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I think that‟s something that goes with really hard work.  So your students, a lot of 

the students I‟m hearing, need to really get serious about this.  I just judged a JJ 

competition, and I heard some people on this thing I was thinking, you know, hey, 

you know you really ought to get back to the woodshed and learn to play your 

instrument, play in tune.  Play, you know, get your chops together, get your, get 

some articulation together, you know so it sounds good.  These guys are, you 

know, some of them sounded ok, but a lot of them, they really shouldn‟t have 

submitted those tapes.  Sorry.  I‟m just being very candid, you know I‟m not 

trying to be mean, but that‟s, you know, you have to earn that right to do that.  It‟s 

not gonna just happen by itself, because you got a pretty, you know, a pretty face, 

or got a nice pair of shoes.  It don‟t work that way. 

 

WP:   Thank you for your comments. 

 

end of interview 

 



133 

 

APPENDIX G 

 

MICHAEL DAVIS E-MAIL RESPONSE 

 

1. Briefly describe your exposure to Carl Fontana's playing. 

 

I was introduced to Carl's playing when I was in high school and it changed the 

way I approached jazz trombone playing.  The first record of Carl's that I got was 

the live album he did with Jake Hanna at the Concord Pavilion.  Still one of my 

favorites. 

 

2. In what ways, if any, did Carl influence your playing? (ie phrasing, articulation, 

rhythm, etc...) 

  

All of the things you just mentioned have been an influence on me.  His overall 

fluidity is second to none.  His smoothness and general eighth note feel are 

probably the most influential aspects of his playing on me. 

 

3. Did you know Carl?  If so, was it on a personal or professional level? 

 

I met Carl a couple times in Las Vegas, but didn't really know him, regrettably.  I 

remember hearing him in the lounge at the Four Queens in downtown L.V. where 

he was playing a two trombone gig with Bill Watrous. It was absolutely amazing 

to hear him live!  Talk about a different era though......two trombone players 

playing in the lounge of a casino! 

 

4. Do you use the "doodle tonguing" technique?  How much influence do you think Carl 

had on this technique? 

 

I don't use the doodle tongue technique, but there's no question that Carl set the 

standard for doodle tonguing.  He was a true virtuoso in every way, especially 

with regards to his tonguing and articulation. 

 

5. If you do not use the “doodle tonguing” technique, how do you approach your fast 

tonguing requirements? 

 

I use a fast single tongue. 

 

6. Please give a brief statement about how you feel Carl’s playing has influenced the 

jazz trombone community. 

 

Carl is one of my two absolute favorite trombone players, Frank Rosolino being 

the other, and unquestionably one of the most important figures in the history of 

jazz trombone playing.  He took the instrument to a new level in every regard.  
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You can certainly hear his influence in almost all of the great players who 

followed him.   

 

Despite the admiration we all have for Carl, I always felt he was underrated in the 

jazz world.  I sometimes feel that if he had moved to New York, instead of 

staying in Las Vegas, his influence and stature would have been even greater. 

Either way, Carl was a gift to all of us. 
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APPENDIX H 

 

TOM EVERETT E-MAIL RESPONSE 

 

1. Briefly describe your exposure to Carl Fontana’s playing. 

 

My first experience hearing Carl on record was in the early 60’s when I heard a 

late 50’s composite LP (sampler) of selected trombone features all taken from 

various recordings available on the Bethlehem record label.  I tracked down the 

original LP from which the selected cuts were taken (it was a small group session 

of mostly X-Kentonites under the leadership of bassist Max Bennett). 

