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Musical Borrowing in Hip-hop Music: Theoretical Frameworks and Case Studies
Justin A. Williams

ABSTRACT

‘Musical Borrowing in Hip-hop’ begins with a crucial premise: the hip-hop worlc
an imagined community, regards unconcealed intertextualtyintegral to tt
production and reception of its artistic culture. In otkeords, borrowing, in it
multidimensional forms and manifestations, is centrahe aesthetics of hip-hop. T
study of borrowing in hip-hop music, which transcends narrdscodrses ¢
‘sampling’ (digital sampling), illustrates the variety of ways that one can borrow from
a source text or trope, and ways that audiences idemtifyrespond to these practic
Another function of this thesis is to initiate a momganced discourse in hip-h
studies, to allow for the number of intertextual avenuasetled within hip-ho
recordings, and to present academic frameworks with whicktudy them. Th
following five chapters provide case studies that prove riasical borrowing, pa
and parcel of hip-hop aesthetics, occurs on multiplegslaand within myria
dimensions.

These case studies include borrowing from the internalgdasie genre (C
1), the use of jazz and its reception as an ‘art music’ within hip-hop (Ch. 2), borrowin
and mixing intended for listening spaces such as the abitar(Ch. 3), sampling tl
voice of rap artists posthumously (Ch, 4nd sampling and borrowing as line
within the gangsta rap subgenre (Ch. 5). By no meantharease studies intendec
be exhaustive, but they provide examples which demonstetta timorough study
musical borrowing in hip-hop requires attention to thestéip-hop recordings), th

reception, and wider cultural contexts.
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‘Because mutiny on ¢bounty’s what we’re all about’.
—The Beastie Boys;Rhymin’ and Stealin’” (1986)

—| ntroduction—

This thesis begins with a crucial premise: the hip-hop waddn imagined
community, regards unconcealed intertextuality as iategrthe production and
reception of its artistic culture. In other words, berrg, in its multidimensional
forms and manifestations, is central to the aesthefidsipshop. This study of
borrowing in hip-hop music, which transcends narrow discgsuose'sampling’
(digital sampling), illustrates the variety of ways that can borrow from a source
text or trope, and ways that audiences identify angores to these practices
Another function of this thesis is to initiate a morenced discourse in hip-hop
studies, to allow for the number of intertextual avenuasgetied within hip-hop
recordings, and to present academic frameworks available which to study
them. The following five chapters provide case studies phave that musical
borrowing, part and parcel of hip-hop aesthetics, occursoliple planes and
within myriad dimensions. By no means are the case studieaded to be
exhaustive, but they provide examples which demonstrate tieorough study of
musical borrowing in hip-hop requires attention to thestéRip-hop recordings),
their reception, and wider cultural contexts.

From its onset, ip-hop music was founded on the manipulation of pre-
existing material; DJs were borrowing from instrumentateepts from records
(known as ‘breaks’ or ‘breakbeats’) to craft their sets, either looping passages with
two copies of the same record or stringing passages todgethedifferent records.
(See Chapter 1 for a longer description of lip-music’s origins.) Joseph Schloss
writes that ‘The looping aesthetic.. combined a traditional African American

approach to composition with new technology to create @alylinew way of
6



making music! As digital sampling technology improved and became more
affordable in themid-to-late 1980s, many of the hip-hop DJ practices (such as
‘crate digging, looping and collage techniques) shiftedthat of the ‘hip-hop
producet. As digital sampling emerged in hip-hop culture, it hasnbgaid to align
itself with the early days of the hip-hop aestheticdeed, the story of sampling is
a tale of technology catching up with the DJ, of equigrbemg created that could
do faster, more accurately and more easily what a DJidrad been able tc
Brewster and Broughton argue convincingly that sampling was jtastter, more
complex and permanent way of re-creating what the Dil&an doing all along.
Because of the tightening of copyright legislation fampling in the late
1980s and early 1990s, collage-style albums like those from Huimimy and De
La Soul would be too expensive to make commercially in tleI890s and aftét.
Hip-hop music production postid-1990s is too varied to define comprehensiyely
but it often includes a mix of technology such as sarmmplrquencers (machines

that put the samples together), synthesizers, drum mes;tand more traditionally

! Joseph G. Schloss, Making Beats: The Art of SampledHiin-Hop (Middletown: Wesleyan
University Press, 2004), 33.

2 Bill Brewster and Frank Broughton, Last Night a DJ Sawgd.ife: The history of the disc jockey
(London: Headline, 2006), 267.

% For a more detailed history of spling, see Hugh Davies, ‘A History of Sampling’, Organised
Sound 1, no. 1 (1996):-31 and Gavin Kistner, ‘Hip-Hop Sampling and Twentieth Century
African-American Music: An Analysis of Nas” “Get Down” (2003)’, M.Mus Dissertation

(Université Laval, Québec, 2006),-22.

“1 do not deal with issues of copyright at any great lebgtiause its impact is largely tangential to
my aims, as | choose to focus on the aesthetics ofdpp-dtordings and their reception. | would
argue that copyright clearance has been extremely infiliestid in many instances limiting, on
what can be produced in mainstream hip-hop, but thabiher dissertation-length project too large
in scope to be included here. See Kembrew McLeod, Ownirtgr€ulauthorship, ownership and
intellectual property laNew York: Peter Lang, 2001), in particular, Chapter 3 ‘Copyright.
Authorship and AfricamAmerican Culture’: 71-99. Jessica Litman, Digital Copyright (Amherst,
NY: Prometheus Books, 2001). Joanna Demers, Steal This MimicIntellectual Property Law
Affects Musical Creativity (Athens: University of GeaadgPress, 2006). Music and Copyright, eds.
Simon Frith and Lee Marshall’®Edition (London: Routledge, 2004). Siva Vaidhyanathan,
Copyrights and Copywrongs: The Rise of Intellectual Property andtfidweatens Creativity
(New York: NYU Press, 2003). Lawrence Lessig, Free Cultune:Nature and Future of
Creativity (Harmondsworth: Penguin, 2005).
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‘live’ instruments. The most unifying sonic thread within hip-hapould argue, is
the particular drum timbres that have their origins in 19@0k.

The openness of the funk break allows hip-hop producers tplesand
borrow from myriad types of music and other sounds, andiewdally, permitsa
high degree of tempo manipulatiobhis is how a breakbeat like the introduction
from The Honeydrippets‘Impeach the President” (1973) can be looped and used
with Beethoven’s FUr Elise for Nas’s “I Can” and also be used on the synthesizer-
heavy“Chronic (Intro)” produced by Dr. Dre. Both examples fit neatly in the hip-
hop music genre, yet utilize strikingly disparate mat&rihythmic structures act
as the anchor or structural foundation, leaving seeminglyldissi possibilities for
sonic organization. The foundational role of the drumitmspecific timbres, as in
many African-based musicgs what gives hip-hop its identity as a genre. Even
when the drums are not present (such as in an a capg)lal mould argue that
particular drum sounds are implied counterpoint tahe rapper’s delivery. As its
primary defining features, then, the timbral and rhythrharacteristics of hifrop

music allow for such varied borrowing practices within therge

Musical Borrowing, Digital Sampling and Signifyin(g)
In academic studies of higep’s musical appropriations, ‘sampling’ has been the

dominant term, usually without any in-depth or critical digsiom.” For example,

® For a description of the linkage between timbre and gerthe context of jazz fusion, see Steven
F. PondHead Hunters: The Making of Jazz’s First Platinum Album (Ann Arbor: University of
Michigan Press, 2005), 14¥49. This is not to say that these 1970s sounds stay it
within hip-hop; these timbres can be, and are often, pnéated in the studio to differing effect.
® The Nas version uses primarily the top voice of FiseEland is rhythmically modified for the
new context. An even more ubiquitous breakbeat irhbjpis James Brown’s “The Funky
Drummer” (1969), specifically, the instrumental break from James Brown’s drummer Clyde
Stubblefield. See Mark Katz, Capturing Sound: How Technology hasgeldaMusic (Berkeley:
University of California Press, 2004), in particular, Chapter 7, ‘Music in 1s and Os: The Art and
Politics of Digital Sampling’, 137-157.

" Recent exceptions include Felicia M. MiyakaWae Percenter Rap: God Hop's Music, Message,
and Black Muslim MissioriBloomington: Indiana University Press, 2005), Chapter 5, ‘Sampling,
Borrowing, and Meaning’, 100-122, and Katz, Capturing Sound.
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Joanna Demets article on the lineage between gangsta rap and 1970s
blaxploitation film begins:‘Musical borrowings, or samples, have long been a
means of creating lineage between hip-hop and older genAgsic#n-American
music such as funk, soul, and rhythm and bldes find it more productive
however, to create a distinction between musical borgand digital sampling as

a special case of musical borrowing. This is a distinctitat Felicia Miyakawa
adopts in her study of borranmg in Five Percenter ‘God Hop’, as she makes the
distinction between gital samples and ‘quotations® This terminology is also
problematic, as one can quote digitally, which is why | helvesen to use the
terms‘autosonic quotation’ and ‘allosonic quotation’ from Lacasse to differentiate
between sampled and non-sampled quotations, respectively.

A number of frameworks have been used to discuss samplinig-imop,
and for reasons of space, only a few crucial perspeatme$e summarized here.
Russell Potter describes sampling as raids, politically stibgetraditional author
functions as well as traditional roles of production amdscmption® His reading
of hip-hop is largely through a postmodern lens, and onesdes the play of
postmodernism, in this case, to be highly political, asrenfof resistance and a

strategy for solidifying communities and traditiofs.

8 Joanna Demers, ‘Sampling the 1970s in Hip-hop’, Popular Music 22, no.3 (2003): -46.

° Miyakawa, 102. Miyakawa provides a useful survey of prevémaslemic writing on sampling,
and her perspectives on borrowing and sampling in hip-hgb rasemble my own in terms of
acknowledging sampling as a specific case of borrowirag,it is one of many compositional tools
in hip-hop, and that sampling and borrowing can have pheiffinctions depending on the
particular context.

19 Russell A. Potter, Spectacular Vernaculars: Hip-Hop aamdiitics of Postmodernism (New
York: State University of New York Press, 1995), 42. Othengtas of hip-hop studies utilizing
frameworks of postmodernism include Richard Shusterman, ‘The Fine Art of Rap” in Pragmatist
Aesthetics: Living Beauty, Rethinking Art (Oxford: Rowmardd.ittlefield, Inc., 2000), 204235,
and Cheryl L. Keyes ‘At the Crossroads: Rap Music and Its African Nexus’, Ethnomusicology 40,
no. 2 (1996): 23240.

1 potter, 44.



Potter also describes sampling as a form of Signifyin(g),oacept
theorized by Henry Louis Gates Jr. in African-Americ@erary studies, and
adapted to black musics by Samuel A. Floyd Jr. To quote Potter:

Simply put, Signifyin(g) is repetition with a difference; thare

and yet not the same. When, in a jazz riff, a hoaygl substitutes

one arpeggio for a harmony rpbr ‘cuts up’ a well-known solo

by altering its tempo, phrasing, or accents, s/he is ig(df) on

all previous versions. When a blues singer, like Blind Willie

McTell, ‘borrows’ a cut known as the ‘Wabash Rag’ and re-cuts it

as the ‘Georgia Rag,’ he 1s Signifyin(g) on a rival’s recording.12
Like swing music, hard bop, bebop, cool, reggae, dub, andopipthesemusical
forms were Signfyin(g) on what came before them. Furthe¥mausical texts
Signify upon one another, troping and revising particular ratisiteas:® These
musical ‘conversations’ can therefore occur between the present and the past, or
synchronically within a particular genre.

Signifyin(g), as Gates writes, is derived from myths of thecAfr god Esu-
Elegbara, later manifested as the trickster figure ef $iignifying Monkey in
African-American oral traditionl? Gates writes, ‘For the Signifying Monkey exists

as the great trope of Afro-American discourse, andrtpetof tropes, his language

of Signifyin(g), is his verbal sign in the Afro-Americamdition.*® To Signify is to

2 bid., 27.

13 Richard Dyer offers a useful summary of Signifyin(g): ‘This term has been developed in African-
American criticism to describe a distinctly Africanm&rican mode of indirect expression, including
the use of improvisation, metaphor, performance, réme@ind syncretism, embodied in specific
cultural forms and practices. Importantly, signifying, thonghrealist in form, is rooted in the real,
in African-American history and experience. Signifying &yfilll but urgent, its strategies of
indirection those of survival, of being able to talk about the forbidden subject of one’s own

condition of existence; its tropes carry with them themary of the realities of African experience
in America.” Richard Dyer, Pastiche (London: Routledge, 2007), 79.

4 For a summary of the tale of the Signifying Monkey, ldeary Louis Gates Jr., The Signifying
Monkey: A Theory of African-American Literary Criticis(@xford: Oxford University Press, 1989),
55-56, and Potter, 83.

15 Gates, 21. Ingrid Monson, David Metzer, and Gary Tosok use the concept of Signifyin(g)
effectively in jazz contexts: Ingrid Monson, ‘Doubleness and Jazz Improvisation: Irony, Parody, and
Ethnomusicology’, Critical Inquiry 20, no. 2 (1994): 28313; David Metzer, Ch. 2, ‘Black and
White: Quotations in Duke Ellington’s “Black and Tan Fantasy”” in Quotation and Cultural
Meaning in Twentieth Century Music (Cambridge: Cambridgeséhsity Press, 2003), 488; Gary
Tomlinson ‘Cultural Dialogics and Jazz: A White Historian Signifies’, Black Music Research
Journal 22 (2002): 7102. David Brackett uses the concept in his analysis of James Brown’s
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foreground the signifier, to give it importance for its osake. The language of the
monkey is playful yet intelligent, and can be found in e@pstlk and radio DJs of
the 1950s, comedians such as Red Foxx, 1970s blaxploitawacbtérs such as
Dolemite, and in countless rap lyrics. It should be stated in addition to
Signifying as masterful revision and repetition of tropesldo includes double-
voiced or multi-voiced utterances which complicate anypg semiotic
interpretation®

Samuel Floyd uses Gates’s theory of Signifyin(g), along with Sterling
Stuckey’s concepiof the ‘ring shout’, to apply to black musics, placing much of
African-based music-making into what he calls Call-Respomst) musical
Signifyin(g) as its master tropélt is through the writings of Gates and Floyd that
we can see continuity or similarities between African-Aosr musics and
literature that repeat and revise tropes, that are laggdfyreferential and self-
critiquing, that are double- or multi-voiced and that respond andaicittevithin
their particular communities. These ideas and qualiiesno doubt important to
hip-hop studies; to argue and prove that hip-hop culture op&dbrates its
intertextualities places it firmly in the lineage of tA&ican-based music-making
both Gates and Floyd outline.

The sampling of classic breakbeats, to use butesample, is certainly a

foundational instance of musical Signifyin(g) in hip-hop, iwaky troping on and

“Superbad”. David Brackett, Interpreting Popular Music (Berkeley: University of Californi@$3,
2000). In hip-hop studies, notable applications of Signifyimgude those of Demers, Kistner,
Katz, Perry, and Mickey Hess, Is Hip Hop Dead? (Londoredtna 2007), 98101.

18 In addition to the trickster figure, the figure of ot is also important here, the West African
poet/musician who is responsible for retaining the cultaemory of a community and passes it
along through oral tradition. The connection between araamity and its cultural memory will be
exemplified in Ch. 1 on borrowing from the internal historytaf hip-hop world.

17 Samuel A. Fond", The Power of Black Music (New York: Oxford University Prelsg95), 06. Sterling Stuckey, Slave
Culture: Nationalist Theory and the Foundations of Black Ameifiav York: Oxford University
Press, 1988).
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responding to what has come befbtd.inked with theconcept of Signifyin(g) is
Bakhtin’s concept of dialogism, as well as that of the multi-vocaldf texts, two
aspects also relatew hip-hop’s intertextuality.’®  Signifyin(g), dialogism and
intertextualityare crucial academic frameworks in which to understanchbips
borrowing practices more gendyalWhile aforementioned frameworks are crucial
to what follows, | move beyond these concepts to investidealifferent ways
that hip-hop recordings Signify on earlier material with necessarily using this
terminology at every instance.

Making BeatsJoseph Schloss’s 2004 ethnographic study of sample-based
hip-hop, is largelyconcerned with the practices and ‘ethics’ of a relatively small,
albeit tight-knit and influential, hip-hop producer communitghoose to cast my
net wider than he does, focussing largely on receptitweréhan the production, as
well as utilizing the entire hip-hop recording rather thast jhe production of the
beats.Schloss’s study has been undoubtedly important in forwarding the study of
sample-based hip-hop, particularly emphasizing the raile absthetics has in the
motivations to sample from a particular rec8tdis interviews and insights are

crucial to the study of hip-hop compositional process.

18 “Musical signifyin(g) is the rhetorical use of preexisting material as a means of demonstrating respect for or pokireg &imusical style, process, or
practice through parody, pastiche, implication, indirection, hutoag play or word play, the illusion of speech or narratiootteer troping

mechanisms’. Floyd, 8. Potter writes, ‘Even in a track not explicitly identified as a “payback” or “answer” rap, the numerous instances of Signifyin(g) on
previous rappers’ turns of phrase, combined with the verbal “shouts” thrown out to peers and heroes, continue to build a complex historical web of

influence, confluence, and effluence; it is not so much thahdyzells history, it’s that it is history * Potter, 117. For more on dialogism
. 1

Signifyin(g) and intertextuality, see Graham Allen, Intetdakty (New York: Routledge, 2000).
See also Mikhail Bakhtin, The Dialogic Imagination, edciiel Holquist (Austin: University of
Texas Press, 1982).

