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BLUES 
Certain notes where first  used by the n e p  race in  singing songs  of sadness and  melancholy. These notes 

soon became known asL'blue"notes. 
TheLLblue notes" are what really make a break"blue7! "B1ue"notes a r e  t h e  minor 3 rd  and the minorseverdh 

degrees of a major sca le  added to the rna.jor o r  seventh chord with the same l e t t e r  name as the  major  scale. 
For  example:- 

C Minor Sca le  showina"B1ue notes" C Major chord with6‘I3lue notes" added - 
A /Blue Notes \ 

- 

&t the third 
  ino or 3rd) 

~ i a t  the 7th 
(~inor7th) 

A ,Blue Notes \ 

- ~ i i o r  third 

You break up  any major o r  seventh chord (as tauLqfit in book 2 1, a n d  in the break you use  the "blue noted'. 
Thus, you will have a6'blue" break. Follo\vingiare examples of how the C major  chord may be broken up us ing  
"blue notes" in  the breaks. T h e  notes rnaked + a r e  the0blue notes': 

& 

1 If you know how to break up chords, and i f  you have conscientiously practiced the keyboard development for : 

hot p l a ~ i n ~ a n d  i r n ~ r o v i s i n ~ a s  given in book 2; it will be very easy for you t o  invent thousands of "HOT BLUE 
BREAKS" of your own. 

Blue Scales 
1 

The rnajo r chord with the 2nd the 6 t h  and ihe6'blue notes9' added const i tu te  the%lue Scales': Following arc 
a l l  of the major chords showing the blue scale for each. Notice that  the  same blue scale may be used for eith- 1 
e r  major o r  seventh chords. 
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Blue Figures and Breaks 
The blue scale may be broken up in any tune or rhythm to make figures or breaks. Below are a fm examples 
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Harmonic Blues 
Here a r e  some harmonic blue combinations on the blue chord which are used a great deal on the Accordion. 

Two combinations in each kev 

This combination 
may be played dif- 
fe rent ways. 

One or both a r e  used in endings and for filling i n  rest periods. - 

C end 

I: I Blue grace notes 1 

Sinears played almost 
simultaneous with mel- 
ody notes give a blue ef- 
fect. 

I- 

t.:, - . . 

4 

Double t ime effects. 

Double time effects are  
used much. This consists 

I 

of nothing more than play- 
ing two measures of Bass  
in one measure. 

Double time two measure fill.  
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Sweet Lorraine By ANTONIO ROSANOVA 

Moderato (A Blue Solo) 
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Hot Cha Gha 
- (A BLUE SOLO) 

Jntro. 
A I 

1 Solo Bass 
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Rhythm and Syncopation 
RHYTHM:- i s  an equal division of musical ideas or sentences into regular metrical portions. The word 

TIME i s  constantly applied where RHYTHM i s  meant. Rhythm represents-the regular pulsation of 
music, or the accent as applied to  a melody. 

SYNCOPATION: - i s  an  unequd division of th>e time, or notes, having an irregular accent. The accented 
notes  occuring on the  unaccented par t  of a measure. The Syncopation i s  an  artificial accent, or  
interruption of the natural'pulsation of the music. It can be produced hy giving an accentwherenone 
i s  expected, by taking away the accent from a point where it i s  expected. The natural rhythm must 
he-restored after the syncopation has been used for a short  time, otherwise the ear will accept the 
artificial accent a s  a natural one and  the effect of the Syncopation be lost. Syncopations i~ accom- 
paninlepta nus t  be strong to be effective. 

Below a re  shown various ways of Syncopating a melody by advancing or  delaying melody notes to the 
unaccented par t s  of the measure. TRY TO INVENT SYNCOPATIONS OF YOUR OWN. 
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PATTERN 17 

1 

I 
4 

PATTERN 171 w 

PATTERN IX 
I 

w 
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Major Seventh Chord 
The Major 7th chord consists o f a  Major chord u i th  a major 7th or leading tone of the scale added. This 

chord is very discordant on account of the presence of the Major 7th. I t  is  frequently used where the  melody is 
the Major 7th or where the 7th is a passing tone. 

n C Major 7th 

C Major Sca le  - 

1 

Method of playing the Major 7th chord on the Basses 

Play Major chord button with 
counter bass of key above. . - 

Minor 7th Chords 
The Minor 7th chord consists of a minor triad with a 7th added, the 7th being a minor 3rd above the 5th. 

To play this on the basses play the minor chdrd of the key 
with the fundamental bass of the key 2 but tons below. 
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Bass Pitch Explanation 
There are no octaves in the Basses. When playing piano music, you will of ten find the Basses written 

in more than one octave. Jn such cases you will have t o  play the Basses in the same octave range.F'orexample: 

The Bass Reeds and their Pitch 
The standard full-sized accordion has 120 basses, and 5 reeds in the basses. Notice carefully in the 

picture below that there are two rows of large heavy reeds; and three rows of smaller reeds. The larger 
and thicker a reed i s  the lower its pitch; and the smaller and thinner a reed i s  the higher its pitch.When- 
ever you press rt key in row 1 or  2 of the basses, the two rows of large,  heavy reeds a re  played; and when- 
ever you press a key in rows 3,4,5 or 6 of the bassks, the smaller three rows of reeds are played. This 
is the reason why the keys in  rows 1 or  2 when played sound one octave lower than the keys &roks3,4,5,6. 

Actual Pitch and 
Actual A s  written 

Reeds - 

Thie ie true of most accordions. However. the actual pitch as n ~ i t t e n  here i s  often varied,and may be -1 
put in much lower or higher. Tt all depends on-who manufictures the instrument, and on the use that- the J 
accordion i s  going to be put to. Modern accordions of higher grade usually have a register switch in 
the  basses which give the basses a range of nearly two octaves, and which change the pitch one octave 
higher or one octave lower. For convenience so that  the bass notes may be more easily read, they are 
often written in  other pitches one or two octaves higher than the actual pitch. 