Carl was heard on the ballad “Polka Dots and Moonbeams,” I believe the medium 

tempo “My Heart Belongs to Daddy,” and the burner “Strike Up The Band.”  Carl 

had a distinctive and personal sound.  His feel (playing more than just machine 

gun sixteenths), vibrato (a bit slower), melodic lines (turns and uncanny sense of 

time), and sheer facility blew me away.  The two performances, “Polka Dots and 

Moonbeams” featured different aspects of Carl’s phrasing, ideas, technique, 

articulation, and swing (rhythmic feel).  It was remarkable how warm and 

personal he interpreted the ballad, and then swung through a ridiculous fast 

“Strike Up The Band” demonstrating the cleanest, most relaxed up-tempo 

technique I’d ever heard.  Unlike most other trombonist I had heard to that time, 

his articulation (later I realized it was called “doodle tongue”) produced a clarity 

of individual notes (creating a rhythmic forward motion), all with a legato 

delivery.  Seemingly, he could do it all!  (Shortly thereafter I heard Carl’s most 

famous early recorded solo- “Intermission Riff” with the Stan Kenton Band). 

 

2. In what ways did Carl influence your playing? 

 

Specializing on the bass trombone, and being a lousy improviser, Carl didn’t 

affect my own playing, but did influence my listening to, and taste in jazz. 

 

3. Did you know Carl on a personal or professional level? 

 

I was fortunate enough to get to know Carl in both a professional and personal 

level. 

 

4. How much influence do you think Carl had on the “doodle-tonguing” technique? 

 

There were so many wonderful trombonists heard during the 50’s, but for me, 

Carl was the individual who best created a balance between getting around the 

horn quickly without awkwardness, and being able to swing. 
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5. Please give a brief statement about how you feel Carl’s playing has influenced the 

jazz trombone community. 

 

Just listen to all the fine trombonists playing today who have incorporated some 

aspect of doodle tonguing into their playing!  In building upon JJ Johnson’s 

innovations of the 40’s and 50’s, I believe Carl’s facility on the trombone has 

been influential in the refinement of trombonist’s slide technique (both speed and 

agility) and “rhythmic legato” (a type of “double-legato tongue”).  I currently hear 

many contemporary players, who have mastered and personalized elements of 

Carl Fontana’s playing, creating new approaches to jazz incorporating their own 

style of music expressed through their own individual voice.   
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APPENDIX I 

 

ANTONIO GARCIA E-MAIL RESPONSE 

 

1. Briefly describe your exposure to Carl Fontana's playing. 

 

I probably first heard him in my later high school or early college years, initially 

through recordings, then live at the Loyola University Jazz Ensemble Festival in 

my hometown of New Orleans, where I also attended college. In March 1980 he 

was in residence at Loyola for several days of workshops, rehearsals, and a 

performance for which I accompanied him as a member of the college jazz band. 

 

In undergrad and then later in grad school (Eastman) years I transcribed many of 

his solos, performing some of them vocally and on the trombone. I turned one of 

them into a published solo transcription/analysis (see "Frank Rosolino and Carl 

Fontana: Together on 'Rock Bottom'," ITA Journal, International Trombone  

Association, Vol. 32, No. 3, July 2004, archived without the printed music at  

<http://www.garciamusic.com/educator/articles/articles.html>), for which Carl 

gave me permission. 

 

When I then became a full-time professor at Northern Illinois University, I co-

hosted him there around 1990 for a couple of days, which was a marvelous 

musical experience. When I moved on to Northwestern University, I wanted to 

have him with my students again; so with a colleague we engaged him for a visit 

around the spring of 2000. But his health took a turn for the worse, and he was 

unable to come. 

 

2. In what ways, if any, did Carl influence your playing? (ie phrasing, articulation, 

rhythm, etc...) 

 

My two strongest influences are probably Carl Fontana and Bob Brookmeyer. I'm 

not embarrassed to say that I likely try to phrase more like Carl than I do any 

other trombonist (while Bob's use of dissonance and rhythmic sequence 

influences me strongly as well). I crave his legato phrasing and the touch of 

syncopation and cross-rhythm that are his hallmarks. And what a personal tone! 

 

I make sure my trombone students are exposed to his playing as one very 

important style within the vast possibilities of the jazz trombone. 

 

 

3. Did you know Carl?  If so, was it on a personal or professional level? 

 

Only professionally. 
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4. Do you use the "doodle tonguing" technique? 

