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"Examining the influence of JJ Johnson on Jazz trombone"

Jazz trombone has made significant growth since the beginning of the Twentieth Century, and a key figure in this development is John Louis (J.J.) Johnson. His playing contains many distinctive qualities that have been shaped by early jazz trombone players, and as a result have influenced many present day players. Thanks to this player, the trombone underwent a huge amount of development from what it was in the hands of early jazz players such as Oliver 'Kid' Ory and Tommy Dorsey. This development has allowed for a modern trombone sound and idea to be improved upon by contemporary players such as Carl Fontana and Robin Eubanks.

PART ONE: EARLY JAZZ TROMBONE — PRE J.J. JOHNSON

Before the developments made to the instrument by Johnson, the trombone found its niche in the Dixieland and traditional jazz bands of the early Twentieth century. Some of the earliest recordings of the trombone in Dixie and traditional swing music come from the popular and well noted Edward 'Kid' Ory (1886 — 1973). This Negro trombonist was born in New Orleans and was one of the leading innovators in the development of Dixieland trombone style, a style which would eventually play an important role in Johnson's playing. This style included utilization of the lower to middle register of the instrument, allowing the trombonist to achieve a 'dirtier' tone. Ory's trombone voice was also guttural and incorporated glissandi and growls. A further effect utilized by Ory is quarter tone tuning. This African tuning system is widely utilized by jazz musicians to lend their music a 'looser' feel and the trombone, being an instrument without set tuning, is the ideal instrument to achieve this. Ory's use of these trombone effects epitomizes

the style and development of the early jazz trombone (see figure 1).

     Student provided evidence in the form of an annotated score –
     When the Saints Go Marching in, taken from:  

L     http://www.trombone.ord/articles/library/evojazzl.asp#return       

The trombone held an important position within the Dixieland band. Its ability to play the above mentioned effects made it a desirable instrument to complement and accompany the main melody instruments in the band. In many of Ory's band's songs each instrument plays a specific role. The trombone is no exception to this rule (see figure 2).

	Instrument
	Example Player
	Function within the band

	Clarinet
	Darnell Howard/ Omer

Simeon
	Main melody instrument/ counter melody/

solos

	Cornet
	Mutt Carey


	Main melody instrument/ counter melody/

solos

	Piano/

Guitar
	Buster Wilson/ Bud Scott
	Main harmony instrument

	Upright bass
	Edward Garland
	Outlining chords/ providing bass line/ pulse

	Drums
	Zutty Singleton
	Rhythmic support and colour

	Trombone
	Edward Ory
	Glisses/ growls/ outlining guide tones



Figure two: a chart showing the roles of the different instruments within a typical Kid Ory Dixie section. Created: self

The 1920s and 1930s saw the development of Swing and Big Band music as the public's tastes began to move away from the raucous and wild sound of Dixie to a more refined and dignified sound. This move was made for a number of reasons including the merging of black (Ragtime, Dixieland, Traditional African) and white (Classical, Orchestral, European) musical cultures and the increased abilities of musicians. Also the ensemble sizes grew to include more horns in the front line; generally five saxes (two altos, two tenors and a baritone), three or four trombones and three or four trumpets; The big band. 

Tommy Dorsey (1905 — 1956) was a great Swing innovator and trombone player. To this end he composed and arranged his own big band music to suit his personal style. His works, such as 'Song of India', continue to be played today. Not unlike Johnson, Dorsey had a sweet lyrical tone that favored the higher register (specifically middle to upper C) and was a very accurate player. Dorsey was a white American, which also had an effect on his playing style; whereas the African Americans were known for their outlandish effects and tuning, white trombone players had a more sophisticated sound that was more in the style of the Swing era. Exact wide vibrato and laid back rhythmic variation were all characteristic features of the Swing trombone. Dorsey's lyrical solo over 'Song of India' contains all of these nuances and subtleties (see figure 3).


Student provided supporting evidence in the form of a score - Tommy Dorsey's Song of India Transcribed and analysed self from original recording

The style of Tommy Dorsey and other trombone players of the Swing era, such as Glenn Miller, played an important role as jazz again underwent a massive change. Their music directly influenced the development of the next great stage of jazz: bebop. It provided cultural validation and a technical springboard on which later trombone players, especially J.J. Johnson would base their ideas.

