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FOREWORD

This study, PROGRESSIVE IDEAS FOR POP PLAYING FOR ACCORDION
is especially designed to benefit the advanced student who is about to embark on a
professional career,or one who has the ability to read and play music in the modern
idiom, or any student who is desirous of creating a style of his own and develop his
talents in the matter of improvisation. Students such as these may, to coin a term,
be called "In-betweens' - those who have learned the general technical problems
but who seek suggestions and ideas in the ultra modern idiom, in order to increase

their knowledge of accordion technique - especially in the field of popular music.

The student who has more so-called 'feel", but has less technique, will
find that, by transposing the exercises in this book to various keys, his technique

will gradually improve and his playing become more enhanced.

Anthony Mecca, an accomplished performer and instructor, who is thor-
oughly experienced in the execution of modern music has, herein, divulged some of
his secrets and ideas in laying a solid foundation to the art of improvising and

creating original introductions, modulations, turn-arounds, endings, etc.

In conclusion, we wish to state that we strongly and sincerely recommend
this study for the advanced student, the embryonic professional or, for that matter,
any aspiring accordionist with a certain amount of training ability - one who desires

to become proficient in mastering the modern idiom.

O. PAGANI & BRO. INC.
PUBLISHERS



ABOUT TONY MECCA ... .......

Anthony Mecca, native of Waterbury, Conn., came by his love
for the accordion through his brother Dominick who was his first in-

structor when a mere youngster.

Decision to make the accordion his career, brought him to
New York where he furthered and completed his studies with Joe Biviano,

well known accordion virtuoso and instructor.

After his discharge from the army in 1946, Tony Mecca turned
his attention to professional playing and soon was in great demand for
radio and television work and recordings. He has worked under such
famous conductors as Leonard Bernstein, Alfredo Antonini and Raymond

Scottand has recorded for practically all well known record companies.
It is this background of study and experience that enables him

to write this important and authoritative accordion work, which will

soon be followed by other works in the popular field.

THE PUBLISHERS



INTRODUCTIONS

An INTRODUCTION generally *sets the scene” for what is to follow, in regard to the key and
rhythm of the composition. It may be any reasonable number of measures in length but usually consists.
of four or eight measures. It must be definite in formulating the pattern of the composition itself.
Occasionally, when called for, a *pick - up” is inserted in the final measure of the introduction.

Introductions usually end on the dominant 7th (V7) chord*, because this chord is the most logical
and strongest one to lead into the subsequent strain; however, variations of this chord, such as the
dominant 9th, the flatted 9th, etc., may be used as a substitute. Any plausible harmonic progression leading
to V7 is permissible. Each basic progression, given here, is followed by applications in the same and other

léeys.
asic Progression
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*A complete list of dominant and secondary 7th chords, based on the degrees of the major and minor

scales, will be found on page-35.
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TURN - AROUNDS

TURN-AROUND is another name for a first (repeat) ending; however, it is also used wherever the
melody of the given composition ends on the tonic chord. In a thirty-two measure strain, this sometimes occurs
in measures seven and eight and (or) in measures fifteen and sixteen. In places such as these, rhythmic,
melodic and harmonic variance provides especial interest.

The most commonly used turn-around is the progression I-VI-II-V,.. The roots of these chords construct
a theme with which all musicians, especially those connected with dance bands, are quite familiar.

Example

8039-44

C Am Dm7 G7
(&
Ca
~ J ‘ |
4 2 K72 4%
3
The above progression may be used instead of the following easier ones.

Pt e pe ¢ 7
2 I;;, — [ W ) Aé}
14 8 8 8 H6—

% 49 [ 8 ] | 4 : E [ @ )
3 C Dm? G’ % 4 C D7 G7
49 | [ @ ]
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———— | — %
T ‘ (8 2
S g 2 %—% 8 g H
v\—-—/v— J S ——t
[ ) ‘ L. X [ ® J —
—— L —L
Harmonic variations of the above example.
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The following are a few exercises in single - note and chord styles, in "various tempos. These are based
on the theme mentioned on the previous page, and include harmonic variations of the theme.

8039-44
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Basic (Example 3
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Basic ( Example 5)

(a) Slow
B[,IIX? Ab95+ G13 23 142 1 4 2 2 3
7Y ) [ o 2 Leen
N I%’;'lﬂ L‘{’.gl )lﬂ=( | FamY 7 . . '} LA | 1
St e I e e =
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Basic(Example 6)
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Basic(Example 7) 4
5 4 5
:Q Cmqi7 LEW A[bl:)jaj? ]I)b11+ (a) Slow 2‘5'1" . i‘; L
Dbt bp e ) q
i = > —1r = ¥
e T
M
s 7 LM,
12 - > e —
— i by - | - Vr —r—
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L5 24 2 i o) " .
: ‘ Z [ JCm—
i = (et — = %
D) " - = O) DO < Ch=
= & 11(7 L?gg 4 (v} fg)@:;lgg -
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< v € T s 3 3
- 4
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| B + A4 7 \’ 'n- b
teie SRRRSSSSE i GRS S Fie P g
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: | (O e
b . ' " pe— -

NOTE: The following turn-arounds furnish additional material for introductions.

L
2.

3.

In a slow ballad, a two-measure -introduction may be sufficient.
A four-medsure introduction may be formed by combining two of the examples, or by

repeating one example.
A slow, “double-time” two- measure turn-around may be used for a four-measure
introduction, in a fast tempo; or as a four-measure turn-around in a sixty-four measure

show tune.

a
2 1 .5 1 31bale 7(2 3 2o » be|
i "?!if’jf'_- = 0 H
1 | { 1 —
M
-5~

_"  ; 1
Combination of 4(b) and 7(a)
d

| 1

m 7
" '9 ‘a " 7 M.
t } . {7( Ol By
— : . — 1
' b & b& b
3(a) Extended to four measures. 13 5
2 1 5 , 1 2 5 3 03 2 1 —_— 2 O 2 13
1 I 1 | E"'il]i fre—
‘ h “. | | 1 --lb‘l | %
o 3 e 3 ¢ E;;.Lwrlr L] —
y‘ e d e m 7 l’i i;tc.
Ve =y ——= = -
! -
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ENDINGS

14

The ENDING of a composition, consisting of a reasonable number of measures in length, must be
definite. By using similar material as that used for the introduction or turn-arounds, the ending can

lend effectiveness to the arrangement. )
One-Measure Endings

These endings are to be used for tunes in which the melody ends on the down-beat of the last measure.

