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international star, Bob Gulla gives us the lowdown,
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The City of New Orleans and its surroundings were devastated by Hurricane
Katrina. But nothing can wash away the culture that gave hirth to jazz,
nurtured the blues and will inspire musicians for generations to come
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ask us to repeat something they have played. When friends get
together to jam, they often start with an instrumentalist plaving a
riff, and others joining in. Drum circles have been used as a way
of celebrating and communicating for thousands of vears.

These call-and-response practices were melded into the
music of western societies, such as classical, blues and jaze.
Musical call-and-response docsn’t have to be verbal either. It can
be one voice and one instrument, several instruments, several
voices, or just two instruments going back and forth.

Blues and Jazz

Muddy Waters' classic blues song “Mannish Boy” offers a text-
book example of the technique. Waters sings “Coooch yeah,” and
a solo guitar answers with the same notes in the same rhythm,
Muddy comes back with another *Oh veah™ This time, the guitar
plays a little variation after imitating the vocal line, This

exchange continues until the whole band starts up with a

George Canyon (right} trades lines in a duet with Trace Adkins during
the Nashville Star [ive show at the Acuff Theatre in Mashville, {John
RussellWirelmage.com)

powerful phrase that punctuates Waters' singing. For most of the
song, the two trade off: Muddy sings a line, and the band replies
it with the main riff. The song is very simple—no bridge; no
chorus per se. It's the back and forth that keeps it interesting.

Jarz improvisation also uses q_'al|-a1'.ti.-n:5])t)n5|:1 but here, it
can be less structured, One [_1i;|}'|:r mjght improvise a one-bar
phrase and then rest on the next bar. Another player can replay
the same phrase, plav a variation or harmony to the first phrase,
or play a new part that a continuation of the phrase—the musical
equivalent of finishing someone else’s sentences.

Trumpeter Dizey ]i]]t"‘i[_]il: used im]jrr}rich call-and-
response in the song “Any thin'" on the album Duets, with Sommy
Rollins and Sonny Sitt. Th: song simply starts with one horn
]:u]:umq a line; a]mt]nm l'l‘FIlIL'H anl 1|'IL‘- build it from there.
Drizay used La-l-a-lcl-rm]mnn a more structurcd wav in the
song “Manteca” Here, the horns are divided into -sq:ctinns
and each section trades short phrases to form the song's
signature riff.

Tommy Dorsev's “Opus #1” uses many instruments, cach
J'Uhgmndmg to one another, and includes saxophene, trumpet,
pianc, and clarinet.

The instrumental “duel” is one of the most exciting forms
of call-and-response. Here, the whaole bands stops, and two
instruments trade sola licks, Check out the Allman Brothers'
classic “One Way Ot Lead and slide guitars take over in the
middle of the song, setting up the climactic slide solo.

Modern Call-and-Response

Artists in country, rock, hip hop, R&B, and soul use call and
response too, Cutkast’s, “HevYa" is full of it

Andre 3000: He;t'__lrbfj'd:'.' What's cooler than being cool?
Chorus: fee cold!

Andre 3000: Now ladies. ..

Chorus: Teah?

(Other popular examples include “Bring Me to Life” by
Evanescence teaturing Paul McCoy, and Ray Charles” “Hit the Road
Jack.” In both songs, it’s casy to hear the vocal trade-offs. A less
obvious example is Gladys Knight's R&BE classic “T Heard It
Through the Grapevine.” The Pips call back to Gladys in the cha-
rus, in a way reminiscent of a revival with lots of gospel influences.

Call and response can also be quite comedic. “Dueling
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Banjos” is a |;1n|m_'g|'a.~ui stanclard that was
recently heard in a national commercial
for an Internet -fklthuuu]a
recorded i:n. many artists over the years,
Gle nn':r;trhmugh &The Limelighters’ live
version s particular l1. dramatic. Twa

[l (J]‘I'I'l”h'l.]'l.\

banjos with different timbres take turns
mimicking each other, then gradually try
to outdo the other. Then in a frenzy of
competition, they flow together in a dra-
matic burst of banjo craziness. The
audience of course is clapping wildly
right along.

As human communication evelved,
music evolved right along with it.
Human beings learn in different ways,
such as seeing, hearing, and responding
{rall and response). Some experts say
that the use of “responding,” helps peo-
ple retain 90 percent of what they learn!
But in the end, its the communication
that makes call-and-response such an
effective musical technique. T

Fran Vincent is an instroctor at the University
af Miami School rJf‘.Uu.l.'Jc. and it a marketing
and communications consuleant for the music

industry.
]

Suggested Listening

DIZZY &
. BILLESPIE

Dizzy Gillespie with Sonny Rollins
and Sonny Sitt: Duets

-

" instrumental jazz conversation,

Evanescence: Fallen
Check out "Bring Me to Life," featuring Paul McCoy

The Allman Brothers;
Live at the Fillmore East Deluxe Edition

response guitar duel.

Muddy Waters: Mississippl Muddy Waters Live
"nannish Boy" exemplifies how a singer can trade phrases
with individual players and the entire band.

Go Figure: Exercises in Call-and-Response

You can create your own call-and-response exercises and strengthen improvisational skills by pairing up with a partner
and taking turns following one another in melodic runs.Call and response works in all forms of music and with all

instruments, including percussion. Listening to var

spot uses of call and response and learn creative ways to incorparate it into your own music-making.

In Figure 1, two instruments mimic
one another by trading very simple
phrases.s go00d variation is to trade
phrases in the same rhythm, but with
different notes

Figure 2 illustrates an example of a
non-repetitive call-and-response
exercise. The fist voice plays an
deending ling, the second a descend-
ing. In measure four, the second
voice introduces a rhythmic varia-
tion. Finally, two voices end together
in a harmorny.

Figure 1: Two instruments alternate ]J]a_\'ing the same basic phrase.
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Figure 2: The "call” is an ascending line, the “response” is descending
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