PART TWO: J.J. JOHNSON

J.J. (James Louis) Johnson was born in Indianapolis, Indiana in 1924, and took up the trombone just a few short years later. Johnson was born into a musical family and spent his formative years studying in Indianapolis before being invited to play in the Benny Carter Band in Chicago. This swing big band had a heavy influence on the young Johnson, who was also inspired by earlier trombone players such as Kid Ory and JC Higgenbottom. Features of his solos included elements typical to swing music, including use of arpeggios to define chord's', use of space and light and shade, but also incorporated a higher range than many of his predecessors. Johnson also incorporated trombone effects, such as fall offs and glisses, into his playing. Johnson shows an affinity for motive development relating back to his black roots in his solo over the song 'Tea for Two', recorded with the Benny Carter Band in 1944 (see figure 4).





Around 1945 Johnson became restless in the Swing style that he was currently playing. He moved to New York, where competition between jazz musicians was intense, and as a result his technical skills began to grow, as did his exposure to the great bebop masters. Johnson's solo over 'Daddy Daddy', recorded with vocalist Savannah Churchill, is indicative of this growth (see figure 5).




In 1946 Johnson's affinity for bop led him to become acquainted with Bebop pioneers , such as John 'Dizzy' Gillespie and Charlie Parker. He spent much of his time in New York on 52nd Street' playing, listening, writing and recording with Gillespie and Parker, and it was here that Johnson developed a style that would be envied and emulated by trombonists both in his day and beyond.
The bebop solos of Johnson were generally fairly typical to the bop era.Harmonically his playing was linear (involving the use of bebop scalar patterns opposed to arpeggios to define harmony) and occasionally incorporated tritone substitutions (the movement of a chord up a tritone). Johnson's rhythmic concepts were generally complex. He played fast bop tempos with unpredictable phrase lengths and included quavers, tuplets and semiquavers into his ballad soloing. In 1947 Charlie Parker said of Johnson, "(J .J . was) easily the best trombonist of the new music [bebop]."
There was an element of showiness in Johnson's bop solos. Not to be outdone by great bop players such as Gillespie, Johnson sought to emulate all the new sounds that he was hearing in New York from his idols and mentors, including Gillespie. Of this great

52nd Street was well known in the 1940s and 50s as the jazz hub in New York. The street was lined with clubs that were frequented by jazz players and were also the locations for jam sessions

trumpeter Johnson said, "He'd show me little tricks with the slide and sure enough, it would be easier. It wasn't only Dizzy though. People planted little seeds here and there that paid off dividends in a big way". Johnson recognized that while some other instruments were made for playing bop (those whose notes could be easily and quickly accessed, such asst trumpet or saxophone) the playing of bop on the trombone was going to more difficult. This was simply because of the distance the slide had to travel in order to play fast notes.

To make bop playing sound effortless on the trombone Johnson utilized his upper register as the harmonic partials higher up become closer together. This allowed him to play more notes in closer positions (i.e. only 1st to 4th positions needed to be used). This concept did not only have implications for jazz trombonists, but classical trombone players throughout the world were also developing their own techniques to make the playing of the trombone sound effortless. The above mentioned elements are demonstrated in Johnson's 'Wee Dot' solo (see figure 6).




PART THREE: MODERN JAll TROMBONE: POST J.J. JOHNSON

Johnson's style has been adapted by modern trombone players to suit the modern jazz genre, and it is through this emulation that we see Johnson's influence today. One such modern trombone player is Carl Fontana (1928). While Fontana's lyrical style is quite different to that of Johnson, there is a certain amount of Johnson's influence in his playing. Fontana also uses the higher register of the trombone, alternate positions and utilizes a sweet clear tone. Fontana's influence on the trombone world is well known and he has been compared to Johnson on several occasions. Noted Jazz critic Leonard Feather says, "Fontana has long been regarded as the most fluid, innovative trombonist after J. J. Johnson--a modern trombonist with exceptional technique and ideas".  Fontana's level of technical proficiency on his instrument also allows him to play fast notes over often extended passages, as is demonstrated in his 1996 solo Bag's Groove (see figure 7). This was recorded with the Bobby Shew Quartet on the album `Heavyweights'.



Figure 7: Carl Fontana's solo over Bag's groove. Recorded 1996 with the Bobby Shew Quartet. While the tone and attack of Fontana differs to that of Johnson, his influence can be seen in Fontana's use of blues fragments, chord arpeggiations and sophisticated use of chromatic slip notes and the upper range.