19 For an example investigating the dialogics of rap music, see Elizabeth A. Wheeler, ““Most of My
Heroes Don’t Appear on No Stamps”: The Dialogics of Rap Music’, Black Music Research Journal
11, no. 2 (1991): 19216.

20 Schloss believes, as does Miyakawa, that politicagntbolic motivations for sampling are
largely overstated by scholars as compared to theatiesteasons for doing so. He writes that
‘symbolic meaning is almost universally overstated by scholars as a motive for sampling.” Schloss,
Making Beats146. He argues convincingly for his group of producers that ‘The hip-hop discourse
is primarily concerned with aesthetics. Simply put, samgdk not valued because it is convenient,
but because it is beautiful.” Schloss, 65.

12



It is worth considering what sets digital sampling afrarh other forms of
borrowing, as it arguably has radicalized music making atehiisg. Chris Cutler
provides one definition

Digital sampling is a purely electronic digital recordingstem
which takes samples or ‘vertical slices’ of sound and converts
them into binary information, into data, which tellssaund
producing system how to reconstruct, rather than reproduce it.
Instantly ... It is stored rather as discrete data, which act as
instructions for the eventual reconstruction of a sound (ésual
object when electronically scanned is translated only ifimary
code)®

In one of the most engaging studies of digital samplindat®, Mark Katz also
explains the process:

At present, the standard sampling rate is 44,100Hz, meaning that
every second of sound that is sampled is cut into 44,106s5slic
typically, each of these slices is given a sixteent-dgnary
number, which allows for extremely fine gradations in meagur
the amplitude of a wave. Sampling can therefore be fakfiaa
enough so that the human ear perceives a continuousitiridilta
rendered reproduction.. A sample can be a fraction of a
waveform, a single note from an instrument or voicd)yahm, a
melody, a harmony, or an entire work or album. Although
sampling, particularly when done well, is far from agenmatter,
the possibilities it offers are nearly limitleSs.

Digital sampling, particularly its ability to reproduce sdsmr groups of sounds so

accurately, has changed the landscape of music in a nuoberays”

21 Chris Cutler, ‘Plunderphonia’, in Audio Culture, eds. Christoph Cox and Daniel Warner (London:
Continuum, 2004), 149.

2 Katz, 139.

3 Though writing on digital sampling has largely been indbreext of hip-hop music, it is

important to note that the sampler was first used in rodkpap music, and continued to be used
alongside hip-hop production. Wayne Marshaihpoout that the first ‘authentic’ hip-hop sample,

in that it digitally sampled a funk song, was actufitiyn the progressive rock band Yes, who
sampled Kool and the Gang’s “Kool is Back” for “Owner of a Lonely Heart” in 1984. Wayne

Marshall, ‘Giving up Hip-Hop’s Firstborn: A Quest for the Real after the Death of Sampling’,

Callaloo 29, no. 3 (2006), 887. Digital samplers were ofted fmseease and cost effectiveness,
such as for using a guitar or horn line instead of hiring nargcand producers Pete Waterman and
Hugh Padgham have admitted to using samplers to thesekstler tapebased ‘samplers’ such as

the Mellotron were used by bands such as King Crimson asassatthe 1960s. See Mark
Cunningham, Good Vibrations: A History of Record Producti8hEgition (London: Sanctuary,
1998), 313, 329. Eric F. Clarke, ‘The Impact of Recording on Listening’, Twentieth-century Music
4,no. 1 (2007), 55. Andrew Goodwin, ‘Sample and Hold: Pop Music in the Digital Age of
Reproduction’ in On Record: Rock, Pop, and the Written Word, eds. Simon Fritiadrew

Goodwin (London: Routledge, 199@)70-271.
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Additionally, one also needs consider how new technologies extend rather than
replace existing musical practices. Katz embraces phailtraditions that predate
sampling byconsidering Public Enemy’s “Fight the Power” as a digital form of
Signifyin(g), linking it to African traditions, while ahe same time acknowledging
sampling as a form of musical borrowing which has longohysin Western
classical music. He believes that what sets digitalpfam apart from other
guotation is what dicalls ‘performative quotation’—‘quotation that recreates all
the details of timbre and timing that evoke and identifyigue sound event?

Tricia Rose also noted in her groundbreaking study ofthap although
sampling technologies have radicalized rap music, tigarhas kept its link with
earlier African-American musical traditioRs.She argues convincingly that we
must locate rap as the intersection between traditipraadtices and the stabé-
the-art technology. Intertextuality within hip-hop cultwwan be said to be at a
similar intersection: at one end are African and Afri¢anerican artistic cultures
and traditions, and at the other end are newer techesldige digital sampling
which allows practitioners to extend older traditions in ned zaried ways. Each
composer and listener hears particular, albeit variedmezles from this
chronological imaginary spectrum, and from this, largétepas and questions can

emerge for the purposes of scholarly inquiry. For examiplethis thesis, the

4 Katz, 140-141. Katz later writes, ‘Sampling is most fundamentally an art of transformation. A
sample changes the moment it is relocated. Any sounmkcplato a new musical context, will take
on some of the character of its new sonic environment. Every “Funky Drummer” sample, however
recognizable, leads a distinct life in its new home. Tthessound and sense of a two-second drum
break may change radicaliyom song to song, even if the patterns of 1s and Os do not.” Katz, 156.

%5 Rose writes, ‘At the same time as rap music has dramatically changed the intended use of

sampling technology, it has also remained critically lihteblack poetic traditions and the oral
forms that underwrite them. These oral traditions anctipes clearly inform the prolific use of
collage, intertextuality, boasting, toasting, and signifying in rap’s lyrical style and organization.

Rap’s oral articulations are heavily informed by technological processes, not only in the way such
oral traditions are formulated, composed, and dissendipbié also in the way orally based
approaches to narrative are embedded in the use of technology itself.” Tricia Rose, Black Noise: Rap
Music and Black Culture in Contemporary America (Middletown: \&gsh University Press,
1994), 64. Imani Perry argues that with hip-hop, technologyswmasly used to reproduce sounds
already aesthetically pleasing to an African-American agielmani Perry, Prophets of the Hood
(Durham: Duke University Press, 2004), 13.
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investigation of how earlier material is borrowed in (thy)sL990s and 2000s hip-
hop music has unearthed questions on larger issues, no@stlyhrquestions of
history (Ch. 1), genre (Ch. 2), space (Ch. 3), deathomai(Ch. 4), and lineage
(Ch. 5). Each chapter begins with these broader thamgsdeas from within hip-
hop culture, narrowing toward closer readings of hip-hopstex show how text
and context work together to elucidate these broader ideas.

| have chosen these case studies based on the conityabitiveen specific
musical examples and these larger issues, as both anegpks and topics that |
have selected have received less scholarly attentitimeifield of hip-hop studies
than, say, race or gender (though gender appears mody avete end of Ch. 3)
Race and gender are most certainly relevant and impddathie following case
studies but | chose to open less-explored hermeneutic windows imteeest @
expanding the interpretive vantage poimdip-hop studies. Space permits only a
few case studies and themes, and will be added to in fuitenes (See

‘Directions for Future Research’ in Conclusion).

Musical Borrowing in Hip-hop

The terminology chosen for the first half of my Phile deserves some
explanation, as it will help to expand on the opening premfsits introduction
First, |1 consciously use the terthip-hop’ instead of ‘rap music’, even though all
the subsequent case studies fall under the latter otasgifi as well. (I do not
investigate other hip-hop musical forms such as turntabiisran artist like DJ
Shadow who does not rafMy decisia to use ‘hip-hop’ stems from the fact that
the instances of borrowing that | highlight in this study@ag of a larger hip-hop

aesthetic that encompasses all the so-cdliedr elements of hip-hop culture
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(rapping, DJing, graffiti and breakdancirf§)For example, Schloss writes of
borrowing as lieage in terms of incorporating ‘foundational’ moves in
contemporary b-boy (breakdancing) routines. Borrowing aqnubtation are
arguably just as important to b-boying as it is to rap musicalde adds that
‘Graffiti writers, for example, often use specific letgtyles as tributes to their
teachers, while stylistic lineages are also valdadd can be heardin hip-hop
production:?” Potter shares this view when he writes of all of laip>s elements:
‘Instead of grand projects cut from a single block, hip-hopilbart from parts,
mobile and recombinant®

My decision to use the term hip-hop, then, is threkfohe, to emphasize
that my music examples reflect wider processes thraughaltiple artistic forms
considered part of a widéhip-hop culture’. Second, that there exists a wider hip-
hop community, an imagined community, that interpret thetsstextualities, and
third, that my work acts as an ‘open text’ in an effort to initiate a dialogue with
others interested in borrowing in hip-hop cultures. It wolbé most fruitful to
collaborate on a comparative analysis of borrowing infigrdfip-hop music (rap
music and turntabilism), and breakdancing in future scholadga&vours. | discuss
only one of these elements in great detail at presenimiplitit in this study is the

fact that these practices and attitudes are manifestultiple realms of hip-hop

culture.

%6 For a more thorough explanation of differences between ‘rap music’ and ‘hip-hop music’, see

Adam Krims, Rap Music and the Poetics of Identity (Cambridgeni@idge University Press)O-

11 (hereatfter cited as Rap Music).

2" Joseph Schloss, Foundation: b-boys, b-girls, and hip-hop ittiNew York (New York:

Oxford University Press, 2009), 67.

28 Potter, 8. Tricia Rose provides considerable detail disgrhow graffiti, breakdancing and rap
music all demonstrate the features of ‘flow, layering, and ruptures in line’, an important example

that considers hip-hop culture and its multiple artisiznents together in scholarly analysis. Rose
38-61.
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Furthermore] use the term ‘musical’ to encompass all aspects of hip-hop
texts, sound recordings and music videos, to include aspects of quotatidn
references in lyrics and music-video imagery, in additionthe ‘musical’
complementso the rap delivery (known as ‘the beat’).?® My aim is to emphasize
sounds rather than present a lyric-based approach, ananpastant to state here
that | am looking at music in the broadest sense. Thdwgthesis engages deeply
with social cultures and contexts, my investigationsrbegd end with the musical
texts, seeking a deeper understanding of meaning within ibeselings, and what
their reception says about larger cultural practices.

I use the terms ‘beat’ and ‘flow’ to separate the delivery of the rapper(s)
from its ‘musical’ complement, acknowledging that they are nevertheless
inextricably linked. | do want to foreground all sounds in the naligext of the
recording, mediated by their socio-historically situatederpretations, while
concurrently recognizing that music can akct a mediatof’ And this musical
text, what one might call thenusic itself, quoting Adam Krims/is not, as some
contemporary musicology would have it, a mystificatiom rather a crucial, highly
planned, and controlled social objett.

‘Borrowing’ is a term which creates the widest net for my purpdsgs|
could have easily used the wdrgpropriation’, or even stronger value-laden terms
such as ‘stealing’ or ‘theft’. (The title ‘Musical Theft in Hip-hop Music however,
suggests too large a value judgment for my tasthe fact is that artists have

‘stokn’ since time immemorial: Shakespeare from Ovid and Plut&ehaissance

9 |t is important to emphasize that | am usingtthm ‘text’ throughout the thesis in terms of the
recording as text, rather than simply text as in writterhlojptyrics. I use the term ‘flow” for the
delivery of rap lyrics, and the term ‘lyrics’ to discuss the semantic aspects of the lyrics.

%0 This sntiment reflects Krims’s observations that music is mediated but itself acts as a mediator.
Adam Krims, Music and Urban Geography (London: Routledge, 2007), #xexeafter cited as
MUG).

% Ibid., xvi.
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mass composers from Gregorian chant, Barték from folkodie$, Bob Dylan
from everyone, and blues singers from each oth@nathan Lethem writeSAs

examples accumulate.. it becomes apparent that appropriation, mimicry,

guotation, allusion, and sublimated collaboration congist kand of sine qua non
of the creative act, cutting across all forms and geimethe realm of cultural
production;®? Of course, by no means is the term ‘borrowing’ value free, quite the

opposite. To borrow something implies that it should berned in tact, or that it
can be. As will be shown through the following case studi¢bis thesis, the use
of pre-existing materials and styles transforms botiw rand old contexts.
Nevertheless, a term needed to be used, and | use thébterowing’ because it
sidesteps the ethical arguments and negative connatatiorfavour of more
detailed analysis, and because | wish to place these piprhctices within a well-

established lineage of musical borrowing in both Africaredaand European-

based musics’

Definitions
Some of my terminology is borrowed from other realnfisscholarship
(Lacasse, Dyer, Fish, Anderson) that have rarely beelred to studies of hip-hop

culture. Other terms | have constructed out of necessilijf gaps in the discourse

32 Jonathan Lethem, ‘The Ecstasy of Influence: A Plagiarism Mosaic’, in Sound Unbound: Sampling
Digital Music and Culture, ed. Paul D. Miller (London: MIT Bse2008), 2&9. His essay is
particularly noteworthy because his endnotes reveaktteay sentence from the essay has come
from a different source, either directly quoted or paraphrase

% To quote Katz at length: ‘As a form of musical borrowing, the roots of digital sampling reach

back more than a millennium. Consider just the Western mugacttion: medieval chants freely
incorporated and adapted melodic patterns from earlietsshdozens of Renaissance masses were
based on the melody of the secular song “L’homme armé”; a similar craze raged centuries later

when composers such as Berlioz, Liszt, RachmaninaiifitSaéns, and Ysaye “sampled” the chant
Dies irag(“The Day of Wrath”) in their instrumental works; Bach reworked Vivaldi’s music; more
than a century later Gounod returned the favor, adding a new melody to Bach’s Prelude in C Major
and calling it Ave Maria; Mahler cannibalized his own ieavocal works in several of his
symphonies; Ives quoted George M. Cohan’s “Over There” in his song “Tom Sails Away”; Bartok
parodied Shostakovich’s LeningradSymphony in his Concerto for Orchestra; and so on and so on.’
Katz, 139-140.
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(e.g. intra-generic versus inter-generic borrowing, histbrauthenticity, post-
mortem borrowing), and they will be fully explained witlkxaeples in the
following chapters. These case studies demonstratavide range of complex
borrowing practices in hip-hop music recordings in a manhat no previous
scholarly study of rap music has done. Borrowing, tH®mtomes a lens and
framework with which to tease out meanings in hip-hop culture.

It is important to note that the ‘beat’ encompasses not only percussive
elements of a rap song, but the entire clempnt to the rapper’s ‘flow’ (i.e.
delivery of lyrics)** Schloss defines a ‘beat’ as ‘musical collages composed of
brief segments of recorded sotifid will extend this terminology to encompass alll
sounds thaire not the ‘flow’, including non-sample-based material as well.

Later chapters discuss a concept thall the ‘basic beat’, a structural layer
or core layers of the musical complement that chalittje for a significant
duration of the song. My transcriptions in the followirgapters highlight mostly
harmonic and melodic layers involved in the basic Be@f course, ap music’s
layers will more often than not fluctuate throughout aegiwsong, with sonic
additions and subtractions, manipulations of digital as) and even sharp
change in aspects of the ‘basic bedt®’ but the looped nature that defines much of
hip-hop music lends itself to having a structural layer dogs not change. Though
| do not go as far as to locate @nsatz in a given hip-hop sonand | would argue

that Schenker’s theories are ill-suited to African-based musics, layering forms an

34 As a rappersioften called the MC (‘mic-controller’ or ‘master of ceremonies’) in journalism and
other writings, | will use both terms synonymously, ad aglthe more general term artist (as in
recording artist) where appropriate.

% Schloss, Making Beats, 2.

%] could have included the rap flow, lyrics and percussiyerkaof the beat in these transcriptions
as well, but in most instances | wanted to focus on #ledit and harmonic aspects of the beat.
My transcriptions are largely intended to complement thledoecording, not to replace them. A
longer explanation on my notation and transcription of caligixamples can be found in Chapter 2.
3" The concept of a ‘basic beat’ is strongly indebted to Krims’s Rap Music and the Poetics of
Identity, in particular, higliscussion of layering and analysis of Ice Cube’s “The Nigga Ya Love to
Hate”. Krims, Rap Music, 93122.
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important structural component in hip-hop. Furthermorefutthetion and qualities

of these layers are crucial to the aesthetics angtieneof the musicAs Krims
writes in his groundbreaking Rap Music and the Poetics of Ideriiitg, sonic
organization of rap musieboth the rapping itself and the musical tracks that
accompany #-is directly and profoundly implicated in rap’s cultural workings
(resistant or otherwise), especially in the formatidnidentities’*® | take this
argument further to embrace sampling and other borrowingiggradivhich Krims
does not engage with in any detail) to highlight the importasicenusica
borrowing to this music and its reception.

