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SYNCOPATED EFFECTS

As we stated in your very first lesson, we are very anxious for students to obtain the maximum benefit
from our tuition; so we ask you at the outset to give particular attention to all our remarks. There is a
reason for everyone of them and theyshould be very carefully noted. Do not hesitate to write to us if you
are in doubt about any point—Mr. Mayerl is here to help you and anxious to do so, because all lessons
are individual in their tuition. Thus any difficulty which you personally may have can be made clear.

Do NOT DESTROY THIS LESSON or throw it away: keep it for reference. You will find it very useful
to glance back from time to time at it, and you will most certainly need it for reference.

Do NOT SHOW THIS LESSON TO OTHERS. Remember that it is you who have paid the fees for tuition,
and it is therefore you who are entitled to this tuition and you only. If others are envious of the
improvement in your playing and wish to become more expert also, refer them to the Billy Mayerl School:
do not allow them to make use of your own property.

Keep up your practice and keep it regular. We know that it is not always too easy to do this: but
remember that even twenty minutes eack day is better than an hour irregularly. Don’t practise when
you are tired: it is a strain and will not benefit you. Stop practising also when you begin to feel tired.

Do not be discouraged if you do not progress as quickly as you wish: persevere. Remember that there
is no royal road or short cut by which you may do anything well which is worth doing at all. We know
you are keen to progress, and we are equally keen for you to do so.

Remember that a great deal can be learnt by intelligent listening, especially with the knowledge at your
disposal which we give you. Watch for its application by others. If you have a radio set, listen to the best
dance orchestras. If you have a gramophone, get dance records by good orchestras with well-known names.

Always be on the lookout for new ideas, and adapt these to your own playing. Invent newrideas of your .
own. DON’T BE CONTENT TO COPY OTHER PEOPLE’S WORK—we want you to invent ideas for yourself:
you can easily do so if you try. Bear in mind, especially at first, that simple effects are the best. If you
perform something simple well, it will sound very effective: but if you try something complicated and
muddle it, the result will be bad, and will make you feel foolish.

We know you have heard much of the above before, but so many students “forget to remember” these
essentials, In fact we all do; and we know that a reminder in the right place will not be taken amiss.
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ADVANCED AND LATEST IDEAS.

The main portion of the Course of Tuition on Syncopation issued by the Billy Mayerl School deals
not so much with practical applications as with practical principles. The reason for this has been clearly
shown throughout the teaching : unless you understand thoroughly the principle underlying any effect,
you cannot possibly use such an effect with any real success. On the other hand, when once the found-
ation is properly laid, anything may be built upon it and you may adapt your playing to styles which are
constantly changing as fashion alters.

But so many of our students have expressed a wish to be given examples of all the latest thythmic ideas
as they occur from time to time, that Mr. Mayer] has prepared this supplementary lesson giving applications.
and examples of all the latest rhythmic ideas—hints and * tips ” about the very latest styles of playing. Again,
we emphasize that the underlying principles are still those we have already taught you. The difference lies
only in their application. We are taking it for granted in this lesson that you are thoroughly conversant
with your groundwork, because Mr. Mayerl is here going to show you how to apply it in many new ways.

THE RHYTHMIC FILL-IN.

As previously, for purposes of reference, we must invent a name for each new effect. Now, just before or
on completion of many eight-bar phrases, one gets a note which is held on for two, four, six or eight beats.
In the case of the latter, this, of course, constitutes a complete “ break » in itself and may be treated as
such. In certain cases this would also apply to a four-beat phrase.

Now, this “ end-of-phrase portion of the whole phrase is in itself a kind of phrase, and may be split up in
many ways. It may consist of one long note, several notes and rests, or even a longish note and a sub-
phrase to finish up with. The above may appear rather confusing to the reader,sowe give examples below ofa
few current types of the phrase we mean, as they appear in the ordinary published score.
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. . (occurring instead of break.)
Fifth Bar. Sixth Bar., Seventh Bar. Eighth Bar.
n . . | End of phrase portion. L
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Now these phrases all have a common original idea behind them. To show how we may use them to the
best advantage, let us take the simplest form of this common construction. It all boils down to this, really :—
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We are going to take these chords, and by splitting them up between both hands produce a rhythmical
treatment. Thus, for instance :—
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While playing this Exercise the student should count out loud ONE, TWO, THREE, FOUR,
FIVE, SIX AND SEVEN AND EIGHT.