This simple progression does not interfere with the melody note, which is held throughout the chord

progression.

Example 1. Transposed to key of F.
{ - i } /-/-? N
=T ==
N e I V |
l:\: 2 i 1 : N g\: 2 ;
s ; (" — & 75 f &
- < ﬂ - vV 5 i 1
b"' N—"
Transposed to key of Bl? Transposed to key of E
__Q 4 l J X P
1 W A 1 £ = D )
L. b S £7° 1 N P— [ 4 r 4
%4 & ¢
%i F: E i FVF ) | ‘
Oy —F— T % X oy Y
- — & 3 751, X I | m— — <

The following progression is in the nature of a short “tag”.

Example 2. Transposed to key of G.

E% 3 —9—% t 1 N
f A FL S 1 ! 4
= < H iy, ﬁ <

— ! “ o el
ran i 1 f N 1l o) g" A p— N
—3 = # P i P — } i — I P
— ~ 1l -

The following examples are similar to Example 1, except for the delayed chord progressions.

Example 3. Transposed to key of F.
| D P
< < 1; H ] ~ F i
TR 68 3 g f
)2 i 4 L - ()
i Sm——— - — < ——1— <
4 2 3 b‘ q"‘ 3~—
fod 5 12
Similar to Example 3. Transposed to key of Ab
ey s ‘ ;
i = :\ vV 0d e R 1 Cam— 5
#:i — HJ v W
<~ ~——"
~—
s Y H Oy b e
E ¢ ? €

8039-44
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Two - Measure Endings.

These endings are to be used for tunes in which the melody ends on the down-beat of the measure
next to the last one.

Example 1. Transposed to key of F.
c6 BbY c6 F6 Eb Fb
h //__\
_— — | <> } N
o fh 5 #‘fﬂ—ﬂm S e 1
L | Y] T
o % ‘l AN |
3 5 3 23 pe- LA
3 5 3 3
Transposed to key of Bl.’ Transposed to key of Eb
Bb6 Ab9 Bb6 Eb6 pb9 Eb6
-—Q 1 | —_
- P ] e b II-I‘ ;
| — |
I f ¥ b I r—i
== b —eeo— =% SE==—
3 5 3 93 e bz ¢ . &
3 5 3 3V
Example 2. Transposed to key of F.

B'm7EYY 6 (9 pr6:2dd9

Transposed to key of B‘.’
. Bb6 Ebm’ AV
5t
)
gy
Z b % &

Transposed to key of Eb
EP6  EH9

W D
et - T.dVMgll |, |
e el "TTEee
:--‘.-(;_1-:).4 "
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Example 4. Transposed to key of Db.
C6 Dngb11+ C6add9 Dbﬁ Ebngh11+Db6add9
_Q | ~ | | /\(
" = X : < 2
0 L ): e : ; <
< ;H 1 <=
} T—1 1 t -t o 12 N
b o (P2 =—i=—in
4 3 2 & 3 4 -z Sl Fhy v,
4 3 -2- 4\_/ ;’
Transposed to key of G. Example 5.
G6  Am9Ab1It (6add9 Cmaj9 F9 BbI3 pb27+ c62ddd
~~ o J
— c
GU = ﬁf % 1 = h | | ! W _
Il
Oy — Fr—t———r 1 S B e —— Y
7 X j ] j I I & ¢
4% 3 E L~ "' ~ 2 4 2 =
34 3 2 3
Transposed to key of F. Transposed to key of Bb.
Fmajd BYEP23Gb 12+ pbaddd Bbmaj IEPIAP13B 111+ Bb6add9
| — B 7 X + ¥
- £ o <
L ¥ D .
F b F g (h_g_. Y, U |
S e — : Y b — ¥
— - “ o byt € B &
2 3 F_'a; _g 3 2 gl 4 2 3
Transposed to key of Eb.
£b6 B9 EY9* Ebmaj7th
/-\0',
St ey
:3' ;
% : X Oy % —] ¥
e 72 — . . 3 % 4 1 €
4 2 2 4 < 2 fe De &
= — - 2
4 Z 4
Transposed to key of A[’. Example 7.
Ab6 g9 AR AbL.7 c6 Eb? pm7 pb11* (badd9
T
| J
y i g 4
¢ i - €
D)) 1 T T
: ! X % Z
R b =
4 2 5 & =
8039-44 “g - 3 5 2 2 4
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Transposed to key of Dk.’

Transposed to key of G.

8039-44

D[)ﬁ Eq7 Ebm7Dh11+D|,gaddg Gb Bl;? A’ Ab11+ GbSaddQ
/’_\4
: /—_\
B !} ’) : ; H 4_%'_ P -l TR (’}- }
CREEY =SS5 ey (& T—
T T 1
* f Bk gl
= 2 : r— 1S -2 e Y
e —— —=
a3 a3 D 5 2
3 h 5 bg hg b? 3 2 = 4
Example 8. Transposed to key of F. .
Cﬁ Eb7 Abma'j]DbII C6add9 F6 A[,7 Db .7Gb11 F6add9
maj
Jn I A: % N 1
Z\ L= d° f 4
{ PRV X0 < 0 P
D} 1 — - ez
(h\ o
_lfL}:_%__._{:hJ T 1}) | /:Tr t - :')
‘ N . 1 - - v <
be 5 Lo = 2z & 2 3
2 & 2 3 5 =
Transposed to key of B.b Example 9. »
. + DD
- B pb7 GPmey? B11I*+ BP6add9 c6 pI Conai”
h | ] ] . -
| R e—"
: e T e
\ 1/ [ I
- 1 N . 1 1 N
i LR 3 — %‘l IV . g i Cam- 3 —1 15 - }
2 bz- "5 2 3 3 5 2 3
Transposed to key of Eb. Example 10.
. 11+ Eb11+
Eb() Db E 06
0 e
| [ W’40r 2 /2
A M |
D)) ' ’
M
Db 4 %“: y —
4 ) j:o é 1
_’L‘M = b - ‘q T - biI- ;3:
3 "5 T2 2 T
Transposed to key of Bb. b 7
Bb6 o qu B maj
1 e 1 2 1 2 —1__
___m iﬁ%—%* J‘_-I/\
L t n ? — ——%
M T B )
S22 =5 F . 4 = —— 2
| 'E 4\_/



Deceptive Endings

In a deceptive ending, instead of playing the usual tonic chord against the melody, an unexpected f:hord
is struck-giving the impression of a suspension, which resolves to the tonic chord. The latter may be slightly
altered, such as: maj.6, maj.7, etc.

