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FOREWORD

Many accordionists desiring to become proficient in the modern idiom have
been faced with difficulties because of the shortage of available studies neces-
sary to develop this technique. Long realizing this, Anthony Mecca, outstanding
jazz artist and instructor has designed his '"Jazz Ideas For The Dance Band
Accordionist" to meet this very problem.

The accordionist about to enter the professional field, will find that the task
of supplying introductions, turn-arounds, modulations and endings usually falls
upon a keyboard instrument which is the most flexible in presenting melody,
harmony and rhythm at one and the same time, in this instance the accordion.

For this work he must be able and ready to improvise and develop chord
progressions, In these two books the accordionist will find examples of a wide
range of situations developed from only a few basic chord progressions, plus a
direct demonstration of how to develop them,

After completion of Book One and Two of "Jazz Ideas For The Dance Band

Accordionist”, for more advanced studies we suggest ""Progressive Ideas In Pop
Playing'" also by Anthony Mecca.

THE PUBLISHERS



INTRODUCTIONS

An introduction is generally used to set the key, tempo and style for the piece to follow. One of the
simplest harmonic progressions serving such a purpose is a two-measure figure known as I - VI-

II- V; . Foran introduction, these twoimeasures may be repeated or extended to four measures, as
follows:

Basic Progression (¢wo measures repeated).

C Am Dm7 G7 c Am Dm?7 G7
- S
Fa) 2] 2 7 :—f s g' #
7 E 2 2
1 1 L 1
o ‘ : : : 1
1 Vi 11 Vo I Vi II V7
|
o } == I 1
i 7 2 - 7 2 =
4 2 '3 4 4 2 '3 4
Basic Progression (extended)
C Am Dm7 G7
i—zﬁ e - b P Y
] (%] = ™
A an an [ %) o E
- L 3
DY)
I VI 11 Vy
" 1
. e 1]
o TE === == = i
& a 3 C B

The introductions given on pages 2 and 8 inclusive, may be used as written. Students, who are not
quite prepared rhythmically, may use the examples given in the "growth" section on page 9 to 15
inclusive.

INTRODUCTIONS

Basicl
Basicl (In commonly used keys)
Bounce
KeyofC Am Dm? G7 o A & Dm? G7_
K04 2 x5 7 " 1= e
? ][ = LI T S E T g T
m m
i 2 m a 7 t ;‘. n . 7
'#:i' = - {; ? i E = - _f
7 7

1. Slow
KeyofF Fe Dm g Gm7 Cc13-9 FM9 F6 Gm7(1l) C7 C7+45

0 P e, —— e ; e bl 1

At ! = 1 T 1 1 —1 ok -
= J_lb:_ :
T F L
I -
m 7 - m 7

e T —— 7 Lt ===
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2.—Bounce (Two measures repeated).

Keyof G GM7(9) Em7 Am7(9) D9 GM7(9) Em7 Am7(9) D9
= 1 £ e —
o
LA~ [¥] mn (]
'lJ' = - ] 1] | 1 | i 1 £ 1 1] I L 1 i | T
I 12 [ : = T 2] | L——

M n]l m B S “I m
W 3 1 ; 1 ’_ L
JEE = - = e L

0 < F 7 -
3—Jump (single note)

4
Keyof Bt Bb . 41 Gm7 cm';-1 , 1 i 5 Fr F7(13)
i ml
| 2 ————1 ; e g T o o ‘
£ b o v e 2 = -

'E bl T ;. i \____f ] — = -

. :l BS. |o i
W‘P 3 I 4 1 1 Y 1 4
b= == g — ===
) | v 1< |

2 3

&, Slow (rock’m’ roll)
KeyofEb b Cm Fm Bb Bb Cm Fm Bb

B.8
« 1 A 3 A
SR — S —— et
) — L/ = 7 —
T z 3 7 Fi S 3 7
5 2 3 - 3
- Bounce Bbm Eb7
Keyof A} Ab6  Fm7 Bbm7 Bb13-9 Abé , 1. 23 4 1 4 2
3 3 3 . : 1 -
) Og L 1 I;:l'l
= - eemn =

S
m —~ m
] PL M Y F %
e = —
| 1 g 1
===t =

INTRODUCTIONS

BasicII
BasiclI
Keyof Cce ci° Dm7 G7 Dm?7 G7(13)
, —
TrE=r e s =
! 544 s
| l ' ! | '
B.S.
2. z . " = : ;jt re = re =
' 4 2 r ; - . 2 s :
. 4 2
3097-24 : 3 4 : .



4
i.—Slow

G13-9 G9-9

Dm?7

c§e Dm7

KevofC-cs

B s

4

AL

T

Y

G9(13) ngg

Dm?7

cie

Co

-1
I+
=+
o

i)
3+
=
o
e~
g
o
o
=~ 3
o
@
o
3
L'~
n.ouc
E o
—
SD
l &
e b

3.— Bounce
Eeyof ¥ re¢

Co9+5 C7

Gm?7

™
L

— -
i 4 m.
o
=
A#l? rQllel o m
o)
AL g
b~
m N 4
- =
=
[+
)
&
1+ =
1] =]
Y
o .
4
.
£ <y TSP
gy =
m
b — -3
o)
| [l
o
b= B Y
=11]
-m 2
2 & LR 112
.m hﬂ =
=
= e}
= N
o
g - E
ot o~
]
= i
=) AT
5 $
SaemN XN
= 14
= = i &
Sl
[ & 8
Y -
« B -
- _ e
R

Ll

[*3
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INTRODUCTIONS

Basie 1T
Basic III Bounce
Keyof C cs Eb® Dm?7 G7 cé Dm?7 G7
| | | [ F‘m‘fl?_
| — 27 — —
i\!g L= - Elv'yi Lot Err 3_
B.B. - _ )
== ¢ & = ; = 2 == e
= i & C AR P = ) e
3 b ; -g 4 . > ‘g" 4
i—Medium to bright.
Keyof F re Ab° Gm7 c7 Fé ai® Gm7 c7

2 1 2 1 3 [ 2
W : & —

7
C2 | &%
q-. T 1§ T i bl e
A A | e
= V4 SR i

(Chord solo)