Fig. 80

T

By the way, the chord of C is used in these examples merely for the sake of convenience, The treatment
is actually meant to be applied to chords relative to the movement of the melody. Fig. 81 shows what we
mean by such movements (still carried out in the key of C).
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The effect we are about to produce must be used with discretion. The best place to employ this Rhythmic
Fill-in is in a phrase where a resolution occurs. (A * resolution,” of course, is a passage from one chord
to another.) Fig. 82 gives you a rhythmic treatment of the phrase used in Fig. 81.

[
ekl >
wsol >

5
r T
’?—-"Figi—r';.gj . :
= B -3 ’

It will be noticed that the harmony is not changed in any way from Fig. 81.
Fig. 82

A further rhythmic effect may be carried out by the use of a rhythmic pick-up at theend of the phrase, thus:—
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Keep on repeating this exercise until you feel the swing of it. Some little difficulty may be experienced on
the repeat. The rhythmic pick-up chord and the next beat of the bar should be accentuated more than the other
chords, and while practising this do not lose a fraction of a beat. If you do, the entire effect will be lost and you
will not be able to attain that roundness so necessary with rhythm fill-in. On no account should the left hand
be accented.

Fig. 83

Turn to Exercise A2 for examples of this treatment. Practise these and examine into them carefully, The
correct treatment is more one of the rhythmic “ sense » than sheer time-value.
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We will now reproduce Figs. 76, 77 and 78 in their Rhythmic Fill-in form.
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sth Bar. 6th Bar. 7th Bar, 8th Bar.
Fig. 84

You will notice from the above that the smooth running of the left band is not affectéd in any way. This
follows the usual “tenth-afterbeat” scheme with which you are, of course, familiar by now. Please pay
attention to accents.

“ ONE-FINGER ” TECHNIQUE.

With the advent of the Yale Blues and the slower tempo Fox-trots, there is a natural tendency to express
one’s playing in more exaggerated form. There are various names for this type of work—* hot ” playing
is one of them. The profession calls it “ dirt ” playing. It does not appear in any standard dictionary of
music, but like many other things which might make a dictionary compiler turn in his grave, it is extremely
effective ; and therefore its use is legitimate for the work we have on hand.
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In this “one-finger” style, “grace notes” play a very important part. Itwill also be found necessary to
strengthen phrases by using chords in the right places. The best rule for the position of chords is to insert
them on achange of harmony in the music. We have repeatedly advised you during the Course to avoid
monotony, and we wish you to carry this out just as much in the “ one-finger ” work. Vary your treatment,
therefore, by dotted notes and triplets. _

We give you a four-bar example below of a very useful metre. This will show you exactly what we
mean by “ one-finger » technique.
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As will be gathered, this metre is applicable to most Blues and slow Fox-trots. You will further notice
that this phrase sounds weak as it stands : it needs harmony to back it up. The next example merely gives
an idea of how this harmony may be worked in. In actual practice it is governed by the change of harmony
in the printed copy.
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Fig, 86

Turn to Exercise B2 for further examples of “ one-finger ” treatments. We give you the usual caution—
don’t overdo this !

THE BASS PICK-UP.

In spite of the fact that we have drilled into you that the “tenth-afterbeat ” treatment of the left hand isto
be used as standard, there are exceptions even to this rule. The most striking one is a combination of
Charleston rhythm in the right hand picked up by an effect in the left hand exactly similar to the one used
by a drummer in his bass drum. It is generally described as the Black Bottom beat and is a kind of double-
note pick-up. Its use on the piano is exceptional but most effective. It is only necessarytogiveyou two
examples (below) for you to recognize it.
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For further examples to practise, turn to Exercise C2,

Another type-series of Bass Pick-ups is evolved by using, in the left hand, the treatment given for the
right hand in Lesson III (page s, under the heading “ Beginnings ). For left hand use this is treated in a
more rhythmatic manner than it would be in the right hand. The reason for this is that this register of the
piano can only be used in single notes or octaves, whereas chords can be employed in the other hand. So
what we lose harmonically we must make up for rhythmatically. Three examples are given below.