The ‘texts’ on which | choose to focus are primarily commercially
successful hip-hop recordings produced in the United Statedsol include
references to music videos and films in instances where@ppate. | concentrate
on hip-hop recordings because it offers the most pos&bilfor borrowing
practices while usefully narrowing the scope of such asady broad project.
Third, recordings comprise my objects of study because #neythe cultural
products most widely disseminated in terms of hip-hop remeftiThese recorded
texts are the product of a number of agents, thoughdittename the group, artist
or producer as shorthand for the complex network ofalsotation actually
involved in the creation of these products. For this stutigve relied on my own
interpretations of these texts, as well as secondarkshaarticles and media
reception (mostly) in the form of journalism that supmet these observations.

Magazines such as Rolling Stone, The Source, Rap Pages, journdleiogias

% |pbid., 2.

39 Live performances, recorded live performances, and ‘live’ aesthetics within recordings are
important to the ideas in this study (particularly Chapter 1)indthite interest of space, | chose
commercially-released hip-hop recordings as my primary fexiavestigation. Though this
project engages with a number of academic fields, | baga influenced in this respect by the
growing subfields of musicology that use recordings as fnehary texts. Examples include those
involved in the Association for the Study of the Art of BecProduction and the AHRC Research
Centre for the History and Analysis of Recorded Music (CNAR
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(such as Da Capo Best Music Writing), and internet-based journabwe been
particularly useful texts for media reception.

As stated earlier, to emphasize the difference betwlgggtally sampled
sounds and other borrowed sounds, | employ the usefuhdish between
‘autosonic quotationand ‘allosonic quotation’ from Serge LacasseAutosonic
guotaion’ is quotation of a recording by digitally sampling it, as aggul to
‘allosonic quotation’, quoting the previous material by way of re-recording or
performing (like a quote in jazz performance) rather teampling from the
original recording’?

In addition to this distinction, rarely detailed academic writing on
sampling arelifferences in ‘sequencing’, the act of putting samples in some sort of
sequential order. Mark Gillespienakes the distinction between ‘syntagmatic
sequencing’ and ‘morphemic sequencingwhere the latter samples short sounds
(such as a snare hit), and the former utilizes longeicalyshrases and passadés.
For example, The Bomb Squadearly-1990s output demonstrates morphemic
sequencing whereas Puff Daddy or Eminem (discussed in CHaptdten use
longer loops in their productions.

| also make a distinction between intra-musical disearsl extra-musical
discourse, and the two often work together in interestingswlajave already
discussed the power and agency that ‘thesic itself” can have-and that deep
meanings can be produced through elements within the mugsith@ intra-musical

discourse, or in the terms of music semiologist Jeaqués Nattiez, a musical

0 See SergLacasse, ‘Intertextuality and Hypertextuality in Recorded Popular Music’, in The
Musical Work: Reality or Invention?, ed. Michael Talboivfirpool: Liverpool University Press,
2000).

1 Mark Gillespie, ““Another Darkchild Classic”: Phonographic Forgery and Producer Rodney
Jerkins’ Sonic Signature’, M.Mus Dissertation, (Université Laval, Québec, 2006), 98. He also
differentiates between sample-based producers (e.g. Thie 8quad) and sequence-based
producers (e.g. Puff Daddy).
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object’s ‘immanent properties’ at the neutral level).*” Biographical and other
narratives regardinghe artist as well as interviews, fan discourse, academic
attention and other media are all extra-musical disesundich also influence the
reception of hip-hop recordingsh¢ ‘narrative mediation’ of music reception)
Much of the following acknowledges both intra- and extrssical discourse as
contributing to the main points in the chapters; toarsexample from Chapter 1, a
nostalgia for hiphop’s past is often demonstrated in extra-musical discourses
(books, interviews, documentaries) and in intra-musicakso (auto- and
allosonically quoting earlier artists, sanmgl ‘classic’ breakbeats, alluding to
previous styles). The two inform each other, and one gerpd this thesis is to
direct attention on the intra-musical discourse taiee better its relationship with

other extra-musical discourses usually given more weighipiimop studies.

Textually Signalled and Unsignalled Borrowing

As stated previously, the initial premise of the thesisthat hip-hop
presupposes an unconcealed intertextuality. Much of tkisohdo with the hip-hop
community’s expectations (its ‘generic contrac},*® but this is not meant to imply
that all hip-hop musical texts draw attention to theirdemg equally. In his book
on pastiche, Richard Dyer points out that pastedan imitative artistic form is
‘textually signalled as such; in other words, the text itself draws attentioting¢o
fact that it contains imitative material. Catherine Gramd Christine Geraghty, in

the context of film adaptation theory, believe thatuady signalling is crucial to

“2 Jean-Jacques Nattiedusic and Discourse: Toward a Semiology of Music, trans. Carobyate
(Princeton: Princeton University Press, 1990), ix.

“3 Heather Dubrow, in terms of the novel, has describacdeggs a contract between reader and
audience, and the idea of a ‘generic contract’ has been developed most fully in musicology by
Jeffrey Kallberg. See Jim Samson, ‘Genre’, in Oxford Music Online (formerly Grove Music
Online), available at: www.oxfordmusiconline.com (accessed 10 Aufi9). Heather Dubrow,
Genre (London: Taylor &rancis, 1982) and Jeffrey Kallberg, ‘The Rhetoric of Genre: Chopin’s
Nocturne in G Minor’, Nineteenth-century Music 11 (1987/88): 2281.
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an adamtion, that the film somehow recalls the souriogel: ‘the most important
act that films and their surrounding discourses need téorperin order to
communicate unequivocally their status as adaptations[isake their audiences]
recall the adapted work, or the cultural memory of ieréhs no such thing. asa
“secret” adaptatiori** In the case of pastiche and film adaptation, andrimgdike
parody and homage, recognizing that these works are rgféaisomething that
precedes them is crucial to their identity as that forecessary to their working as
such.

The table bew, from Richard Dyer’s study of pastiche, shows how
pastiche as imitation ‘fits’ into qualitative categories as compared to other forms of
imitation: whether it conceals its imitation as plapia and forgeries do, whether
the text itself draws atiition to its imitation (to be ‘textually signalled’) or not, and
whether the imitative form, by its nature, already suggestme sort of pre-

conceved evaluative response (as in ‘parody’).

CONCEALED UNCONCEALED
NOT TEXTUALLY SIGNALLED TEXTUALLY SIGNALLED
EVALUATIVELY
EVALUATIVELY OPEN PREDETERMINED
plagiarism copies pastiche emulation
homage
fake versions travesty
forgery burlesque
hoax mock epic
genre parody

Table 1. From Richard Dyer, Pastiche (London: Routledge, 2007), 24

44 Catherine Grant, ‘Recognizing Billy Budd in Beau Travail: Epistemology and Hermeneutics of
Auteurist “Free” Adaptation’, Screen 43, no. 1 (2002), 57. Quoted in Christine Geraghty, Now a
Major Motion Picture: Film Adaptations of Literature and Bea(Plymouth, UK: Rowman and
Littlefield, 2008), 3.
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In the context of hip-hop music, those knowledgeabla bfoad range of
hip-hop styles will see that the genre does notadigtttiall neatly into just the ‘not
textually signalled’ or ‘textually signalled’ categorizatiorf® Though | argue that
unconcealed borrowing forms a crucial part of hip-hopghe¢ss hip-hop songs
can textually signal their borrowing overtly or not do an¢ both approaches can
be manifested in a number of ways. Consider two songass$ied in subsequent
chapters,“Rebirth of Slick (Cool Like Day” by Digable Planets (discussed in
Chapter 2 and “Who am 1? (What’s my Name)” by Snoop Doggy Dogg (discussed
in Chapter 3). The hiss of vinyl can be heard faintly aititraduction of “Rebirth
of Slick”, textually signalling that some of the song has its re@#swhere, that
elements have been borrowed. In contrdgtho am 1?” contains many elements
derived from earlier songs but was re-recorded in a stugart(from its two-bar
introduction), and does not contain any vinyl popping os lukaracteristic of
sample-based hipep songs. In other words, “Who am 1?”’s intertexuality is not
textually signalled. Its sources of material are not awim themselves, and to a
young listener unknowledgeable of 1970s soul and funk, itsoammd strikingly
‘original’ (as it did to me when I first heard it at age 11).

This distinction shows that hip-hop recordings can begmaized based on
whether or not the borrowing employed draws attentioitstast or notMany
times, digitally sampling a well-known lyric or beat israko showing part of its

‘inner workings, or at least signalling that it has its origins elsewhere. And in other

“> Dyer actually does consider hip-hop as pastiche, butdeslit in what he calls a pasticcio form,
a ‘combination pastiche’ as opposed to an ‘imitation pastiche’. Certainly not all hip-hop music

could accurately fit as pasticcio as he defindsuit a number of examples do. Dyer is most likely
narrowly considering collage-style hip-hop production suchresBomb Squad in his
categorization, as he considers combination pastiche as combining ‘things that are typically held

apart in such a way as to retain their identities.” Dyer, 21. Other pasticcio forms he includes are
Brazilian Tropicalism, cent@ontrafactumcapriccio, and photomontage. He gives hip-hop and
other examples of combination pastiche little detailezh&ibn, as imitation pastiche is the primary
subject of his book, and is what concerns the chart above
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songs, such as in the Dr. Dre example, borrowings will toeamlined into
sounding new, though their inner parts are taken from soecmdds earlier. To
include Dyer’s bifurcation into the metaphor, textually signalled borrowing in a
work is to show some of its working pared not to signal its derivations is akin
to creating an illusory originality. To consider music in s way shifts the
argument from how original a work actually is, to how origihappears to be. At
the risk of overgeneralizing major music gentesh rock 'n’ roll and pck music’s
intertextualities have been generally more concealedtetdally unsignalled in

terms of their intra- and extra-musical discoursen thase of hip-hop, though any

such statement is always more complicated at a dieelrof detail*®

Examples of ‘textually signalled borrowing in hip-hop music include, but
are not limited to:

1. In lyrics and ‘flow’. Drawing attention to the source of a quotation, for example
when 50 Cent says in “Patiently Waiting” (3:43): ‘Snoop saidhis in *94: “We
don’t love them hoes.”” (from Snoop’s “Gin and Juice” 0:55) 50 Cent also imitates
Snoop’s delivery of the line as a true allosonic quotation of the textywalf as
attributing the source of his quotation in the lyrics. #heo example is using short
snippets of dialogue from television or radio which seecomngruous to the other
parts of the song ¢sh as the autosonic quotation ‘Meanwhile, deep underground
somewhere outside the city’ (1:50)on Jurassic 5’s “High Fidelity”).

2. In beat: Textually signalled borrowing in hip-hop beatsuthe$ vinyl hiss and
popping, scratching, looped beats, chopped up beats (as prododeeppers may
use a sample as an opening phrase, and proceed to chopdabe fol its basic
beat, such as Kanye West on his own “Champion” and on Talib Kweli’s “In the
Mood”),*” using breakbeats that fall firmly within the breakbeanon, heavy
collages of sound (The Bomb Squad, DJ Shadow), and sped up sdsyulk a
Kanye West’s “Through the Wire”). In addition, the sampling could be textually
signalled if the borrowed fragment ‘doesn’t quite fit’ with the rest of the material;

for example, being slightly out afine with other elements (the ‘de-tuned layers’

“® The “birth’ of rock *n’ roll and bebop are described in some histories as radically new, that these
musics were a radical break from previous practicéeradhan borrowing, extending, and
Signifyin(g) on them. In other words, the extra-musical dise® conceals their borrowings to a
certain extent. For a critique, see Chris McDonald, ““Rock, roll and remember?”: Addressing the
legacy of jazz in popular music studies’, Popular Music History 1, no. 2. (2006): 1282. To use

an inverse example, the subgeof ‘Theme and Variations’ is unconcealed through its title, and
arguably textually signalled through its format.

" For audio examples and an explanation of fragmentaéisus unity in hip-hop music see Justin
A. Williams, ‘Beats and Flows: A Response to Kyle Adams’, Music Theory Online 15, no. 2 (2009),
available at: http://mto.societymusictheory.org/issués/09.15.2/mto0.09.15.2.williams.html.
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that Krims discusss or if the duration of the sample does not fit any ‘regular’
pattern (i.e. 4 or 8-bar pattern).

These distinctions are important to make, in light led fact that on an
abstract dvel, ‘everything is borrowed’, a phrase that myself borrow from an
album title of the UK hip-hop group The Stre&t®ut what $ compelling for my
purposes is how particular communities incorporate borrowdedgbrate it or
conceal it, and discuss. it is from here that | outline hip-hop as an imagined
community, for my purposes, the most appropriate way t@ageehis study and to

answer questions regarding borrowing reception in hip-hopcmus

Hip-hop asImagined Community

It is safe to say that hip-hop culture has becamewn ‘art world’ (to
invoke sociologist Howard BecKer influential study).*® This is a concept
fundanental to Schloss’s approach to studying hip-hop, both his groundbreaking
book on sample-based hip-hop production and his book on b-boileg.
acknowledges that hip-hop culture is self-reflexive andasélfjuing:

But to understand hipep’s powerful self-critique, we need to
understand hip-hop on its own terms. Not only because it has
interesting symbolic, political, and social implicatioradtifough
they are important), not only because it confirms ouporibe
about the work of art in the age of electronic reproducti
(although hat’s valuable, too), but simply because the way hip-
hop sees the world is itself a legitimate and consistert
fascinating intellectual systetfi.

“8 Daphne Keller writes;Human culture is always derivative, and music perhaps especially so.
New art buildson old art’. Daphne Keller, ‘The Musician as Thief: Digital Culture and Copyright
Law’ in Sound Unboundl35. Lethem writes, ‘Any text is woven entirely with citations, references,
echoes, cultural languages, which cut across it througlthaough in a vast stereophony. The
citations that go to make up text are anonymous, untrageaid yet already read; they are
guotations without inverted commas. The kernel, the-stutls go further and say the substance,
the bulk, the actual and valuable material of all humtterances-is plagiarism.” Lethem, 43.

9 Howard Becker, Art Worlds (Berkeley: University of Califoriffleess, 1982).

%0 Schloss, Foundatip4.
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| claim that this hiphop world is an ‘imagined community to borrow a term from
Benedict Anderson’s writings on nationalisn?! To quote Andersorilt is imagined
because the members of even the smallest nation wirienow most of their
fellow-members, meet them, or even hear of them,nyita minds of each lives the
image of their communioit? A given community will be maintained through print
and electronic media, solidifying traditions, historielgntities, and cultural objects
that contribug¢ to its continuity (such as a ‘national anthem’ and/or era-defining
events and individuals). As in any nation, its demograpbigains a number of
highly heterogeneous negotiating identities. To be a farpeaxitioner of hip-hop
music (in any of its forms and subgenres) is to belor@rtasical culture, and it is
toward this culture that borrowing practices are aimed, ingduthe listeners that
interpret it most thoughtfully.

In 1999, perhaps not coincidentally the year after hip-hépialfy outsold
cowntry music as the United States’ best-selling music genre, a number of
journalists acknowledged the existenof a ‘Hip-hop MNation’. To quote from
Tour€s ‘I live in the Hiphop Nation’:

I live in a country no mapmaker will ever respect. A platé its

own language, culture, and history. It is as much a natdiaby

or Zambia. A place my countrymen call the Hiphop nation,
purposefully invoking all of the jingoistic pride that natiostdi
throughout history have learned on. Our path to nationhood has
been paved by a handful of fathers: Muhammad Ali with his
ceaseless bravado, Bob Marley with his truth-tellingefenusic,

Huey Newton with his bodacious political style, James Brown
with his obsession with funk®

*1 Benedict Anderson, Imagined Communities: Reflections on tigrGrnd Spread of
Nationalism, & edition (London: Verso, 1991), 6. Schloss also mentions Anderson’s book in
Making Beats4. Dimitriadis utilizes Anderson’s concept for rap music briefly and to different ends.
See Greg Dimitriadis, Performing Identity/Performing Culturga Hop as Text, Pedagogy, and
Lived Practice (New York: Peter Lang, 2001), 27.

°2 Anderson, 6.

*3 Touré, ‘I Live in the Hiphop Nation’, in Never Drank the Kool-aid (New York: Picador, 2006),
333. Other articles include Christopher John Farley, ‘Hip-hop Nation’, Time, 8 Feb. 1999, and
Neil Strauss ‘The Hip-Hop Nation: Whose is it?; A Land with Rhythm and Beats for All’, New York
Times, 22 Aug. 1999. Russell Potter realized this half a dexztler when describing rap music as
a vernacular of its own separate ‘nation’, comparing it to earlier artistic forms: ‘Yet there is an
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Touré recounts that there is no single Presidertteohation, but a number of MCs
who act as Senators: ‘Unlike rhythm and blues, hiphop has a strong memoiristic
impulse, meaning our senator-MCs speak of themselves,ninginborhoods, the
people around them, playing autobiographer, reporter, andistatian:>*

The self-referential nature of this imagined communitycisicial to
understanding the intra-musical and extra-musical disceumsie genre. As hip-
hop matured as a genre, observed journalist Oliver Wanghdppbecame an
internalized discourse. The number of peer references,idtigyidiosyncrasies
and quotes became a feature of not just rap lyrics and ,mugicalso of the
journalism: ‘Once the music and culture had a long-enough internakypistoters
began to write more insularly. References no longer ciddtince off people, idea,
and events outside of hip-hop; a writer could simply nod teesme or something
within hip-hop, and readers understddtdThe same can be said for intertextual
references within hip-hop recordingshe listeners understood many of the
references. References not only draw attention tcdys internalized discourse,
but often draw attention to various traditions outside pfHup as well. And what
is considered intra-generic rather than outside the gefaegely evaluated by who
is listening, and by an evatifting play of signifiers that may or may not become

embedded in a generic nexus or world.

uncanny resonance between the situation of the late Troubadours’ Provencal, Dante’s Italian, the
bluesmen idealized by Baker, and Sadatall are poets in a language without a nation, or rather,
with a nation that exists outside of or against a naticojtare whose condition is that of exile,
wandering, and resistance to a dominant power.” Potter, 56.