Example 1. Transposed to key of F.
Abmqi7 Dbmai7 Cmaj7 Dbmqi7 Gbmaj7 Fmaj’
i — . — 9@&4 = : 2
\\iv, 154 7 . € 1l A — o <
o = | ‘ [| [y,
O E— = — (P 3
7 . 14 24 . & 1 A T £
v JI - ] v N ‘l-; -
2 3 4 bg- 3 4
Transposed to key of Bb. Transposed to key of E!’.
TQ | Gbmﬁ7 Cbmaj.7 Bbmﬂ7 n L Cbmﬂ7 Fbmm7 EFmﬂ?
1+ 7 N H | [ ) g; N
H P [ 4 > D [ 4
P (=4 0 ry 1l NV Dy | (&) ° ¢
ANV b ° -~ ] ANV - 3 p=u | 5'
D) o . . |
Ar: b 2T }ch* 0 i T g
A - < <P b Tp . =
z 2 ‘ - TS
Example 2 Transposed to key of Ab, L6
bm7 —AH <
Dm? Dhnaj 7 B I-ne .ALle7 | -é-
J A _ 5 N || :llﬂ L 042 }
[ESEE - s b
!‘ 1 . h A\AVA = 1 1 | hl
b D . T T
.y N 11 I A T~
CEE= P PENAE S e ==
‘ 1 G ~ V_ 4 @ ,U‘ v = <
¥ o 3 & 3 2 4 :’ &
3 g 4\/
Transposed to key of D!’. 6 Transposed to key Olf G. G6
b7 D Am7 __Ab-mai7
/—'\ maj.’ T~ .
%E—m%g B et 3
g ¢ & = A = a=
D) qe pE Py I
Fhl 5o >~ O T— o ——
| T ] = = ———
*. w7 b ;9@ 3 2 s ¥ W
3 2 & 20— 3
Harmonic Extension Endings
In the following exercises, the usual two-measure ending is extended to four measures.
Example 1. _
C6 Fl3 Bb9 Eb13(11+4) Ab9 DPI3UIH)  CmajdGbmai7)
" 1 { 7 1IN\ N
21— : b 5 Eha— —
NV - - [ ™ P o o
A € D& Kz & ‘(E)HE- b=
*
0 — . 4
5 ¢ T — b ‘ i~
2 o 4 bf- & bz N

*This etfect i5 sometimes used—ending on an unexpected chord.

8039-44
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Example 2.

) Fi13  Boma’ Eb13 A mi? D13 Cmai.”
e 2 s 1 - N
o2 vﬁa—hﬁvvq I i T i? S ¢
Q) V v. 14 = ﬁ'q-a,»'
2 5 4 e 4 [7'2 =
3
Transposed to key of G. b -
G C13 Ema?  B'13 EPmi?  AP13 Grmaj”
ﬂ x o P
r = 7] 1 A e g N
o4 2 22 ?B—% : :
) l l
7. — L i”’ 1 017. g
2 3 1< 4 re 4 3
Example 3. EB7
C6 Elm7/—'!‘\Dm7 Dbmaj7 Cmaj.7
ﬁ!& Z - - ; o i &
/) = p —
O = ¢
) < "
o e be T e = =
S | — i — < 1
2 3 12 3 12 5
Transposed to key of Bb. - b7 -
ﬁ . Bbb Dlrn”)/__\Cm7 C"mﬁj7 Bbmaj7
P |
75 I s — p
!@ V. ; M 49 & ——-—
) o
| s. i i N i N
(E=5E 2 et = s ——=
|3 Ig 3 & 4 —
Example 4. b .7
6, 1 22 Ebma’ Agmai®  pp7e G139-) C6add?
:g} — 4] — ’ — <
1 ET‘_tF# o1
D), 1 L3 -
/: 7 AR/ — § ?‘
= 3 104 h
3 <~ 5 '&' 3 3.
4 2 4
Transposed to key of Eb ‘ b 7
il 2 1 2 3 Gﬂm&iuc Brmaj” Em 2 B39 | E6add?
mﬂ_ﬂ ' ESP =
= 7 2 —
y) T Iq L 3 |
g;l: T 4 £ 4
-1 r - £ L]
= v = <
;- 4 = 3 4
8039-44 5



Replacement Endings

Example 1, Original two-measure ending.

' Any of the one

20

]
@ measure endi |
5 ngs
Dm? G13(9-) (b 'may be used here. !
T - . 1 | |
P NS ® } | _HT_ — ;
o e = E%e
\/v M
13 " ; Y O ) S ——
=== H (e i et
@G 3 ¥ & & < 3 + 23

Example 2

Replacement Melody and Harmony

Occassionally, the original melody is abandoned before its last note is sounded and is replaced by
a more “final-sounding” melody. The most important feature of an ending is the feeling of finality.

D7 Fm? Abm7 Dby c
.
—
| —— l ppa—
This may be used as a substitute for Example 1, given above.
5 = - : =+ :
¥ s R

Replacement of Melody and Harmony in the Final Three Measures of a Given M=lody

(Where the tune has a two-measure ending)

Example 3.
Dm7 Db9 C6
L-J. b —————— - T —— .
I T — — = &
| 1 e ——
1 \’ i
% lp p’l' . — [ @ ] (& K0 g
'3 |-2- % —~— —
" Ay of the two-measure endings may beused here. |
(@) i H
Dm? Db9 ''c6 F9 BbI3 pbr1+ (badd? E
b'J' l’ ‘ R cJ .
i —
| | I U i <2 r3
! N I | ] \ -
: ) ; —1 y 4
% e e — be— :
3 IE 4 4 4 b &

8039-44
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MODULATIONS

A MODULATION is comparable to a turn-around except that, instead of returning to the key proper,
it modulates to a different key.

The usual modulation is two or four measures in length; it may, however, consist of any reasonable
number of measures.

The simplest modulation is the onebased on a nearby position of the dominant 7th (V) chord of the new key.

The following are all based on two-measure endings.
Cmaj. to Ebmaj. Cmaj. to Gmaj.

Key of C maj. V7 of new key Key of Ebmaj. Key of C maj. V7 of new key pKeyof G maj.

Ty e ) Y T > 4
ANVA = 4 A\AV4 - P4 hod —
o = Y] i s O
7; E' LW ) H | rj a"l;' [ W } =
2 3 P 4 2 3
4
C maj. to Bbmaj. C maj. to Fmaj.
Key of C maj. V7 of newkey | Keyof Bbmaj. Key of Cmaj. V7 of new key Key of F maj.
[ ) (® L.V PN i } o
v bt £»
<> S
[))
W ) [ @ )
| e 'S M
2
3 4 3
Bbmaj. to Dbma;j. Bbmaj. to Gmaj.

