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INTRODUCTION

- The "magic of jazz" is revealed by the proper use of this album written by
America's favorite jazz artists Art Van Damme and Tony Dannon.

ART AND TONY SAY:

IMPORTANT

The best way to.absorb the contents of this book is to MEMORIZE - becaunse any
pattern assimilated now will serve you for a long time,

As you will notice the chord progressions used throughout this book are those used
in popular standard songs and will always prove practical, By memorizing them,
you will always be able to fall back on these basic standard patterns. They will also
' benefit you in making your own jazz riffs later on.

While it is assumed that anyone who undertakes to learn Jazz playing is a reasonsbly
advanced student, the basic requirement before starting this book is a thorough

knowledge of all scales and intervals. The chord charts on pages 3-4-5 can serve
as 2 reference guide.

To get best results remember to:

1. Memorize the Chord Melody line on the top line first so that you will learn its
chord construction and be able to play it without hesitation.

2. Memorize the'second_line (jazz line) so that when you try other tunes you will
always be able to use these same patterns in addition to your own.

3. Don't think that learning one song in this album will make you a professional.
This is only the start; the rest will follow.

Sincerely,

Art and Tony



CONSTRUCTION OF CHORDS

CHORDS ARE CONSTRUCTED BY A COMBINATION OF SCALE STEPS ( DEGREES

OF THE MAJOR SCALE.

Chords: Combine the following intervals of the Major Scole
1. Major 1—3—5
2. Minor 1 —bg — 5
3. Diminished 1 —bg _—55
4. Augmented 1 — 3.—- s5
5. Major 6th {—3—5—86
6. Minor 6th 1—b3 —5—¢6
7. Dominant 7th. 1—3—5-b7
- 8. Major7th. f—3— 5_— 7
9. Minor 7th. 1 —bg— 5—by
10. Augmented 7th. t—3—85— E’7’
11, Diminished 71 1—b3 —b5— ¢ [‘;‘;35;,",;;3;';?;, monis
12, Dominant 9th 1—3—5—br—9
13. Major 6th-gdd oth. t—3—5—86—9
14. Minor 6th. addoth 1—’3—5—6—9
15. Major7th oddgth- {1—383—5—7—9
16. Minor 7th- add gth- 1 —bg— 5—P7—9g
17. Dominant 11th. ] — 8 —5—bP7 — g —11
18, Augmented 11th. t—3— 5—b7 —9—f
19, Dominant I3th. I— 3—5—P7 —9—13
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FAREWELL BLUES
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SOFTLY
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HONEY KNOWS
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B-FLAT BLUES No. 2
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GREAT COLLECTIONS cind BOOKS for ACCORDION

MASTER METHODS for POP, JAZZ, BLUES, BOOGIE, LATIN, etc.

PROGRESSIVE IDEAS FOR POP PLAYING by Anthony Mecca. For those who wanl
wmwmmmmm,mmmmmmwmmuaaumnmw
original Introductions, modulations, tum arounds, e 5, gic. Advanced students or bud-
ding professionals benefit from 36 informative pages. 6+ No.B0S '
JUST JAZZ by Angelo Di Pippo. An interesting 24-page folio of original jaz2 compositions
for advanced students who want to leam progressive The many forms and combin-
ations in the solos are those used by the jazz of accordion, Contains: Backwoods,
Jazz Waltz, Just Jazz, Labanon, West Coast  Grade 5+  No. 8088
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JAZZ IDEAS for the DANCE BAND ACCORDIONIST, Book T and 2, Anthony Mecca,
Two valumes which divuige this oulsianding musician's most imporiant innovations, Inst-
ructs on how to play good Jazz, furn arounds, madulations, endings. plus many other
fdecca’s own musical Klags, Grade B+ Mo, 807 Book1 .