Picture o f  Bass Reeds Picture showing Bass mechanism It) 

*) The Bass Mechanism i s  rather complicated. By pressing one botton in rows 3,4, 5 or 6 many partsare 
made to move, and the three notes which make up a chord are made to sound sfmultaneously. This is  the 
reason why when you press only one button in rows 3,4 ,5  or 6 you are playing a whole chord. 1 
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The 4th Interval Break 
The 4 th  interval break is  made up of two notes separated by an  interval of a fourthThat is how the break gets 

i t s  name. This break is erected on the pentatonic scale o r  on a major chord with the  2nd and 6th added. 

?, c CHORD PENTATONIC SCALE, f l  4th INTERVAL in C * 

-- I , V 

I \c> --. - 
-8 

C 6: added thof C! f i t ho f~ I3 rd  of c 
The first Interval is built on the 6th note by p l a c i q a  fourthover it. The  second Interval on the 5th. The third In- 

terval on the 3rd, and t h e  fourth Interval on the 2nd. 
There i s  no Interval built on the first degree of the scale,as i t  would include the fourth which is omitted. 

4 ths in Several Keys 

Transpose - these pattern; to al l  keys 

The Added 6th Chord 
The Added 6th Chord is formed by adding a tone which is one whole step above the 5th  of the chord. It consists 

of four different tones. This cliord is used in conjunction with the Major, Minor and Dominant 7th chords. 
In  Modern Harmony this chord is very frequently used for Breaks, Modulations and Fill-ins. 
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Blue Eyed Sue 
Modern Fox-Trot By ANTONIO ROSANOVA 

I 

Whenever possible play a song as mitten for the first time, and when you repeat, play the entire song 
one octave higher than written. This. will serve to give a vivid tone contrast, and relieve the monotony. 

- 
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Altered Chords 
A chord in which one or more tones are chromatically changed is called an Altered chord. When a 

tone is lowered the sign (-) is used, and when it is raised the sign ( + )is used. The fifth tone is best 
suited to be altered especially in 7 th  chords. Altered 7th chords are frequently used in modern music, 
and they account for many unusual and beautiful harmony effects. These Altered chords may be intro- 
duced almost any place instead of the Dominant 7th chords in music. After learning these c,hords, take 
some popular song and t ry  t o  introduce them in yoursel(iif they are not already written in. - 

To play Altered chords in the basses,simply use the same bass as  you would use for the correspond- 
ing 7th chord if it were not altered. 

Dominant 7th with Raised Fifth 

Dominant 7th with Lowered Fifth 

Minor 7th with Raised Fi f th  

Minor 7th with Lowered Fifth 

Major 7th with Raised Fi f th  
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Love Dreams 
By ANTOMO ROSANOVA 
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Ninth Chords 
Ninth chords,and a l l  of the  res t  of the  chords which will b e  explained in t h i s  book,are very u s e f u l  in 

enr ich ing  modern music, a n d  they a r e  much used  especially f o r  breaks, modulations,  t r i ck  harmonies,  
etc.  You should know these chords  s o  that you will  you d o  come a c r o s s  them. 

The ninth chord consists of a dominant seventhchord ,Major third added 
with a tone added wkich is  a major third above the seventh. C dominant seventh 

There is no row for ninth chords on the basses of a standard WO Bass Accordion, so a combination o f  chords or 
fundamental basses may beused in playinga ninth chord. Quiteoften the regular Dominant 7th chord i s  used  in  

place of a 9th chord. 

Fi rs t  wewill study the 9th  chords in positions for the r igh t  hand. 
In al l  positions except the f irst  i t  i s  best tcromit the root because the root and the ninth come tooclose together 

a n d  cause a dissonance. 
Chords of the ninth have exactly the same progressions and resol~t-ions as the corresyonding seventh chords. 

Two Ways of  Playing 9 th  Chords in the Basses 
1st play the major chord of the key wi th  the minor of the  key above. . 

The u p p e r  3 tones of thti C 9th 
c%ord m k t :  a(G)minor calionl. 
TIllls n mrnbimtiun of(C)niajer 
md(G)minor will give u s  C 9 th .  

-- 
p-. 

I I Continue a r o u n d  the P l a y  'lotll 'l'"ti)lls a t  ~jth.  
of !'tll. t,he san le  t in ie  

2ndLVay.- Play the f i~ndamenta l  of the  key with the  m i n o r  of t h e  key above. 

F 9th  as a bass. 

C fund. I? f u n d .  r F r  r r 
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Minor Ninth chords 
This  i s  the  same as a dominant ninth  chord given above except that  the  ninth tone is  lowered %? step. 

Minor ninth chords a re  not found in the basses of a standard 130 bass accordion, bu t  they a r e  played by us- 
ing the corresponding dominant seventh chord. 

A 
C9 Cm9 

. # Minor 9th chords are formed by adding a minor 3rd Ninth tone lowered % step. 
over the seventh tone of a dominant seventh chord. - 

Following are given the 12 minor ninth chords. 
I 

Minor 9th Chords Played on the Basses 
b P l a y  the  Fundamental and  Major chord of a key with t he  diminished chord of the  key above, o r  p lay  

the  fundamental of the key with the diminished o f  the  key above. i 
? - Here i s  C Minor 9th a combination of  C a n d  G diminished. 