( s

CHORUS. CHORUS. CHORUS.

Ié}::

— B

No exercises are necessary on the above.

“ TENOR SAXOPHONE ” EFFECT.

It sometimes happens that a certain type of melody sounds very effective if played lower down on the
keyboard, in the register of the ’cello, or the tenor sazophone. This is really an imitation on your instru-
ment of an orchestral effect, and corresponds to a “ hot * sazophone chorus in the band.

In order to produce this, all rules and regulations are broken for the left hand. Instead of your tenths
on the first beat of the bar, substitute a single note or a fifth—or in some cases an octave. For the second
beat of your bar (the one on which you are accustomed to play the afterbeat chord) the left hand must
proceed OVER the right hand and strike two distinct afterbeats, one on the second and one on the third beat
of the bar. In other words, you must cross your hands. Your left hand must then return to the fifth
below the fundamental bass note (or tonic note) and strike this once for the fourth beat of the bar. Follow the
above carefully, please : it is much simpler than it sounds to describe. Six bars of this left hand treatment
are given below. (R.H. means right hand, L.H. means left hand, of course.)
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it will be noticed that both the fifth and the single-note first beat of the bar are used in this case. We will
now give you a similar example with single-note melody and harmony :—
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Fig. g0

This type of playing should only be employed in slow-tempo Fox-trots or in Blues with fast-moving
melodies, and then only for about 16 bars at the outside. NEVER play a complete chorus thus ; get back to the
usual construction for at least eight bars during a thirty-two bar chorus. Listen to an orchestra playing a
similar type of chorus : they never let the solo carry right through. They may pick up in the middle and
rest again, but if not, then they invariably join in during the last eight bars. When imitating an orchestra,
think orchestrally.

The accents in this style of treatment will fall on the fourth and the first beats of the bar, again following
the practice of the drummer. The afterbeat, or in this case the two afterbeats (beats 2 and 3 of the bar)
are identical with that which would be played in “ normal ” left hand accompaniment, except that they
are played an octave higher. For material for practice, please turn to Exercise D2.

THE BARE “ HARMONY ” EFFECT.

Naturally, from time to time, there are bound to be changes in connection with the treatment of tunes: and
this vogue for varied treatment applies more particularly to the right hand than to the left, because it is essential
to have a good basis for any type of treatment, and this basis can only be supplied by the /eft hand. The left
hand, therefore, must remain more or less constant.

The present vogue makes for the introduction of what we call  bare harmony ”, whereby a somewhat
peculiar effect is obtained through certain notes in the right-hand chords momentarily  clashing * with the
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construction of those in the left hand. This kind of treatment is really the utilising of a skelefon harmony
which suggests, or outlines, the harmony of the full chords previously used : and whilst it is not suggested that
this method should be employed throughout the whole of the tune, it is veryeffective when introduced for,
say, a phrase of eight bars. The student may think at first that the rules of harmony are somewhat violated,
as there will be some very peculiar combinations used which will produce a series of sounds to which the
pedantically-trained ear is unaccustomed. It will be found, however, that this clashing of harmony, if it
may be so termed, is only momentary, and being used more in the nature of passing note (or notes), acts
so quickly, and resolves into pure harmony so soon, that the effect is pleasing rather than otherwise. As
usual, this depends on accentuat’on, and it is essential that the accents should be carefully studied, as, in the
same way that the alteration of punctuation may materially effect the “ sense > of a sentence, so the mis-
placement of accents will affect the musical “ sense ” of a passage.

Concerning the formation of these chords used, they are, as a general rule, composed of an octave with
the inclus’on of a note a fourth below the top note of the octave (or, of course, a fifth above the lower note
of the octave). For instance, take the chord of C major :—

==

Fig. o1
This would be played as follows :—

i

Fig. 92
It will, of course, readily be appreciated by the student that this harmony might quite easily fit several other

chords. For instance, it would be applicable where the chording was based on the dominant seventh of F,
which is the chord :—

¢/

It can also be utilised in any of the following :—
Where the left hand plays the dominant seventh of E flat, and the right hand the chord of C, F, A flat, C.

As usually played. Skeleton harmony.
- o :g: - =
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Where the left hand plays the dominant seventh of G and the right hand plays the chord of C, F sharp, A, C.