> Touré, 334335.

%5 Oliver Wang, “Trapped in between the Lines: The Aesthetics of Hip-Hop Journalisy’, in Total
Chaos, ed. Jeff Chang (New York: Basic Civitas Books, 2006), 167.
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Borrowing and ‘Originality’

As evident throughout music history, each musical cult@atsrborrowing
and originality differently. For example, certain eamtysic cultures will resemble
the hip-hop world in its unconcealed intertextualities hat borrowing was a large
part of the compositional practice, and overtly so. M&oms of polyphony up to
1300—organum, discant, and motetvere all based on existing melodies, usually
chant. Masses in the sixteenth century could be dividledrms of cantus firmus
mass (or tenor mass), cantus firmus/imitation mass, pase mass, or parody
mass.’ These earlier cultures show that a notion of musietivity in terms of
pure originality was anachronistic for that time period.mpositional practice
involved reworking pre-existing material in an unconcealechmey particularly
akin to sample-based hip-hop, in contrast to nineteesntucy Romantic
ideologies where composers often denied their pre-cursans attempt to appear
purely original®” As Raymond Knapp writes‘nineteenth-century composers
endeavoured to create original masterworks consisting plynadimusical clichés
on all levels, while somehow disguising from their audierthedact that they had,
in an important sense, heard it all befofeWhile this quote could be applied to
much of popular music today, hip-hop music largely celebrés intertextualities
and references, and knowledgeable listeners will no doubtrsiadd certain

references even when the borrowing is not overtlytutdly signalled

*% See J. Peter Burkholder, ‘Borrowing’, in Grove Music Online, ed. Laura Macy, available at:
http://mww.oxfordmusiconline.com/subscriber/article/grovesic/52918?g=Borrowing&search=qu
ick&pos=1&_start=1#firsthit (accessed 16 September 2007).

*" One example is Beethoven, who in 1798 denied knowing Moparas, though he had written
several variations on Mozart arias years earlier. CiptisioAlan Reynolds, Motives for Allusion:
Context and Content in Nineteenth-Century Music (Cambridge, MAzdid University Press,
2003), 102.

°8 Raymond Knapp, ‘Review of Motives for Allusion by Christopher Reynolds and Quotation and
Cultural Meaning in Twentieth-Century Mugdig David Metzer’, Journal of the American
Musicological Society 58, no. 3 (2005): 740.
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(Unconcealed, yet not textually signalled, as in Dre’s Chronic-era productions and
Dyer’s classification of ‘copies, ‘versions’, and ‘genre’.)

AfricanAmerican arts have been criticized for centuriesesgimitative
rather than original, a claim strongly rebukéd Zora Neale Hurston’s essay
‘Characteristics of Negro Expressiofihe writes, ‘It has been said so often that the
Negro is lacking originality that it has almost become apgb Outward signs
seem to bear this out. But if one looks closely its falsitimmediately evident®
She argues that it is ‘masterful revision’ that is really meant by the concept of
‘originality’, considering tha all great art reworks previous art to varying
degree$? Since African-American culture has concealed littleirititations and
influences, one can see how an earlier European-basieth of originality would
misread them, not to mention various underlying racistragsans involved in
this criticism. A parallel could be made with more @mnporary criticisms of
digital sampling as uncreative or as theft. A moredpobive alternative, however,
is to recognize hip-hop as sharing characteristics of nwhgr African-based
practices qualities that LeRoi Jones/Amiri Barakacates in ‘black music’, what
he calls the ‘changing same’.®* Though my project concentrates on elements within
the hip-hop world rather than outside it, | do acknowledgehigahop culture fits
appropriately in the tradition of dialogism and masterévision that Gates and
Floyd develop under the concept of Signifyin(g).

The twentieth century did see, however, a return tatpwmconcealed
borrowing in Western art, from the citatioin T.S. Eliot’s Modernist poeniThe
Waste Land to Duchamp’s ‘Fountairi, to the plethora of post-WWII art labelled

‘postmoderh(musique concreéte, pop art, installation art, mash-ups, énathan

*9 Quoted in Gates, 118.

*“Ibid., 113-118.

®1 LeRoi Jones, ‘The Changing Same (R&B and New Black Music)’. In Black Music (London:
MacGibbon and Kee, 1969), 1801 1.
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Lethem goes are far as to say thallage ‘might be called the art form of the
twentieth century, never mind the twenty-fit&t.In addition to collage styles
perhaps most directly influential to the birth of hip-hopsic were the preceding
dance music styles that involved manipulating records to mels—edisco and
Jamaican dub music most specifically. Hip-hop is no doubbdugat of its time
and could be considered a convergence of contemporary tegiinowentieth-
century collage cultures, African-based musical practiems, European-based
borrowing traditions.

In addition to how a musical culture treats the concdpbr@inality,
another important question to ask of a musical cultusghisther or noit places
more value on the individual or the collective. It i$estp say that the Romantic
musical world placed its emphasis on the individual, &l itdeology has seeped
into rock music most noticeably. ipdhop music is not without its individual
‘stars, as the culture often intersects with Romantic/imtliglistic notions of
authenticity quite forcefully, but these stars will alsse references and
intertextualities to bolster their own stardom, aatéd artists can reference these
stars to heighten their own authenticities. (See Chapteand 5 for examples of
this.) In other words, while individuality certainly exists in hipghculture, it is
frequently supported by a collective or collaborativeostin line with those of
jazz, funk, gospel, and other African-based musics that pldxigh emphasis on
the collective.

Consideration of a particular art world in musicalrrbwing studies
whether it is fourteenth-century French sacred musieteenth-century German
instrumental music, modernist classical works, or hip4mogic, becomes a useful

focus in order to investigate the ideologies, concemd,iaterpretive potential of

62 Lethem, ‘The Ecstasy of Influence’, 28.
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the genreThus, | carve a space for this imagined hip-hop communityntdtiple
reasons: this space is perceived by many to exist, thuseitsbers communicate
(musically and extra-musically) as su@nd locating this space makes the study

more fruitful from the vantage point of borrowing heneatics.

Imagined Communities as I nterpretative Communities

In studies of borrowing, there is always the question léther to favour
compositional process or cultural reception, or to inMd&#iez, to place emphasis
on the poiesic dimension or the esthesic, respecti¥eBhristopher Reynolds, in
his study of allusion in nineteenth-century German instrurhemigsic, asks
whether an allusion needs to be recognized in order to bessificlc He says that it
does not, and writes that ‘Allusions are therefore more important for how music is
made than for how it is heatff. Or should the focus be placed on reception; to
guote David Metzés study of quotation in twentieth-century musiBecognition
then forms a crux for quotation, especially in its roleaasultural agent. Simply
put, if a borrowing is not detected then it and its cultteabnances go unhedfd.
And if the latter is to be preferred, whose reception éxatctly? For Metzer, it is
the study of ‘cultural agency’ in quotation’® though he does not always devote
sufficient space to locating and describing the culturaswiould recognize those
guotations. More importantly in this case, how can a stuagusiical borrowing in
hip-hop not simply become the private reflections oitd@syncratic white middle-
class academic such as myself, risking a danger of implicilging the spurious
claim that these references on which | chose to focua asusicologistcan

generallybe heard by ‘all’?

*® Nattiez, 1%15.

% Reynolds, 182.

%5 Metzer, 6-7. Knapp’s review of the Metzer and Reynolds books makes the point that the two
books’ differing approaches could benefit from ‘“talking” to the other’. Knapp, 747.

°® Metzer, 69.
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The answer lies within the imagined community of hip-hop. tMoscially,
this imagined community is al$@ an ‘interpretive community’, to make reference
to Stanley Fish and reader-response theory. Fish writes:

Indeed, it is interpretive communities, rather thahegithe text or

the reader, that produce meanings and are responsible efor th

emergence of formal features. Interpretive communitiesnzade

up of those who share interpretive strategies for notmgdulit for

writing texts, for constituting their properties. In ettwords these

strategies exist prior to the act of reading and thezedetermine

the shape of what is read rather than, as is usuallynesstihe

other way arouné’
In any given reference in a rap song, some listendrsimderstand the reference,
and some will not to varying degrees. This is not to suggest #rerone or more
fixed meaningsnor a dialectic between ‘past’ and ‘present’, or necessarily between
a hip-hop song and itssourcé samplebut multiple imagined ‘sources’, based on
the previous knowledge of specific songs, artists, oregerit is the reading and
misreading of these sources, as reflected by constamftyng and negotiating
interpretations within higrop’s imagined communities that form the foundation of
this project. These hip-hop interpretative communitieswtich, as a fan and
scholar of hip-hop music, | also belong) bring their egrees to the
understanding of hip-hop texts, shaping and inflecting tbat through the
interaction involved in the listening and interpreting e>grece.

Despite variations inevitable with group’s interpretation of any given
utterance, | would argue that there exists an audience expedtat hip-hop is
vast intertextual network that helps to form and infothe generic contract
between audiences and hip-hop groups and artists. And in ozeseg, hip-hop

practitioners overtly celebrate their peers, ancestand musical pasts, though

reasons why this is so may diverge, and how referencesauirces are textually

®7 Stanley Fish, Is There a Text in this Class?: The Aughofitnterpretive Communities
(Cambridge, MA: Harvard University Press, 1980), 14.
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signalled (or not) varies on an imaginary spectrum thagjhity corresponds to a
timeline of traditions and technical innovatioMhereas certain rock ideologies
that borrow from Romantic notions of musical geniusmapteto demonstrate an
illusionary originality, hip-hop takes pride in appropriatiagd celebrating other
sounds and ideas. It is reflective of a long lineage oicah-American and Pre-
Romantic-Western music making which has embraced thectio# in different
ways®®

Musical codes can work on a number of levels in borrovand, not simply
along the lines of signalled and unsignalled, or autoseeisus allosonic
borrowings. Musical codes can exist on the level of gegregnition (in the case
of jazz in Chapter 2), or that of a recognizable arogtes (in the case of 2Pac and
Notorious B.I.G. in Chapters 4 and 5). In other words, lisgeede not have to have
knowledge of the exact song being borrowed for it to communicetaning. And
again this will vary amongst listeners: some will know éxact song, some will
recognize a genre, and some will realize that it couldreeé® a number of
elements, as hip-hop is often a multi-vocal discourse examples will suffice.

Ingrid Monson, discussing Signifyin(g) in jazz, uses thangpie of John
Coltrane’s “My Favorite Things” as an example of ironic Signification, troping on
a Broadway song and transforming it into a song with neanings®° The hip-
hop group OutKast also covEMy Favorite Things” on Speakerboxxx/The Love
Below (2003) with a prominent ‘drum and bass’ feel, and include a soprano

saxophone characteristic of Coltrane. In analysing th&&xtitversion, are we to

®8Album sales as a measure of popularity could certainly ée tassupport the idea that a sample
source will be recognized. For example, in choosing a pofinléhe sense that it sold a large
number of units) song from the past (the use of “Superfreak” for MC Hammer’s “U Can’t Touch
This”, and more generally, Will Smith songs and Puff Daddy’s choice of sample material), one

could assume that the source will be more recognizedatihabscure or highly-transformed
sample.

% Monson, ‘Doubleness and Jazz Improvisation’, 291. Gates also uses these two songs as an
example of Signification. Gates, 63.
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consider this a two-way relationship between the OutKastGolttane version
because of the soprano saxophone, or can we also intlederiginal Sound of
Music version in the analysisBorrowing in hip-hop is highly multi-vocal, and
there may be more than one ‘source’, or in fact a lineage that complicates any sort
of dialectical reading betweéald’ and ‘new’ texts."°

A second example involves how best to theorize theiop&dtip of James
Brown to hip-hop culture. Elizabeth Wheeler, in her stuidhe dialogic nature of
sampling,states that ‘quoting James Brown is always an act of honiag8ut it
may be worth asking this rhetorical question in light leé framework of this
thesis: at what moment dogsmage to James Brown” become a more general (or
generic) homage to hip-hop? Or is it now always doubleed)ithat is, is it
demonstratinga quasi-DuBoisian double-consciousness, at once representimg bo
hip-hop and funk™Wheeler’s comment was in 1991, only eleven years after the
first hip-hop on record. But eighteen years afiérecler’s article at the time of this
writing, perhaps rather than homage to James Brown arkl rwsic, it has
become homage to hip-hop as its own self-conscious .gEmeepossibility is open
that the racial, political and other associationschttd to James Brown stay intact,
and that a James Brown reference now represents betiopipulture and James
Brown as one its forefathers. These meanings depend oriswhterpreting the
samples (as James Brown’s voice and breakbeats are normally sampled rather than
borrowed), but treating James Brown as hip-hop signifiempcaentially show that

academic discourse on hip-hop can engage thoughtfully widrerees from

9 One example of a complexmgpgenealogy is the long and varied history of the “Apache” break

in hip+op and other electronic musics. See Michaelangelo Matos, ‘All Roads Lead to Apache’ in

Eric Weisbard, ed. Listen Again: A Momentary History of Poprfiam, NC: Duke University
Press, 2007), 26Q09. Posted with examples on Oliver Wang’s Soul Sides blog (19 April 2005),
available at: http://www.soul-sides.com/2005/04/all-roadd-tezapache.html (accessed 5 August
20009).

"t Wheeler, 200.
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within its own genre, in addition to the vast amount oévprus academic

discussion on sampling’s link to pre-hip-hop forms’?

Ingrid Monson, in the context of jazz, has provided aulsefplanation of

the varied ways that borrowing can be utilized and pmeted within a musical

culture

The reference may be as specific as a melodic quotaton a
particular piece or as diffuse as a timbre or stylgmove. It
might be from within or without mainstream jazz repertorge T
important point is that a chain of associations maydieoff that
engage the listener and unite her or him with a commuhiyher
individuals who share a similar musical point of view. Quoteti
are only the most obvious examples of the thick web of
intertextual and intermusical associations to which knowldalgea
performers and listeners react. Theoretically almost angical
detail or composite thereof could convey a referermdorsg as a
community of interprets can recognize the continuitye Key
here is ‘community of interpreters’ (which includes both
performers and audience), for a sonic detail becomegadiyni
meaningful and actionable only imaat least partially shared
context of usé?

Monson locates a jazz community that will understandwiké of intertextual

references, similar to the kind of interpretations anagroanications from the hip-

hop communities in the following chapters.

In this introduction, |1 have outlined some of the primaogncerns of this

project, that the hip-hop world includes a high degree oftextwiality within its

aesthetics, and that hip-hop cultures form an inteygretmmunity that recognize

a number of these references. With the premise thatdppmusic largely adheres

to this unconcealed borrowing aesthetic, an emphadiseotollective reflective of

2 In addition to Wheeler, other examples include Katz-140Q; Rose, 64; Andrew Bartlett,
‘Airshafts, Loudspeakers, and the Hip Hop Sample: Contexts and African American Musical
Aesthetics’, African American Review 28 (1994): 63&2; Nelson George, ‘Sample This’ in That’s
the Joint: The Hip-hop Studies Reader, eds. Murray FormaMaridAnthony Neal (London:
Routledge, 2004): 43441; Portia K. Maultsby, ‘Africanisms in African American Music’, in
Africanisms in American Culture&™ edition, ed. Joseph Holloway (Bloomington: Indiana
University Press, 2005): 32855; See also Demers, ‘Sampling the 1970s in Hip-hop’.

® Monson, 303, 305.
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many genres of African-Diaspqrthere exist a few initial levels to consider in hip-
hop borrowing analysis:
1) Allosonic versus autosonic quotation
2) Textually signalled versus unsignalled (adaptation versuadagmtion, does
it sound digitally sampled, or does it draw attention toféloethat it is
borrowed?)
3) recognition of borrowed song or artist/group
4) recognition of borrowed genre
5) intra-generic borrowing versus inter-generic borrowing
Intended as a starting point rather than an unchangingeWwark, the thesis
initiates a discourse that moves beyond surface notions of ‘sampling’ and deeper
into the complex details of musical borrowing in hip-hopsic. Only when we
pick apart the intricacies of borrowing can we obsengeappreciate how complex
the web of affiliations actually is.
The imagined community of the hip-hop world prepares thedveaork for
the first case study in Chapter 1. In this chapter | &dabrrowing as a
demonstration of ‘historical athenticity’, using signifiers said to belong to the hip-
hop world’s past as a marker of authenticity within the genre. This is a special case
of what | call‘intra-generic borrowing literally borrowing from elements said to
represent hip-hop culture. As hip-hop on record is now thmy years old, there
exists a vast network of signifiers already imbedded in dbiseric nexus. This
form of intertextuality only strengthens this alreadyf-sehscious genre, and
shows one particular strategy for artists and groupstablesh authenticity in a
genre that is often obsessively concerned with such reatte
Chapter 2 shifts the framework from intra-generic borrowiaginter-
generic borrowing, sampling or borrowing from another gefités case study
explores the sampling of jazz music in hip-hop as suggestimghaart identity of

sophistication and intellectualism in thebgenre commonly categorized as ‘jazz

rap’. | makethe case that these ‘jazz codes’ were recognized by a mainstream
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United States audience because of the ubiquity of a 8pstyle of jazz in the
1980s. Furthermore, jazz’s associations with ‘art music’ and with the black middle
class wee key aspects to the dominant ideology for jazz in the 198(k) ahow
that these connotations were reflected in the recognatind reception of jazz codes
in late-1980s/early-1990s rap music. This study of cross-gengei@ation is a
particularly fruitful method in borrowing analysis, a rimeneutics rarely
approached in popular music studies.