Grade 5+ No. 8038 Book 2

PROGRESSIVE JAZZ STYLES, by Anthony Mecea. An axcelient 24-page collection of
unusual jazz mdadnsmuilm?hnm-unlhmhhmmm.ln

SASH W JAZZ, Book 1 and Book 2, by Leon Sash. An exciting, , progressive
of Jazz for the accord Intarested In this modam idiom. gymbols

are Included to make the melodies adaptable for any instrumental combo, Accents which

mammummmmmh?;‘kawwmwm

INo. 8073 Book 1
Grades 8+ No. 8074 Book 2
JAZZ - PRESENT TENSE by Angelo Dellaira, A folio of ten originad modem
tunas m:hﬂm%mn iuna%: and adullﬂ mm daive hhlo modem j!nja.fl;
pleasure rmance. An analysls features In each composition
s Indicated on the music. M!&m No.8110

THE LAST WORD IN BOOGIE-WOOGIE by Frank Gavianl. The temn boogle-woople
mcdmdby‘nnmnmhywﬁmmpnpuhdudhmhummmﬂnmh
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Swanee,Ciribirbongis, Thrae Blind Mice, On & Boogis Hollday, of 88l
Boagie, Long Long Ago Boogis end Yankes Boogla.  Grede 5+ Nox 7848
LET'S PLAY BOOGIE WOOGIE Frank Gavianl's mmamﬂMMmlbd-
mmauwwamlnw.uyoumwmme.wmn

Swasat Home, Long Long Ago and On Top of Old Smokey. Grade 4  Mo. 7851
ROCKIN' BLUES FOR ACCORDIONby Leon Sash and Lee mw. One of the werld's
. grealest jazz accordionists, Leon Sash, and his bassist-vocalist collaborated on this
mﬂhgodlediondshwldmls:ﬂuﬂwh'm.&hmﬂass.wmm
Taka Twelve, “T" for Twistand Tippy's Tricks, Grade4  No. B103

My ere piag
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BASIC LATIN AMERICAN BEATS FOR AGCORDION by Angelo DIPippo. With 15 vivid
Cha-cha:

3 JAZZ BOOKS by Palmer-Hughes
excellent study material for jazz enthuisasts
AL251 Jazz Method for Accordion, Book 1
AL252 Jazz Method for Accordion, Book 2
AL253 Jazz Method for Accordion, Book 3

JAZZ SYNCOPATION FROM THE BEGINNING by Pietro Deiro Jr.
Based on studics by Pietro Deiro, the progressively graded exercises
contained within this 37 page-book will provide a firm foundation

for the beginning jazz accordionist in such technigues as accents,
rhythms, & sight-reading. Grade 5+ No. PD762

MODERN ACCORDIONIST by Mat Mathews. From one of the
grealest accordion jazz exponents Comes this 31-page method folio

of exercises, original songs and standards, combined with informative
text, meant to teach the reader the fundamentals necessary to play

with that “jazz feel.” Grade 7+ No. PDY758

. SPANISH FLEA |

POP MUSIC SERIES for ACCORDION SOLO
also suitable for duet and/ar combo

Spanish Flea, Wechter/Delro, Jr. (featured by
Herb Alpert and the Tijuana Brass)
20033 Accordion Solo
20033 Duet; accordion and gultar,
or two accordions
Sunny, Moderate Rock, Habb/Delro, Jr. {with lyrics)
200868  Accordion Solo ’
20086 Duet for accordion and Guitar
Whatever Will Be, Will Be {Que Sera, Sera),
Livingstan,Evans/Delro Jr., (with lyrics)
20039  Accordion Sofo :
20039  Duet: accordion and guitar,
of two accordions
20039  Trio: two accordions and guitar

The Look of Love from film “Casino Royale”,
Bacharach/Delro, Jr, (with lyrics)

20008  Accordion Solo e
20008  Duet: accordion and guitar, WTEVER WLLH i g
or lwo accordions R 1

20008 Trio: two accardions and guitar

Cab Driver, Parks/Deiro, Jr. {wilh lyrics)
20006 Accordion Sclo
20006  Duel: accordion and guitar,
or o accordions
20006  Trio: two accordions and guitar
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INTRODUCTION

- The "magic of jazz" is revealed by the proper use of this album written by
America's favorite jazz artists Art Van Damme and Tony Dannon.

ART AND TONY SAY:

IMPORTANT

The best way to.absorb the contents of this book is to MEMORIZE - becaunse any
pattern assimilated now will serve you for a long time,

As you will notice the chord progressions used throughout this book are those used
in popular standard songs and will always prove practical, By memorizing them,
you will always be able to fall back on these basic standard patterns. They will also
' benefit you in making your own jazz riffs later on.