) | Keyof Bbmaj. Vyof new key | , Keyof Dbmaj_. Key of Bbmaj. V7 of new key y Key of G maj.

B—1—— (8 )
1 [
9""_ | > —
2 4 5
Bbmaj. to Abmmj. B bmaj. to Cmaj.
_Q Key of Bl’maj. V7 of newkey | Key of A[’ maj. | Key of Bbmaj. Vi of new key Key of C maj.
Hre—o— 3 T—]
[@ ] LV P=
) o k= )}
L 'S
(s B Et——s = e
2 =g 4 3
3 N 2

When modulating to a minor key, the procedure is the same as that used when modulating to a major key.

Cmaj. to Bbmm. Bbmaj to Cmin.
g Key of Cmaj. V7 of new key | Key of Bl’min. | Key of Bl’maj. Vyof new key | Key of Cmin.
<> [ W ] ©-
A\l VAN ) =i 4 159 [ @ )
D) ES v O O O
0 1T ll
[ W/} m Pa LW ] N
o 4 - : 1 3 h
2
8039-44 3 2



Modulations Based on II; and V;, of the New Key.

This modulation is extremely interesting and practical, as well as being quite popular. Thorough
acquaintance with this form of modulation is very important.

8

Cmaj. to Ebmaj. Cmaj. to Gmaj.
Key of C maj. 11, new key Key of Eb maj. Key of C maj. Il new key Key of G maj.
| |
| - | A
e e e > o e = | ﬁ e - 8
b= 4 h [# | a3 AN VA P =4 1 —_—
ry) © v 7] e © ME O
e b 4
‘ Ty b5 B : > w——
> v v vy - f’ P
2 3 4 '?' 4 2 3 4
Cmaj. to Bbmaj V7 f Cmaj. to Fmaj. Vo of
Key of C maj. II7 new key Key of Bb maj. Key of C maj. 11, ne\z key Key of F maj.
1 % | ll;' 1 ; 1
| ) P | 49 19) 49
v -~ £ ) Pa v ’_g v 49
S S b ¥ 8 \\iV S (W)
1 "
[ | N
o — z — L — .
3 4 3 2 3 (z

Bb maj. to Gmaj.

Key of Bb maj. Il

V7 of
new? key Key of G maj.

Bl’maj. to Dbmaj.
Key of Bb maj.

Vv of

I ne\\?key Key of Db maj.

by bt
‘ = - £ b
A\IV (W J " g
O n& O O
R — +
9% - = S M= T }1 g'r'v' b
4 3 ‘4 2 D&~ v
- 4 3 4 e
- 4
Bbmaj. to Al’ maj. v B[’maj. to Cmaj. V.
7 of b 7 of
Key of B[’ maj. Il new key Key of Ab maj. Key of BY maj. II7 new key Key of C maj.
| _ | ! . ' . "
R — ANV v 3 A >
=2 o 2 J <
) - 1| L
. | N i
FP——= H——e—t S e
2 < 4 3 ‘4 2 3

When modulating to a minor key, the procedure is the same as that used when modulating to a major key.

8039-44

Cmaj. to B |7min. V7 of b Bbma) to C min. b V7 of '
Key of C maj. II, new key Key of BP min. Key of B? maj. Iy new key Key of C min.
! l 1 . |
1 1 I AWIA
Vgt o
(W) = > S 4
'é' v - [ 8] [8] [/, [/ -
1
ﬁ__l—' o 4 e
‘ o f
2 Coa 3 s 2 8

18



Modulations Based on the Preceding Chord Progressions.

Cmaj. to E bmaj.
Slow

__Q & | |

Q) <

w@j
.
XX
W
ST
S
S
LA
p——

- i : l ———m—
- . |
e |
. —
i =
3 g 4
Cmgj. to Ebmaj.
Bounce i
N | L 2. 4149 bg: | )
RN ? = (A ANDI &Y
ry) o g [—— ¢ e
F L_,__'g_———-'J
)¢ o7 73 y J A s
A [/ 7 N N7 P3 i 17N |

: e e e

~ 3N l,-z q_2_ 4
Cmaj. to Ebmaj.

Bounce i
2 5 3 1
] 4] o et
| J | —_— T 7 /7 = 4
PED Pk —— i W !
3 |
P R s ¥ .
L ————
| ! & J < + b l;" 14 TN
! DS
Cmaj. to Ebmaj.
Fast
T —

E 3 !7 o~ b T X | JiA
ﬁ ¥ ' Iy
‘ I - ¢ 7 T | I 7 - — S
.J M Y £ 3 o T 14 I =

L. ll

t i y J (V] [ v] I “H_Iiﬁ

—= KL

T ST
Cmaj. to Gma|

Slow

AN
\

I\E
M-

*This chord—one half-step above the new key,

arrangements.
8039-44

instead of the V, chord—is commonly used in modern



L —
1ZP=

L 7

3
1

Ebmaj. to Bbmaj.

Slow
Cmaj. to F maj.

Fast

|
104
1

! I

Abmaj. to Dbmaj.

Fast

Il
b
L |

1]
11

1
|

[

I

A
| |

rJ

/4
1

nmL

115
'IV
l

11
=

P

fiy 1)

m,

Cmaj. to Bbmaj.

Bounce

JiRY

:

b’!

U

JIRY

Ibi ARl ® )
O

v

AN

|

=

49

Gmaj. to Fmaj.
Bounce

f

T —1 :
M|| 3

3
j.

W

) [4

Bbmaj. to Gmaj
8039-44
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|
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%'\

Bbmaj. to C maj.

Bounce

o »
== =gl
X J nmml
.3.- Fte
-
~|nv
N B
| EY
-
- e
|
L™
o ENA
=¥
. (NN 11
s
S h
h
m AYIV llV
" —
.M. W mE.N L.
U oo
0 5 DS N
N

=0

=h |

2\

)
=

L~
I

y 4N
| (.o
ANV,
D)

=

Abmaj. to B bmaj.

Bounce

Bbmaj. to Cmin.
Slow Bounce

)= 4

LA

Y

Abmaj. to Bbmin.
Slow Bounce

14

b

bl

171

iy

|
B
VT

|
b
| 4

A
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Deceptive Modulations -

In this type of modulation, a turn—around is played in the old key just as though the next chorus (or strain)
were to be in the same key. The new key appears by surprise on the down-beat — a truly smooth, melodic
“lead-in.”