3.——Bounce

Go
KeyofG a6
A = 3 1
) T
n Pedal on dominant.
: ; 3 ; M 4\? : RO ’t‘ é‘ i i,
% = —e S I Y ! P | Y 1 N i 5
I
BS. ¥ - o - = = >
4. Slow
Keyof Eb 25*’5 5 Gb° Fr?7 abr{1s) ho B ah® Fm7
| 1._ 51 k] 5! b 5'- 1 & h 5{ Y
fzz;%;s B ] E——= 4}
| = it | e
D) F ‘ﬁ‘ = i F Q; Play 2nd measurs
r ' if no“plek-up",
B.S
%1 A = - R S : — = "
bl LI, ML 2 (S e ¥ 2 ) i~ Eine S £ P TS - WSS s MR S Vi S T
At — | / 1y 1_-‘"1 7/ i ,—d; A d 1 :5 ;_% Y J - -
b = 4 5 2 i
8097-24 ° 2 3 2 ¢
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COMBINING BASICS

Basie III
C7(13) F6 Ap°
0 B , £
'I by,

Gm7(11)

F§°

Basic 1I
Keyof F Fe¢

B.S
i
z
3

LR

a1

Ab° Gm7 C9(13)

F6

i1.—Slow
Key of F Fe

Cc9-9(13)

()

—3—

|

C9-9(13)

G7

Gm7

St

9+

B. 8.

| T .

——

2. Bounce
Key of F
A 2

3‘

[

3.— Bagic I

~ i

F - -
' P

am. L TN &

[ +]

°.I_ 4t

m oM
! Jdh

ﬂh TR -
uik

i .

.m QDL TN |

[&]

sl |t

...nm L1 TR

=

% ]

P 1| &

D

> i N &
—



Bb6 Gm?7 Cm7

F7(13)

&
-
B
ot
P
o

B.8 l l
i : - t T T T ! 1
I 1 F 1 r ] i [ By | G 1 [ J 1 1 | W 7 T
- % ] a N L | & N i Lk oif 1
< | b ﬂ @ L L
4 2 3 f 4 2 3 f o —
2. Slowtomedium
BbM9 Bb6 Cm7 F7 BbM7 Be Cm7 F9-9
3 " # 5 ; b > i b
A —= P =t
0 L
B.B | < A 1
CH.| I i 1 : | 1 | T : | 1 F
e e e g 5+
T - & T ' &
4 2 3 4 4 g 3 4

SUGGESTIONS TO TEACHERS
AND ADVANCED STUDENTS

1

Use some individual variations, even in the earliest stages.

Basic ITI(page 5) Really Basic,sounds like harmonic

More melodic, using last chord from

background, Basic II(page 3)
cé Eb® Dm7 G7 c6 EY Dm7 G7
— | : | (M) o
. L'b%‘ Z E:gﬁ M‘ d7 F
A7 g Eﬁ '’ Vo a I
B.B
oA i ; 1
H —~ gl 1 f #}
= b&F - 4 - bs z 4
3 2 3 3 2 3

More modern last chord, transposed from combined

Basics (peges) Basic 111
o

cé b Dm7
| | |

G7
i,

(13) G9-9(13)

Another version. G melody with

13th support.

cle Eb°

P N
s

L

: ’

s |
e

by | 'JJ .r}\ 1 l
e

:

]
w ]

L 18

v__
whlll

&
3

wd



2]

Flay litroductions by reversing the measures. Play 3rd measure,4th measure. 1st measure,2nd measure

This versionleads toa G melody note - the original to an E (page ¢) -exercise 2. ., —9
1—Slow Bounce Pm7 G7(13) G$% :23 c6 cle G9 G975 5

06 cie
e
B.S.
ﬁ_ | |1 PI )| i 7 iL‘ }‘ ! Tk\ h {
1 LA 7 -
= i€ T g 3R 3 T =
4 2 - 3 4 2 = 3
2—Bounce (page ) Slightly altered, .
Fo FO Gm?7 G7  €9-9(13) F F§ Gm? €9-9
4 i 2o 1 = 5 o 2 i 42 = B ren
b : o by
T - 3| == 5
1 ] I S —— hk
| B.S d 1 7
P2
0 1 1 ! A 1 N
S+ &= ¥ —r—F—= ===
3 2 4 ;4':. '4 #D 14

3

The best way to prove that any successful performance was not "just lucky" is to repeat it,
In practice all introductions should be repeated at least four times.

4

Exploit combinations of basics,
Refer to Page 6 for examples of

the following: I and III I and I
Other combinations are:
II and 1 III and II
I and I I and III

5

Make basics "grow" by generally altering the rhythmic harmonic or melodic material,

The examples on the following page are intended to stimulate the student in helping him to
create his own introductions. These examples, however, may also be used as written; they are
especially useful for those who find the preceding introductions too difficult.

8097-24




RHYTHMIC “GROWTH”

Basicl

Rhythmic“ ro_wth"means playing the same notes or chords ina more interesting pattern, or gaining in
motion by playing a chord two or more times instead of only once, as shown in the basic.

Basicl .

Am Dm?7 G7 C Ag Dm?7 G7
P £ aF : g e
ﬁ 2= " Z ¥ 2 == =
' f I- T } -
B.B.
s { T }
Cipee—— Faaee— - .
4 2 |3 4 4 2 ]3 4
Bounce
i. Dm7 G7 2. ¢ Am Um7 G7

=

H >
Inkl
310
JL.—
tI
-

‘
=
i
]

B
JS
S H___
Bte
et
Ll
Rl
b
Tl
(%) F___
e
Binl-
B

T
lity
]

~
A ¥

Ne
L YNGR
H i
A".’
3
NE
{ VRN
bl
|
Biay-
I
g2 Y
2
2

5 c Am Dm7 G7 6. C  Am Dm?7 G7
Ballad ' | 5
T ===
1 1 | - “H’ LL" 2 1 1 1 1 2, Wi 1
T T V T T T T LI y |
m,
. | =
%}u 7y i r ] 5 [ 7] ‘5-_‘%
F4 Y . . - 4 £ -
r K 2 4 2 3 r

The above two-measure patteras may be repeated or combined in any order, They should also be
transposed to other keys.

