thump > I), he uses too much pedal, he holds everything
down too long, etc. Your other player is crisp, neat, distinct and clean. In fact, he brings the spirit of rhythm
into his playing.

You, too can do the same!

CONCLUSION

Now that you have reached the end of your study of this course, do not imagine that your work is ended
also. Ithasonlyjustbegun. Go over the ground again, paying particular attention to the most *“ unpopular >
portions. Remember, our slogan : “ Practice, to be effective, must be regular.” With the accent on the
“must ”!! Half-an-hour every day is worth three hours on the morrow-which-never-comes,

Don’t despise such prosaic things as scales, arpeggios and other really useful exercises. Remember your
skill is limited by your execution, your speed by your technique, and your audience by both.

Never attempt a new effect until you understand the new effect you are attempting.

Don’t envy the ‘ hot merchants » except in the matter of sheer persistence. When once you master
this course, you will do successfully what they are trying to do, and what you really wish to do. There will be
plenty of envy then ; but the “ hot merchants > will be doing it all.

Remember that styles may alter, but principles never. And all styles are built on the same principles.
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It only remains for us now to wish you, once again, * good-bye,” and every success. We hope that you
have found the study of this new course both interesting and of material benefit. If some of our explanations
have seemed to you lengthy or unnecessary, it is only because of our anxiety to make everything quite clear.
Whether you be amateur or professional, take a pride in your work and give it of your best. The best given,
whether to a hobby or to a professional calling, will return to you one-hundredfold. If we can be of further
assistance to you, do not hesitate to write. Should you be able to visit us, we shall count it a privilege and do
our best to make you welcome. The staff of the School is always at your service.

Very truly yours,

(3.4 Gr o o]

Principal.

Cepue, Cligz
o Uigls,

Darector of Stuases.
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Fill in and return to the School. Please write clearly.

To the Director of Studies,
THE BiLLy MAYERL SCHOOL, Date
29-31, OXFORD STREET,
LoxpoN, W.1.

I have now carefully studied Lesson V. Kindly send me any special instructions
arising out of my report below.

Name PLEASE PUT
YOUR REFERENCE
Address NUMBER
HERE

Do you thoroughly understand the contents of this lesson?

Have you been able to put the instructions to practical use

in your work?

Do you realise the importance of accents?

Were you successful in constructing any ¢ ‘type-breaks’’ of

your own?

Do you realise the importance of ¢‘Crispness’’ in rhythmic
playing as demonstrated by Billy Mayerl?

Are you satisfied with the progress you have made, or are
making, as a result of our tuition?

Please note overleaf any special difficulties or points of
information for Mr. Mayerl’s reply and advice.

In order to ensure prompt attention, kindly use onmly this progress sheet for
communications between lessons. If necessary, you may write on both sides of the
sheet.



	Advanced Course Covers
	Advanced Course in RHYTHM  Lesson V