(New key instead of expected key of C)

Key of C maj. V7 of C maj. I Key of Eb maj.
) Py 1 L"i [ W )
ey 4 8 oo S22 8
6 N
3 £
4 — = a7
e -

The follow ing effect, similar to the one given in Ex. 1 (a), is frequently used by name singers on popular
records. This is a surprise (sudden) modulation into a key a minor 3rd higher than the original key.

I |
.# ! 3[ | 1 " L
1 ] | N 1 A [0 )
=== s ——=——
') ~F
M
» » A
® | 4 T 1
e 1 I 1 11,
+ 1 1
L © —

Another surprise modulation into a key a major 3rd lower than the original key may be used, as follows:

(Example 1) (a)
I II Vy | , | of new key I VI II Vy L, I
T b ‘ f YA [y
6 —o S—ibt—8 | on i
rY) et =2 é " ) .
Y2 — Tt Oy g— - &
= Yo B £ i
p—_
(b)
o V. I
1 41 I o » s
L 4 L it "2Y [HAR ey —
D1 % E—F P —
D)) - J
)& — b
_'Li 1 & b }"V —
(c) Variation of example 1. I 1
— [ | 3 L | | 1
. 1 1 1 1 1 [/
0 _— | | Hh | L [ W)
[N 1 | 748 4 [ W ]
v g o m
s i 1 .
0 I { t % 11
M J T } '%F . -:
= v

8039-44
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The following modulation is often used for a subtle change tothe key one half-step above the original key.
The common-tone modulation is especially helpful to a singer as a lead into the new key.

One-measure ending.

Common tone

1 IU. {1 P
[ b 1 V] e
) | 28 v J P u('—’
C maj. Viy of Db D[’maj.
z i' E [ iD ‘kL
L 1V
VDb
Vv
fe )

Two-Measure Endings.

C common tone

bl '
: 4

e

f«::’ : LS b+ =
8 2737 < P o
O) - b b
C maj V7 of DY maij. DY maj.
| 11
e %- —
a2

D common tone

|
1A <y

© 1S, £4 : »
(@ ) iAW |z €
[® ) [ W ] €>

D maj V7 of Eb maj. E b maj.

ke 2 >

G common tone

— [1 A
9'/ 1 L © b ID A‘l“
J 8 4153 2=
| G maj. Vi of Ab maj. Abmaj.
< 1 |z [ @)
<« b‘e‘

Variation of the above.

n ! T - N | Y S
Z =S — bt e
e ® ~— M4 [ 8 ]
N 4 S ~
Comai. M V of D maj D’ maj
i ' 1 — T
1 T T . Y 1 7Y
- ' S +—  — e 1 m ]

8039-44
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Another simple method of modulation is to play a certain figure in the old key— then transpose it, without
preparation, to a new key, as follows:

Chmaj. to Dbmaj.

Bounce
1 | | = _ N | | i 2 .
3 ] N M4 -~ T 0
E—’f—i?}: :
~ N |
YA —1 | —
—J° 5 L | "= Py .
Ty 7 v PO = ®—
N 1 Vi v 4 °
To— —~— _— | | 4

Cmaj. to Ebmaj‘

Bounce

%ﬂ g: | | :

£ 3 i
o4 e -
= e
— = | oo =S
Cmaj. to Ebmaj. .
Bounce (Single Note Style) .
5 2 [, 4
3 4 2 1 2 5 4 e g 3 21 2 4 2 .
E' i - [¥] 17 1 J
J A 1) 1 M| & J 4 Y v °
__L*N;' I i}__{ — l
M M
E=ES=== — e EE Vg
2 3he__@
Cmaj. to Dbmaj. Accidentals may be used in place of signatures.
| f\' L 1 N L [ ~ .
L) N 1V bh T
o & b 1| V] [v] L]
= | =Y 1
By 4 - : e = &
J A [ J 4 bl B 1Y =3 1 J T 1
' = 07 { e )} -JT — {
3 4 2 S 'b' K- 4
_ 3 E 3 2~ r 4 h-g
Bbmaj. to Cmaj.
Adapted from introduction shown on page .
f) | f | - |~ L 1 | ~ _
b I I 1o} I
:_7” LA > Fir} : =2 !
L____.?______,J 3
I n _
Z 5% : ) s - P !
4 -
8039-44 3 & % 3~ 8 2 2 *



MELODIC IMPROVISATION

A question often asked by some student is: *“How can I learn just what to play when the harmonization
calls for F7 or, for that matter, any other chord?”’ The answer is given here, as follows:

Using only the chordal tones of F7 (for example), even in an interesting rhythmic style, would sound rather
academic— like someone practicing arpeggios. The best jazz musicians play melodic figures consisting of a
combination of the chordal and passing tones. (The latter are also known as auxiliary or neighboring tones and
embellishment.) The melodic figures, or melodies, are usually so flexible' that they can be suitable for any
number of chord progressions.

It is not of vital importance that these “improvised melodies” be original; they frequently are more
plausable when they are developed from some familiar material, especially from a part of theoriginal tune itself.

*Excerpt from “Flight to Mecca”

(Notes marked x indicate passing (auxiliary) notes. They may be either diatonic or chromatic)

Cm? F7 Cm? F7 . Bb (mai.?) s Dm7
A\ 1 IEEERE 2 pol21 gPe
=7 S====ss—S=== o
o L x x  x x (9)(22) (7) x  ~ (7) (9)

One way, in which to develop the above style, is to transpose the passage to various keys, as follows:

Transposed to key of Cmaj.

Dm? G7 x Cl(mai?) 5 Em?
7 G7 N 1 2 1 £ p
Dm’ G 1 1 2 1 " bt .F. - 81— I
e — i _— f T —1 —4 =
| 1/ 1 1 1 | il
AN VAR ! | 4 L T )
Another way to practice the above is by means of rhythmic figuration, as follows:
One beat earlier.
Cm7 F7 Cm? F7 , Bb (mai.”) 5
L 1 3 1,21 L 121 o
—~ ® b 1]
1 | H B Y ete-
< ] ] = 1
oJ
Two beats earlier. F7 Cm7 F7 Bb(maj.7)
5
Cm? —5— 4 ~
| 1 3 1,2 1 Lo 12 1 o™ e
1] 1 | 1 1 - 1 1 1 —1' t Al E{ 429
.) % !/ 1 T 1 | [’ __é 5
One beat later. Cm? F7 Bb(ma;.?) Dm?
S 4 5,
. Cm’ F’ 1 3 1,21 v e o o 1 2 1 P
3 [ ]
1 1 —1 T 1 T t ¥ etes
- A 1 o [ I

Y,
*<Flight to Mecca” will be found on page.39.
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The following exercises should be practiced in various keys and rhythmical patterns. They may also be
practiced in various tempos.