8097-24



10

Harmonic “growth” means increasin
of the rhythmic patterns is included)

HARMONIC “GROWTH”

Basic 1

g tension without changing the quality or root of the chords (One

Basic I
Cc Am D7 a7 C Am Dm7 G7
e £ g o
o & ;
VRS 3 1 1 1 i 1
‘J ¥ I ] T T
B.S.
CE= | > i = > =
Zf T fed d_ F T
4 2 '3 4 4 2 '3 f
i. c Am Dm? G7 c
p = 2
i ===
) 'l E i i
M a m 7 M S m
SE: e = = ey £ -
—— +— i ! =— t
- &
2. CM7 Am7 D7 G7
e o0&
e =
M Bl M m
| % ( (4 | > e £ 7
e .f =
ﬂ E T 1 j :
T
3. CcM9 Am7 Dm7(9) G9 cM9 Am7 Dm7(8)  G9__
4 § £ E : b}g,—j_m
#{g + ) = = e
DY)
m M m
| }:' - &= 7 ! )l = 1 7
O 1 g | 1
T e 2
i T
Developing melody by using nearby chord or scale tones,
4, Ballad cM7  Am Dm? G7 c Am Dm7(9) G9 G9-9
4 T~ = e e
L i i B i 1 | P
o * . ] | | [ [
SE= : = =
8097-24 v L
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5—Rounce

G7

Am

G7

Dm?7

4 I

ol

(Chord solo)

3*.11 m|ﬁ
h
™ 5
S |
a9
dam |
8

= L

RHYTHMIC “GROWTH”

Basic IT

Basie 11

|
P
& B N
5
a — ) o i
Evg
o
.Hmn L, T (1]
5 4
% AN\VEE. 1 <
™~ 41
& JPPH- b
g
A S 1R @l o
= N -+
N . (= 1]
c b4
ic
S - ME
5]
o

Bounce
2'

Dm7 G7

ci®

Cé

Dm?7 G7

-
[ T~
1
ol
4 _
=
i L
=
B ﬁmll -«
/M
R -4
t T
S -
- EaE g
- g
ol o
(1]
~&

Bounce

Bounce

G7

Dm7

c®

Cé

Dm7 G7
%
| 7 §

cy°

Cé

A
yA
i

B.S.

6. Ballad

i

-.llhvj

B
halll . CE2

e

Dm?7

cf®

e
iS= ST EE

Ceé

Dm7 G7

ci®

co

B.B.

8097-24




HARMONIC “GROWTH”

Basie II

(Including one of the rhythmic patterns.)

Basic II
Cce c° Dm?7 G7 cé c’ Dm7 G7
#v@—%—;g:@ = ——
[ I |
B.S,
SE=————r ——
I 2 I3 1 = 2 '3 4
i. Bounce
Cé ck Dm7 G7 c6 c§° Dm7 G7
éil i * vV T 1 T -
M m M m
e d _ 7 - d ,’_ 7
Diss =F —r
. o 1 | 1 1
¥ E v & §& 7
D) Bounce
" oMz ci® Dm? G T3 cM7 ch® Dm? G9%a
g‘ b"; lb 1
# o m—
o d ;. 7 » d
& 9
GES ===zI=x. z
1 1 ‘ i | 1
= e T - 3
Bounce
g, oMo c§® Dm7  G13-9 cM9 ci° Dm? €9 (18)
R B TS
& i T
M m M m
- d .F- 7 &5 d F_ T
% i 1F I % i
I 1 I
; & 7 3 #iz v
Developing melody by using nearby chord or scale tones, G13-9
A c c° Dm7 G9 G7 c CM7 C§°  Dm7 G99
Ballad +

T L)

1
L 1

|F“‘3-——1 JL J_ %QE;EEE:I lE H‘; 35é§ bh

1 i
13 4 2 !
m

M 7 M B.8 7
- d 4 o
: = =z = == 2
SE= == = ==
9 . & &
8097-24
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9. Bounce
c cH® Dm7 c ck’® Dm7 G7
= o > - o = i = 2
1 1 - 1 Ll 1 = ! ] : ? :
l I A i
A ¥,
S e e :
‘ i { } 1 l: 1 .
= > L - =4 e
€¢ y
RHYTHMIC GROWTH’
BasiclIll
BasicIIT v
c6 Eb Dm7 G9(13) Cé Eb° Dm7 G9(13)
= e ——ly "L A == te
2} - v g
B.S
i B . : %
_— ba : & 5 be : S
3 % Z ‘ 3 3 3 !
1. " 2. 8
c6 Eb Dm7 GY (13) c6 Eb Dm7 G9(13)

B

" . | g |
£ s m—‘——*ﬂ i

B.S B.S
: S =t = e
- bhe £ b
3 : 2 F 3 : % *
Bounce
3. &
(o] Eb Dm7 G9 (i3)
N | | |
[¥] . j 1 5 =
v
B.S B.8
s A y — y 3 [ v — > - | F 3 = [
} i .3 - -~ ‘._! ri ‘l < £ ‘; F i " g '1 ‘J Fi -——
& 2 o
o. 6. Ballad
c6 Eb° Dm7 G9(13) c6 Eb° 2 Dm7 G9(13)
T || | i, | M | O . - |
T :TH—]'
Sy o .
b - -
B.S. B.S.
¥ 2 1% a
1 4 1 i &= — s 3 1 &
o - & [ s
3 b@ .g. 4 3 P 2 75 4

Suggestion: Apply the above rhythmic patterns to the Bb “slow to medium? example on page 7.
8097-24



1 HARMONIC GROWTH

Basio III :
(Including one of the rhythmic patterns. )

Basic III
c6 Bb° Dm7? @9 (13) C6 Bb° Dm7 a9 (13
l i..‘, 1 . | nlIEl'l n
=== —
B.s’ !
CE= = : = e : = j
< pr &> P
3 2 T . 3 2 K ;
. c6 b pm7  G9{13)

LS ?___,_

7
3

Dm7(8) G9F 3 Bounce

— =% ——= F
= 4 - P = P

3 3 2 3

Developing melody by using nearby chord or scale tones.

Eb°  Dm7 G9(13) CM9 C6  Eb° Dm? G9-9(13)
5 G9-9(13) _J .,L s 1 Go 73
—2
’ !
B.S.