E- - 

OR Play on a l l  chords o f  cycle.  
i 
f 
i 

i 
t 

- Ninth Added to  the Major Seventh 

This chord consists o f a  major 7 t h  chgrd with a tone crdded which i s  a minor 3rd above its 7th. This chord 4 
is really erected on the 4th degree of the  major scale, To play in  the  basses,use the  corresponding major chord. 

Cma7 Cma7+9 Built on 4th degree of scale. Fm;t7+9 
n \ 

Minor third added. I 1  -- 
r I I  

Major 7th w 5 cr +;; 4 " - -  
i Cv~ldcllsed form 

Ninth Added to the Major 7th as a Bass 

Play  Major chord o f  key w i th  Ma jo r  chord of key above. After  studying the  following example play j 
7 

on  a l l  chords. 
++ Q major 

C ma 7 t h  with 9 th  added 
Play b o t h  buttons d at  the same time. C major 
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Ninth Added to the Minor Seventh Chord 

This chord consists of a minor 7th chord with a tone added one major 3rd abave t h e m  of the chord. T h i s  
chord i s  really erected on t h e  supertonic o r  second degree of  the scale. 

Major Third Added 
C Minor Seqenth 

Built on 2nd degree of scale. 

9th Added to Minor 9th Chord as a Bass 

. - Play Minor chord of keywith minor  chord of key above. 

* 
I1 

I1 - Play on all chords. 

C Minor 
C Minor 7th with 9th added. ,. 

Dominant Ninth With Raised Fifth 

The f i f th  of the dominant ninth i s  raised 4/2 s t ep .  To play in the basses use t h e  corresponding 
major'chord. 

Dominant 9th Chords on the Chromatic Scale 

" The right hand plays the 3rd, '7th a n d  9th;  the left  hand plays t h e  rest of the chord. The one tone not 
played is the 5th. 

- 

Down the Chromatic.Scale 
3rd 7th and 9th 
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Two Blue Eyes 
By JIM SMOCK 
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Ninth Chords used for Embellishments 
Ninth chords may be used various ways in playing popular music as fill-ins and to enhancethearrangement. 
Ninth chords may be used on the chromatic scale  as a progression to f i l l  i n  dead spaces. 
I n  making a two measure break you may always s t a r t  o n  the 9 th  chord of the  key  a n d  progress down for 

two measures and always end on the dominant 7th o f  the key you have started on. 
Here i s  a two measure C major break. This is called a major break because it e n d s  on the dominant o f  the  

key, Major breaks a r e  used in measures 7 and 8.As the f i r s t  8 measures  will  repeat , the dominant 7th leads  
into the tonic of the 1st measure 

C M a j o r  
Break 

I f  the  melody permits,ninths may b e  applied to i t  irregardless of the regular  harmony. 

Regular 
- - 
Melody 

Wherever the melody i s  the 9th,different rhythms may be used. 

Combination of Pentatonic s 

Sths mav be - -. .I I 

played on the I I 
cycle of chords I C 9th 

I 
cale and 9 t h  to  make a C Major Break. 

One measure fills made from 9 th  chords. The rest is for  the  melody to  be inserted. 

Many interesting  att terns like the above may be made by exper iment ing a l i t t le .  



P H I L  B A K E R  P I A N O  A C C O R D E O N  M E T H a D ,  B o o k  3 151 

Hot Digidee Dee 
(Novelty Solo ) 

Allo Moderato By NICK MANOLOFF 
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HOT CHORDS are one of the  modern chord combinations. Hot Chords sound "Hot? They a r e  es - 
pecially useful in Hot Breaks  and fo r  weird harmony effects. 

There are  four Hot Chord combinations in each key. Hot chords a r e  made f rom the Major or Seventh 
chords with the  2nd and 6 t h  added. When playing Hot chords in  the r ight hand,use either Major c h o r d  
o r  the Dominant Seventh chord  for  the  basses,depending on which chord would regularly harmonizethat 
measure in  which you a r e  putting t h e  Hot chords. Following,are the 4 Hot Chords fo r  the C Major or C7 
Chord.Try to  remember the degrees used in each one,as this  ill be useful to you in helping to remenher the Hot 
Chords for the other keys. 

1st Hot Chord 2nd Hot Chord 3rd Hot Chord 4th Hot Chord 

"Hot'Chords for Every Key 
The degree of the chord used for the top note of each Hot Chord is  niarked. T r y  to  remember the de- 

grees,  as  it will make the using of the Hot Chords easier. 
t 

HOW io  Use"Hot"~hords 
Tlte Hot Chord is applied to the mrlody of a song whenever the mrlody happens to he the 6th, Fith, 2nd, 

o r  1st of the chord whicah ttarmonizes that. measure. The Hot Chol-(1 whose top note is  the sante a s  thenielody 
(tith, 5th, 211d, or 1ht) nlity l)e uard on the melody, fo r  example:- 

Hot Chord applied to  sa111e melody 

It  is best to play in t h e  
higher octave vr?len play - 
ing Hot Chords a s  it. will 
not sound too  discordant 
with the bass. 

The Hot cllord (especially when i t  
lasts  f o r  two or  mope  beat.^) may be  
played as a Hot rhythm. For example: 

Hot chords may b e  used  in  many other ways,esperially in  making breaks. Experiment at the keyboard. 

Try to break up all of the Major and Seventh chords and in t h e  breaks  use  Entbellishments, Junrps, Runs, 
(Is, etc. The aurest  r o a d  t o  success is t o  TRY, TRY, TRY, and then TRY again. Hot chor, 
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By A.  ROSANOVA 
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Whole Tone Scale 
The Whole Tone Scale is a succession of tones progressing in whole stepe. There a re  onlytwo of these 

scales. One starting on C, the other on C# (sharp). The Weird effect produced by the chords erected on 
these scales i s  very popular and modern. 