Note “clashmg » of G in R.H.
with F sharp in L

As usually played. Skeleton harmony.
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Where the left hand plays the dominant seventh of A flat and the right hand plays D flat, E flat, G, C.

As usually played. Skeleton harmony.
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Where the left hand plays the dominant seventh of B flat and the right hand plays C, E flat, G, A, C.

As usually played. Skeleton harmony.
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Where the lefthand plays any inversion of G, B flat, C sharp, E,and theright hand plays C sharp, E, G, B flat,

As usually played.

Skeleton harmony.
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Note clashmg of octave C in
H. with C sharp in L.H.

These examples are all additional to the tonic of C and C 7th chord as the basis (i.e., in left hand.)

Obviously it will apply to minor chords also.
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It is difficult to lay down a definite rule as to the exact position in which this particular *“ skeleton * chord
of C can be used, but it may be taken generally that it may be introduced wherever the bare octave of C
will fit harmonically with the left hand (whatever harmony this latter may be).

There are, of course, exceptions. For instance, the octave of C would fit harmonically ‘n with the
harmony of the dominant seventh chord of D flat; in this case, as a tenth-and-afterbeat, we should have
either E flat and G flat, A flat and C, or C and E flat for the tenth and the corresponding inversion for the
afterbeat. The bare octave C would match this in the right hand, but our middle note below would then have
to be G flat and not G. You will readily appreciate that there are, naturally, other exceptions.

Now, having grasped the fact that the chord of “ octave-C-with-a-fourth > can be applied to so many
different harmonic settings, it follows that every chord with its fourth can also be applied to an equal number
of different harmonies. Now, the point is : how can these chords be utilised in the playing of fox-trots !
Fig. 94 shows a few bars of an ordinary fox-trot as it would appear on the printed copy :—
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Fig. 94

First of all, the left hand is filled out as outlined in Lesson II. In the right, we introduce the skeleton
chording, as explained, in bars 1 and 2; but the first two beats of bars 3 and 4 have a slightly different
treatment, and instead of playing the note lying a fourth below the top note, we play a fifth below :—
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Fig 95

FREQUENTLY IT WILL BE FOUND THAT THE FIFTH BELOW THE TOP NOTE OR OCTAVE HAS TO BE PLAYED INSTEAD
OF THE FOURTH BELOW. The passage alone can te your guide. This is very important, because by playing
F, which would be a fourth below B in the third bar, the wrong effect is obtained. Very careful study should
be given by the student to this point, namely, whether a fourth or a fifth below the top note is most
effective and in accordance with the harmony. (In connection with this, note particularly, in the full
transcription [see below, Fig. 96] that a fifth is used with octave B in bar 3, but instead of dropping to D
in the octave A we use D sharp. The reason for this will be apparent when the third beat of the left hand is
observed. Note D sharp in the tenth.)
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These four bars in Fig. 95 serve to show the method of building up the chords, and now it only remains
for us to introduce various forms of syncopation. Fig. 96 gives a full transcription of the eight bars.
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Fig. 96

»

In the first four bars, the octave and fourth (or octave and fifth) chording is used, but as variety is the
essence of attraction in syncopation, bars § and 6 are treated with quite a new idea. It can bedescribed asa
“ rhythmic breaking-up * of the melody. In bars 7 and 8 again, “skeleton” harmony is utilised in con-
junction with a tricky rhythm. The metre of these various rhythms depends entirely on the accents and this
transcription should be practised until you feel the “ sway * of it, and can introduce the same rhythms into

any suitable tune,

There is one further point in connection with the question of the “ fourth or fifth below *, and this is that
frequently quite a good effect can be obtained by playing botk of these intervals in the chord, as illustrated

in Fig. 97 :—
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THE “BLUES-CHORDS ” EFFECT.

There are certain chords which are ultra-modern in construction and which can be introduced very
effectively into dance music. They are probably the very * bluest * of chords obtainable at present, and are
somewhat intricate in their composition. Used judiciously, however, they give a most peculiar effect, and
the student would be well advised to gain complete mastery of these chords, by practising them chromatically
until every one is recognised ; recognised not only by the top note of the chord—or the ““ melody note *—
but in its relation to those other chords into which one of these “ blue * chords will best resolve.