1 i 4 1
== = ——— —— ! =
€ bg‘ -?: 4 - bg -? F

8097-24



G ce Dia? %0(13)

(Chord solo)

MINOR INTRODUCTIONS

Fmé G7 C Fm6 G7

Om m6
(b (he
===
1 v T T 1

o
T

iy

D)
B.S
] j > i } =S & o —

: . = . i e

* £ 2 3 B o 's 4
i. Bouace 8
CM9 -3 Cm6 Fmé  G7 CM9-3  Cm6 Fra? G9 +5
('b —~~

A TN
Lt |
w
®w

4 3 2 a— 2 ‘3 o~
% . Bounce 957
Cm Fm6 G7 Cm Fm6 é
4 s 2
A 1.8 *.2 1_/{-;’!-’1 239,38 %2 31
, =S =ac=c=o =
a L H! ] l*d -
" m 7 m m
h 2 - 2
* 1 i 1 il 3
EEEEEE e = ===
i = * 1 - ==
4 4
2. Ballad = - i
Cmé Fm6 G933 Cm Fm6 G913
f g ! G9-9 |—'-3—|
5 G17
| | A | N | .
1 1
| 3 S
m m :
. o - - 2 e : . 7
i ‘ — S e e e e e
— : =~ s gy
v 2 & :
. & b

8097-24



Am Dm7 G7
el % &
#. 2 P' ;E =
d r I I
. - 2
| N il 7
=" =
_i . _‘!. & 1 I
Keyof F
i. T{g B Dm(?) Dm Gm7(11) Gm7 c7(13) ©7
i" J : Il"'"-"‘\]  E—— |
= ) r J r 3 o — 7'}  Cm—s
[gv Y ? N ?— ra s ¢ i ‘
) 1
X P 2
M & A s . © »
s D — 2 e = t t i [B i ’ i 1
fd T -‘- & T 1
Keyof ¥ i o g
2 v 1/2,,—\m 1/3-’3’—\ " %?
j e — 1 1 |
rEE== =EE==
3 - =
m 7
M e o = .
o e e e =—a—11
ﬁ ! |} i]. _‘ 1 |
Key of G
3. G Ghe Am7 D7
" g - 1)
- \ I PO I

* The Dominant 7th chord may be preceded by a 7th chord one half-step higher.

8097-24
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Keyoi Bb ahw Bl»s Bb® Cm7(11) Cm7 F9-9(13) Fe-9
T
: = —
1 |
7 b =3 7
S Bb 3 3 Fm7

Key of Eb ""_“'H-

%5 Jafnizﬂg;ig

m m
) — — = —P — t
1 1 I = — i 1 - ¢ —
“ T
Viennese Waltz
Key of D

%— = ﬁ_;"_ :;E:‘

! v
e .

#ﬁ;
SiES

e
pNa |

-1

e _Ih

He g
L
L

R
1L
e

il -

=S |
v

G7
1 Jue o e
L — e e : 35' — i
{ i
“ll-.—-ﬂ/ ‘"--._.—-"/
; -+ m ;. - 7
— 1 = e o
T 2 i
i
Bright
Cm 5 Bmb &7
ms 2/1.‘-2—_5\ @T\_l o i -
ﬁ:' = == S===mre
— 1 I
m
. * : - & m 7
e
d 1 i 8 ! 1
7T ? :
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When a tune begins with a" Pick-up, the introduction should be adjusted to allow room for it.

THE “PICK-UP”

1 No ‘‘piek-up'’or d

1
L}
L}

1
L}

Introduction il Lot e
]
1. CM7  Am7 Dm?  G7 Em? mbe DN B T 8
l k L ¥y
T ;i =
= .l"‘.\
PR T o
4 LN
B.8.
& ; 1 iy i’ J— % " A Y +
B —=xrrt ¢4 =i
4 2 = ~ - bt 2 4 -
3 4 3 2 3
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TURN-AROUNDS

On Basics I. IT and III
Turn -arounds are,in effect,two-measure introductions.
They can be made four measures by repeating,extending or combining,
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ONE -MEASURE TURN -AROUNDS

One-measure turn-arounds present more of a problem than two-measure turn-arounds —
Why ? Because frequently no change of chord is indicated on the sheet music, This does not mean
that nothing should be done about it, Where no change of chord is indicated there usually is in the
piano arrangement some compensating activity of a melodic or rhythmic nature —either under
the melody or in the left hand part. The accordionist who just holds a C chord, because that is
what is indicated on the music, is not doing himself justice. So, that being the case, we suggest
the following:

(1) Using a melodic "fill-in" which may lead to the next note.
(2) By adding a leading choxd (V7 or chords (Il7 - Va3
which may be repeated, arpeggiated or varied.

The same solutions also may be applied to a two-measure turn-around where only & tonic
(1) chord is indicated. However, the easiest solution, in this case, is to use the basic progres-
sionI-VI-1I-V~,

o CM9 C6

5. 6. g (A 8. Melodio lead
CM7 C7 C6 G OM9 C9-9C6 C OM9 C9-9C6 o
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Adding II7 and V5.
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A substitute chord, one
half-step above the tonic,

1 niay beused in place of V7.
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Some modern progressions are slight variations of I - VI -1II - V7; that is, more developed.

Two-measure turn - arounds. One-measure turn-arounds.
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NOTE| Introductions, turn- arounds, modulations and endings in this style —_ also more involved harmonically and
rhythmically —— are given in ANTHONY MECCA'S PROGRESSIVE IDEAS IN "POP" PLAYING FOR ACCORDION.
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progressive ideas

FOR "POP™ PLAYING FOR ACCORDION

443 WEBB PLACE, PH. 942-5685

THREE MODERN STUDIES

“FOR THE ACCORDION

=== 71 % PROGRESSIVE IDEAS “FOR” POP PLAYING

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 $1.75

* WORK BOOK in MODERN CHORDS

Work Book
Modem Chords

FOR THE ACCORDION

by VICTOR LEONE

Edited by F, Henri Klickmann, this important and interesting
work is available complete in two volumes. Especially designed
for the advanced student who desires to study chord structure and
improvisation and its application to modern music. We suggest
using it with a Tel=A~Chord Slide Rule by Victor Leone. Con =~
tains interesting charts and tables.