Chapter 3 begins to explore musical borrowing for pdeicplayback
spaces, more specifically, for the automobile. | focus @s KAngeles-based
gangsta rap producer Dr. Dre and his albums The Chronic (1992) and Dygysty
(1993). Dr. Dre consciously decided to use fewer samples in dasigion at this
time, instead choosing to re-record pre-existing matéia$ study also underlines
music’s intersections with geography, both the influence of urban geography on
music production and the geography of particular listening spAsdsorrowing is
central to hiphop’s ethos, Dr. Dre’s production reflects how musical materials
become re-used for a new space, updated and customized fautthotive
listening experience.

Chapter 4 shifts the borrowing focus to digital sampling, ibetead of
writing about digital sampling in the context of hip-homtseas other studies have
done, | wish to look at digitally sampling the voice of tagper. In particular, |
will discuss the voice as relic, deployed to refereheehip-hop martyrs Notorious
B.l.G. and Tupac Shakur. Rappers Jay-Z (Shawn Carter) andNéag Jones)
both imbed these late artists in examples oftwhall ‘post-mortem borrowing
i.e., the use of a recording (sound or image) of a dedeatist with great cultural
heft (e.g. Elvis Presley, Kurt Cobain, Freddie Mercutghn Lennon, Michael

Jackson). In post-mortem borrowing, the authenticityihethe recorded sound or
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image, in spite of its recontextualization. Close itigasions of examples
involving the Notorious B.I.G. (by Jay-Z) and Tupac Shakur (by Mékfompare

the sonorities of the old and new contexts, a juxtaéiposiwhich demonstrates the
fact that the sonority of the beats themselvesnaifeglected in studies of rap, are
integral to the presentation of any rap song. Thus, whervdice of a deceased
rapper is used in a new context, both the voice (witbhiggraphical associations
and sonorities from the beat all provide meaning. Rappkoswse the symbolic
immortality of hiphop martyrs Tupac Shakur and the Notorious B.I.G. to their own
ends create specific indentifies for both the deceagexisaand themselves, both
creating memorial processes and encouraging canon formatio

Chapter 5 is a companion to Chapter 4, as they deal witlasithemes,
notably allusions to and borrowing from the canonized rappepsac Shakur and
The Notorious B.l.G. As Chapter 4 looked at some of themtemporaries,
Chapter 5 looks aht ‘next generation’ of artists, the construction of Eminem and
50 Cent into a particular gangsta rap lineage. I look closely at Eminem’s
producion style, his ‘sonic signature’ as providing an authorial presence beyond
his rapping. For example,05Cent’s “Patiently Waiting”, produced by Eminem,
shows a web of references which places 50 Cent as amohailineage which
includes Eminem, Dr. Dre, and ‘ancestor’ Tupac Shakur.

As Richard Shusterman has writtéArtistic appropriation is the historical
source of hip-hop music and still remains the core ofeithnique and a central
feature of its aesthetic form and messd§&his practice fits within a long lineage
of other musical genres and cultures, but appropriatioreiditital era means that
there are even more possibilities that hip-hop pracét®oan utilize to create their

music. Bounding the hip-hop world as imagined community meikesliscussion

"4 Shusterman, ‘The Fine Art of Rap’, 202.
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more productive, and the variety of case studies pres@ngn attempt to approach
borrowing from different hermeneutical angles, in ortierdraw the greatest
knowledge from the most perspectives. @&y Tomlinson has expressed, ‘the
deepest knowledge will result from the dialogue that invaikedargest number of
differing vantage points® Though these recordings are open to many
interpretations, the following chapters intend to shdwat tintertextuality is a

crucial part of hip-hop miic’s composition and reception.

"5 Tomlinson, ‘Cultural Dialogics and Jazz’, 82.
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‘Hip hop today thrives on a sense of its own pAst.
—Bill Brewster and Frank Broughton

‘Some say this is the first generation of black Ameri¢ans
experience nostalgia. And it all showed up in the muiSic.
—Nelson George

‘With hip hop, born in the Bronx, these guys created songethin

of nothing. That’s amazing. That’s alchemy. That’s magic.’"®
—Johan Kugelberg

—Chapter 1-
Historicizing the Breakbeat: Hip-Hop’s Origins and
Authenticity

The complex relationship between an artistic culture #sdhistory can be
investigated from two large-scale methodological anglesst,Fthere is the
relationship between that culture and its historical imibeés and precedents,
linking past to present to form a network of lineage or traditidie second
method looks at the relationship between a (self-congciouiture and its own
internal history: its origins, development or evolutiand its defining featur€s.
Though elements o& culture shift over time, the importance of their defining
features (e.g. lifestyles, worldview, philosophies, imagegabbjand products) are
what keep cultural objects bounded in an imadicommunity®® While such
objects and concepts are never fully bounded in actu#iigge features are the
crucial signifiers which form cultural identity, and t@ny, its essence. Despite the
contestation that some of an art world’s essentialism may invite, the truth content
(Wahrheitsgehajt of an artistic culture is of great importance for s@owho

participate in that culturén popular culture, more specifically popular music, this

' Brewster and Broughton, 254.

" Nelson George, Hip-hop America (Harmondsworth: Penguin Bd@@s), xi.

'8 Johan Kugelberg, Born in the Bronx: A Visual Record offaely Days of Hip Hop (New York:
Rizzoli International Publications, Inc., 2007), 31.

"9 While boundaries between internal and external dynamiasolture are by no means
impermeable, | outline these two hermeneutical methedause they are often utilized by
academics, fan cultures, and the media to investigate@nstruct particular artistic cultures.

8 For a longer explanation of the imagined community of lip-tulture, see the Introductitm
this volume.
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‘truth content’ is part of a larger issue, widely theorized in popular imus
scholarship, known as authenticityThis chapter, by way of the second method
(internal cultural hermeneutics), explores the linkdwieen hiphop’s self-
conscious cultural history and notions of authenticity.

African-American culture, and its reception, has had a unigod
problematic relationship with histgryexposed to interpretations ranging from
praise of artistic lineagg$loyd 1996; Stuckey 1987; Gates Jr. 1989; Cobb 2007;
Demers 2003; Dyson 2007) to claims of having no history at(Fadkel’s
contention of African culture’s ‘historylessness’/Gesehichtslosigkeit as antithetical
to Europe’s).®? In terms of art produced by African-Diasporic communitibgre
may exist what Lois Zamora calis ‘anxiety of origins’ within North American
and Latin American (more specifically ‘New World”) literary cultures.®® Zamora
writes, ‘I consistently find that an anxiety about origins impelsefoan writers to
search for precursors (in the name of community) ratieer escape from them (in
the name of individuation); to connect to traditions arsdohies (in the name of a
usable past) rather than dissociate from them (inrime of originality}®*
Zamora sees the use of traditions, clichés, interestigins, and repetition as a
result of this historical anxiety.

More specifically, links between hip-hop and earlier forwhsAfrican or
African-American expression have also been abundanscholarship. These

include connections with griots, Jamaican toasting, jazmesbl and 1970s

81 Sarah Thornton writes, ‘ Authenticity is arguably the most important value ascribed to popular
music... Music is perceived as authentic when it rings true ds fexal, when it has credibility and
comes across as genuin8arah Thornton, Club Cultures: Music, Media and Subcultural Capital
(Middletown: Wesleyan University Press, 1996), 26.

82 James A. SneéaOn Repetition in Black Culture’, in Out There: Marginalization and
Contemporary Culturegds. Russell Ferguson et. al (London: The MIT Press, 1990), 215

8 ois Parkinson Zamora, The Usable Past: The Imaginatiorstiiid in Recent Fiction of the
Americas (Cambridge University Press, 1997), ix.

# Ibid., 5.
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blaxploitation film. Citing polyrhythmic structures, funk meisimprovisational
elements, sound systems from the Caribbean, cries, shae#tsmoans, Michde
Eric Dyson writes, ‘Although hip hop had its African American artistic womb in
the Bronx, we know its narrative of origins rangesbiyond those borders. When
we’re talking hip hop, we’re already speaking about black Diaspora’®® Joanna
Demers notes the importance of sampling and referencing t@k0ee in hip-hop
musig predominantly citing blaxploitation film of that e¥aln her view, sampling
creates a lineage with the past, one of the many Wwanks in which sampling get
theorized (including postmodernism, politics of resistaaoe, as homage to name
a few).

While the connections with pre-hip-hop ancestry are ofteriulusend
enlightening, my interest lies in analyzing hip-hop history dodowing from
within the ‘hip-hop world or the ‘Hiphop Nation’ (see Introduction).Rather than
consider long-term or cross-generational links withliera forms of African-
American arts, | wish to consider hip-hop as its own cultdreld for
hermeneutical investigation.ipithop discourse acknowledges, and debates within,
its own field with its own intra-cultural traditions, amkis genre consciousness
amongst fans, artists, and media are crucial both tatitiyeand understanding.
Exploring these more internalized dynamics will help elueidetions of cultural
definition, canon formation, and authenticity. | irdeto investigate borrowing
from within the hip-hop worldfocusing on the origins and romanticization of a
‘pre-recording hip-hop performance culture as a source of hip-hop autitgnti

number of artistand groups borrow from the ‘old school’ as representative of an

8 Michael Eric Dyson, Know What | Mean?: Reflections on Hip iégw York: Basic Civitas
Books, 2007), 4647.
8 Demers; Sampling the 1970s in Hip-hop’, 53.
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historically authentic hip-hop identity. | call this contewith hip-hop history
historical authenticity’

Borrowing from this cultural arenartists develop a nostalgia for ‘the
party’, which is seen as the quintessence of 1970s hip-hop. The 70s hip-hop party
Is situated within a romanticized urban space, as apedoam issues of poverty,
race, and gang warfare. The energy of the communityagatyin a symbiotic
relationship with the DJ, fostered creativity, innovatamd fun. Theparty is an
important arena which claims hip-hop authenticity, and | waudgie, a significant
presence within the imagined community known broadly as hipebtiure.

Rather than theorize answers to why genre self-conscisgisise so
abundant in hip-hop, | intend to show how the specélationship between hip-
hop and its own history is embedded within hip-hop mtfsigor a genre as
intertextual as hip-hop, it is surprising that issuesntrhitgeneric borrowing have
not been discussed in any detailed/#aConcern with hip hop’s internal history is
more prominent with some artists than others; arsisth as KRS-One, Common,
and Nas comment on hlwp as a larger ‘culture’ and, as | will argugeborrow from
the early period of hip-ho signify authenticity. Artists who assert and invoke
the past as the essence of true hip-hop demonstrate thaelgevih a number of
ways. Historical authenticity in hip-hop becomes an emxtuasical and intra-

musical debate which contributes to construction of theseegand communities.

87 Historical authenticity could be applied to a number of gefnoes blues, to jazz, to early music
(‘historically informed performance’). It is best defined as the belief that a musical form was more
‘authentic’ and of greater value at some idealized earlier point in its internal history. For the
purposes of narrowing my argument, | choose the period okpoeded hip-ho1973-1979),

early 1980s hip-hop performance cultures that were sakteadcontinue these earlier practices,
and their recorded representations (e.g. Wild St@lesndmasterFlash on the Wheels of Steel”).

8 One can theorize many reasons why artists feel &yetlvey do about their racial, national,
musical, and artistic histories, but this is beyond tops of this chapter.

8 passing references to homage to earlier rap astists in both Schloss and Miyakowa, while
Imani Perry spends a few pages on nostalgia and homagelopfsgold school’. Perry, 54-57.
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Historical Accountsof the Originsof Hip-Hop

While it is not the aim of this ch&p to show how it really was (‘Wie es
eigentlich gewesep it is important to present some accounts of the origis
hip-hop music as a frame of reference. Many of theseusmts have evolved from
interviews over the years, and various anecdotes haa@rieecanonied through
frequent citations in books, magazines and documentang.fiSince higrop’s
origins were largely unrecorded (which contributes to thstiopye), | doubt that
we will ever have a totally accurate account of how it via$;these accounts are
nonetheless important in forging a usable past for histicaigthenticity.

For certain hip-hop purists, the truest form of hip-holucel existed from
1973 to 1979, before hip-hop waommercialized’ in the form of recordings. It
was during this time perioghat what became known as the ‘four elements’ of hip-
hop arose in the South Bronx (graffiti, breaki®Jing, and MCing). These artistic
movements were linked, all sharing the same urban speitie, artists often
engaging with more than one of these elements. Thenviolipwill give an account
of those early days, culled from various secondary ssurc

Though graffiti and what became known as breakdancing ethasyearly
as the late 1960s, no specific date is associated withtingi. The origin of hip-
hop music, however, can be traced back to a single timplaoce: 1520 Sedgwick
Avenue in Morris Heights (in the Bronx) on August 11, 1973 wheraitzm-born
DJ Kool Herc threw his first party. What separated Hermfodher DJs at the time
was that he did something different with the recordst,Hues used two turntables

(as contemporaneously used in disco to create a smioathfrbm one song to

% Nineteenth-century German historian Leopold von Ranke,wibte, as a young man, in his first
historical work, that the role of history is simptyshow what actually happenedWe es

eigentlich gewesenLeonard Krieger, Ranke: The Meaning of History (Chicago and London:
University of Chicago Press, 1977), 4.
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another), and he began to monitor the crowd for respdh&econd, he decided to
use the instrumental break of records, since that wagateof the record that
dancers seemed to like the mdBiie often quoted account is from David Toop’s
1984 book The Rap Attackinitially, Herc was trying out his reggae records but
since he failed to cut ice he switched to Latin-tingadk, just playing the
fragments that were popular with the dancers and igntinengest of the track. The
most popular part was usually the percussion bi&akerc developed a technique
called the ‘Merry-go-round’ where he would play a continuous flow of breakbeats,
one after the other. He was then able to use the saw@idbbet on two copies of the
same records, alternating the two to create a continumiumental flow. A
number of breakbeats are mentioned in these accaunt, notably the middle
section of James Brown’s “Give it Up or Turnit A Loose” and The Incredible
Bongo Bands version of “Apache” [CD Example 1]. Brewster and Broughton
provide a quote from an interview with DJ Kool Herc:

Herc recalls the records he usedt tiight. “There was the ‘clap

your hands, stop your feet’ part of James Brown’s ‘Give it up or

Turnit A Loose’, ‘Funky Music Is The Thing’ by the Dynamic

Corvettes, ‘If You Want To Get Into Something’ by the Isley

Brothers and ‘Bra’ by Cymandé’. All This was topped off with

the percussion frenzy of the Incredible Bongo Band’s “Apache”,

a record destined to become Herc’s signature tune, a Bronx
anthem, and one of the most sampled records in hig>hop.

1 Herc recounts] was smoking cigarettes and I was waiting for the records to finish. And | noticed
people was waiting for certain parts of the record’. Quoted in Jeff Chang, Can’t Stop Won't Stop: A
History of the Hip-Hop Generation (London: Ebury Press, 2005){9.8This was the birth of the
‘breakbeat’, as Grandmaster Flash defined it as the ‘best part of a great record’, the moment when,
‘The band breaks down, the rhythm section is isolated, basically where the bass guitar and drummer
take solos(as told to Rose, Black Noise, 73pavid Toop wries, ‘In the Bronx, however, the
important part of the record was the breake part of a tune in which the drums take over’, David
Toop, Rap Attack 2London: Serpent’s Tale, 1992), 14. Many of these accounts of the breakbeat

can be found in Schloss, Making Beats; &% ChangCan 't Stop Won 't Stop, 78-79; Rose, 73;
Toop 12-14, 60; Nelson George Hip-hop America-18; Anthony Bozza, Whatever you Say | Am:
The Life and Times of Eminem (New York: Three RiverssBr2003), 129; John Leland, Hip: A
History (New York: Harper Perennial, 2005), 2927. S.H. Fernando, The New Beats (New York:
Anchor Books, 1994),-46, Brewster and Broughton, 22246; Yes Yes Y'all: The Experience Music
Project Oral History of HipHop ’s First Decade, eds. Jim Fricke and Charlie Ahern (Oxford:
Perseus Books Group, 2002); and Kugelberg.