 

Because of Carl, I wanted to learn it; and eventually I did, though not through 

Carl's instruction. Carl's workshops on doodle-tonguing were always short 

because he never could say much about it that would really help someone figure 

out how to do what he did so well. Conrad Herwig's instruction greatly assisted 

my learning the technique.  However, since I have a pretty fast single tongue, I 

rarely use the doodle. 

 

4a.  How much influence do you think Carl had on this technique? 

 

Huge! No instrument needs it as much as the trombone for fastest playing, and no 

trombonist did it better than Carl. 

 

5. If you do not use the "doodle tonguing" technique, how do you approach your fast 

tonguing requirements? 

 

As mentioned, a really fast and light single tongue. I call on the doodle every now 

and then but not for sustained lines. 

 

6. Please give a brief statement about how you feel Carl's playing has influenced the 

jazz trombone community. 

 

Carl swings like no one else, with a profound blend of bebop and blues 

vocabulary.  He even influenced trombonists who heard his style and decided they 

did not want to emulate his legato approach! 
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APPENDIX J 

 

CONRAD HERWIG E-MAIL RESPONSE 

 

1.  Briefly describe your exposure to Carl Fontana's playing. 

 

I started listening to Carl in 8th grade in Hawaii when my teacher, Les Benedict, 

gave me the Louis Bellson album "Thunderbird".  There is a "rhythm changes" 

solo on "Back on the Scene" which really influenced me.  Later I collected more 

recordings and heard him live at Disneyworld in Florida and in Texas with Frank 

Rosolino. 

 

2.  In what ways, if any, did Carl influence your playing? (ie phrasing, articulation, 

rhythm, etc...)  

 

I transcribed many solos.  I learned basic jazz eighth note concept  , use of space, 

melodic improvising, approaches to Bebop changes, altered dominants (especially 

half/whole diminished scales), symmetry of ideas (beginning-middle-recap-

ending), using quotes of other tunes, alternate positions  and against the grain, and 

ultimately how to doodle tongue and use technique in a controlled and tasteful 

way. 

  

3. Did you know Carl?  If so, was it on a personal or professional level? 

 

I heard Carl perform many nights when I was a teenager working at Disneyworld, 

and for a 3 night engagement in Dallas with  Frank Rosolino and the Freddie 

Crane Trio in 1978.  Later when I worked with Frank Sinatra we would both be in 

the section together and hang out after gigs.  He was a great person and really fun 

to be with. 

  

4. Do you use the "doodle tonguing" technique?  How much influence do you think Carl 

had on this technique?  

 

Yes, I "Doodle Tongue".  Carl was a huge influence on me, and all of my students 

are required to listen and study Carl's technique.  Carl's style is a bridge into Post-

Bop modal-chromatic improvisation on the trombone.  Fontana played with a 

light, articulate style that lends itself to more recent developments in jazz musical 

language like Wayne Shorter, Joe Henderson, and John Coltrane. 

  

5. If you do not use the “doodle tonguing” technique, how do you approach your fast 

tonguing requirements?  

   

NO ANSWER 
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6. Please give a brief statement about how you feel Carl’s playing has influenced the 

jazz trombone community. 

 

Carl was a melodic improvising master, with no wasted notes.  He outlined the 

changes and guide tone lines in a relaxed stream of consciousness style.  He 

mixed in quotes from other tunes and pet licks from other players he admired like 

Clark Terry, Stan Getz, Dizzy, Bird, and many others.  He was always listening 

and feeding off what other bandstand mates were playing.  He had a repertoire of 

literally thousands of tunes and jazz standards.   Carl was a technical virtuoso, but 

the musical line always came first.  His style was mainstream bebop with an 

incredible knowledge of swing and Dixie land (from his Louisiana musical 

upbringing).  He was the coolest Dixie land trombonist on the planet, without the 

sliding, smearing or gutbucket histrionics.  I feel that Carl Fontana does not get 

the credit  and esteem he deserves (from non-trombonists especially) as an 

influence on Modern Jazz trombone playing.  I place him in the top 5 with JJ 

Johnson, Curtis Fuller, Slide Hampton, and Frank Rosolino. 
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APPENDIX K 