8053 - Book One - $1-75 8054 - Book Two $1-75

¥ [IMPROVISING The WRITE WAY

Acc., 2449

by A. SILLARI & F. H. KLICKMANN

Helps the student achieve an intensive knowledge of improv=
isation = a requisite so important in orchestra work Explains
the fundamentals of this subject and allows the student {o writein
his own improvised patterns and figures to exercises and pieces

contained therein,
Contains 72 pages of very important and useful study material.
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ABOUT ANTHONY MECCA . . v+« v s s

Anthony Mecca, native of Waterbury, Conn, ,came by his love for the
accordion through his brother Dominick who was his first instructor 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 conduc-
tors as Leonard Bernstein, Alfredo Antonini and Raymond Scott and has re-
corded for practically all well known record companies.

It was this background of study and experience that enabled him to
write his first two important and very successful accordion works

"Progressive Ideas on Pop Playing"
"Progressive Jazz Styles"

In this new work "Jazz Ideas For the Dance Band Accordionist' he con-

tinues to divulge more of his secrets and ideas so necessary for a solid
foundation in the art of modern playing for the accordion,

THE PUBLISHERS
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1 ' ] . 3|
7
B.S. . . B. 8
s ) ) Y . —— > OF2 ¥ . —re—
- > - T —g 7% = t 'dl - .
e #i - :',; g.-,; :‘ 95 4
C maj.toEb maj, Key of Ebmaj
3. c6 B7" Bb7 4 2
| . . ba (Eb6
1 1 i Hy L2 é:
B.S. 7 ”
| . b
;TL—E:#!_.'L_J_ el
- —b‘-—b———n“ 1
| "
By substituting“‘leadi ”endmgs from the tum-around sechon,theW r IT-V; can be voiced insuch awayasto
leadtaf;zsgs G;cmel 112 367 . Apply this modulatmcl to exainple 3 rlgﬁt above
’Ip‘umaﬂ 22) om f‘xmla + Bb7 Bb7 B/‘i-li_\E
. V’T_““\:” 7N e N ek
= | .4 t ¢ 'y ] ; ety [!J'
t
B.S. 7
yez—t 4 ' p— - bp ;
ES =L = ) : e vy T
é = | oY)
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10 TWO-MEASURE ENDINGS

Basie Example(A).
cé6 cé Fm6 cé

r

L INE

pEy|
ref
(‘F’.=\
( I
\\
2
—Soo=
# r
e ﬁ
W
—%&_

¥ - B.S.
|7 O /— + e 1) : 1 : t -~
s z - = & — =}

-

—%
pes
— R
N

15

Ll
Wit
ﬁ’:
i
N
188

T

-

d. ce Bb7(-11) Bb? cCM7 6. s . F9(13) F9 GM9
1
l ik | . 2 |1 L
- 7 v ¥
b M ] — . .

M 2 B.8 “ 7
i - ra—T t : — w )ﬁ"‘ —
o | 1 1 | r ] 1
etk B = =
Fé Eb9 Eb9 FM9 F6 Bb6 Ab9(13) abg BbM9 Bb6
o= | )
Ml u M| - 7
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Db9(13)Db9 EbM9 Eb6 Gb9 11

9. Eb6 3 _J_ 4 o

7
M b M 7 M
: = - I—b ET L""JF — T 7,
 — 1 - o s ] ‘: + .
- lD - _‘.. =y
o/
Example (B). s S
Bounce Gs6 Ab9+9  G6(v) ], ©® ik A 1
1 J —
L A— " |1 1 I ve "':‘-g - 3
- 0 - 1‘: .
@:ﬁ?ﬁ*‘aﬁ, oy HE@‘L,

M B. 8.
X
1

ndn o
% 3
[
N
!
B

z.l' s T : 1 ..I"{ 7 IL‘l + -E
- % Wi 23 }F'g' (h)iij &5 3
- S— o —
- 4

[
e |
=}
)
&
©
+
©
!
h

<

o
s3]
B
(=}
m
o
+
"
o]
S
=3

e

{ fam WA < - ?\ ¥ ﬁ‘% s £
A3V ] T -
o = T — - <17
MI B. B M B. 5.
&3 1 | - PR Y ) 0| : 1 R | 3 11}
~ 1Y :—: il ; ) ‘; ?.\ | }: o5 | a | l;' ’1_‘1__ |1 F 1
® 2 (:)} >, ‘23};‘ | 2 L FS;—-‘
4, Eb6 E9+9 Eb6 (9. 5. ab6 g A9*9 Ab6(9)

|

£

b2 %

N
SR ST LT B e
'Gg“l.!; el —=-===.= _"5 W 1 ]I Fi
h —
M e B.S
‘- B-S !L\ L
1 ] 4
A e e Eme re—= e
* d T 239F
g 4"‘--.-/ - 4
1 F6 2. Bb6 4

i
v
T
il
i

B, B. B S
: . i ; - a4 : ! ==
L] [ J e -
G ey i - — R~ L o -
- VP it ¥ =% -
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TYLE ENDINGS

S

“BREAK”

12

2GR
3 ]
5 ™

3 @

~ n ‘
~ _
34 y M*.n -
- \

fI-l-_lr..(\l.l.ll.\
” [ 1
FC D
b} BN

5
.

Example (D).

1

o i
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fc R o ic T
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- -
™ 3—M
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A
£ &
-~ ol
Y m =
| i
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ey o
whl ot
ale 1 ® i
Ipm ] ul _l.‘ .m mJII.ll
= Q
y y
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-...I\ v —— J-ll\ e fl\
TG l=Collal mm W BT8R
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L o o
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= 0 o 4
....11 Aol m o 1 ] |F
& o et 7p
Ml e e B OF
3 IV ;
+ B s
i L g 1%
QN DE I e AN
I — e

Fii+1

Example (F).

)

1 3 4

2

1
[ T—
T

O

o L 1
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2 3
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Bb6(9)

g

Fé

1

3

=4

—_—]

= Lur,F.r

Ab6

Jﬁf..p. 1

Cé

1oyy UV

-+ 4

Eb6

x|
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FOUR-MEASURE ENDINGS

14

Basic form of four-measure “Ride-out ” endings.

| Melodic Break

“uE TE
(L @
A
M.J
ul
N‘.. ] o [T
el EE
Al
)1
o “_u Aorte
] %3
MS -_;nf
mHIL
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- s BL )
M le
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o g
&) Tl
?_-..i_.
AT 7
= _HTE
= ||l
m QRN | 7
See T
B e -8
D M

F6
&
]
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1

*
1

r—|
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FiR 0]
-7

c7

o f_lu,Tr_J

F9 Bb6 Bbmé6

Fo6
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Db7

Bb6

F7

Fé

4ii
E 14t
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INEEL
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3— 11 ]
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3l 1EER
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F7
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16 Example (B).