It  i s  not advisable to use an entire scale fo r  a break; 4 or 5 notes a r e  enough. 
Breaks of Whole Tones are very effective, But use them sparingly. 
The Augmented chords are  erected on t h e m o l e  Tone Scale. 
Memorize these two scales as you will need them with your modem style of playing. 

ASCENDING DESCENDING 

WHOLE TONE SCALE 
No. 1 

WHOLE TONE SCAL 
No, 2 

Augmented Chords on the Whole Tone Scale 

C aug. D aug. E aug. O# aug. A# aug. 

WHOLE TONE SCALE 
No. 1 

I 

~8 aug. D# aug. E aug. G aug. A aug. B aug. 

Augmented Chords on the Chromatic Scale 

"Hot" Whole Tone Licks 

THESE CHORDS AM) SMLES MAY BE USED WHXREVER AN AUGMENTED OR DOM. 7th CHORD OCCURS IN 
A MELODY. 
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Fill-ins 
Study the following examples very thoroughly until you are entirely familiar with them. Transpose 

them to the other keys. Then take a popular song that has some whole notes in it and apply the figures 
to them. 
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Arpeggio and Triplet Fill-ins 
, 

Where a whole note occurs in a popular song, a livelv Arpeggio or Triplet figure could be used very  
effectively; also any"Hot"figure applied t o  the  plain Arpeggio (See P a g e  114,Book No. 2 )  T r i p l e t  
could be formed on any note, by using the given note, followed by t h e  half tone below (or by the  whole 
tone above) then back t o  the f i r s t  one again. In a Fox-trot Melody Tr iple ts  could beused  as follows. 

c l d  34 '- -4-% - d  4 3 4 - p o -  tr- - 
Count: 1 2 3 4 J 3 ,3, .3& .3& a 

How a Melody Note Could be Developed 
(INTO ARPEGGIOS OR TRIPLET FORM) 

,, C CHORD F CHORD G CHORD 
MELODY 

(AS Written) 

ARPEGGIO 
(As Played) 

TRIPLETS 
(As Applied to Arpeggt 

ARPEGGIO 

TRIPLETS 

Triplets ~ ~ i l i e d  to C Arpeggio 

THIS SHOULD B PLAYED IN ALL MAJOR ICE~S. 



P H I L  B A K E R  P I A N O  A C C O R D E O N  M L T H W U .  a q o ~  a ~ J J  - 

"Hot" Figures 
Following are nine different sxan~ples used for"Hot" Playing. Study their deyelopment very carefully. 

then try to invent some of your own. Write your inventions first,  then niemorize them. You will accomplish 
more by writing than by playing only. 
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ORCHESTRATION s 

Fol lo~ing, is  the chorus only of a popular song, showing how the orchestration would bewrit ten f o r  t h e  
piano part. You play the lower chords as rhythm as they are wri t ten ,  o r  you play t h e  top single notes  ( u s i n g  
the proper"fil1-in") i f  you take the lead. 

The basses a r e  usually played as a regu la r  bass accompaniment. However, many t imes you will f i n d  i t  
impossible t o  play t h e  basses when playing rhythm, because the chord changes a r e  too numerous o r  too f a r  a- 
par t  to s t r ike  properly in  the basses. For example, i f  there are a series o f  chords such as F7, E7, ~ b 7 , ~ 7  i t  is 
very difficult to play them as accompaniment in the  basseqand to strike the correct key instantly,especially i n  

a fast  song. In such cases the basses a re  usually not played at all. Furthermore, you will find that  in  p l a y i n g  
with an  orchestra(especia1ly in a large one with a good rhythm section in i t )  that the basses o n  t h e  a c c o r d i o n  

cannot  even be heard so  that you would be foolish to even t r y  to play them. It is best in such cases to give your 
complete attention to the right hand,and play the bass accompaniment only when convenient to you. 

&st M e  and My Gal 
Moderato 4 
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The Trombone takes the lead here. Jf Piano wishes to take 
lead,you must transposethis t o  riglit hand. Rot11 instru~tients 



Bass Stylee 
,Many styles of novelty Basses have already been explained in B ook It. Following,are many more . dif - 

ferent styles of playing the Basses. These hais  styles are given for the C Maj or chord. YO; should play 
these styles on all chords. After you know these styles, t ry  to invent many more original bass styles of 
your own. 

Ballad Bass Backward Bass Blue .Bass 

Smear Bass 
.t + Scale Bass 

I 

Etude Bass 1 Backward Bass 
2 

From C to D7 

3 .  

k From C to Bb7 

Developments for Rumba Playing 
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2 n d  Rumba Rhythm 

3 r d  Rumba Rhythm 

4 t h  Rumba Rhythm 

5 t h  Rumba Rhythm 
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Havana Rumba 
Tangos and Rumbas are well liked hy everyone when Played on an Accordion. Furthermore, the Ac- 

cordion is very much used in Tango-and Runlba Orchestras, therefore,you should learn to play Tangos 
and Rumbas fluently. 

I By ANTONIO ROSANOVA 
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, 

Havana Rumba (cont. ) 
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La Cucaracha 
Mexican Rumba 

I 
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CHORUS - 

I .  
r 

1 i Ir I - '  4. I .  4. I 
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Accordion Tricks - 
Many special effects and imitations may be produced on the Accordion. These special effects may be 

applied to any song. You will find that these Accordion Tricks when used properly in a song,will cause the 
people to "sit and listen." They are well worth mastering. 

Some of the most effective Accordion Tricks a re  given here. After you understand the AccordionTricks 
given here, you should t ry  to invent many more original ones by yourself. 

The Bellow Shake 
A good effect is often produced by shaking the bellows. Jf you are able to shake the bellows as-will be 

explained here,you will be able to play the Accordion Laugh and the Drum Roll easily. Also,you should be 
able to  produce many other noveltyeffects such as  the imitation of a train, etc., by yourself. 