Go to your piano and play the chord shown in Fig. 98 :—
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The notes are—left hand, D flat and A flat; right hand, F, C flat, E flat and G natural, If your piano is
properly in tune, this chord will sound rich, broad—a little weird, perhaps, but full of harmony in spite of
this.

Now play Fig. 99. (In this example the same chord is used, but written differently to conform with the key
signature of C.) .
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Fig. 99

Make sure that the'G in the right hand is.sustained throughout the second bar. Is not this modulation good ?
It certainly is an attractive resolution !
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Again, using our original chord in Fig 100, we resolve into the dominant seventh of F ; and in Fig. 101
into the dominant seventh (augmented) of E flat :—
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Fig. 100 Fig. 101

These few examples will show how these chords may be used to resolve into other chords.

Having thus got the basis, we can now introduce our syncopation to obtain a more elaborate effect, and
for that purpose we will take some bars which might occur in any tune, namely, the two bars before a break
and the two bars of the break itself. Here they are :—
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Fig. 102
This we will elaborate below, in Fig. 103.
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Fig. 103

Notice that although the harmony is changed on beats 3 and 4 in the first two bars, and the whole of bar 3,
the melody note is retained. (This, of course, is only permissible when playing “ solo piano.” Don’t try to
effect this alteration in harmony when playing with a band, or probably your leader will have a few caustic
remarks to make about you and your “ blue > harmonies ! )

From the foregoing the student should be able to work these chords out chromatically, and thus become
familiar with them in every half-tone. As a further example of how this treatment can be utilised, eight bars
of a well-known tune are given in Fig. 104. In Fig. 105 a transcription of this appears, which will contain
many points of interest : so please study it carefully.
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Reproduced by courtesy of The Lawrence Wright Music Co

The first four bars are embellished in accordance with the principles laid down in Billy Mayerl’s
syncopated course. In the fifth and sixth bars, however, the * blue  chords referred to above have been
used rhythmically in connection with a modulation. Care should be taken to see that the accent falls on the
first and fourth beats of the fifth bar ; and you will recognize that this is a 3/4 (or cross-time) metre, prev-
iously referred to in the Course. Bar 8 consists of a chord sustained over the four beats, and it is unusual
because it contains a C, together with a D flat, thus preventing it from being a pure ninth.

Transcription.

A I~
<
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Fig. 106 gives an alternative treatment for the first four bars of Fig. 105. In the first bar, we again have an
entirely different form of treatment. The left hand deserts its usual policy by playing a fifth on the first
beat of the bar, and then coming up the piano to back up the particular right-hand rhythm. Accents again
are, of course, essential. The second bar is a sustained chord in the right hand, but the new type of arpeggio
break appears in the left. A strong accent is needed on the last part of the first beat. This particular note
F acts as a stepping-stone, as it were, by way of a slur up to the D. In the third and fourth bars we again
have the octave-and-fourth, or  skeleton > harmony with a “ hot trumpet * form of rhythm.
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Fig. 106

A careful study of the foregoing, together with some real practice (!) will enable the student to introduce
these latest effects into the playing of dance numbers.

RHYTHMIC “ ODDITIES *.

Now, there are occasional varied rhythm forms, freaks and oddments, as it were, which have a knack of
cropping up in unexpected places once in a blue moon. There are no real rules for them—they come and
go—and are useful occasionally. We cannot classify them ; in fact, the only real way to deal with them is to
give you a series of * straight > phrases together with their transcriptions into these odd forms and then
leave you to invent, to adapt, or even maybe, to discard. These will all be found for your consideration in
Exercise E2. There is one fixed rule applicable to the lot : don’t overdo them.

CONCLUSION.

It only remains for us to hope that you will be able to put the above new effects to practical use. None is
difficult and all are extremely effective, if used with discretion.

From time to time we shall add to these as new ideas materialize, and we shall discard those which may

become out of date later on.

° IMPORTANT NOTE

. Where it has been found necessary to finger passages and exercises in these lessons, Continental fingering
is used throughout the course (i.e., the thumb is marked with the figure 1, and not with an X).

[We trust that everything in this lesson has been “plain sailing”. But if
there is any point upon which you are not clear, do not fail to write
us on the attached sheet, which has Billy Mayerl’s personal attention.]
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