6. pb6 D9 Dbm7 c6  Dbo+9 C6(9) 1. Bb6 B9+9 Bb6(9)
[)
-
B. 8. B.S. B. S
e — ) 3 R —
Pt — £ e _s—¢
C T T g ¥ g3 4 2 4
4 g f" rt g i~
Example (C). Ebtt+11 . 2. Fil+11
? Eb6 . 4 Ab6 Abt1+11 ¥ )
Ih : A [ J J i |h_ .2
i (= (=t
I L . | -~ L L = ra L]
DY) [ I ' - 0] | [
B. S. ¢ i : B.S, 3f";"":: B. S. 7|
) T (I A I ! | R ) ! s
ﬁg _‘I_ — &7 1- é‘l'.vb'—!— 1 % SPREND B T [ ¥ 'ﬁ"ﬁ ‘ = }4 ‘I
= 1 1 - . | - < I 37 & -
P g rr o S
Example (D).
C6 BbM7 BM7 CM7 1. Bb6 AbM7 ANQBM? i
) 1 A— -
o
L& D 5 je ¥
B. S, B.S. B.S
:  — . i .
= = EEETES Sr=s 25%%
g ) 3 4 2 3 - - 6~
3 4 2 3 T o 2

CADENCE

In many tunes,the 15th and 16th measures call for a cadence (coming to rest) comparable to atwomeasure
ending(31st and 32nd measures of a final chorus). To keepthe music from coming to a complete standstill however,

itis usually advisahle to insert amodulatingchord - leading to the 17th measure —unless there is amelodic
fhey ”
pick-up”,

Ending page 10, No, 1 Measures 15 and 16 Where “bridge” begins with Em.
c6 BbY c6 cé BbO cé6 B  Em
3 | |,_..-—---.._‘ | | i
[Tl 1 i }_
M 7 M I 7:
L : . : ‘{'- i } bT | = L 8
= — be— T
; e - s TET
Measures 15 and 16 where“bridge” begins with F6.
cé Bb9 o M C1
| B me W . e
g - g

o

NOTE| Modulations tominor: Oreste by using the last part of minor introductions, book one-page 15.
8098- 24



SUMMARY

These books contain material for an occasion where even the
accordionists on his first engagement is expected to do his part.
The following explanation and examples, will serve to illustrate
the relationship between these various musical fragments.

The average American tune has a thirty-two measure chorus
in one of two basic forms.

FORMI - A, A, B, A
Eight measures ending partially ( last melody note is in

chord I, but not the root or the last note is in chord V7- 1I7
V? [

(=]
I

Eight measures identical to, or corresponding to A, but
usually ending on chord 1 and frequently on the root,

Eight measures different from A, known as the "bridge"
(release) or simply "the middle part".

=] [=] [

Eight measures corresponding to A, ending on the root.

8098-24
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18 The following "skeleton” shows how the material in these books can be applied

to a two-chorus arrangement of an A, A, B, A tune.
Introduction (page 10 - exercise 1)

C Am Dm?7 G7 (] Am Dm?7 G7
:gdf = r| = 1
B.B.
L L
13 ? —3 : [ R — JX v a— 1 r r 2 L 72 | H
-i'ﬂ yi #I" y a— ; ry —f— r yi 1 1l
1st Chorus Turn—around (measures 1 and 2 of introduction).
c Am Dm7 G7
= ‘ g‘ i ¢ ™ ! —
—d —4 T — 1 £ 5
.} L4 L) |m y
Six measures,
m
!‘\ L _’ L n
F ™) r 1 [ A g [ %] 1
y s— 3 -~ p z I
,r : —1
Cadence V7of next chord,

c7+
c6 Bb9 0% - o 5 .

i i N | | !: h l:
D}

- 7
[ *]
r i

4 ~

L
(Rhythm of measure 3 of (Leave' open for “pick 'up”
Six measures, infroduction and ending or insert modulating ém:dq
chord pagé P B ' :
B.5. : '
q I“l = 1 ! : [ !‘} } -
9 =S===z

Bridge

Modulation (page 5 - exercise 2)

A cé Fm7 Bb7 Bb745
i  rmesmees S e A | A | l

e

) I

-

5\

Y A
"I' i:l_l;_l - & :;u "
= = ST IS 2
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2nd Chorus

Endin 11 - exercise 4)
Same as 1st Chorus transposed. nding (page rcise

to Eb major Eb6 E9+9 Eb%
S e
i (Blightly altered.{using rhythmic
Thlrty TS, M motive of introduction)
| B.8. ~
BR== — : Fsg=
: L . " - 1 1 o
g q-‘- be- .':2 3 ¢
2 4 = 4

The above example shows how an organic whole can be achieved by "weaving" — using the
same, or slightly varied material for all the added parts (introduction, turn-around, modulation,
ending). This i most effective for "framing” a more-than-one chorus arrangement of a single
tune. Small orchestras on radio stations use this favorite device to give the impression thatthey
have arrangements, when actually, the musicians choose these figures in rehearsal and then play
them (with appropriate alterations) from memory.

In a medley of different tunes, it is best not to continue using the same figures into the next
tune, but to use a contrasting one. Of course, it is always possible to use entirely independent
introductions, turn-arounds, modulations and endings — providing they be in the correctkeyand
style. The following example demonstrates this, using material taken directly from this book,
but on the other main form of tune,

Form II — A,B,A,C

Ist A Eight measures, (may or may not have a cadence)

B Eight measures contrasting (or at least different), usually ending on V5 or
Il 7- V7of the original key,
2nd A Eight measures corresponding to the "s* A and probably ending differently.