While it is assumed that anyone who undertakes to learn Jazz playing is a reasonsbly
advanced student, the basic requirement before starting this book is a thorough

knowledge of all scales and intervals. The chord charts on pages 3-4-5 can serve
as 2 reference guide.

To get best results remember to:

1. Memorize the Chord Melody line on the top line first so that you will learn its
chord construction and be able to play it without hesitation.

2. Memorize the'second_line (jazz line) so that when you try other tunes you will
always be able to use these same patterns in addition to your own.

3. Don't think that learning one song in this album will make you a professional.
This is only the start; the rest will follow.

Sincerely,

Art and Tony



2 COMPLETE CHOR

Guitar Symbols are written as follows: ———=C6 Cmé6 Cc7 Cmaj?7 Cm7 C7(+5)
| Triads l
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REFERENCE CHART
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A La Gene

4
Brightly o,
abs Bm (Ab) Bbm? A7{ch) Abmay7(9) Bm7
: 3 {)gl —~ . 73 . 7F

Alms} 7(9) Abs Ebm7(9)

p—ett——e

(¥) The Letter name¢ or mumber in the brackets refer to the (“addefi”) melody mote, or (“added”) note within chord
siructure.
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A La Lionel
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A La Carte
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f(Flay This Bass Line with Top Staff.
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GREAT COLLECTIONS and BOOKS for ACCORDION

MASTER METHODS for POP, JAZZ, BLUES, BOOGIE, LATIN, elc.
PROGRESSIVE IDEAS FOR POP PLAYING by Anthony Macca, For those who want
to masler the modern ldiom, Mecca divulges hia secrats and ideas lo create or improve
original introductions, modutations, tum arounds, endings, etc. Advanced students or bud-
ding professionals beneflt from 36 informative pages, Grade 6+ No. 8039 ’
JUST JAZZ by Angelo Di Pippo. An interesting 24-page fofio of original jazz compositions
for advanced students who want to learn progressive jazz, The many forms and combln-
ations in the solos are those used by the jazz greals of accordion. Contains: Backwoods,

Jazz Waltz, JustJazz, Lebanon, West Coast.  Grade 5+ No. B08B

JAZZ IDEAS for the DANCE BAND ACCORDIONIST, Book 1 and 2, Anthory Mecca,

mMu‘nm :rldu divuige this ﬁmmmwa most Im mﬂnmmll:s:f
on arounds, modufations, e us many of
Mm"hmmmﬂmm Grade 5+ Mo, 8097 Book 1. o

Grade 5+ No. B098 Book 2
PROGRESSIVE JAZZ STYLES, by Anthony Mecca. An excellant 24-page collection of
unusual jazz melodies which lllustrate a varlely of Innovations in the modem idiom, A 24-
page collection conlalning five orlginal Jazz compositions, each of which Kiustrates and
waches principles of this special playing atyle.  Grade 5+ Mo, BOTS
&I&H'N'JAZZ,BM!maooﬁ!.bymnmh.ﬁnmﬂm.sﬂmhla;ﬂmmm
presantation of Jazz for tha accordionist Interested In this modern idiom. Chord symbols
are Included to make the melodiss adaptable for any instrumental combo. Accents which
are very Important for jazz interpretation, ere indicated together with fingering.

Grade 6+ No. 8073 Book 1

Grade 6+ INo. 8074 Book 2

JAZZ - PRESENT TENSE o Dellalra. A 28-pags follo of ten origing! modem jazz
masmwwmmﬂmummzmmm Intp modemn jazz for

Emmam rformance. An analysis of Important features In each compasition
Indicated mﬁkmg;a Grade 8+ No.B8110

THE LAST WORD IN BOOGIE-WOOGIE by Frank Gavienl. The lerm boogle-woogia
was coined by Tin Pan Alley wiiters who popularized the style as an ccompaniment io
ngm.mm.maﬁmhmemwmmm
leaming ia-woogle, exportly written, undarstood,

" play boog Bmd:&lw Nll;.m .