It is best if you start the bellow shake with the bellow6 closed. Throughout the shake the bottom of 
the bellows (nearest the legs) must not be pulled apart. The bottom must always remain pressed together. 
The top of the bellows (nearest the head) i s  opened and shut very rapidly; but it must NEVER be pulled 
apar t  for more than a few inches. The left hand is in i ts normal position, and it moves the top of the bel- 
lows rapidly in and out. 

Development for Bellow Shake 
Keep the bottom of the bellows always closed. Pull the bellows open when the arrow points 4- , 

and close the bellows when the arrow points -a . Practice each hand alone at first dthenbothtogether. 

FOR STANDARD AND POPULAR AIRS SEE 
PHIL BAKER'S SOLO BOOK A, AND BOOK B 

The Most Attractive Collection of Radio and Recording Wdtses,  Marches, Fox-Trotr, Tangoe and Rumbas 
J 
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The Accordion Laugh 
If you are able t o  play the bellow shake given on the preceding page, it will be f&ly easy for you t o  play t h e  

accordion lau h. The laugh a n  the accordion resembles the human laugh to a marked degree. The laugh sounds t remarkably li  e the human laugh ha,ha,ha,ha. When properly played in a song i t  is very humorous, and it is a 
good "applause pu1ling"effecf. 

It i s  best to p h y  the l a q h  in the right hand only. Do not pla anything in the basses. The keys of higher pitrh 
(nearest the legs) and the highest register of the accordion shou be used. The imitation of a human voice sounds 
more natural in higher pltch keys than in the lower ones. 

K 
The otes played are the notes of the chmmatic scale backwards in con~ecutive order. For example, D, D ~ C , C ~  
A,& G, etc. You may start the laugh on any note of the chromatic scale that you desire, and you may play as 

many notes of tht chromatic scale iis-you wish to play; in this way making the laugh as long or  as shor t  as y o u  
wish i t  to be. 

It i s  best to play the individual notes of the laugh in the same time. However, after you are able to produce the 
laugh playing the individual notes in the same time, you may vary the time value of the Individual notes and a lso  
introduce rests,any in this wag you will be able to imitate hundreds of different people's laughs. 

It is best not toufiU-in"the notes of the chromatic scale used in the laugh. However, sometimes a in" 
of an intervalofathird below the chromatic scale note of the laugh will produce good rGsults. 

The proper handIingof the bellows is the most important factor in  getting the laugh. The bellows are manipuh- 
ted in exactly the same manner as you did for the bellow shake. It 2s best to start  the laugh with a closed bellows. 
The top of the bellows i s  pushed in and puIled out never more than a few inches, while the bottom remains pressed 
together throughout the laugh. The big trick in  producing the laugh i s  that for every individual note of the laugh 
the bellows must be moved in the opposite direction than for the note immediately before it. For example, if you pull 
the top of the bellows out for the first note of the laugh, you must push i t  in for the next note of the laugh, pull out 
for the next note, push in for the next note, etc. 

When playing the laugh in a song you must take precaution upon approaching the measure or measures inwhich 
you wish to put in the laugh,so that,the bellows may be pushed tightly together on the last note played immediate 
ly before starting the laugh. It i s  best if the laugh ends on a note ?-?5 step above one of the chord tones of the next 
measurq or right on one of the chord tones of the following measure. This is so that you may go right on into the 
rest  of the song. 

If vou use different notes of the chromatic scale for eachuha? it also will mxlucea effect. For exam&:- 

* - - 
- h a - h a , h a - h a - h a , b h - h , h a - h .  h - r - ha, h-ha-h . ,ha-ha-ha ,  ha 

New"At tack:'starts here 
I I I 

Notice,how in the last examplejt sounds as if the person go t  a new attack of laughter, and started laughing 
harder than ever. This effect is obtained by usinga combination of grace notes, and holding the first note of t h e  
@attack? Many other different laugh effeets can be produced by simply changing the time combinations and ushg 
rests and embellishments. You should try to originate as many as you can think of. 
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Drgm Imitation 
If you a re  able to  play the bellow shake properly, i t  will be fairly easy for  you to play the  Drum Roll. 

To produce the  imitation of a Drum,lay the palm of tlie right hand an the right hand keyhoard,so that, yon 
strike many keys at the same time. The notes you strike are  immaterial as long as  they are near to one an- 
other on the chromatic scale. For  example, you may strike A, A#, B, C, C#, D, D#, E, F, F#, G, G#, etc., all 
at the same time by laying the palm of your hand and the fingers on the keyhoard, and pressingothe keys  
under the palm of your hand and your fingers all at the  same time. Notice that it i s  best  if you pressthe keys - 
of lower pitch on the right hand keyboard. (Keys nearest head.) Sou may press any four consecutive but-  
tons in either row 3 , 4 ,  5, o r  6 in the basses and get the  siillle effeet-. Jf you a re  pressing the keys in the 
right hand,' do not press any in the basses and vice versa. 

You must not release any one of the  keys throughout the whole Drum Roll. The most important thing 
in the Drum Roll i s  to see that you get the hellows go i i~g  in the r ight  direction as  written helow,and that 

4 
you get the right rhythm. Jt i s  hest to  s t a r t  the Drum Roll with the bellows dosed.  

Jn writing the  Drum Roll below it is written using only the  C note. Of course, you understand that the 
Drum Roll must not He played-hy nsing the C note alone, hut hy striking many notes at the  same time with  
the  palm of the right hand or  with tlie four f ingers  of the bass. The C note written here will se rve  t o  4 
give you the  rhythni ubed, and will show you how the bellows a r e  manipulated. You must use the  e x a c t  
rhythm as written here for the note if youwish to get the Drum Roll effect. 