C Eight measures possible corresponding to B but usually varied considerably,
in order to buid a climax and lead to an ending.
Introduction(page 4 - . pm7 93 69,5 cé ct® Dm7(9)G9-9
exercise 1) 3 —J5—

cé6 ct® [ ! b ‘J‘ J |

ﬁ—w«—‘ ; W i — z Sir =
I E b3 | e
) | I | ) | |
(Adjusted to |allow for “pick-up!')
M w M
o d B 7 - d B. 8.

oy —f . { = — £ —
i ] I 5 ] 1 IE ! 3}

= 49 ¥ - #.;_‘ 7
1st Chorus Dm Dm?7 5 Dm7 (9) GY

’ | |
P— ——

:JIJ’

. (Bemi cadence making two| measures out of last measure

Six measures, of introduection,)
m
4 ¥ £ 7
¥ } 1 : _i t’
i + ] =
v 7
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[

Turn-around -

(page 19-ex. 1-Bk. 1) Adjusted to " piek-up”,

c A;.n , 24 Dn;.? Gl7
- 1 i | -
LAY “
e > ; 1
Six measures.
M
| [ - m B. S
y T —
- I -
7
P Dm7 (9) G9
m
F o
., \ |
[ [ ¥}
) N Fi 7] ] _g 4%_
Six measures. m
M ; a 7
= =
= & : f ‘dl‘ —e——1
Ending (page 10, exercise 5)
C6 Bb+11  Bb9 cM7
| | !
0] 1 [ s ]
D : L
.} [ ]
Six measures. M y B. s,
3 4P be | | .
Modulation (page 3, exercise 2)
(o 2 F9(13) ¥9-9(13)
| N9 | |
__ :__— — <o = '};”
or |(Adjusted to “pick-up») r
M 7
o —
:d d_— d, - i1
2nd Chorus Ending (page 10 - exercise 8)
AP9-13 Ab9 BbMY9 Bb6

Same as 1st Chorus transposed toBbmajor, gy

| 4

fas:

A3 Y L~ 3

)
Thirty measures,

73

Y
F ]
-

M
—r

*t-Tz

r
+‘Fé

Where referencee are made, in this book, to I,chords, etc., the examples shown give &1l the necessary information for
our particular purpose which isto enable the young professionel to play an introduction,turn-around,etc., when needed,
More detailed explanation of these chords canbe found in Anthony Mecos’s PROGRESSIVE IDEAS IN "POP" PLAYING FOR

8098- 24 ACCORDION,



COMPLETE LIST OF 7.h CHORDS BASED ON
THE DEGREES OF THE MAJOR AND MINOR SCALES

Major Scales

C major

A1 I m Iv v b =

¢ - o 8
=g—f —§ ——= =

Co? D’ Em? Fmaj.” G7 Am? Bm?-5
Inversions of the above Chords.
18t inversion

n — P & ] e :-"2 Ty b= 4 n
E} o O Ty = 4 [ W ] xe 1|

17 b= 4 <> l‘-‘ — H

21

= 8 3 8
= [ & ] 3 (W} ?B d k] [ B ﬂ
ke -
Practice all the following chords in their inversions.
; VIl
G major v v vi
I Il = Fa 8 8 g
= 8 f S , = =|
L O —
v G maj.7 Am7 Bm? Cmsj.” D’ Em7 F#m7-5
D major Vil
V1
I 11 m IV v - a]
s # 8
LMW 'g
Y Duw?  Em? Fén?  Gme? A7 Bm? Cim7-5
A major
g ﬁ ¥ I I 11 v v VI ﬁ
o - % g o § $. 758 i
; Dmaj.7 E7 F¥m? G*m”
Ami?  Bm’ Chm”
E major V] vi
g ﬁlﬁll 1 I i o a 3 p:s
L] En maj.’ Fim? Gt A maj? B ctm? D¥m75



B major
I 1l 1l v v V1 Vil
i |
G g——%g =3 ; : =
s L
B maj.7 Cﬁ? Dém? Emai7 Fi? GHm7? Afm 75
P¥ major VI
v VI 1
I I II v a k=
s s
b < s _H
v Fimsi?  Gim?  Afw? Bma?  CF D¥m7  Efm75
"
C" major - i
g 1 I I IV v >
) = o 8 iy
8 = i
D) E= <
C# maj’? D¥m? Efm? Fﬂmj? Gt Afm7 B m75
F major v v VI Vi
s 1 i} 1 - o I¥
&y | : % g | :H
v Fmaj.7 Gm7 Am7 Bb maj? c’ Dm? Em’ ™9
Bb - VI
D 1 1 111 v v VI 1
- 1 . ;“
£ : ¢ = i
BL;J? Cm? Dm? E"mnj? F’ Gm7 Am’ -5
E" major VI Vil
b2 2.2 3 3 3
™ E bmlj] Fm? Gm? Abmaj.? B’J Cm7 Dm7-5
A” major -
L I 11 III IV A V1 g
+ P o<, —< —ﬂ
SR & —8 ; s
Abmai? Bbm? Cm? Dblmj? Eb7 Fm? Gm’?
pb major . v i viI
L I 11 11 = .
' —§- % i =
8-
2 e b b7 7-5
Dbms?  EPm? Fm’ G’mi? A BPm? Cm’~
b s VI vl
G” major I 1 .IV v Zi g
i —
= G® maj? Aby? Bbm? Chbma?  Db? Ebm? Fm’-5
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b .
o n m v v v =
= - = ¥ 8 8 p
O) “ = — 3
Chmaj? Dbm? Ebm? Fbmay?7  Gb7 Abm? Bbm7-5

Minor (harmonic) Scales

A (harmonic) minor

D I 1l Im v v \! Vil
= |
1= % f—l— —Aﬁ —————r |
.J * : | > = 4 [ 1 E 1
Am7+7 Bm7-5 Cmai7+5 Dm? E7 Fmai? G#°

Inversions of the .above Chords.
15t inversion

nx Y £
= - W ] [ W] b= 4
) [ &) et
; ] -«
D)} - b

2nd jnversion

n——i&bﬁ:%m—_]
> —
-_ -
3 [ % ] e U
_ _.

3™ inversion

Practice all the following chords in their inversions.

E (harmonic) minor V1 VIl

I .u m v v

-

Em7+7 Fdm7-5  Gma7+5 Am7 B7 Cui? D#°

B (harmonic) minor

i i I v v ;g v
e
Bm?+7 Ctm70 Dma?*5 Em? Fi7 Gmaj? Al°

F* (harmonic) minor
g ———f— of

soos-24 FH*7  Gm?™6  Amy7+5 Bm7 (o 14 D7 gf°

-

2

b <

t
e
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C‘ (harmonic) minor

g ! g” I n. m v Jé 5 *mg

¥ C'n‘%-l-? Dém75 Em?-hﬁ F’m’ G*? Amai? B#°

D (harmonic) minor

1 n I v v L3 4 |
@ B
m7+7 c#o

D Em7-5 Fmy/  Gm? A7 Bb mai?