7 BOOGIE WOOGIE SOLOS FOR THE ACCORDION by Frank Gaviant. A 35-page
vdmawnmmwkmnhmdmmngadhhbwghw onthe
Swanee,Ciribiriboogls, Thrae Blind Mice, On & Boogle Hollday, of ake
Boogls, Long Long Ago Boogis and Yankes Boogle.  Grada 5+ No: 7548

LET'S PLAY BOOGIE WOOGIE Frank Gaviani's arangements of five tavorie melod-

les with & delightl boogie woogla beat., My Old Kentucky Home, Oid Folks 2 Home Home

Sweel Home, Long Long Ago and On Topof Old Smokey. Grade4 No. 7851

ROCKIN' BLUES FOR ACCORDION by Leon Sash and Les Morgan. One of the world's
- greatest jazz accordionists, Leon Sash, and his bassist-vocalist wite collaborated on this

axcifing collection of six originals: Butions ‘n’ Blues, Safe on Bass, Sashin' the Blues,

Take Twelva, *T" for Twistand Tiopy's Tricks. Grade 4

No. 8108

POP MUSIC SERIES for ACCORDION SOLO

h Bolsi
ambo, Paso Doble, Rhumba, Samba, Tango, eic., DI Pippo tenches

Conga, Merengue, M \ \ \ 3
& sczordionist the intricacles of the Latinbeat.  Grades 34 Mo, BiD8

EAVER CUGAT'S SELECTED HITS, Frank Gavianl arrangements, 31 pammoi top
Lafn melodies: Amour, Babalou', Perfilia, Maria Efena, Frenesi, Blsn Bien Blue
Ectoes, Cachita, Loved One, Mexican Jumping Bean, Negra Leono’, Noche De Fonds
¥oute B Moment of a Lifotime. Grado 7+ No. 7844 .

P.O. Box 11663, Alexandria, VA 22312 USA
tel: (703) 941-9300 fax: (703) 941-9301

website: www.ernestdeffner.com

3 JAZZ BOOKS by Palmer-Hughes
excellent study material for Jazz enthuisasts
AL251 Jazz Method for Accordion, Book 1
AL2s2 Jazz Method for Accordion, Book 2
AL253 Jazz Method for.Accordion, Boak 3

JAZZ SYNCOPATION FROM THE BEGINNING by Pietro Deiro Ir.
Based on studies by Pietro Deiro, the progressively graded exercises
contained within this 37 page-book will provide a firm foundation

for the beginning jazz accordionist in such technigues as accents,
rhythms, & sight-reading. Grade 5+ No. PD762

MODERN ACCORDIONIST by Matt Mathews. From one of the
greatest accordion jazz exponents comes this 3 1-page method folio
of exercises, original songs and standards, combined with informative
text, meant to teach the reader the fundamentals necessary to play

with that “jazz feel.” Grade 7+ Mo. PD758

_SPANISH FLEA

also suitable for duet and/or combo

Spanish Flea, Wechter/Delro, Jr. (featured by AN
Herb Alpertand the Tijuana Brass) A==
20033  Accordion Solo _
20033 Duet; accordion and guitar, 1
or twa accordions — -

Sunny, Moderate Rock, Hebb/Delro, Jr. (with lyrics)
20086  Accordion Sclo
20086 Duel for accordion and Guitar
Whatever Will Be, Wiil Be (Que Sera, Sera),

Livingston,Evans/Delro Jr., (with lyrics} {

20038  Accordion Solo . Lrld

20039 Duel: accordion and guitar, §

of twa accordicns 7

20039  Trio: two accordions and guitar )

The Look of Love from fiim “Casino Royale",
Bacharach/Deiro, Jr. {with lyrics)
20008 Accordion Solo
20008  Duet: accordion and guitar,
or wo aceordions =
20008 Trio: two accordions and guitar

Cab Driver, Parks/Deiro, Jr. (with lyrics) Lo

20006  Accordion Sclo rd %
20006  Duetl: accordion and guilar, Nl

or two accordions RS
20006  Trio: two accordions and guilar et o

MUSICAL
MERCHANDISE
SINCE 1934

email: ernestdeffner@aol.com
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Preface -Second Edition

It is very meaningful to give credit to people who have affected my life musically. The
first is Dr. Earl W. Brown who took me as a bad accordion student and showed me how
to study and learn the instrument. Doc Brown, as he was called, was Bill Evans’ first
piano teacher, so I don’t have to say any more. The second person was Bemard Peiffer,
the legendary French pianist. At the age of 17 Bermnard became the pianist for Django
Reinhardt. If you know the history of Django, then you can appreciate Bernard’s genius.
The last, but not the least person who contributed so much to the ideas in this book, was
Harry Leahy. Harry was with the Phil Woods group when they won the Grammy for best
jazz recording (“Live at the Showboat™). He also was with the Michel LeGrande
orchestra. In my opinion Harry was one of the greatest all-around guitarists ever.