. vé
Exercise l.g’

Gm 7 F
4
2o 1221313 23 1Y g 2 1 g 1
e o e e o e S i =t
} | 1 T
© 7 nLlﬁty’ 7 U)‘ etc.
S » M
e e = :
: - m— , -
47 (0.2 5 C
Ex.2 Dm ¢ C 5 14 o o
A ® g b [” 1 h‘ 1 l’ﬁ &
r .IF ] | ® . l’. ] — -[F =1 ~—
1 — —
), 3
m / M My etc.
o d - d —
N L5 5
) -
P = b= s =
Ex. 2 may also be harmonized as follows: -
Ex. 2(a) Ex. 2 (b)
G7 C Dm G7 C
N
——F——7——F ——F——7— —F——F——F —F—F—
1l
D)) [Y)
5 4
Ex. 3 4% 1
\ .' 3 3
; Eb E:’ :El{ﬁt alle 12154214 1 2
e : 1
M - I etc.
P L g
=8 :
Ex. 4 '
‘ 4 4% F7
| Cm7 @l o@pld 12 4 4 1213,!,_,_1"3 13
y i a— a 1 % ! | 1
|4 é J A v
) 3 —o—
m —_ m
€ 7N » 1
i ﬁ‘k y i |
L b ﬁ [ @ ] L & !
— 1 v
Bb 5
| 2 1 51 4 21 4 1,3 2 1 ,@J! el
11y | 18
A ' : |
b 3
i — |
—— X = ——
— 3 #0‘3
I
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*Excerpt from “Boppin’ the Blues.”

Ex.5 Cm . F;72 Bb Db7 cb7
| 2 1 52 3 2 31 3 13] 31 2 1 1
> &ﬂz = 1 T ] N
17 11 i i ! a \' I. g
), r 7 -
.2. 7| M bQ— ~é- .
'\- 1 1 N N q . N
) WA= &y Y 4 - nER [ 4 1 ¥ A
A N — P & il . 114 2] P
I b.u—
Ex.5(a) Reharmonization of Ex.5
n  F7 Bb Db7
M J | J A /4 J Vi J /A J J J 7 J 4 I
} .. W4 J A /4 1 V4 I ya /4 /4 1 /4 1 1 I /4
N/ i 3
E,’gﬁ(l)) Reharmonization of Ex.5
o Cm F7 Bb Db7
p' A lU
Y AW N J 4 I ) A J I J ] J J I V4 /i 7
XA V I 7 I I J 4 J 4 1 7 4 J A I A 1 1
A \v
)
Excerpt from “Flight to Mecca
Ex.6 Cm ch7
3 1,3 1 2 3 1 é - 1 2
iv' 3 [ q jlj_‘_}ilb‘ l -
S} % S s | I — - <
3
v T —
. & d
'\o 2 1 N 1 N 9.4
]l i—;l]‘- l 5 0 g 07 N .[4 P
I T i
Ex.6(a) Following are three other ways of harmonizing Ex.6
b B’
#—17 7 1 7 7 7 7 7 7 i 4 -
| .Y 7 I I 4 I V4 Vi 1 V4 V4 P
\N\/ N
I:J 6(b
5x.6(b)
h | Cm F7 Bb
- S— 7 7 i 7 7 7 7 7 4 -
_@V__i I 4 J 4 /4 /4 J 4 ¥4 4 1 1 ‘}
e
Ex.6(c)
D 1 m F7 Bb
AN AR N
= —Fr— T —F—+ T —%
o :
Ex.7 Dm G7 C
h ° «2rl-a35 3 1 3 b:b 12 1 A1 4 2
> a— '_ﬁ T—1
> = 1 —— — i
1 1 — 5 12 ] -
m | di M3,
O 7 &
o < 1 ; - A
E== = : =
A= 1
el
Ex.7(a) Reharmonization of Ex. 7.
S <
) A % 1l
G F—F—F | F F T T 1% =R

D] .
*«Boppin’ the Blues” will be found on page 43

8039-44



Bb
Ex.8 - 2 1 5
. @ 2
. FEEEfsalee . 5h3113 2., 12 15me 14l 2 4
[ﬁ'_ll_ [ } 1 ; -
1 1T 1 1 e
7 o
© M i
° t i T b
i
|
Excerpt from" Flight to Mecca”
7 7
D G 5
Ex.9 5 2he 3 @@
, R ele g1,z , 3 1 3 21’,;&!‘5 e et 2 5
! LAl | LM { [ ; 1 ;
S S —
D)) | . '7. L3 ;
e AR 3 4 — ——— . 4 1 4
= SSESsSE
T T -
Crm Excerpt from “Flight to Mecca.”
5 F7
Ex. b
x.10 £ . i 2,13 1, B 834
| = — 'L‘ﬁ.h_k - 2 o
! L i 1 1 ‘{ g
. 2 —— b
| | 5 N N
%‘? — = ¥ ;,3:_%" ; —=
Ex.10(a) Followir71g are two more ways of harmonizing Ex. 10. Bb
E) | F
2 Z— i s 1 i 7 ya 1 1 1 i 1 <
)
E}:.lO(b) 5 F7 Bb
:5634£;15;4, ; / / / } / / /' / / / 5
o
Excerpt from Flight to Mecca.”
Cm 7 b7
Ex.11 A F C gb 5
¥ al izqmbé[z;iai,s 2124 3 2 1 h (h 1
1 1 1 1 )| \’
1 1 1 1
.) 1 % | | - 3
m N m : i <
; [¥] q y A [V] 1 ; 7 -
‘ggiiig ii;;;:; o I—1 hiﬂ <
] Qi ¥ To
Ex.11(a) Following are two. more ways of harmonizing Ex. 11.
| F’ B
——F—7 7  —— — —F—7 7 —F—71—%
g 11(b) , b
g ! Cm F B
i (S e — I—————1—F —F——F—7F —~———F—7F —F—F < 2
o