While Fontana was a great innovator in the modern interpretation of Bebop and “Cool" jazz, Robin Eubanks has been a leading trombone player in the fast growing modern jazz scene. Eubanks uses many modern trombone techniques, including multiphonics and the use of electronic equipment. In his regular soloing Eubanks' style includes the use of dudle tonguing (fast way of tonguing on the trombone), cross rhythms (playing groups of three over two, or vice — versa), tritone substitutions (the transposition of a chord or phrase up three tones) and the use of complex chordal structure. Despite these modern techniques, some of the features typical to Johnson can be heard in Eubanks' playing. Johnson's characteristic legato, use of motive development to build and release tension, use of the higher register to facilitate position changes and the use of the blues are all evident in Eubanks' solo over his own piece recorded in 1990 and entitled 'Evidently' (see figure 8).

  Figure 8: Robin Eubanks solo over his own piece 'Evidently' (1990)

  Taken from: http://www,nicklariviere.com/NickLaRiviere/Transcriptions.html, 
  analysed self

The playing of J.J. Johnson has a rich and complex heritage, much of which is evident in his playing. Of course, Johnson was a pioneer in his own right, and was one of the key figures not only the development of jazz bop trombone but also of the entire idiom of bop.  As modernist trombonist of note, Steve Turre, said of Johnson “J.J did for the trombone what Charlie Parker did for the saxophone.  And all of us that are playing today wouldn’t be playing the way we’re playing if it wasn’t for what he did”.

BIBLIOGRAPHY

Trombone; Wikipedia Free Encyclopedia; last updated 22 Jul 2009; viewed Aug 3 2009; http://en.wikipedia.orglwiki/Trombone#Renaissance and Baroque periods 

JJ Johnson; Wikipedia free encyclopedia; last updated 8 September 2009; viewed sept 13th; http://en.wikipedia.ong/wiki/J. J. Johnson 

Early trombone image; Wikipedia; last updated N/A; viewed sept 13th http://en.wikipedia.orq/wiki/File:Mersenne harmonie universelle 1636 trombone.pnq

The Baroque Period; Think Quest; last updated N/A; viewed Aug 3 2009; http://library.thinkquest org/15413/history/history-bar.html 

The historical evolution of jazz trombone; David M wilken; last updated 2009; viewed September 13th http://www.trombone.org/articles/library/evojazzl.asp#return 

Music During the Classical Period; Aboutcom; Last Updated N/A; viewed Aug 3 2009; http://musiced.about.com/od/timelines/a/classicalmusic.htm 

JJ Johnson; Jazz Masters; last updated N/A; viewed September 15th; http://www.jazzmasters.nUjohnson.htm 

Transcriptions; Nick LaRiviere; last updated 2009; viewed September 15th – October 3td; http://www.nicklariviere.com/Nick LaRiviere/Transcriptions.html 

Kid Ory 6 Muscat Ramble; Youtube.com; last updated 2009; viewed August 9th; http://www.youtube.com/watch?v=CtLtmAE2GNQ 

SONG OF INDIA; Youtube.com; last updated October 12 2008; viewed August 11th; http://www.youtube.com/watch?v=5hDW1g4FGJs

Carl Fontana; Jazz Masters.com; fast updated N/A; viewed August 11th; http://www.jazzmasters.nl/fontana.htm 

Robin Eubanks; Jazz Corner; last updated September 5 2009; viewed August 18th; http://www.robineubanks.com 

Artist Transcriptions Trombone 1996; The JJ Johnson Collection;  Hal Leonard

Joshua Berrett and Louis G. Bourgois III 1999; The Musical World of JJ Johnson; Scarecrow Press

Richard Cook and Brian Morton 1992; The Penguin Guide to Jazz on CD (seventh Edition); Penguin Books
Performance Standards for Stage 2 Musical Styles
	
	Practical Application
	Knowledge and Communication
	Analysis

	A
	Highly effective demonstration of independent work, and planning and investigation processes.

Extensive and highly effective management of the investigation, with insightful use of a range of resources and relevant documentation.

Confident and comprehensive presentation, displaying highly effective use of musical examples, technologies, and processes.
	Comprehensive knowledge and understanding of the topic, with excellent use of musical terminology, and highly creative exploration and insightful discussion of aspects of music.

Incisive and clear communication of investigation findings.
Highly developed aural recognition skills.
	Perceptive analysis and understanding of music in its historical and cultural context.

Perceptive analysis of stylistic features.
Discerning skills in aural analysis of music.

	B
	Effective demonstration of independent work, and planning and investigation processes.

Very capable management of the investigation, with well-considered use of resources and relevant documentation.

Very capable presentation displaying effective use of musical examples, technologies, and processes.
	Detailed knowledge and informed understanding of the topic, with clear and consistent use of musical terminology, and creative exploration and well‑considered discussion of aspects of music.

Well-considered and mostly clear communication of investigation findings.