Frank Marocco was responsible for encouraging me to put my ideas and concepts on
manuscript. When he first suggested that I write this book, I was hesitant. I didn’t think
that I had the energy to complete such a monumental undertaking. After all, nothing like
this has ever been written specifically for the jazz accordionist (or other accordionists).

My special thanks to Eddie Monteiro, one of the great accordionists. He also encouraged
me to write this book. He and Frank are special to me and have become dear friends.

I would also like to show my appreciation and gratitude to Ron Ostromecki. Ron did the
book layout, text editing and music engraving. During this process he has become a dear
friend. Without his help, pasience and encouragement, there would not be a second
edition of this book. The amount of hours he put into this project would be impossible to
calculate in dollars and cents.

This book is not a lesson-by-lesson tutorial. It covers the full spectrum of jazz and how it
can be played on the accordion. Except for the arrangements of Frank Marocco and
Eddie Monteiro the songs used in the book are presented as “ideas”. They are only
examples of what can be used when learning a song or lead sheet. The reader and/or
teacher should know how to use the many studies and adapt them to individual musical
tastes and needs. I believe that this book contains more material that the accordionist
should know, than any other similar book previously published
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Frank Marocco

I believe that this is the finest book ever written for the serious accordionist. Diligent prac-
tice of the many scales and exercises will give you almost everything you will ever need to
develop your musical skills to a professional level. :

The many permutations of bass and chord fingerings that are now available to the accordi-
onist, due to this book, open up a new vista in playing.

Ralph Stricker is a musician whom I admire and respect in the highest esteem. His knowl-
edge and dedication to good music and the many years of both playing and teaching are evi-
dent.

This is a much needed book for the accordion and I am honored that Ralph asked me to con-
tribute to this project.


https://en.wikipedia.org/wiki/Frank_Marocco

Eddie Monteiro

Everyone should have a person like Ralph Stricker in their lives. I've been unfortunate in the
fact that I’ve not known him longer—for if I had, I would have probably saved much time in
my musical studies.

The book you have in your hands IS Ralph Stricker. It reflects the way Ralph thinks (that
could be quite a scary endeavor at times, but it’s always quite interesting and often times
really humorous!). He is very analytical in EVERYTHING he does and, as you use this book,
you will come to understand exactly what I mean. His outlook on things musical is very well
thought out and logical, if one takes the time to think about his approach. Trust him...USE the
book!

When I first met Ralph he sat and watched me play and immediately asked why my left hand
was jumping all over the bass keyboard. He asked, “Why did you jump from here to there,
when you could have achieved the same chord by doing this?” He has an uncanny way of
looking at a musical situation and IMMEDIATELY °‘scoping out’ what is going on; in addi-
tion he has great ‘musical ears’. He has been a treasured friend for over fifteen years; he is a
fellow musician and has been my ‘mentor’ for things both musical as well as non-musical dur-
ing those years. Ralph was my son’s piano teacher. There is nothing more that I can say be-
yond that, except for the fact that I only regret not having his friendship for a longer period of
time. I am honored that he asked for my contribution to this book.

vii



-—-- RECOMMENDED ARTISTS AND THEIR RECORDINGS----

Frank Marocco'

Eddie Monteiro

Art Van Damme
Tommy Gumina

Lou Toby

Appassionato

Ballad for Anne
Brazilian Waltz.

