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Introduction Methodology Form Analysis
Accordionist David Lee Garza’s leadership through I restructure the Riemannian Tonnetz in two ways: 1) By putting the Tonnetz into the shape of a five- The chord progression in Me vuelvo a enamorar (1999)
memorable pasadas (characteristic gestures by a row button accordion (Example 1a) and 2) by replacing the pitches of the traditional Tonnetz with by David Lee Garza y Los Musicales involves adjacent
performer) indicates that the accordion guides the the pitches of the five-row accordion (Example 1b). The traditional Tonnetz includes intervals of harmonies—iii, IV, and V7—that repeat throughout the
melodic and harmonic direction of each song. Because perfect fifths, major thirds, and minor thirds compared to the accordion which involves minor entire song with little variation (Example 2). The intro
the accordion is the central focus of the band, whose seconds, minor thirds, and major thirds. With their specific intervallic structures, both diagrams and outro both set up and recap the progression without
songs develop through experimentation, I hypothesize highlight a C major triad for comparison. Because of this intervallic shift, the triangle created by the the voice. Each line in the verse moves through each
that the chord progressions in the songs of conjunto triad on the traditional Tonnetz becomes linear on the accordion, which ultimately aids in the finger harmony in the same order.
music, specifically that of David Lee Garza y Los positions of the player.
Musicales, result from the physical layout of the
accordion. I develop an accordion-based Tonnetz—for Example 1a. Tonnetz intervallic structure within the shape of an accordion finger board.
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