 

BOB MCCHESNEY E-MAIL RESPONSE 

 

1. Briefly describe your exposure to Carl Fontana's playing. 

 

My first exposure to Carl was actually not until college when someone played me 

a tape of one of his clinics. By that time, I had already developed my doodle 

tongue technique on my own. After hearing that tape I sought out some of Carl's 

recordings. There weren't that many. I recall listening to the Colorado Jazz Party 

record many times. Of course I was very impressed with Carl and his technique 

from the beginning. I met Carl many years later when I was on the road with Paul 

Anka. We regularly spent many weeks in Las Vegas and I heard him at the Four 

Queens almost every Monday night.  

 

2. In what ways, if any, did Carl influence your playing? (ie phrasing, articulation, 

rhythm, etc...) 

 

Carl was always impressive, with great technique - fast, clean, smooth and clear. I 

was most impressed by Carl's seemingly limitless flow of ideas in his solos. He 

never stuttered - chorus after chorus. He was always right there with another 

musical thought, and played with extraordinary accurate and swinging time feel.  

 

3. Did you know Carl?  If so, was it on a personal or professional level? 

 

Unfortunately, I never had the chance to play with Carl in a small group setting, 

but I did some big bands jobs with him where we got to play a bit. Carl was also 

generous enough to write me a nice quote for my doodle tongue method book. I 

understand he was very generous to other musicians and trombonists, always 

giving them space to play at jam sessions and his gigs. 

 

4. Do you use the "doodle tonguing" technique?  How much influence do you think Carl 

had on this technique? 

 

NO ANSWER 

 

5. If you do not use the “doodle tonguing” technique, how do you approach your fast 

tonguing requirements? 

 

NO ANSWER 
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6. Please give a brief statement about how you feel Carl’s playing has influenced the 

jazz trombone community. 

 

Its hard to imagine having a discussion about great jazz trombonists without 

mentioning Carl Fontana. I believe that the trombone community respected Carl 

as one of the greatest jazz trombonists of all time, and he has had a tremendous 

influence, especially in the area of fast clean playing.  
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APPENDIX L 

 

JAMES MORRISON E-MAIL RESPONSE 

 

1. Briefly describe your exposure to Carl Fontana's playing. 

 

I listened to Carl on record a lot as I was learning trombone. I also had the chance 

to play with him at a jazz festival in Las Vegas in the mid 1980's. 
  

2. In what ways, if any, did Carl influence your playing? (ie phrasing, articulation, 

rhythm, etc...)  

 

Carl opened my ears to the fact that the trombone could do things I didn't know it 

could do. His technical facility was inspiring, particularly the articulation - it was 

so 'clean'. 
  

3. Did you know Carl?  If so, was it on a personal or professional level? 

 

I just met him the once at the above mentioned festival. 
  

4. Do you use the "doodle tonguing" technique?  How much influence do you think Carl 

had on this technique?   
 

No, I don't use doodle tonguing but I think Carl's influence on the doodle method 

was very large as he seemed to be the greatest exponent of it. 
  

5. If you do not use the “doodle tonguing” technique, how do you approach your fast 

tonguing requirements?  

 

I single tongue everything that I want to tongue and play 'against the grain' as 

well (going up when the slide is going down and vice versa). A combination of 

these handles all my articulation requirements. 
  

6. Please give a brief statement about how you feel Carl’s playing has influenced the 

jazz trombone community. 
 

I think Carl opened up possibilities for many bone players around the world by 

showing us what was possible. 
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APPENDIX M 

 

MARK NIGHTINGAL E-MAIL RESPONSE 

 

1. Briefly describe your exposure to Carl Fontana's playing. 

   

My first exposure to Carl was in 1979 when I was 12 years old. My dad picked up 

the album „ Bobby Knight and the GATC - Cream of the Crop‟ not really 

knowing what it was about, simply because it had trombones on it and I was 

learning the trombone. Both Carl and Frank‟s improvising on that album were 

inspirational. Despite my lack of knowledge at the time I knew that these guys 

were playing in a way that I wanted to be able to do, so I used to play along with 

the record incessantly until I‟d memorised all the solos. 