Very good aural recognition skills.
	Well-considered analysis and understanding of music in its historical and cultural context.

Well-considered analysis of stylistic features.

Very capable skills in aural analysis of music.

	C
	Appropriate demonstration of independent work, planning, and investigation processes.

Organised management of the investigation, with considered use of resources, and mostly relevant documentation.

Considered presentation displaying appropriate use of musical examples, technologies, and processes.
	Knowledge and informed understanding of the topic, with mostly accurate use of musical terminology, and some creativity in exploration, and considered discussion, of aspects of music.

Considered and generally clear communication of investigation findings.

Generally competent aural recognition skills. 
	Considered analysis and understanding of music in its historical and cultural context.

Considered analysis of stylistic features.

Generally competent skills in aural analysis of music.

	D
	Demonstration of some independent work, planning, and basic investigation processes.

Attempted investigation, with inconsistent use of resources and documentation.

Presentation that displays inconsistent use of musical examples, technologies, or processes. 
	Some knowledge and understanding of aspects of the topic, with attempted use of appropriate musical terminology, and some basic exploration and description of aspects of music.

Communication of elements of an investigation. 

Emerging aural recognition skills.
	Description of some aspects of music in its historical and cultural context.

Description of some stylistic features.

Some skill in aural analysis of music.

	E
	Limited demonstration of independent work, effective planning, or investigation processes.

Limited investigation attempted with use of one or more resources, which may have limited relevance, and very little documentation.

Limited presentation with some identification of a musical example, technology, or process.
	Some awareness of the topic, with limited use of musical terminology, and attempted exploration and description of aspects of music.

Attempted communication of limited elements of an investigation. 

Limited aural recognition skills.
	Identification of one or more aspects of music in its historical or cultural context.

Identification of one or more stylistic features.

Limited skill in aural analysis of music.


Annotated scores were provided but for copyright reasons the score cannot be re-produced.


 The annotations appear throughout the document in blue text.








Analysis


Perceptive analysis and understanding of music in its historical and cultural context.





Knowledge and Communication 


Comprehensive knowledge and understanding of the topic, with excellent use of musical terminology.  





Practical Application 


Confident and comprehensive presentation, displaying highly effective use of musical examples, technologies, and processes. 





Extensive and highly effective management of the investigation, with insightful use of a range of resources and relevant documentation. 





On the score the following are marked:


Simple outlining of chords that used chord tones.


Blue notes


Various trombone effects using “growls”.





Analysis  


Perceptive analysis and understanding of music in its historical and cultural context.





Knowledge and Communication 


Incisive and clear communication of investigation findings.    





Analysis  


Perceptive analysis and understanding of music in its historical and cultural context.





Knowledge and Communication 


Comprehensive knowledge and understanding of the topic, with excellent use of musical terminology.    





Practical Application 


Confident and comprehensive presentation, displaying highly effective use of musical examples, technologies, and processes. 





On the score the following trombone styles of playing are marked:


Very light vibrato


Gliss 


No vibrato 


Related text:


Dorsey’s sublety of tone and sophisticated phrasing were typical of the swing era. 


The bass and treble accomponient is in a simple oom-pa meter.








Analysis  


Perceptive analysis and understanding of music in its historical and cultural context.





Figure 4: Extracts from Johnson's solo over Tea for Two (with Benny Carter, 1944)





The young Johnson creates then develops simple motives, an improvisational feature common to his forerunners. Other musical effects that indicate his heritage include short fall offs in the higher register and the use of blues notes (predominantly the flat 3r of Ab) throughout.





Taken from: The Musical World of J.J. Johnson (Scarecrow), analysed self








Knowledge and Communication 


Comprehensive knowledge and understanding of the topic, with excellent use of musical terminology.   





Practical Application 


Confident and comprehensive presentation, displaying highly effective use of musical examples, technologies, and processes.   





On the score the following are indicated:


( Motive 1					( Motive 1 & 2 Combined


( Rhythmic displacement (of motives)		( Motive 1 (varied)


( Motive 1 over different cord			( Motive 2 Developed


( Motive 2					( Rhythmic augmentation & displacement Motive 2








Analysis  


Perceptive analysis of stylistic features.    





Analysis  


Perceptive analysis and understanding of music in its historical and cultural context.





Figure 5: J.J. Johnson's solo over Daddy Daddy, recorded February 27th, 1945 (crotchet = 104) This solo contains both elements of bebop {scale fragments, non chordal tones, use of chromatic slip notes, anticipation, fast notes, and tuplets) but also contains features typical of the swing era (arpegiated chords, motive statement and development), indicating Johnson was interested in expanding his musical horizons.