8039-44




W
W

Dl?7 C
Ex.12 Dm 4 |5
2 3 4

g 1, 243 21#1!h_4 l’-bolol,:ﬁa 15 3 2
| 1 ' ] 1
D)) ~ =1

m M

y) bﬂs o
% t 4 — — r—= —|
< - -~ |

v i =

2
Ex.12(a) Following are two more ways of harmonizing Ex.12.
Dm G7 C

; —
e e e e e e e e

)

Ex.12(b)

0 G7 C )
st r 7+ FF+F+ T F I r 77 F F =
| -~ 1
D)

Ex13 G Ex. 14 Eb 4,
421 4312 1 35.41 OI 21 31 '11‘1 23,4
# I )l - - 3 { i
| 1 YFV % Vi 1
| A1V w
'3 d
| M — M
% g = - i % g — T
e = m—
D7
5 A
Ex.15 4 4)131,3 m 4 7 G 2
GEyambaste ttpatayDl 101 =11 sEEm ey
: 71 1 J | | t ! y & _‘[
D] T — w3
7 7
2 m o M
% r = i o= =
= -~ <
r v
Ex.15(a) Following are two more ways of harmonizing Ex: 15.
D7 | G
e e e e e
)
Ex.15(b)
D7 Am” Ab7 G .
A
—F—F—F e —— 77 =
Ex.16 F
C7 3 1 1 2 1 2,4 1 2 (he .3
L 3 . (h o
; i } | 1 | H 1 % M | e
.) 7 -‘- l3/ * T ]
> M
T v
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C & 4
Ex.17 4 1 1
> 4 PTeaefpe 4 1 Gm
4 . -;r :g # — — e, i h--.—. .TP. :g-.#-l'- 4 1. 2 -
7 —— - e s e =
'J N I
= =
f;)*-: ji* y 4 i — = ‘1 i — -
Ex.17(a) Another way of harmonizing Ex. 17.
D’ Gm
N 1l
?H e —— —F—7 7 A S —
Ex.18 C
G74 1 212 % ‘_..1._2.,3541 4 3 1 4 1 2 4 1
" —— 1— | — ! I t s |
‘ i = B e —— - jj ¢
77 L3 _® -
SEESE=— —
I
Ex.18(a) Another way of harmonizing Ex. 18.
. Dm G Dm D’ c
I y 4 J J | V4 4 J /4 J J J J J V4 I } H
?_& y S 4 A y 4 1 V4 Vi L y A 1L y 4 y 4 V4 V4 1 r ﬂ
Ex.19 b
14 B
7 3,1 43 583 3 12 1
%F 1 4 1 ==1_=1 _
8 e — f— i — —— - . —r—= H
{ | S —
. .
> 3 1
Chz=S== == =
Ex.20 7 5 b
F 21 3,1 3 5,323 1 g 1 3 2 1 3
= = T T =
] L 1 =
3 - L__Jz___J 3 S | - M
% g =R ) 1 §4-
- ﬁ I
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COMPLETE LIST OF 7th CHORDS BASED ON
THE DEGREES OF THE MAJOR AND MINOR SCALES

Major Scales

C major .
H ! 1 11 v v V1 v
fer— 1
AV -
o C;m;?r ﬁm7 Em7 Fmaj.” G7 Am7 Bm7-5
Inversions of the above Chords.
1st inversion
O o oS >3 e
7, ok o oL S —€» S <5
A\APA 5 8 {{’ LE —
)}
2nd jpversion
e o 8 8 B oS il
> [ @ ) VG —— —
e 4 [ @ ] A"
A\AV4 -
e
—9 3rd inversion
T e e o——o
Practice all the following chords in their inversions.
VI
G major v v Vi “
2 g I o - 8 : :
e - |
ANV 4 - - - iu
G maj.7 Am7 Bm? Cmaj.” D’ Em7 o m’-5
D major VII
VI
I I I IV v 8
' ’ 8 =
o Doi?  Em? Fém’ Gmai” A7 Bm’ CHm7-5
A major ‘
I I 11 v \4 VI VII
1
2z . H
D) g ' < Dmaj.7 E7 Fim? G¥ m75
e Ama? Bm? Chm” -
major VI
g E £| 1 I Ll o a ] g
v E mj7 F#m7 G# m’ A maj 7 B7 C#m7 D#m7-5
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B major
I 11 111 v v VI VII
< o - -
B r:l-a.i.7 C m7 D#m7 Emaj.7 F# 7 G# m? Agm o
F# major VII
Vv VI
I I I e ' =4 8
X b . -
AV L
D) Fi*maj.7 G#m7 A#m7 Bmaj.7 C#7 D#m7 Efm7-5
C# major VII
I 11 111 v v pe =g
Ell
N1/ haf ) ) -
o ;o “ 7 -5
CH# maj? D m7 Efm? F#maj.7 G#H Atm? B#m7
F major v VI VII
p 1 I i - 8 b 2 .
4t L. =
Faj? Gm” Am? Bbmi?  C7 Dm7 Em’™
Bb major
hH 1 II I v v VI Vil
2 17
I~
o 8 d
N >~
B/  Cm?  Dwr  Eom F Gm?  An’5
El’ major VII
VI
Q 41 i 11 A P& 4 S
R fom g
VGU -
Ebma7  Fm? Gm? Abmai7 BV Cm? Dm7-5
Ab major
Dt 1 I m v v vI vII
(o
_:ju B - U
S - &
Abmaj”? Bbm? Cm? Dbmaj7 Eb7 Fm? Gm’?®
Db major
VII
L, I I 11 v ) a ;
)
Dbma?  Ebm7 Fm? Gmai? A Bbw?  Cm’5
GP maj VI VII
jor ; I I v -<V>- g
‘) L. - - E=N
:ﬂTL L4 W4 ] + = ay — 1
A\ 4 =
o Gb maj.7 A bm7 BBm7 C” maj.7 Dw E '7m7 Fm7 5



ch major

Vi VIl
b, ] I I Iv v <
AT N ) [ 4 b = 4
Faand g s £ i 8 B
) =S
Cbmﬂi7 Dbm? E"m7 Fbmaj.7 Gb7 Abm? Bbm7-5
. . l
A (harmonic) minor Minor (harmonic) Scales
;g I 11 11 v \ VI viI
g 6 s
Am7+7  Bm7-5 Cmaji7+5  Dm7 E7 F maj.7 G#°
Inversions of the above Chords.
15t inversion
Fat O ) ()O "‘i—’; ﬁ iﬂ
> ) ) 2 -—
D) - i
2nd jhversion
P & (8] ﬁ r
. &) 'S ae 0% — 2 = j
=3 (. ) —
3rd inversion
“ # Pa < 4+ § #ﬁ
[ W ) ) = 4 1 B ] P = i 8]
B ) [ B Dl o

Practice all the following chords in their inversions.