2 Toop, 60.

9 Brewster and Broughton, 230.

46



There is no debate within the hip-hop community as to wented hip-hop
music: DJ Kool Herc is universally recognized and respededounts almost
always note his unusually large sound speakers (a tradibagi with him from
the Caribbeanas well as his own size (6’5" tall). As the story goes, after a few
parties, Herc began to establish a reputation for himsétiel Bronx.
Afrika Bambaataa organized his first party in November 1976eaBtonx

River Community Centerlinspired by Herc’s break-centred style, as opposed to a
song-centred DJ styfd. He founded an organization called the Zulu Nation to
promote an end to gang warfare in the Bronx. He played avaiiety of records:
in addition to funk music, he played instrumental portiohhe Monkees, The
Beatles, Aerosmith, and Kraftwefk. For Bambaataa, using the instrumental
fragment eradicated an element of racial identity ganre categorization; artist
and genre mattered less than sound and danceability. Bamb#&ata 1984
statement to David Toop frequently citied by historians and atiadesaid:

I’d throw on Sgt Pepper’s Lonely Hearts Club Band—just that

drum part. One, two, three, BAMand they’d be screaming and

partying. I’d throw on the Monkees, “Mary, Mary, where are you

going?”—and theyd start going crazy. I’d say, “You just danced

to the Monkees”. They’d say, “You liar. I didn’t dance to no
Monkees”. I’d like to catch people who categorise recotts.

His individualism was effective only insofars he wasa leader of a musical
democracy. In other words, if the crowd had not responded fablyuto the
records, it would not have worked. The events became exyrepopular, and

partygoers went all over New York City to look for the etile records that

4 Bambaataa defines this concept: ‘Break music is that certain part of the record that you just be
waiting for to come up and when that certain part comies percussion part with all those drums,
congas, it makes you dance real wild. You just let all yeelings go, but that break is so short in
the record, you get mad, because the break was notriongte for you to really get down to do
your thing. As soon as the break part comes, boomjrigmg or music part comes right back and
the break part is gorieQuoted in Leland, 322.

%1t is said that Bambaataa obtained records by groups like Kraftwerk from the ‘record pools’ that
were organized amongst DJs from other genres. Brewstdranghton, 246.

% Quoted in Schloss, Making Beats, 32.
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Bambaataa played. The astounding variety of his recedpently became a
metaphor for peace and co-existence in later recefftion.

As Schloss and others have stated, hip-hop gave risenewaway of
thinking about records and making mu¥icRather than‘linear’” harmonic
progression in @Western Art Music’ sense, the repetitioril¢oping’) of dance
music createa pleasure arising from a process, rather than satiagyagboriented
desire(what Luis Manuel Garcia calls ‘process pleasure’).”® Broadly speaking, the
breakbeat was part of an artistic tradition of reccmigizing ‘found objects'®
adapting and appropriating records to fit new contexts fleatove enjoyment and
active engagement. It was a form of musical fetislimatbut unlike Adornés
criticisms on fragmented listening, | do not use the terna pejorative sense.
Dancers were now able to enjoy the pleasures of theircalufgtishes to the
fullest. Most important, this music culture began ataace culture; it was about
the energy of parties. The breakbeat involves a free@dofreedom of the DJ as
listener to foster creativity with the collage of cudtuinformation he/she had
available. The focus on the dancer and the community inwekas Herbert Gans

calls the ‘user-orientation’ of popular music as opposed to the ‘creator-orientation’

of high art music and its canotf¥. This early hip-hop focus on the party conjures

9 For an example, see Leland, 327.

% Schloss, Making Beats, 33.

9 L_uis Manuel Garcia,On and On: Repetition as Process and Pleasure in Electronic Dance Music’,
Music Theory Online 11, no. 4 (2005), 5. His typology of pleasadepted from Karl Bihler,
includes three types of pleasure: satiation pleasuretidareasure, and pleasure of creative
mastery.

19 Tgop, in an interview with Bill Brewster, commentsduhnny Dynell’s comparison of
Grandmaster Flash to Marcel Duchamp as the ‘breakthrough of the found object’, elevated into art
in the twentieth century. Interview on djhistory.cawailable at:
http://www.djhistory.com/djhistory/archivelnterviewDiggf?interview_id=3Zaccessed 16 Feb
2008). See also Shusterman, 205.

191 Herbert Gans, Popular Culture and High Culture: An AnalysisEvaluation of Taste2Ed.
(New York: Basic Books, 1999), 102.
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up notions of the pleasure-field, as described and tleebby Richard Middleton,
a ‘loss of the subject’ in experiencing jouissance’?

The importance of collectivity and audience to historaghenticity cannot
be overstated. While the individual innovators are ackedged and celebrated,
the notion of the collective (crews, audience, bati®mmunity, diversity) became
intertwined with hip-hop. As was the case of many cultundhj the diverse mix
of people found in an urban environment played a crucial(vahat Robin Kelley
calls “polyculturalism’).'® Dancers and DJs mutually influenced each other, and it
is safe to say hip-hop music would not have formed and erpaim the Bronx
without either.

Other DJs began to emerge and improve on the conceptual approach
initiated by DJ Kool Herc, such as Grandmaster Fi&stredited with advances in
mixing, and Grand Wizard Theodore, who is credited with inventaxprd
scratching as a turntable technidd®@MCs arrived soon after, speaking over the
instrumental tracks and forming groups and associatiosogitain DJS°

As time passed, parties grew and reputations increased. In 1BlAckaut

gave opportunity for the looting of turntables and other eqenprincreasing the

192 Richard Middleton, Studying Popular Music (Milton Keynes: Opeiversity Press, 1990),
287-289.

193polyculturalism, as explained by Chang, describes generallyrhatiple cultures influence one
another. Jeff Chang, in Total Chaos (New York: Basic CiBtaaks, 2006), xv. The term was
coined by Robin D.G. Kelleynal became a central topic in Vijay Prashad’s book on cultural

exchange between African and Asian cultures. VijaylardsEverybody was Kung Fu Fighting:
Afro-Asian Connections and the Myth of Cultural Purity (Bos®eacon Press, 2002).

194 Leland writes Flash, with his technological experience, work ethic, and proclivity toward
showmanship, made Flash the most technically gifted afdflg hip-hop DJs. Since he had been
an electronics major at Samuel Gompers vocationabgche was able to make a cross fader which
gave him the ability to hear one record while anotherplegng. This way, he could make a
seamless transition from one record to another’. Leland, 322.

195 Bambaataa said, ‘Grandmaster Flash brought the quick-mixing into the hip-hop culture. Then

you had the scratching and needle dropping of the Grand Wizard Theodore, and that’s when the

whole movement started changing to another direction’. Quoted in Fricke and Ahearn, 65.

198 Herc’s first MCs were Coke La Rock and Clark Kent. Grandmaster Flash first had MCs Cowboy
and Melle Mel, both later part of his Furious FivenBmataa had Soulsonic Force, The Jazzy Five,
and Planet Control. DJ Breakout had Funky Four (Plus One Mook),Crush Brothers worked

with DJ Charlie Chase, and Grandwizard Theodore wouldnbed) for Fantastic 5. Brewster and
Broughton, 250.
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number of DJs in the Bronx. By October 1979, hip-hop musichezh@ much
greater audience with the release of the first hit nagles “Rappers Delight” by

the Sugar Hill Gang. It received copious amounts of raldg @nd sold numerous
units. This was the moment when hip-hop music reached @anahaudience, and

eventually the whole world.

The South Bronx and Wild Style (1982)

Hip-hop’s origins in the South Bronx became the romantic mythology of
an artistic culture born out of dismal socio-econorunditions. City planner
Robert Moses built the Cross-Bronx expressway in 1988ich went through
working-class ethnic communities. Many middle-class famiééisthe Bronx, and
poorer groups were relocated into blwdlar housing units (‘slums’). The South
Bronx became a symbol of ruin, poverty and the appahemelessness of
postindustrial abandonmelff. Afrika Bambaataa had said, ‘It was so bad in the
South Bronx, they said it was the worst place in theddn@tates. And there was
the culture of hip hop, this music. We always had theicaliaspect in the Bronx.
And we had the drugs, the dope, the cokiet was plaguing the community’.**®
The energy of parties in the Bronx was created in iswlaaway from any media
coverage), as if the trope of the alienated, sufferitigtaould now be applied to
an entire community.

Frequently cited as the most accurate representationeoéatly hip-hop
period, the film Wild Style (1982) has had a colossal effadtip-hop culture. The

film depicted the urban landscape of the Bronx, alondy wWie co-existence of

these new artistic ideas in various party scenes. Nidle(of the Furious Five),

197 For a more detailed account of these conditions sse,R6-34, and Chand;an 't Stop Won't
Stop.
198 Quoted in Kugelberg, 16.
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said in an interview, ‘Wild Style, that was the one movie that captured more of the
true essence of hip hoff® Though filmed in 1981, Wild Style is considered the
quintessential hip-hop film because it sought to capture ethergy of pre-
recording pre-1979, hip-hop

Written, produced, and directed by Charlie Ahern, Wild Style ves t
brainchild of Frederick Braithwaite (Fab 5 Fred#)who contributed music and
acted in the film. The plot centeret a young graffiti artist named Ray (painting
under the name ‘Zoro’, and played by real-life graffiti artist Lee Quinones)owh
chose to isolate himself from the graffiti crews, thoughbbeomes romantically
involved with Rose (Saina ‘Lady Pink’ Fabra), who leads one of the crews. The
film includes a number of performers, including MC Chiefcker Busy Bee,
Grandmaster Flash performing in his kitchen, breakdancing fhe Rock Steady
Crew, and a rap battle on a basketball court {theketball throwdown’) between
the Fantastic 5 and the Cold Crush Brothers. The clirhaéixeofilm is the‘jan’ at
the East River Park Amphitheatre. Set against a grafiitial backdrop of two
hands shooting lightning bolts toward a large blue stantgxhby Quinones), this
party/jam featured Busy Bee, Grandmaster Flash as DJmbhenwf breakdance
groups (including The Rock Steady Crew), Treacherous 3 KdsLil’ Rodney
Cee and K.K. Rockwell (formerly of the Funky Four +1, namder the name
Double Trouble) performing a rap entitle@ouble Trouble”. After their rap,

Grandmaster Flash cutadascratches Chic’s “Good Times”, as if to re-territorialize

199 Melle Mel, The Freshest Kids (2002). Directed by Israel, USB3 Entertainment. 94min,
(30:07).

10 Fab 5 Freddy was an important artist and cultural intermediatlyen1980s hip-hop scene. He
was a rapper, graffiti artist, and music video directoo Wwtought hip-hop to a larger audience in
the early 80s. In 1988, he became host of Yo! MTV Rapdir8ieshow on MTV dedicated to rap
music. He directed such music videos as Nas’s “One Love” and Boogie Down Productions’ “My
Philosophy. He made connections in the early 1980s with the downtovsteme to feature works
by graffiti artists such as Jean-Michel Basquiat, comegief, and collaborating with Charlie Ahern
to make Wild Style.
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it for pre-1979 hip-hop**! Flash’s virtuosic DJ riffs on the song continue, with
Images of the outdoor party, persisting through to the enlit€equence.

Ahern writes that ‘Wild Style was the first movie to capture hip-hop culture
at its pots’.**? Fab 5 Freddy said that the intention of the film wasto portray
the scene as it was in 1982, but from a few years before‘Rappers Delight™).

Fab 5 Freddywrites, ‘When we were making Wild Style, we wanted to set the
movie in the 70s. Because “Rappers Delight” had already come out, MCs were
making records, so we wanted to go back a few years earieised it at a point
when hip hop was completely undergroumdien the form was raw and pure’.**
Using real graffiti artists (such as Quinones and Fabwd)nausicians adds to the
perceived realness of the film, as Quinones commentfi¢onAn 2007:you was
in the moment. It was a magical, special moment. Youucegp an innocent
moment, like, we weren’t acting’.114

The climactic gig at the Amphitheatre in the film demncates that
although the genre largely uses pre-recorded materialts forusical sources, this
version of hip-hop authenticity strays littfieom the authenticity of the ‘live gig’.
Sarah Thornton writes:

While authenticity is attributed to many different sounds,
between the mid-fifties and mid-eighties, its mair sitas the
live gig. In this period, ‘liveness’ dominated notions of
authenticity. The essence or truth of music was locateits
performance by musicians in front of an audience. Istegy,

the ascent of ‘liveness’ as a distinct musical value coincided with

the decline of performance as both the dominant medifim
music and the prototype for recorditg.

11 «Rapper’s Delight”, the first rap hit single, used live musicians to re-record Chic’s “Good

Times” as the sonic backdrop to the raps performed by the Sugar Hill Gang. Many see “Rapper’s
Delight” as the moment when hip-hop became ‘commercialized’, and therefore, inauthentic. Flash,

in returning to the original source (and he may have begmglthis record pre-Sugar Hill Gang)
may have been trying to re-claim the music, regardlegsedissociations it now had with
“Rapper’s Delight”, which by then had substantial baggage as successful rap commodity.

12 Charlie Ahern, Wild Style: The Sampler (New York: PowerleoBeoks, 2007)2.

3 bid., 197.

4 |nterview with Lee Quinones, Wild Style, DVD Extras.

5 Thornton, 26.
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The live hip-hop gig involves creative alteration of presemg recordings,
whereas the live rock gig concerned with more traditional forms of originality
andinstrumental performancehey are both nevertheless symbolic of a ‘live gig’

in their respective genres. In hip-hop, the content geifstantly different and
involves an arguably more complex web of mixed media (grdffieakiri, DJing,
MCing, and the audience all elemental to the performancetsi idealized
realization$, but the forma—thatof the ‘live gig’—remains the same. In 2007, Wild
Style was inducted into VH1’s Hip-Hop Honors, acknowledging the influence the
film has had on hip-hop culture. Wild Style becomes cruoiaghis study not for
investigating its historical accuracy, but for the ideasgit promotesard how

subsequent artists uphold them.

Canonizing the Breakbeat, Canonizing the DJ

As with all significant artistic and cultural movemenksstories, origins,
and icons become codified and canonized. Hip-hop now hassedng tours® a
graffiti hall of fame,a music hall of fame (VH1’s Hip Hop Honors); and 2007 saw
hip-hop’s first induction into the Rock and Roll Hall of Fame (Grandmaster Flash
and the Furious Five). Such canon formations are the pradfuptocesses of
legitimization as well as asserting particular definitions of ‘true’ hip-hop. Wild
Style (now having released its"2&nniversary DVD edition) and other early hip-
hop products (such as the Sedgwick and Cedar Vintage Clothingc@dain an
elemert of what David Shumway calls ‘commodified nostalgiat’ There is an

irony in commodifying nostalgia for an era praised for its ‘un-commercialness but

118 Available at: www.hushtours.com (accessed 7 Novemb@F)26or an account of the
experience of the tour, see Jason T@hier People’s Property: A Shadow History of Hip-Hop in
White America (New York: Bloomsbury USA, 2007).

" David Shumway, ‘Rock n’ Roll Sound Tracks and the Production of Nostalgia’, Cinema
Journal 38, no. 2 (1999): 361.
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such is the case for a number of twentigthtury ‘countercultures’. Some of the
earliest canonizations in hip-hop culture, in additionmportant DJs, were the
breakbeats.

A hip-hop breakbeat canon emerged as soon as enthusgasgtto seek out
the obscure records that they had heard at parties. Shregolike Stanley Platzer
of Downstairs Records in Times Square would keep track of \mbatdustomers
would ask for:*® According to a 1988 article on Platzbe had been keeping a list
of these breakbeats since 1981, and Bywirs Records had a ‘b-boy room’ which
had breakbeats from the partiédFans would make bootleg tapes from the parties,
to sell or simply to aid their breakbeat record sea.che1984, the year of the first
national rap tout?® two important books onifrhop were published: Steven
Hager’s Hip-hop: The lllustrated History of Rap Music, Breakdancing and Graffiti
and Toop’s The Rap Attack. The latter, still in print and in itsr¢hiedition, lists
many of the early breakbeats used and provides a valuabtairce for rap
historians and writers.

By 1986, Lenny Roberts decided to compile a selection of tiresébeats
onto an album entitled Ultimate Breaks and Beats. Robertawa® driver who
was also a member of the Sound on Sound record pool, ansbimisvas in

121

Bambaataa’s Zulu nation.“~ He taped live hip-hop showand was well known in

Downstairs Records. With remixer Louis Flores, he evdigtaeeated 25 volumes

M8pjatzer, in 1988, described how he had kept a list for sgsers, and artists such as Biz Markie,
Jam Master Jay, and Salt-n-Pepa would stop by to purcha$eddaks. John Leland and Steinski,
‘The Big Steal’, Face Magazine, March 1988, available at:
http://www.globaldarkness.com/articles/big_steal.f@otessed 16 Feb. 2008). See also Chang,
Can’t Stop Won't Stop, 172.

Y9 Chang,Can’t Stop Won't Stop, 172.

120 The first national rap tour (The Fresh Fest Tour) ®4lfatured Run DMC, Kurtis Blow, The
Fat Boys, Newcleus, Whodini, Dynamic Breakers and tagrificent Force. They toured 27 cities
and grossed 3.5 million dollars. For more historical detaiiphop’s early years, see Jeff Changs
timeline in Kugelberg, 5659.