 

2. In what ways, if any, did Carl influence your playing? (ie phrasing, articulation, 

rhythm, etc...)  

Carl‟s beautiful sense of time, the odd cheeky but sweet turn of phrase, playing 

interesting lines at tempos that were supposed to be reserved for sax players, a 

fast tongue that was soft and swinging, etc 

 

3. Did you know Carl?  If so, was it on a personal or professional level?   

I only met Carl a couple of times. In 1989 he and Jiggs guested with my 5 

trombone band „Bonestructure‟ at Ronnie Scott‟s Club in London, just after the 

Eton ITF. He also played in London a year or so before he passed away and I 

went to see all his gigs then too. 

 

4. Do you use the "doodle tonguing" technique?  How much influence do you think Carl 

had on this technique?  

I can‟t doodle. To my ear Carl made the doodle his own. Other players did it but it 

sounded hard or uneven. With Carl you never really noticed he was doodling, it 

was just a way of letting the music out. 

 

5. If you do not use the “doodle tonguing” technique, how do you approach your fast 

tonguing requirements?  

I use a combination of fast single tongue and „against the grain‟ (no tongue 

required) I think. I‟ve always found it difficult to analyse because I never thought 

about it till much later on. Originally I just played along with Carl on records and 

tried to make it sound as like him as possible, not knowing how I was achieving 

it. 
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6. Please give a brief statement about how you feel Carl‟s playing has influenced the 

jazz trombone community.  

Although JJ is rightly lauded by all the critics, I‟ve found that amongst the top 

jazz trombonists of today whose playing I love, they ALL cite Carl and Frank as 

their chief influences. My personal opinion is the same. Carl and Frank both had 

amazing technical fluency and flexibility, yet they always chose to use it with 

taste and musicality. They had their priorities right! Furthermore, they always 

sounded like they were having fun whilst playing, which left you feeling uplifted. 

Fantastic! 
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APPENDIX N 

 

BOBBY SHEW E-MAIL RESPONSE 

 

1. Briefly describe your exposure to Carl Fontana’s playing. 

 

I first heard him play on Kenton’s CUBAN FIRE.  The connection was 

immediate. 

 

2. In what ways, if any, did Carl influence your playing? 

 

He always had such a great eighth-note feel which inspired me to do the same.  

He couldn’t play without “swinging.”  I also thought his melodic style was a goal 

to shoot for. 

 

3. Did you know Carl more on a personal or professional level? 

 

Both really.  I first met and played with him in various bands in Las Vegas, 

probably around 1963 or 1964.  They were both house bands as well as “kicks” 

bands for fun.   

 

4. Can you describe the experience of recording an album with Carl?  What was he like 

in the studio? 

 

Carl was always “spot on” but he had a lot of self-doubt as to whether or not he 

sounded good.  He often wanted to do more takes to get the ideal solo.  When we 

did HEAVYWEIGHTS, he had several extra trombones in the studio.  I think 

they were Earl Williams.  He kept switching instruments on each take which 

totally confused the engineer who didn’t know about his changing of horns.  

Apparently, there were sound differences but I personally didn’t really notice 

anything.  One time he sat me down to hear him try mouthpieces.  He had a 

handful of new PHD pieces from NYC so I pulled up a chair.  He played all over 

the horn on each one and each one sounded terrific to me with basically no 

difference in sound.  He always sounded like himself on whatever he played.  The 

only differences would have been what he might have felt from within. 