The Roll effect is prodnced in the last p a r t  of the calls 2 and 3. All the calls mustbe played in t ime 
as  written. The third call miiy be prolonged a s  you wish. First  play the  Roll slowly. You may play it faster 
after you know it. 

1st CALL 
A , 4- -> <- -> <- -> 4- 4 <- + 

2nd CALL 
A 4-+ <--> <- -> * -> 4--> 4-+ e- + 4- + + -> 

++ t+ ++ 

Organ Imitation 
The Bass is played a s  Organ Bass and the right hand i s  played witah full chords. This effect is e s -  

pecially useful when played in a slow song, and especially if the melody notes are  of long duration. 

Violin Imitation 
Have the regis ter  shift  in the highest register. Play the  melody high up on the keyboard onthe keys 

of highest pitch in single notes o r  in  thirds. Do not open the  bellows f o r  more than a few inches  at any 
time, push the bellows only slightly in and out. 

Many otjher imitations too numerous t o  mention here,  can b e  produced on t he  Accordion. There  are 
special made Accordions on which by pressing certain shifts  o r  stops you can imitatevarious instruments. 1 

This is samewhat the same principle as  used on an  organ. 
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H i l l  Billy Style 
(Commonly called Corn Style) 

As its name suggests the "Corn9' or "Hill Billy7''style is typical of the style of playing largely used by 
the rural population Of this.country in their barn dances and entertainment. The Hill Billy style consis ts  
largely ofquarter notes played rather staccat.~, and the time combinations of dotted eighth notes andsixteenths 
s n d o f  dotted quarter notes and eighth notes. Often times farm songs are intermingled &th the melody of the 
regular song. ~ h e s e  farm songs of  course must - I)e in the same key and a breaking up of the same chords 
ast,hose which harmonize the measures of the song in which you are in the Corn &- Hill Billy style. 

The Bass may be dlayed in many ways but i t i s  ~ ~ s u a l l y  played a s  a Sock Bass. Other forms of Bass  
such a s  Drag ~ a s k e s  a i d  Breaks in the Basses are also used. This is left to your own choice, and depends, 1 
of course, on which type of Basses sound best in a pal-ticular type of song. The o~lly way to find out which 
type of Basses sound b e d  in a song is iry experimenting and trying all .of the different types of Bas .  Then 
play it with the type of Basses that sound best. I 



172 PHIL BAKER P I A N O  A C C O R D E O N  METHOD,  Book  3 I 
Technique Style 

This style consists of many types of combinations, embellishments, and note combinations which a r e  r ea l ly  
difficult to play on the accordion and require quite ali t t le skill to perform properly. After you have mastered 
the technique style you will be able t o  play the most difficult popular soggs, a i d  also the most difficult classi- 
c a l  numbers wri t ten with a lit t le practice. 

Following are'the f i r s t  16 measures of the song  My Honey in  a technique style. You must finish the re - 
maining 16 measures of this song playing them in a technique style, and figuring out all the hardes t  t ime 
combinations and note combinations that you can  possibly think of. 

I Accordion laugh use bellows properly. I 
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, Run Style 
This style is just what its name implies. Jt consists largely of a lot of runs nsed in the song. These 

runs may be scale runs, arpeggio runs, broken chord m, etc. The Bass,is usually played as regular bass 
accompaniment although my one of the other type of Basses may be nsed depending on the type of song 
being played. Runs may be also put in the Basses.- 



Arpeggio Style 
This style consists mostly of many arpeKgios. The arpeggios may be of the.chords which harmonize t h a t  

measure o r  of passing cl~ords; and they may be of a chord in its first position o r  in any one of i t s  other positions. 
The basses may be p!ayed as arpeggio basses o r  regular basses, o r  any  other type of basses that you s e e  f i t  , 

by experimenting with the song and seeing which type sound best for a part icular  type o f  song.. 
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Moderato sweet Genevieve 
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Transposition 
TRANSPOSITION means t o  change a piece of music from any- key to anqher, the object ef whiotr is 

te adapt it t a a  particular voice or  instrument. 
d 

If we find a song in a certain key,which would be too high or too low for the pupil t o  sing or play, w e  
can Transpose it to a more suitable Key,in the same manner ae the scal'ea. 

There a r e  3 simple Transposition Rulee which the pupil should remember in  order to complefemasfery. i 
1. PERFECT KNOWLEDGE OF THE IN!I'ERVALS. (See BookII, Page 16.1 
2. KEYS AND THEIR SIGNATURES (See Book I, Page 6.) 
3. TRANSPOSITIONS OF ACCIDENTALS. 

Every scale consists of five tones and two aemitonea. The semitones occur always between the3rd and 
4 th  and 7 th  and 8 th  notes in  every major scale. 

C Major Scale 
(NATURAL SCALE) 

EXAMPLE 

A .). tbne , 
/ \  : 

I I .-. 
I - & m V 

T I  a- v 1 
d ' 

U w 8 
2 3 4 )  5 6 7 

f 

To affect the proper order of intervals to correspond with those already established in  the key of C, 
we are compelled to raise F and C a semitone,which constitutes a t  once a whole tone from 2 to 3 and from 
6 to 7, at the same time producing two semitonee between 3 and 4 and 7 and 8. This is affected by mak- 
ing the F and C sharp. 

As these sharps affect every F and C throughout the piece, they are placed at the clef and called sig- - 
nature. All the other keys a re  formed on'the same principal; and for  the same reason, we use f la t s  to  
form the key of F, Bb, Eb, Ab, etc. 