E 8

E (harmonic) minor VI VII
I 1 11 v «g» ; -
~ )

# £ i ¥ |
o8 “
Em7+7  Ffm7-5  Gma7+5 Am7 B7 Cmaj.? D#°

B (harmonic) minor
I i I v ' VI Vit
'y & 1 iﬂ
1l
) N e
Bm7+7  C¥m75 Dmj7*+5 Em7 F#7 Gmaj? A¥°
" o VI VII
F* (harmonic) minor - I Iv \' . o
I . " &3 hd i» o
¥ $ - # & 4
- F47+7  Gém75  Amai7+5 Bm?7 Cc7 Dima? E#°

8039-44



ct (harmonic) minor

38

vil
I 11 01 v v “ 0
=i =it
v Ca‘m7+7 D”m 75 Eumj.7+5 F “m7 G“7 Amaj7? B“O
D (harmonic) minor VII
I 1 I v v )L )
Y Dn*7  Em’5  Fma/*5 Gm? A7 Bbmg?  CH°
. . . VI
G ( armom;:) minor . - VI v ggv
H>—=8 = —
B Gm’+7 Am7-5 Bbma.i?+5 Cm’ D7 Ebmaj.7 F“o
C (harmonic) minor | i VII
g L I Il 111 v ‘_/_2 ﬁ -
— g 5-‘ 1 f
) R34 7 o
Cm7+7 Dm7'5 E b maj. 7+5 Fm 7 G Ab maj7 Bq
F (harmonic) minor v v VI VIl
T I 2 ‘o g3 g : i
v Fm7+7 Gm’5 Ab maj.7+5 Bbm7 c’ Dbma‘ 7 E ho
B" (harmonic) minor
I Il I v v v L‘%
W : T 2:: 3 :
Bbm7+7 Cm7-5 Dl’mj.7"'5 E[’m7 F7 Gb maj’ Ah °
Eb( harmonic) minor Vil
g | ' | I i f!m IV gv ﬁw
v E l’m7"'7 Fm7'5 Gbmaj? +5 Ab m’ BI’7 Cb maj? D §o
Al’( harmonic) minor
[N I II Il v A VI VII
i
g 3 o | b b .7 ﬁi
) 7 j! G
Ab ™ Bbm 5 Cb mli.7+5 Dbm7 FJ F¥maj
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ANTHONY MECCA

FLIGHT TO MECCA

Bounce tempo
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BOPPIN’ THE BLUES

ANTHONY MECCA

Bounce tempo
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Paganut...

PROUDLY PRESENTS A MOST
EXCITING AND OQUTSTANDING

ADDITION TO IT’S ACCORDION
"Gathit Jogs

" LIBRARY WITH THE MODERN
| WORKS OF..,.

LEON SASH

BRILLIANT,EXCITING
OUTSTANDING JAZZ

ACCORDIONIST

Here is real exciting stimulating progressive Jazz
for the Accordionist interested in the modern idiom.

|

n Nelson . o o oiv
EW YORK SUNDAY NEVii-}; ‘O?opaﬁ;cg\all In his first two folios of original compositions,
N Sash, whose ¥ lay good 187
g n who can P t any
inferest since H'\e :asub.\ed of wonder, 2
on accordion 15 : d

chord symbols are included throughout the numbers

i making them adaptable for any instrumental combin-
n ° .
1 But Sash does it - - - a o ation.
ime. -
. Barry UlanoY.- 5 "ol and
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. u
rtain th -n d arvel ©O e Ins l—
inl e le a vel :
C\vr\eer\afl d 'H'\ere‘s no k! d o "
a th t n d inctio . ®
p\ W'\. ou S\(\\\ a d 1sT1
b

For the benefit of students in this modern medium,
ingin
There's NO mistaking *he”swmgl
. e .

the accents, so important in the interpretation of mod-

T & ;
(o) N BEA[ Don Go\d . His |azz co
D W oo er u lt’

.- - ill

Y hn\Ca\ ski

. ‘Wingly creative. His tec
ception is strikin9.

.. s oné
ian, he
essive a mMUSICIS]
o <
< as \mp
is just

FOLIO ONE

FOLIO TWO
: Scoobie Doobie George G. Whizz
t spokesmen- Sash-Ke-BoB
of jert most eloauen * Fast Operation
PEN

* Take the Turnpike
* Robinsonia

No. 8073

Miles from Davis
* Meant for Brent

Blowin’ for Bonnie
$1.25 No. 8074 $1.00

* Recorded on LP Storyville Record "This is the Jazz Accordion'

x *x X

Acc. 2452 ©O.PAGANI & BRO. INC. 289 BLEECKER ST., NEW YORK, N.Y.



PAGANI presents

THREE MODERN STUDIES

FOR THE ACCORDION
== 77 % PROGRESSIVE IDEAS “FOR” POP PLAYING

progre

| m by ANTHONY MECCA

Especially designed for those desiring to master the modern
idiom. Mr. Mecca divulges his secrets and ideas necessary in
the art of improving and creating original introductions, modu-
lations, turn arounds, endings, etc. Excellent study for the ad-
vanced student and the embryonic professional.

8039 $1.50

*WORK BOOK in MODERN CHORDS

Work Book by VICTOR LEONE
Od"g!'!!“"ords Edited by F. Henri Klickmann, this important and interesting
;;z i i oo work is available complete in two volumes. Especially designed
e -‘..»;w“w for the advanced student who desires to study chord structure and
| improvisation and it lication to mod i w £

L Ty provisation and its application to modern music. e sugges
é;.kf.&.\'f;.‘gy@,é};{ "_'*:‘:‘ using it with a Tel-A~-Chord Slide Rule by Victor Leone. Con -

e m;;‘“ af e tains interesting charts and tables.

T -
e, Sy S
"1 8053 - Book One - $150 8054 - Book Two - 1.50

¥ IMPROVISING The WRITE WAY

mnov:smcmWPden by A. SILLARI & F. H KLICKMANN

{onthe ACE?RD'ON
Allpred Sitlori
F. Howel Klickmann

Helps the student achieve an intensive knowledge of impr'ov-
isation - a requisite so important in orchestra work Explan}s
the fundamentals of this subject and allows the student to write in
his own improvised patterns and figures to exercises and pieces

contained therein.

Contains 72 pages of very important and useful study material.

8037 $2 25