The Real Thing

A Perfect Match

Nova Bossa Nova: Jazz
Influence

Art Van Damme and Friends

Joe Pass & Tommy Gumina

“Bell Duovox” Sound

Frank Marocco@Aol.com
Discovery DSCD-950
Discovery DSCD-949

Transit Mix Productions
(212) 315-5852

Denon 81757 9407 2
www.arkadiarecords.com
212-674-5550

Neofonic Music
3 Cross Street
Westfield, MA 01085

Polytone Records

C865 Vineland Ave.
North Hollywood, CA 91605

The above artists are accordionists whom I admire and who have had a tremendous
influence on me musically. They each have their own unique style and the serious
accordionist will learn from each of them. There are certainly more fine accordionists,
and I do not intend to slight any of them. I feel that the above group represents some of
the “GIANTS OF THE INSTRUMENT”.


https://www.youtube.com/watch?v=2haZbEK1kwY&list=OLAK5uy_nR0MuINbsWZobV4F0apcrJLLOc0aWJgoo
https://www.frankmarocco.com

Study Outline

I would like to state emphatically that there is no one way of recommending to the reader
how to absorb the contents of this book. There are those who will attempt to learn this
material on their own initiative, while others will have the guidance of a teacher. In
either case there should be an understanding of the musical knowledge and skill level of
the player. ,

The intermediate student should initially learn the basic left-hand exercises and become
familiar with studies that he or she has not yet become proficient. Certainly the reader
who does not have an extensive knowledge of chords would study that segment of the
book before trying to learn Modes. The exercises such as Bass & Treble Independence
on page 29 and Preliminary Exercises on pages 122-127 should be learned in conjunction
with knowledge of the major scales. :

Certainly some readers will already have an extensive knowledge of chords and their
alterations and some will have already developed their technique to a high state of
proficiency. For these readers I recommend the Exercises, as these may prove to be most
helpful. I also stress that readers learn to play the studies in this book in 12 different
keys. '

In the various studies in the book, the songs that I have used should only be considered as
examples. The student should endeavor to use his or her own ideas along with those of a
teacher who is familiar with the contents of this book.

I always remember what a dear friend and great musician once said,*Musit is next to

God. I wouldn’t lower God, so why music?” I wish all of you the best in the study of
music and I thank you for using this book as a source of your knowledge.

Ralph Stricker
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Bass Chart

x - denotes double sharp

I have written two bass charts; the notes are the same in each. The left chart is the original chart for the accor-
dion; the right chart is the same except that the sharps above the central C bass are written as flats, and the flats
below the central C bass are written as sharps.

I believe it is important for the player to be able to play ﬁnywhcre on the bass keyboard and not change position
because of a sharp or flat progression. It is ludicrous to play below the central C bass just because it is now a
FLAT CHORD OR BASS. When playing in a position do not be conditioned to move unless the sequence
requires it

I urge the reader to become familiar visually and mentally with the left hand bass chart. You will see from the
bass exercises that I make you play from any position.

1



Left Hand

The left hand (Bass) on the accordion has been an enigma for many years, particularly in the
playing of jazz. This is due to several reasons:

1. Bad teachers

2. Pre-conceived ideas

3. Lack of a comprehensive method
4. Numerous permutations

I would like to address the first point, 'Bad Teachers'. I can remember as a student (many years
ago) having teachers that did not know very much about the instrument. They treated it as an
'individual instrument' rather as an instrument evolving from the piano. Many of these teachers
believed that the accordion had to be taught and played as they knew it to be......according to their
ethnic background. Polkas and Marches were thought to be the ultimate as far as music was
concerned. In the 30's and 40's when jazz was starting to be in vogue, not much had been written
for the accordion. Another problem is that the endless combinations and permutations that are
playable on the left hand intimidated many players.

It is not my intent to denigrate the forefathers of the accordion. Without them we would not have
such a remarkable instrument.

Bass Exercises

I believe that the left hand bass study has been the most neglected part of the accordion. I have
developed a series of exercises that will help the serious student develop the technique necessary
to play jazz. I am a firm believer of technical studies, but too many times we practice exercises
that do not relate to the goal for which we are striving. The following left hand studies will aid in
becoming as familiar as possible with the different ways that the bass can be used in jazz.

You will notice that I do not always start a C scale from the fundamental C bass. You should be
able to play a scale from any position or note. The following exercises should be played in
different rhythm patterns.
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I would advise the student to become familiar with the previous pages before starting the
physical study of the left hand. On the following pages are some preliminary exercises
that will help develop the left hand before playing the scales.

I am not assuming what the student knows or does not know. If you have