Home, Sweet Home 
(TRANSPOSE FROM C TO KEY OF D) 

c 
ORIGINAL 

I 

D 
T'RANSPOSED 

.z 
Before Transposing a number determine the key, then the new key. Next, figure the interval between 1 

the two keys and transpose each accordingly. 
Example: If you are  Transposing a number from key of C to key of D, the interval between the two 

-t 

keys ie  one tone. Write the signature i n  the key of D (F$ and Cg), then raise each notemetonebigh- 
er. If you a r e  Trangoaing  from C to Eb, raise  each note l 5 t o n e s  higher, from C t o  E -2  tones, etc. 
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Sight Transposing 
After the student ha s  acquired facility in transposing to  a key that is alphabetically a tone  higher or 

lower; then he should turn his attention to transpoeition of a major o r  minor third above or  below. 
For Sight Transposing,the student should disregard the alphabetical names of the notes, s imply 

thinking in lines and spaces. In transposing a third up or down i t  does not matter how many letters high- 
e r  or lower the  notes become; what matters is  that every line remains a line, every space remains a space, 
being the  line or space immediately above or below the  one written. 

Original 

1 tone  lower 

1 13 tone lower 1 

To complete mastery of Sight Transposition is  rather difficult and requires considerable practice. 
At  f i rs t  t ry  your skill on a simple melody that  you know before going any further. 

Transposing Chords at Sight 
If the student plays from piano sheet music, Banjo o r  Guitar par t  where the chords a re  marked, he 

, should transpose each chord alphabetically higher or lower t o  the  key desired. Example: f rom key of C 4 
to key of D transpose each chord one letter  higher. 
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How to Read Different Types of Accordion Arrangements 
Here a r e  different ways of notating the Bass in Piano Accordion Music, And a s  youwill play Solos 

arranged in their various ways it will be necessary that you know how to  interpret -them. 

In all  Accordion arranging the Fundamental and Counter Bass rows a re  written below the 3rd line 
of the Bass staff. Notes written above the 3rd  line designate the chord to  play Major, Minor, Seventh 
or Diminished. The different markings for these notes above is  what we shall study now. 

Chords Designated by Numbers 
Some Arrangers designate the kind of a chord t o  use by numbers. 1 f o r  Major, 

2 for  Minor, 3 fo r  Seventh and 4 for  Diminished. 
This number corresponds to the number of the row of Buttonsf ram theFundamenta1 Basses. 

EXAMPLE I 
Chords Designated by Letters 

Somet.irnes the kind of a Chord is designated by letters,(mg) for  Major Chord, small 
(m) for  Minor Chord, capital (s) for Seventh Chord and (~im.)  for Diminished Chord. . 

Also the  Bass will sometimes be written in the Treble Clef. 

EXAMPLE im.for C Diminishe 

Mixed Styles 
Sometimes the Basses will be designated by capitol (I) for  Major,  i in.) for  Minor, 

(7th)  for Seventh Chord and (~im.) for  Diminished. 

EXAMPLE I 
On the following page a r e  2 Solos showing t h e  use of this different Bass Notations. 
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Flowers 
SRoring Bass Chords designated by Numbers. 

JIM SMOCK 

Sweet as Honey 
Showing Bass Chords designated by Letters. 

( 



IMPROVISING 
To Improvise means to play extemporaneously or without previous preparation. Some people a re  gifted 

with an ear  for recognizing correct harmony and faking any melody; others a r e  not. Thoee without any - 4  
, 

natural talent should follow earnestly the rules of Improvising, and by writing and memorizimrgthechord 
arpeggios and modern rhythms could do a s  well as  the others. 

First of all, the student should know all the chords, their positions and arpeggios a s  explained in 
Book No. 2. Then, take one rhythm at a time and apply to the chord arpeggio. 

I t  i s  advisible to  use C chord first ,  before going to others. After studying the following examplee, 
try to  invent some of your own. 



Improvising (CONT.) 

After the previous lesson has been learned thoroughly, the next step is to learn how to use passing 
tones together with the arpeggio 

FIRST JTSE A PASSING NOTE ONE WHOLE TONE ABOVE OR BELOW THE CHORDAL NOTES.' 

EXAMPLE 1 
4 

n I , 1) r f 
C ARPEGGIO k:: ; 

I I  I ,  I I 1  I  1 1 1  m I 
I  1 1 1  I I I I  I I  1 I 
I I  I I I  I I  I r l  I I  I I  I I  

AS PLAYED 
with passing tone 

5 

Usingvarious Rhythms in C 

EXAMPLE 3 

u 
Using the Principal ChordainC 
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Improvising (CONT) 
In t he  f o l l o d n g  two examples,  pass ing  tones  a r e  used,  ONE HALF TONE ABOVE OR BELOW THE 

' 

CHORDAL NOTES. St:udy them thoroughly, t hen  t r y  t o  invent some of your own. The qnickestway t o  learn 
Tmpro~ i s ing  is by writing down your inventions. 

C ARPEGGIO 

AS PLAYED 
1 with step,passing tone  

C ARPEGGIO 

EXAMPLE 2 

AS PLAYED 
with& s tep  passing tone 

Whole and Half Step Passing Tones 

, the Principal Chords 

Besides the  whole a n d  half  s t e p  pass ing  t o n e s  used  with t h e  a r p e g g i o  notes ,  a s  shown i n  t h e  ex- 
amples above, t h e  same could be  used  wisely on any melody notes .  

TO COMPLETE MASTERY OF IMPROVISING THE STUDENT SHOCZD KNOW THOROUGHLY THE FOL - 
I,OWING: 1. All Major and  Minor Scales. 

2. How t o  build Chords and  the i r  Arpeggios.  
3. Posit ions of al l  Chords. 
4. Pentatonic Sca le .  
5. Whole Tone  Scale .  