1211 eland and Steinski, ‘The Big Steal’.
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of Ultimate Breaks and Beats from 198691'%? While Roberts research in
record stores and parties give credibility to these breakpenany of which have
become omnipresent in hlpp (“Apache”, “Impeach the President”, “Funky
Drummer”), Flores’s contributions should not be ignored. His editing often
emphasized the breakbeats, for exampléng the Winstons’ “Amen Brother” and
slowing the breakbeat down dramaticadly the break (then speeding up again
when the horns re-entefed® It cannot be overstated how important these
collections were for the canonization of certain breakb They served many
important purposes: as canon, archive, and as Partin paints a ‘do-it-yourself
production kit’, since these breakbeat collections coincided with radkeanced
sampling technologie%*

One of the first hip-hop singles (in the eyes of hiats and fans) to
capture the essence of ‘true’ hip-hop was “The Adventures of Grandmaster Flash
on the Wheels of Steel” from 1981. Toop wrote, ‘““Adventures on the Wheels of
Steel” was the first record really to show that rap was songtbther than an
offshoot of disco. Where other released translaipchop, “Adventures” was as
close as any record would ever come to being hip‘fiofhe single (7:10min long)
captured numerous segments from different records, borgicand layering one
record with another. The last two minutes of the song @alhand response
between MC and audience, assumedly attempting to create a ‘live gig’ atmosphere.
Songs like Afrika Bambaataa’s (and keyboardist John Robie’s) “Planet Rock™ (the

first hip-hop record to use a drum machine) used allosonic Guuetafrom

122 Nat Partin, ‘Review of Ultimate Breaks & Beats: The Ultimate CollectipRitchfork, 16 Feb.
2007, available at: http://www.pitchforkmedia.com/articledre_review/41174-ultimate-breaks-
E)Z%ats—the—complete—collection (accessed 15 Feb. 2008).

Ibid.
124 |pid.; Schloss points out that Ultimate Breaks and Bairtsg it was théoriginal’ breakbeat
compilation, has become an original recording in itsefiigeyes of many hip-hop purists (and
therefore, not an instance of ‘biting’). Schloss, Making Beats, 129.
125 Toop, 107.
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Kraftwerk’s “Trans-Europe Express” and Babe Ruth’s “The Mexicari’.**® Though
producing with different technology, they were said to wagthe party aspect of
hip-hop (and also inspired new electro-pop trajectories).

The four DJs mentioned earlier (DJ Kool Herc, Grandmddtesh, Afrika
Bambaataa, Grand Wizard Theodore) have been canonizeceiocohntributions
to hip-hop. DJ Disco Wizommented, ‘The main hip-hop entrepreneur was Herc.
Then Bam gave an African flavor to it, and once he did ithaas off the hook.
Flash cut it up, and that took it to a different level. Thdweodore scratched it.
That started it-the evolution of hip-hop'*’ More often, the early hip-hop DJ
canon is reduced to ‘hip-hop’s holy trinity’:*?® DJ Kool Herc, Afrika Bambaataa,
and Grandmaster Flash. These three cover the geograptgy Bfonx: Flash was
in the South Bronx, Bambaataa was in South-East BianmkHerc was in the West
Bronx. Brewster and Broughton wrote, ‘Herc had the head start and the volume,
Flash had the techniques, but Afrika Bambaataa had the rettrdie Source
magazine had these three higp ‘Founding Fathers’ on the cover of their
November 1993 issue (No. 50).

With historical accounts of early DJs, there seenmetdwn strands at work:
de-canonization (influenced by user-orientation) and re+daation (focused on
creator-orientation). By this, | mean that accountscries early hip-hop DJ
innovations as re-contextualizing excerpts of music, de-caingrtihe artists of the
original records, and using the sounds to new ends. Bst tbds have been

praised and (re-)canonized in their own right as greatasethemselves, as the

126 These borrowed quotations coincide with written accoohbreakbeats used, as Bambaataa is
always cited for first using Kraftwerk records at Bronx igartand Herc is credited with finding
“The Mexican”.

27 Quoted in Fricke and Ahern, 23.

128 This is the caption under the picture of the threeiDBsewster and Broughton, 241.

2Ybid., 243-244.
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founders of hip-hop music. What early DJs re-approgulidgand deconstructed for
his/her use) have been re-canonized (and reconstructieig) hop.

For the early DJs associated with hip-hop, record setewas more about
sounds than about artist or genre. It did not matter who tisé &as on the record,
or what they were said to represent, be they James BrAamosmith or Bob
James. What mattered was how the record sounded, and wihie¢herowd
responded positively. It was instant audience feedback/receptiofact, Kool
Herc used to cover up the labels of his records sodtiesrs could not easily
discover the name of the artist and soifgAnd in portrayals of Bambaataa in
particular, the polyculturalism in the art of the DJns@ended racial and generic
boundaries.

As hiphop’s breakbeat canon began to emerge, and as the early hip-hop
DJs were canonized, the pendulum swung back to creator-tinent iconize
the ‘grand architect’ Kool Herc, known as the ‘grandfather’ of hip-hop, andAfrika
Bambaataa the ‘godfather’ of hip-hop. Grandmaster Flash completes the
triumvirate that forms the forefathers of hip-hop mu$ig this view. In terms of
hip-hop historiography, the focus shifted back to creator-otientaas hip-hop
media romanticized and iconized these early-Bdbat they de-canonized now
becomes re-canonized, demonstrating the inevitability gicalicanons.

Herein lies the paradox of the hip-hop canon: hip-hop, toeqiil
Kulkarni, ‘was resistant to precisely those ideas of fixed culturathvevhich
other, more hierarchal art forms quickly created fomtelves™®": but it then

became canonized and hierarchical (with classic bretkbealio shows devoted

130 <Each DJ worked to keep their exclusives exclusive, and so took up, probably from Herc, the
practice of soaking off or obscuring labels to evade tetection” Brewster and Broughton, 245.
See also Chan@an 't Stop Won't Stop, 78.

131 Neil Kulkarni, ‘Kurtis Blow, “The Breaks™”, in Hip-Hop Bring the Noise: The Stories Behind the
Biggest Songs (London: Carlton Books, 2004), 29.

57



to ‘Old School’ hip-hop, icons of the movement, bus tours, multiple haflfame,
and a presumed ‘Golden Age’ in the late 1980s/early 99s). Kodwo Eshun’s
commaet that the break was used ‘t0 groove rob not amstor worship’,"** may
contain truth for many DJs, but there is certainly armo#spect of contemporary
hip-hop culture that uses ‘classic breaks’ as homage or ancestor worship. To give
homage is also an act of showing knowledge of yourtiargsilture and lineage,
and flaunting this knowledge lies at the heart of dematisyy historical
authenticity in hip-hop. Finally, what these accounts slsotlat there are always
two sides to canon: a group of great individuals placedalothers, and that it

provides a set of objects, artists and works/recordings gart&ular community to

share, thus strengthening the notion of that community

How Historical/Nostalgic Authenticity is Presented

As stated earlier in the chapter, many historical acsotorhanticize the
pre-recorded period of hip-hop from 1971379. In fact, Jeff Chang called
“Rappers Delight” ‘The first death of hip-hap® His history, Can’t Stop Won't
Stop: A History of the Hip-hop Generation, is a narrative of decline, raciang
the South Bronx artistically while simultaneously portngythe dismal economic
and social conditions. For him and others, it was whenhbjp was urban,
spontaneous, live, full of creativity, and innovative. ltsveaD.l.Y. culture, where
competition was collaboration; it was often perceived psazeful solution to gang

warfare and was unmediated by ‘business’ (in the form of corporate

132 Kodwo Eshun, More Brilliant than the Sun: Adventures in S8ition (London: Quartet
Books, 1999), 14.
133 Chang,Can’t Stop Won't Stop, 127.
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infrastructures}>* And, unlike the misogyny expressed in later rap stylesnamo
had important artistic roles in the earlier ef&s.

Historical authenticity in hip-hop is seen by many asv@ phenomenon
about having fun and rocking the party. Though there is ngidlg that recording
hip-hop brought about drastic changes to its form and sugstaanonizing the
origins of hip-hop through a nostalgic lens contributesdtions of pre-recorded
hip-hop as romantic, unmediated sp&te&nowledge of the history and origins of
hip-hop empowers both artist and fan with historical auitén For those that
evoke the past, whether sampling a classic breakbeatyiogshe name of an old
legend, these gestures signify hip-hop authenticity.

Borrowing images and sounds from the past to demonshisterical
authenticity utilizes what Thornton, adapting Bourdieulscstibcultural capitdf’
Historical authenticity is a special case of ThoritoBubcultural authenticity’
which ‘is grounded in the performer in so far as s/he repredentsommunity.**

A primary motive in this form of authenticity is to ensuhat one is representing

‘hip hop culture’ to the fullest.’®*® KRS-One or Nas, while authenticating

themselves by flaunting their subcultural capital, repné (and teach) members of

134 See Nelson George, ‘Introduction’, in Fricke and Ahern, iv.

135 Early hip-hop had a number of important women: Sha-RodkeoFtinky Four +1; the all-female
MC crew Sequence who were on Sugarhill Records, featuring Angleo became Angie Stone;
Wanda D; MC Lisa Lee; Little Lee; Sweet and Sour; DeBhi€ebblee Poo; DJ Wanda Dee; The
Zulu Queens B-Girl Crew; graffiti artist Sandra Fabra (LRthk) and breakdancer Daisy Castro
(Baby Love). Blue (later Kool Lady Blue) organized eventslabGlegril and Wheels of Steel
Night at the Roxy and was the manager of the Rocld$t€aew. It is not that women in hip-hop
left, it is just that mainstream hip-hop in the 1990s foduseobjectifying women in music videos
and rap lyrics, something which early hip-hop did muchdé&sBor one article on the role of
women in early hip hop see Nancy Guevara, ‘Women Writin’ Rappin” Breakin’’, in Droppin

Science: Critical Essays on Rap Music and Hip Hop CulkdeWilliam Eric Perkins
(Philadelphia: Temple University Press, 1996),62

136 For example, early flyers show that most of the partbst money to enter, though artist profit
can be said to be significantly different from corpenatofit, at least in scale. A thorough and
critical investigation of these parties, with wh#téi information we do have (flyers, bootleg tapes,
etc.) is needed, but at present is beyond the scopesahisypter.

137 Thornton, 11.

138 |hid., 30.

139 | bid.
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the ‘Hiphop Nation’, a notion that resonates with the idea that thesstsart

acknowledge, work within, help construct what is known as hip-btipre.

Typology of Intra-generic Borrowing and Historical Authenticity

Definition/ Examples

Found in:

A. Image

Breakdancing, graffiti, turntables, live battles,
fashion, urban space

Music videos, cover art, CD
booklets, live performances, etc.

B. Sampling and
borrowing

Using 'classic breakbeats' (e.g. "Apache", "The
Big Beat")
Scratching and other vinyl sounds

Musical Signifyin(g) in hip-hop
beats

C. Peer references

Referencing rappers, historically
important DJs, breakdancing crews

Lyrical content

D. Verbal quotation

Allosonic and autosonic quotations from
hip-hop films and recordings

Lyrical content

E. Stylistic Allusion

Imitating earlier styles of rap music, flow, or of a
particular artist without direct quotation. Using
older technological equipment (such as the
Roland T-808 drum machine).

Either (or both) beat or flow

F. Nostalgia

Often based on art vs. commerce
‘Back in the day' as pure, peaceful, fun,
more creative, uncorrupted

Lyrical content, though nostalgia
can be a sentiment demonstrated
by all above types of borrowing

Table 1.1-Historical Authenticity in Hip-hop

A. Image

Artists and groups use imagery to evoke the historical atititgrof hip-

hop as a cultural movement wider in scolwn simply ‘rap music’. This includes

showing images of breakdancing in music videos (RM “It’s Like That”,

Chemical Bros. “Galvanize”, Wyclef Jean“We Trying to Stay Alive”, which

featured the Rock Steady Crew), graffitiaughty by Nature’s “Hip Hop Hooray”,

KRS-Onés “5 Boroughs”), DJs and turntable€fic B. and Rakim “Paid in Full”,

DJ Premier’s “Classic”),™° as well as posters made in the style of the 70s hip-hop
parties the CD booklet of De La Soul’s album The Grind Dateshown below, and

the opening of Jay-Z “Roc Boys” video). A number of music videos emphasize

140 The “Classic” music video is a DJ Premier remix of “Better than I’ve Ever Been”, originally
performed by Kanye West, Nas and KRS-One, produced byRRibkn and recorded as a single for
Nike Records, to celebrate théhZJE»miversary of Nike’s Air Force One shoes. The remix adds

rapper Rakim to the original lineup. The music video opégtts DJ Premier using a digital sampler
to compose the beat. Graffiti and turntable images adgarfe prominently in the video.
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the liveness of the hip-hop event, reminiscent of tup+h‘live gig’/‘rockin the
party’ aesthetics: Nas’s “Made You Look” video ends with an a capella rap in
front of a live crowd (similar to Eminemin the live battle sequences in 8 Mile).
To use a much earlier example, Afrika Bambaataa’s “Planet Rock” (1982) music
video includes early breakdancing footage along with Bambaataa’s stage
performance. The KRS-Or@roduced by Marley Marl) “Hip-Hop Lives” (2007)
music video surveys the entire history of hip-hop in insage that breakdancing,

graffiti and turntablism feature prominently.
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Produced
by Supa

Dave West for
| Published Hot Sauce Inc.
by Kricketspit Vocals by Kelvin
| | Publishing (B}I),

Jiercer and David
80's Kid Music

Jolicoeur. Recorded by
(Bl.1), Kaseo Husic

Brian Garten at Right
Ghy e, LTACK Studios,NYC.
| Rugeed Jointz (ASCAP). W \ “Fewdieaeod
ol Banes Ui en e ‘ : ; Justin Shturtz. Mixed by
administered by BT ol WYotng Gura®
April Fusic (ASCAR).

Keaton for Loreal Inc. at
Baseline Studios,NYC.
Assistant Tngineer

Dave Brown. Additional
Vocals by Carl Thomas.

Written by De La Soul,
Dave West and Carl
Thomas

Carl Thomas appears Courtesy of Bad Boy Recoras

Figure 1.1- Inside CD booklet of De La Soul’s The Grind Date (2004)

R/

X -p Fygaswiththe
’ 3 82 OFFICIAL MIKE N DAVE T-SHIRT :
|~~~ FIRST 100 LADIES IN SHORTS GET 1S OFF-ITS 58 W/ SNEAKS.SHORTS 10,

Any one of the 3..alnight-Starts 9:30pm-Directions 2.3 Trann 7 102 Bus/16th Leniax

S e

Figure 1.2- Flyer for 1982 hip-hop show, in Kugelberg
Most crucial to the imagery of hip-hop historical authetyticare
representations of urban space. The urban landscape @rtimx provided the

landscape for graffiti art on subway cars and buildingd, provided space for
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breakdancers and DJs (who wired their systems into lpogts in the city).
Examples of this particular appropriation of urban spacebe found in Wild Style,
in which one scene focuses on the subway trédnasemerge into the sunlight of
the Bronx, as Lee and Zephyr look at what Ahern callsribiéng art gallery.**
This film and many subsequent hip-hop videos focus heavilya ospecific

manifestation of what Adam Krims refers to ths ‘urban ethos'#?

The urban
ethos of historical authenticity is one that depictstiple elements or signifiers of
hip-hop culture with a focus on the party or jam, epizsch in the collective
polyculturalism of the Wild Styléamp jam’.

A later example of thisof the street’ notion of hip-hop as subcultural
capital was the Beastie Boys’s performance on Late Night with David Letterman in
2004 of “Ch-Check It Out. While most bands conventionally perform on the side
stage of the Ed Sullivan Theatre, they opened by rapping whieging from the
New York subway, rapping down the street, through the backsiegge and
eventually oto the stage to unite with their DJ, Mixmaster Mike, adhg on stage
Inhabiting the spaces of ‘the street’, the geographical specificity of New York City,
and the presence of a live DJ are all elements closelydlibieearly hip-hop
historical authenticity. Geography is crucial to many fewhhip-hop authenticity,
about which both Murray Forman and Adam Krims have writteersively**®
Though rap is subject to a spectrum of visual representafibrepresentations of

the mid-1970s Bronx as site of hipp’s origins continue to be a powerful force as

it pervades a large sector of hip-hop imagery.

141 Ahern, Wild Style: The Sampler, 33.

12 Krims, MUG, 7.

143 Murray FormanJhe "Hood Comes First: Space, Race and Place in Rap and Hip-Hop
(Middletown: Wesleyan University Press, 1992). See also&rMJG.

144 <The fact that although American rap music has always been associated with the “inner city”—
read: black ghette-the kind of inner city represented, and the relation déetwthat location and the
agency of those found there, has, in fact, changed rempadiabé rap was first marketed
commercially’. Krims, MUG, 17.
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B. Historically Self-aware Sampling and Borrowing
Some believe that rap music production in general hascstdyse to its early
roots, and quite self-consciously so. From the perspecti2d diistorians Brewster
and Broughton, hip-hop has aimed to create the sound ctridet, trying to re-
create a particular ethos in a way that other DJ cultdoenot strive to represent:
Even now, with a twenty-five-year body of work behind it amd
ever more sophisticated approach to production, hip hop lis stil
about recreating in the studio the kind of music that avbuJld
make in a basketball park in the shadow of a Bronx tower
block*°
While this drastically simplifies the multifaceted approaabielip-hop producers
it goes to show the pervasiveness of the ‘staying true to your roots’ ideology within
the genre.