Taken from: ‘The Musical World of J.J. Johnson (Scarecrow’), analysed self


(Student provided supporting evidence in the form of a score.)








Practical Application 


Confident and comprehensive presentation, displaying highly effective use of musical examples, technologies, and processes.  





Analysis  


Perceptive analysis of stylistic features.  





On the score the following are indicated:


Chord extension to the 9th 


Scale fragments


Bb Slip Note


Transportation of Motive


Chord Arpeggio


Major 3rd Anticipation








Analysis  


Perceptive analysis and understanding of music in its historical and cultural context.





Analysis  


Perceptive analysis of stylistic features.    





Analysis  


Perceptive analysis and understanding of music in its historical and cultural context.





Knowledge and Communication 


Comprehensive knowledge and understanding of the topic, with excellent use of musical terminology.    





Practical Application 


Confident and comprehensive presentation, displaying highly effective use of musical examples, technologies, and processes. 





Extensive and highly effective management of the investigation, with insightful use of a range of resources and relevant documentation.    





Knowledge and Communication 


Highly creative exploration and insightful discussion of aspects of music. 





On the score the following are indicated:


Slide portions 1 & 2, showing the use of close positions for higher register.


Motive 1 & Motive 1 developed


Scale fragment  - dominant Be bop


Jazz phrasing


Sophisticated tone, legato


Accents on the beat (characteristics of Johnson)


Use of chromaticism


Pentatonic scale


Blues note (b5)


Anticipation


Chromaticism


Blues lick


Rhythm changes


Turnaround common to bop








Analysis  


Perceptive analysis of stylistic features.      





Figure 6: Johnson's solo over Wee Dot (1946)


This solo contains many elements typical to bebop including fast tempo, chromatasism, scalar lines and longer unpredictable phrase length: It also contains many of Johnson's own innovations, including use of the higher register; closer positions; clear, accurate tone and showy technical lines.


Taken from: The J.J. Johnson Collection (Hal Leonard), analysed self








Practical Application 


Extensive and highly effective management of the investigation, with insightful use of a range of resources and relevant documentation.         





Analysis  


Perceptive analysis of stylistic features.        





Analysis  


Perceptive analysis and understanding of music in its historical and cultural context.





Practical Application 


Confident and comprehensive presentation, displaying highly effective use of musical examples, technologies, and processes.   





Figure 7: Carl Fontana's solo over Bag's groove. Recorded 1996 with the Bobby Shew Quartet. While the tone and attack of Fontana differs to that of Johnson, his influence can be seen in Fontana's use of blues fragments, chord arpeggiations and sophisticated use of chromatic slip notes and the upper range.


*** Against the grain playing is the playing of a note higher or lower but moving the slide in the opposite direction. Along with doodle tonguing, Fontana is known for his great agility playing against the grain   


Taken from: http://www nicklariviere.com/NickLaRiviere/Transcriptions.html, analyzed self.








Knowledge and Communication 


Highly creative exploration and insightful discussion of aspects of music.         





Analysis  


Perceptive analysis of stylistic features.         





On the score the following are indicated:


Medium Swing 


Slide Positions


Against the grain playing 


Pentatonic Scale


Use of the high range 


Chromatic slip notes


Blues Notes


Chord Extensions (9ths)


Arpeggios











Analysis  


Perceptive analysis of stylistic features.          





Practical Application 


Confident and comprehensive presentation, displaying highly effective use of musical examples, technologies, and processes.           





�





Knowledge and Communication 


Highly creative exploration and insightful discussion of aspects of music.            





On the score the following are indicated:


Syncopation


Slide positions


Use of high register


Tritone


G Locrian Scale 


Arpeggiated Chord


Cross rhythms – triplets


Clearly articulated


Use of chromaticism


Tritone subtitle


Motive 1 – development – chromatic – restored


Major 3rd anticipation


Chromatic note builds tension 


Motive 2 – rhythmic development – builds tension – releases tension


Blues lick


Blues scales fragment


Resolves to tritone key


Anticipated major 3rd


Anticipated 9th











Practical Application 


Extensive and highly effective management of the investigation, with insightful use of a range of resources and relevant documentation.            





Analysis  


Perceptive analysis and understanding of music in its historical and cultural context.





Additional comments 


The student demonstrated highly effective independent work, and planning and investigation processes. (Practical Application)








Practical Application 


Extensive and highly effective management of the investigation, with insightful use of a range of resources and relevant documentation.
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