G (harmonic) minor

r I 11 Vi Vv
i S 4&—3—*3——‘]
1z wr

Y G Am’5  BPm® Cu? p? EPmy?  FFO

C (harmonic) minor

I II 11} IV 4
D) b _ 7 ghe

Cm?+ Dm7-5

F (h&l'mﬂIIiC)l minor " - ' v -V % VI
Y P GwS Ay B C7 Dbm?  EP°

Bl’ (harmonic) minor

I Il i v v Vi a

Bw+?  Cm’®  Dbma/® E'w’ ¥ Cua? A
FP(harmonic) min or v Vi Vng
BY  Chma?  DI°

g
~
o
E
'q
Q
1‘

36834 AP 747 Bl 75 (;1’...;,7*5 Dbu?



THE ART of MUSCULAR and FINGER CONTROL for PIANO ACCORDION by Frank
Gaviani. A 48-page volume to help the accordionist in training fingers and wrist through a
series of specific exercises, designed with definite objectives which will enhance the play-
ing potential and progress of learning.  Grade 5+ NO. 7985 e

MECCA’S CHORD COURSE for the Accordion, in Three Volumes, by Anthony Mecca.
This course presents Macca's unique approach to complete chord study. It furnishes the
student with chord-building chords instructions and how to apply them to a meledy. Infor-
mation is clearly and simply explained. Grade 3+ No.8117 Volume 1 ...c.ee.eee
Grade 5+ No.8118 Volume?2............ -
Grade 6+ No.8119 Volume 3 . a

FIRST STEPS IN CHORDLAND - Books One and Two by Elsie Bennett. A modern ap-

proach to chord study. Book One contai~s all triads while-Book Two takes up the study

of four-note chords. Grade 3+ No. 8078 Book 0N
Grade 5+ No. 8079 Book TWO.....cc.cmmrmeremn o

WORK BOOKS IN MODERN CHORDS, Book 1 and Book 2 by Victor Leone, edited by F.
Henry Klickmann, Written for the advanced student who desires to study chord structure
and improvisation as it applies to modern music, it provides the required foundation for
successful harmony study, Grade 4 No. 8053, Book 1 .oovereereesrene
Grade 4 No.B8054 Book 2 .....comveeee.

BIVIANO: ELEMENTARY APPROACH TO SCALES AND ARPEGGIOS, has been
compiled by Victor Leons, in a book designed to lay the ground work necessary for mast-
ering scales and arpeggios. It provides correct fingering for two hands and offers all pre-
paratory work to eliminate scale difficulties, which might otherwise be encountered, in the
course of study without this specialized know-how. Grade 4+ No.8068 ...

12 BELLOWS SHAKE SOLOS, arranged by Maddalena Belfiore. Perfect practice to de-
velop precise bellow shake technique. In 28 pages containing 12 arrangements of familiar
melodies (Tehaikovsky, Lemare, Schumann, Offenbach and others), accordionists will
find entertaining opportunities to perfect the bellows shake art. Grade 4 No. 8040

HOW TO PLAY THE FREE BASSETTI SYSTEM ACCORDION by Flaviano Fogli and
Frank Gaviani. This study book contains basic exercises to teach the Bassetti student
scales, arpeggios, elc., which are required for advanced study to master this intricate
free bass system. (Book 2 is out of print) Grade 3+ N0.8099 ..covevevcreenee

RHYTHM PATTERNS FOR THE ACCORDION by Fredric Tedesco. A 32-page book
which presents a variety of rhythmic patterns illustrated in well known favorite melodies
which incorporate the specific pattern. The book imparts knowiedge which enables the
player to avoid rhythmic pattem stumbling blocks.  Grades 3-4  No. 8089 ........

THE CONTEMPORARY ACCORDION by Jeroma Jolles. This book was compos:«c. to
familiarize the accordion student with contemporary music as it relates to the molodic
and harmonic developments of the 20th century and the significant changes which evolv-
ed from a 300-year tradition of composition. Interesting and educational with six selact-
ions of music to illustrate various concepts. Grades 4-6 No. 8116 ............

INTERNATIONAL FOLK SONGS and FAVORITE MUSIC COLLECTIONS

SONGS OF SCANDINAVIA erranged by Eric Olzen. A big collection of 35 popular folk
songs from the land of the midnight sun. In 36 pages, all the music is complete with lyrics
in native Nordic lanquages.  Grade 4+ No. 7921

GERMAN FOLK SONGS by Alfred d'Auberge. A 32-page volume of 25 popular German
songs in simplified arrangements: Schnitzelbank, Prosit, Heili Heilo, Dis Loralei, Dar Gute
Kamerad, Der Lindenbaum, Gaudeamus Igitur, O Tannenbaum, Lang Lang Ist's Her,
Stille Nacht, Heiliage Nacht, Verlassen Bin I, Wiegenlied. Grade2 No. 8012 .........

ISRAEL FOLK SONGS and DANCES arranged for Accordion by Frank Gaviani. This
23-page collection of 25 best known Israeli melodies includes Hatikvah, Hava Nagila, Song

of the Negev, Shepherd's Song, Cvadia’s Dance, Rad Ha'laila, plus Horras, Polkas and
other folk dance melodies.  Grade 4+  No. 8023 '

IRISH JIGS AND REELS, arranged by Frank Gavianl. A 50-page volume of 84 of the
best known Irish dances so often requested at weddings and parties: Come Haste to the
Wedding, Turkey In the Straw, Wind that Shakes the Bariey, Low Backed Car, Old
Crow, Garry Owen, Rory O'More, Miss McLeod's Reel, Drops of Brandy, Rakes of
Mallow, Stack of Barigy, Paddy Whack, and others. Grade 4-5 No.B044 ........

ECHOES FROM UKRANIA arranged by John B. Wesolowosky. A 22-page volums of the
most-loved Ukranian folk music. Nine songs include the famous Circle Dance, Whip Dance
and Sabre Dance. Captivating rhythms. Grade 3+ NOTTS e
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