Sometimes I felt like he might have been “back-peddling” or holding himself 

back a bit on his solos as he had once said he didn’t want to “put his best shit on 

someone else’s album!”  I felt a little of this with HEAVEYWEIGHTS but I also 

knew that he was playing tribute to Herbie Phillips who had done a lot of the 

charts and who had passed away just before we recorded.  Carl and Herbie had 

been extremely close buddies for decades.   
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5. Please give a brief statement about how you feel Carl’s playing has influenced the 

trombone community, as well as the jazz community as a whole. 

 

There have been a great many great trombone players over the years and I almost 

hesitate to start listing as I know I’ll forget someone meaningful.  Early on, Jack 

Teagarden set the first standard for my ears.  After him it was JJ Johnson, who I 

felt really modernized the approach to playing.  His “doodle-tonguing” 

revolutionized the instrument’s personality.  People along that line were Jimmy 

Cleveland, Urbie Green, Wayne Andre, etc…  Carl’s entry period was right in 

that era and his soloing with Kenton, Kai Winding, Woody Herman, etc…, all 

reflected his mastery of the style.  Of ALL of those, the 2 standouts for me are 

Carl and JJ with Jimmy Cleveland and Urbie shadowing them.  Of course I 

always loved Bob Brookmeyer’s playing and writing and the valve section gave 

another personality to the horn, being able to hear the valve movements instead of 

the doodling.   

 

In the army attached to the NORAD band, I met and played a lot with Phil Wilson 

who I consider an innovator in many ways but who never rightly got his due.  

Since those days, all of the plethora of excellent trombone players who have 

become a part of our scene, I feel all owe a deep reverence to Carl for the standard 

he set.  I’m referring to Bill Watrous, Jim Pugh, Tom Malone, Andy Martin 

(Carl’s stated favorite), Bob McChesney, John Fedchock, etc…  Carl rates to 

trombone players as Clifford Brown would relate to trumpeters!  Enough said! 
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APPENDIX O 

 

RICK SIMERLY E-MAIL RESPONSE 

 

1. Briefly describe your exposure to Carl Fontana's playing.   

 

I've been a fan of Carl Fontana's playing since my freshman year of college.  I had 

a few recordings and was always amazed by his smooth approach and incredible 

technique. 

 

2. In what ways, if any, did Carl influence your playing? (ie phrasing, articulation, 

rhythm, etc...)  

 

Carl was a huge influence both in phrasing and technique but also melodically by 

his use of the diminished scale. 

 

3. Did you know Carl?  If so, was it on a personal or professional level?   

 

I met Carl in Chicago at the Jazz Showcase.  We had a mutual friend, Al 

Thompson, who was a saxophonist and legend among Carl, Zoot, Jake Hanna and 

others.  I spent a lot of time with Carl that evening and he got me into the 

showcase and bought me a drink along with Bill Porter, a great trombonist from 

Chicago.  Carl was very genuine and a little "down" on the music scene but I had 

a great hang with him that evening and a lot of stories were told! 

 

4. Do you use the "doodle tonguing" technique?  How much influence do you think Carl 

had on this technique?  

 

Yes - I use doodle tonguing along with other combinations in every solo.  I never 

use doodle "exclusively" but with combinations of many varieties of tonguing.  

Carl influenced the doodle tonguing technical aspect.  

 

5. If you do not use the “doodle tonguing” technique, how do you approach your fast 

tonguing requirements?  

 

My combinations of tonguing include: doodle; double tonguing; triple doodle; 

triple tonguing; soft single; hard single; staccato; etc. (the list goes on and on). 

 

6. Please give a brief statement about how you feel Carl’s playing has influenced the 

jazz trombone community.  

 

Carl was an innovator.  He is the father of doodle tonguing and was the very first 

to implement this technique.  He paved the way for trombonists to play fast jazz 

lines in the same way saxophonists and trumpets do.  His innovations made it 

possible to stand "toe to toe" with other instruments and have the ability to play as 
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fast as they do.  However, Carl should not be singled out for his technique.  His 

ideas and jazz lines were creative and innovative.  His “melodicism” is still a 

standard in jazz trombone playing.  He was truly a "jazz trombonist's trombonist". 
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