6. "Blue" Notes and  "B1ue"Scalee. 
7. "Hot" F igures .  
8. Fill-ins. 
9. Breaks  and Endings. - 

10. Pe r fec t  Knowledge of t he  Key board. 
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!CXEME ' Melody played in " ~ o t "  Styles 
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MODULATIONS 
To modulate means to pass from one key to another permanently. Modulations arevery much used in modem 

music especial& in orchestrations. Many times when a chorus is repeated it is  played in a different key. This is 
done to relieve the mono tony. firthemore, the arranger may wish to produce certain effects and may si\e the lead j 
to certain instruments. On some instrumentqit is easier to play in certain keys than in others, for example,onan 
~ b ~ l t o  saxophone i t  is easiest to play in the flat keys. Recause of these reasons nearly every orchestration is played 
in several different keys. ) 

Modulations are generally resorted to in long compositions to please the ear with a fresh succession of chords. 
Modulations are  very useful in music, and they are becoming more and more used by modern composers. Therefore+ 
it is important that you know how to modulate. 

Modalat ions occur most frequently between closely related keys (the dominant, sub dominan t, relative minol; 
or the relative minor of the dominant). At least two chords are required for a modulation. Most modulations are of 
four measure duration, although modulations of 2,4,8, and I6 measures are also commonly used. ,- 

When modulating to a new %we must introduce a tone characteristic of the new key and foreign to the ol&' .j 
key. A modulation is best effected by introducing the chord of the dominant seventh of the new key followed by - 
the tonic chord of the new key. 

Following are given 4 measure modulations of all the"steps9' in a scale. These modulations lead either into the  
major o r  into the minor with the same letter name as the major. Notice carefully the numberofsteps that is marked i 

for each modulation. 
By transposing any of the following modulations you will have modulations possible for any key to any other key. 

For example, ifyou uisli to modulate from the key of E to the key of F, notice that from E to F is an interval of 
step. Then look at the following modulations until you find.the one that is for an interval of step. This i s  the 
modulation from C to ~b written below. Transpose the entire modulation to the key of E, and it will serve as a 
modulation from the key of E to the key of F. 

The following modulations are given in three lines. The first line gives the chords only. The second line is  the 
same chord as  in the first line played as a hot rhythm or as a break, and the third line is  the basses. 

Modulation C to ~b 
(Interval of *a step) 

Modulation C to DM 
(Interval o f 1 x+hole step ) 
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Modnlation C to EC 
( I n t e ~ a l  of 1 and k step) 

Modulation C to E 

I 
(~nterval of 2 and % steps) A 



* 

Modulation C to G 
.. 

1 

a 

Modulation C to ~b 
A (Interval of 4 whole s tas)  

Modulation C to A 
(Interval of 4 and y2 steps) 

Modulation C to Bb 
(Interval of 5 whole steps) 
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Modulation C to Bh 

(Interval of 5 and % steps) 

- How to  Make Your Own Modulations 

The easiest way of making your own modulations is by using the diminished chords. A s  already explained in 
Hook 2 the diminished chords c ~ T ? q ~ y a n d  A'are really all one and the same diminished chord. The mod- 
ulation is effwted by approaching the diminished seventh cbord in one form and leaving i t  as belonging t o  an- 
other form. The enharmonic change of notation may be expressed o r  understood, for example:-- 

A major to E minor 

Diminished chor 
approached as G14 

'U  e Dhinishedchord . E, 
approached as D- 

Diminished seventh chords may be made to progress in to almost any  key. The C diminisl~ed chord l eads  
into B minor o r  B major, the sme diminished chord conceived a s  ~b diminished leads into D minor o r  D 
major, the same diminished chord conceived ask'# diminished leads irito F minor o r  F major etc., This kind of 
modulation i s  so easy that the student should be warned against i t s  excessive use. 

Augmented chords are also very useful in modulating,due to their enharmonic character. For example, t h e  

followingchalge could lead either t o  P minor, to  ~ b m a j o r ,  to C major, o r  to D major. 

Changed enharmonicall v to *-If would now lead into Fm, AP, C.or U. 3 

The following chan* could lead either to ~ b r n i n o ~  ~ b m a j o r ,  ~bmajor ,or  E major. 

-flwould now lead into ~ b m ,  ~ b ,  F'qor E . 
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Embellishing the Waltz 
A Waltz is never played as a Hot Chorus o r  a s  a Dirt Chorus. The melody of the Waltz is usually 

Embellished by using grace notes, mordents, trills, the arpeggiaido, the tremolo, etc. Arpeggios are also 
very useful in Embellishing a Waltz. 

Do not t r y  to  put any "Hot" breaks in a Waltz. Breaks when put in a Waltz should be smooth and 
legato. The Basses in a Waltz may be played in various styles. Organ Basses are  especiallyeffective in 
a slow Waltz. 

Following is a Waltz with the melody Embellished. After you know the following t r y  t o  hbel l i sh  this 
Waltz using your own original ideas. 

Moonlight Memories 
Waltz By ANTONJO ROSANOVA 
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Moonlight Memories (cont .) 
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Accordion Shuffle 
(Novelty Accordion Solo ) 

The real popularity of this song lies in its difficulty. It is a standard by which you can tell the 
good Accordionist from the mediocre player, and for this reason, an'd if for no other, all Accordion play- 
ers  and Accordion lovers are  intrigued by it. Also it has a beautiful melodywhich I am surethatyouwilllike. 

It is of immense value for training in fingering and technique. The more often you play this song and 
the faster you play it ,  the more stronger and better developed will your fingers become, and themore tech- 
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Accordion Shuffle (cont.) 
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Accordion Shuffle (cont .) 

. 
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