There certainly exists a breakbeat canon, one which covcates a deep
signification of hip-hop to knowledgeable interpretive comriest*® The
accepted use of breakbeats from Ultimate Breaks & Beatsalhesdy been
mentioned. In addition, Schlgs thorough study of b-boying points out the
existence of a ‘b-boy canofh one that has changed little since their origins in the
1970s. For this community of dancers, using the classic lbeesk solidifies their
traditions acknowledges the foundations of their artistic practgseengthens their
community and validates their livelihodd.

One of the most canonized breakbeats is derived frerintmedible Bongo

Band's cover of “Apache”, as first used by DJ Kool Herc and featured on a number

145 Brewster and Broughton, 228.

148 The acknowledgimt of a ‘breakbeat canon’ exists in a number of hip-hop writings, including
William Jelani Cobb, To the Break of Dawn: A Freestylef@ilip Hop Aesthetic (New York:
New York University Press), 28.

147 See Schloss, Ch. 2 “History, Community, and Classic B-Boy Records’, in Foundation, 1739.
Not surprisingly, the ‘b-boy’ canon includes many songs from the hip-hop DJ breakbeat canon,
including “Apache”, “Give it up or Turnit a Loose”, “It’s Just Begun”, and “The Mexican’.
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of subsequent recordings [CD Example'*].Examples include The Roots
“Thought@Work” and Nas’s “Made You Look” (produced by Saalam Remi),
which is significantly slowed down compared to the tempo ofottiginal. The
distinctive sound of the bongos is crucial to its recaguilty, particularly when
producers change the original tempo and add other layatsetbeat. The break
was cited for & importance as early as 1984: ‘The record on which everybody
concurs—the quintessential hip-hop traekis “Apaché by The Incredible Bongo
Band’.**° Kool Herc, in a New York Times article, callétpache” the national
anthem of hip-hop>® Other well-known beats circulate widely, such as Billy
Squier’s “The Big Beat” [CD Example 2], used by J&{for “99 Problems” and by
British rapper Dizze®ascall for “Fix up, Look Sharp”. Rapper Nas wrote of beats
like those from“Apache” and the Incredible Bongo Band’s version of “In-a-
GaddabaVida”: ‘Those breaks are so hip-hdjpm going to continue to use them
again and agair™*

Run-D.M.C, perceived by many to usher in a new phase ofdppatusic
were also using beats from an earlier, more localizednostof performance. For
example, “Walk this Way”, their famous collaboration with Aerosmith in 1986
supposedly emerged through Rick Rubin recognizing what was knowiysasia
breakbeat at parties. DMC recalls:

One day me and Jay was in the studio and we was sampling

Aerosmith and Rick said, “Yo, do you know who that is?”” and
we was like, “No, but we like this beat”. We used to always

148 The “Apache” break was used early on in hip-hop recordings by Grandmaster Flash for his
“Adventures of Grandmaster Flash on the Wheels of Stegthe West Street Mob f6Break
Dancin’: Electric Boogie”, and by the Sugar Hill Gg for their version of “Apache”. For an
extensive historythe “Apache” song and breakbeat, see Michelangelo Matos’s ‘All Roads Lead
to “Apache™ in Listen Again, 200209.
“9Toop, 114.
150 Will Hermes, ‘All Rise for the National Anthem of Hiplop’, New York Times, 29 October
2006, available at:
http://www.nytimes.com/2006/10/29/arts/music/29herm.html?ex=13197744068&060e59bd8f
l?gge&ei:5088&partner:rssnyt&emc:r(ﬂ:cessed 9 November 2007).

Ibid.
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rap over that beat in the ‘hood. We didn’t know the group
name or anything. So Rick gave us the 411, the whole history
of the band. We had our own rhymes over the beat, but Rick
said, “No do theirlyrics”.

When Steven Tyler came into the studio, Jay was cutting
up [Aerosmith’s original version of] “Walk This Way” and he
said, “Here’s what we used to do with your record”. And Steve
said, “Yo, when are you gonna heare?” And Jay looked up
and said, “We never get to hear you. After this guitdi,rit’s
back to the beginning”. And Steve thought that was so
amusing. Those guys were real cbl.

This rock-rap collaboration, which was so heavily toutedha time, seemed to
have been valued as a hip-hop beat to others even bifereollaboration
occurred. The success of the single canonized it asobithe earliest rock-rap
collaborations, and reception in the mainstream medien treated it as an
unprecedented occurrenté.

Borrowing sounds associated with Hipp’s origins is by no means limited
to breakbeats. Cheryl Keyes locates sounds associatedhwitlirban landscape,
considering their function as an intensification of tlyeical topics (such as
automobile horns and sirens @randmaster Flash and the Furious Five’s “The
Message”).”** While gangsta rapal taken the imagery and sounds of ‘the urban’ in
different directions, artists who try toe-create a party atmosphere on record
(usually by adding the sound of audience response) also engidgéistorical
authenticity, what Elizabeth Wheeler labels p&t of the ‘rock-thehouse’

subgenre of rap music>

152 Brian Coleman, Check the Technique: Liner Notes for Hip-Hoykigs (New York: Villard
Books, 2007), 401. DMC, irefation to the use of Bob James’s “Take me to Mardi Gras”, which

was used on ‘“Peter Piper”, said “We had been rhyming over that loop before rap records was even
made. We always used to just freestyle over those beaferthe album song we wrote those
lyrics down, while we was on the roadrian Coleman, 400.

153 Rose wrote of “Walk this Way” in a footnote, commenting, ‘After expressing frustration over the
coverage of “Walk This Way” as a crossover strategy, Run describes his motivatiofi: made that
record because | used to rap over it when | was twelve. Trenelats of hip-hoppers rapping over
rock when I was a kid”.” Cited from Ed Kierch, ‘Beating the Rap’, Rolling Stone, 4 December 1986
Rose, 195.

154 Keyes, 239240.

155 Wheeler, 195.
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The sound of vinyl scratching, one particular technique obthehas also
become a production tool to signify authenticity. The sowfdgnyl can invoke
nostalgia as well as the ‘digging in the crates’ aspect of hip-hop producer purism.
The vinyl popping and hiss can be heard in such reesrds Pharcyde’s “Passin’
Me By”, which includes a sample Qfuincy Jones’s “Summer in the City”. Toop
commented of the use of old records and scratching:

Paradoxically, by making such a practice commonplace they

have also made us forget how revolutionary it once Rap.was

finally returning to its origins in the sweat and dangeroush

of live jams, the adrenalin rush of slamming a scratehed-

breakbeat onto the turntable just at the right mortiént.
As is the case with many once radically sounding musigaifiers, scratching has
spilled over into other genres, and it has become so tdiguin popular music
that it has lost much of its ‘radical’ meaning. With the advancement of recording
technologies, vinyl scratches can be produced by a battahe mixing board or
laptop computer. It can be a production technique that siohpdg not have the
same contextual relevance as it once did, yet the iteelé still signifies hip-hop
(and associations with hipness). One example stemstfrerh999 Britney Spears
debut album Hit Me Baby One More Time. Ongtlee singles (“Crazy”) features
vinyl scratches, and another, a cover versibfiThe Beat Goes On”, contains the
hissing and popping sound of vinyy.

The use of a DJ at live performances, as well as turrtiabliedes on

recordings, forms a primary defining feature of historiecahanticity. Groups like

the Beastie Boys, Jurassic 5, Gang Starr, and RakimréeBtls as central to their

1% Toop, 163.

157 Other pop artists have collaborated with notable hipgroducers such as did Christina
Aguilera with DJ Premier. Their single “Ain’t no Other Man” uses samples that include the hiss and
pop of the records.
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aesthetic (and tise DJs have equal status to the others in the grofie hip-
hop group The Roots, criticized in the past for their d@cito use live instruments
over recorded samples, is one of the groups most overdwledgeable of hip-
hop’s history. They demonstrate a historical authenticity in a number of ways, but

one includes theithip-hop 101’ segments in live shows, interludes of classic hip-
hop songs interspersed with their own soRgsDrummer ?uestlove (Amhir
Thompson) of The Roots aims for hip-hop authenticity, by different means: the
timbre of his drum beats aim to sound sampled, as he#tem his drum kito

recreatemany of the ‘classic’ breakbeats of the late 1960s and 1970s*°°

C. Peer References
The use of peer references in hip-hop is abundant andpumpbse: to
display associations with a collective (e.g. Natiwsdgues G-Unit), to give respect
(or disrespect) to contemporaries, to mention the procfdiie track (a tradition
going back to when early MCs rapped the praises of theaDd)to give homage to
hip-hop icons of the past. The mention of hip-hop iconséasial purpose: to
provide knowledge about thgnre’s past, particularly to rappers who have been
neglected in current times, and to demonstrate someob@onnection with the
artists namedFor example, Nas’s “Where are they now?” (2006) provides a long
list of artists that Nas suggests have been forgotten:
Red Head Kigpin, Tim Dogg, have you seen ’em?
Kwame, King T of King Son
Superlover C, Cassanova Run

Antwoinette, Rob Base never showin’ up
You seen Black Sheep, Group Home, Bus¢gB

%8 The use of a live DJ for tours seems to be of ingme for a number of artists, even those who
utilize primarily sample-based hip-hop on their studiaalb. | recall one concert of Kanye West
and Talib Kweli at Brixton Academy (London, UK) in Novem{2804; both artists had a DJ as
well as a featured interlude in the set to display his/lierosic talents—similar to jazz, in which a
bandleader might let the drummer take alBdminute solo.

159 Marshall, ‘Giving up HipHop’s Firstborn’: 871.

%9 bid., 873.
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Ask Il and Al Scratch “Where my Homies?”’
Leave it to y’all, these niggas left for dead

Last week my man swore he saw Special Ed
Rap is like a ghost town, real mystic

Like these folks never existed

They the reason that rap became addictive
Play their CD or wax and get lifted.

The Roots “WAOK Roll Call”, from their Phrenology (2002) album, provides a
laundry list of names of influential hipep artists, reminiscent of the ‘roll call’
scene in Spike Lee’s Do the Right Thing (1989), when radio DJ Mister Sefior Love
Daddy delivers an extensive list of African-American musicidrtgs ancestral
impulse creates a canon based on African-Americaniarigpression (in the case
of the Spike Lee film), or in the case of The Roots ldad, a canon based on hip-
hop history. Rappers can mention other elements of hypehtbure (such as KRS-
One’s mention of the Rock Steady Crew in “South Bronx”). As in the case of The
Notorious B.I.G.’s “Juicy”, while his rap is a rag®-riches story about his
newfound success, these peer references can alsodogasess$ with nostalgia for
his youth:

| used to read Word Up magazine

Salt-n-Pepa and Heavy D up in the limousine

Hangin’ pictures on my wall

Every Saturday Rap Attack, Mr. Magic, Marley Matrl

Peace to Ron G, Brucey B, Kid Capri

Funkmaster Flex, Lovebug Starsky.
Tupac Shakur, in “Old School”*®* (on Me Against the World from 1995), pays
homage to earlier artists:

| remember Mr. Magic, Flash, Grandmaster Caz

LL raisin hell, but that didn’t last

Eric B. & Rakim was the shit to me

| flip to see a Doug E. Fresh show, with Ricky D

And Red Alert was putting in work, with Chuck Chillout
I can’t explain how it was, Whodini had me puffin

181 The term ‘old schoof, like any history, is dependent on context, and | ackrdyéehe existence
of multiple ‘old schools’ and that they may inevitably overlap.
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on that Buddha getting buzzed

Cause there | was

Them block parties in the projects, and on my block

You diggi don’t stop, sippin on that Private Stock

Through my speaker Queen Latifah and MC Lyte

Listen to Treach, KRS to get me through the night

With T La Rock and Mantronix, to Stetsasonic

Remember “Push It” was the bomb shit, nuttin like the old school.
2Pac’s “Old School” contains an autosonic quotation on the chorus from Grand
Puba, a line from the Brarndubian song “Dedication”: ‘What more could | say, |
wouldn’t be here today if the old school didn’t pave the way’. Though only iterated
once in the Brand Nubian song, the recording is slowed densiderably and
repeated multiple times on each chorus (three timeékeofirst chorus, six times on
the second chorus, and six times on tiied chorus). “Dedication” contains a
series of peer references, mostly of contemporary dypdrtists, at the beginning
and end of the song: ‘I’d like to dedicate this to P.E. [Public Enemy| like to
dedicate this to BDP [Boogie Down Production&, like to dedicate this to the X-

Clan, I'd like to dedicate this to Heavy’D

D. Verbal Quotation
Regarding sampling from hip-hop itself, Felicia Miyakaaa written:
When sampling from vinyl, DJs tend to avoid taking from hip-
hop’s own history unless there is a specific reason to do so. As
several songs in this study illustrate, however, samplipy ra
vocals in order to pay homage to rap’s historical heavyweights is
clearly acceptabl&®
As will be seen in chapters four and fiviee voices of iconic figures of the hip-hop
world (e.g. Tupac Shakur and Notorious B.l.G.) are used bysamibb pay
homage, appeal to authority, or construct themselves amancor lineage with

such artists. There are myriad ways to quote earlier rappeto allude to a

particular style. Many rappers will paraphrase a quote, pprogriate it for

162 Miyakawa, 120.
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themselves. For example, KREe’s “MCs Act Like They Don’t know” (1995)
opens with an allosonic quotation of material frdm Kurtis Blow single “The
Breaks” (1980), the first rap single to sell 500,000 unitBlow’s version opens as
follows:

Clap your hands everybody, if you’ve got what it takes

Cause I’'m Kurtis Blow and I want you to know that these are the

breaks.

And KRS-Opens (with the same rhythm and vocals emphésia)slower tempo:

Clap your hands everybody, if you’ve got what it takes
Cause I'm KRS and I’m on the mic and Premier’s on the breaks.

163
Another example of an allosonic quotation of Blow is™N 1996 “If I Ruled the
World”, who uses the melody of Kurtis Blow’s “If I Ruled the World”,*** sung in
the later version by Lauren Hiff°

Extremely influential toelectronic dance music, ‘“Planet Rock™ (1982) by
Afrika Bambaataa and John Robie (produced by Arthur Baker)alsas been
canonized in hip-hop and is an extensive source of hip-hoptipratin particular,
one four-bar passage toward the end of the single has bemphsed by a

number of artists:

Example 1.1'®°—“Planet Rock” (4:45) [CD Example 3]

Afrika Bambaataa "Planet Rock” (1982)
130 BPM , . - 3 3

1
Voice IIII{II:T‘IIIIII::IH‘I‘I‘\III

Zin-zin-zin-zin...

For example, Talib Kweli and Mos Def paraphrases it‘®We Got the Beat” and

Mos Def’s collaboration with the Root§Double Trouble”), respectively:

163 premier is a reference to the producer, DJ Premier.

184 The single is from Nas’s second album, It Was Written, ands discussed as a ‘radio friendly’
crossover piece produced by the Trackmasters. One reviemnisviark Coleman, Rolling Stone,
19 Sept. 1996. Rollingstone.com, available at:
http://www.rollingstone.com/artists/nas/albums/album/301208%w/6068277/it_was_written
(accessed 23 Feb. 2008)

15 The beat (and keyboard line) is derived from “Friends” by Whodini (1984).

186 Note: all transcriptions in the thesis are my own.
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Example 1.2—“We got the Beat” (1:58) [CD Example 4]

124 BPM  Talib Kweli "We got the Beat"

zin-zinzin- zin... come on

Example 1.3—“Double Trouble” (5:08) [CD Example 5]

Mos Def- "Double Trouble"
94 BPM A = - 3 = 3

herewe go  herewehereweherewego =zin...

let the pop-pers pop and the break-ersbreak  zin..,

“Double Trouble” is a reference to the film Wild Style, and the group Double
Trouble (KK Rockwell and LilI’ Rodney C) who performed at the amphitheatre.
Mos Def quotes from the film:

Example 1.4—“Double Trouble” (4:25) [CD Example 6]

Original quote: Here’s a little story that must be told,
about two cool brothers that were put on hold.

"Double Trouble"

KK and
Rodney C.

here'sa lit-tlesto-rythat must_ be_ told. a-bout two cool bro-thers that were puton hold they tried to

5
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Rodney . g
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thick and thin frombe - gin-ning to end this  bat-tle we lost but the war we'll will cause

— doub-le troub-le is in thehouse I'm K K RockandRod-ney C we'll tumit out
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Mos Def “Double Trouble” (4:36) [CD Example 7]
‘Say, here's a little story that must be told
About two young brothers who got so muchuk’
(imitation of the same rhythm and inflections as theioaigabove)
The collaboration with Black Thought and Mos Def represénth quotation
(from Mos Def) and overall stylistic allusion, recregtim earlier ‘tag team’ style
of rap exemplified by Double Trouble (and Run-D.M.EY).
The Beastie Boys’ aloum To the 5 Boroughs (2004) contains a track entitled
“Triple Trouble” which also quotes the Double Trouble rap from Wild Style:
“Double Trouble” (Wild Style) (0:00): If you (if you), wanna know (wanna
know), the real deal about the two (let us tell ya), let us tell ya we’re double
trouble girlsand we’re doing it just for you. [CD Example 8]
“Triple Trouble” (Beastie Boys) to the same rhythm (1:18): If you (if you),
wanna know (wanna know), the real deal about the three, etaihé tell
ya, we’re triple trouble y’all, we’re gonna bring you up to speed. [CD
Example 9]
DJ Mix Mastermike scratches and fragmeihksopening from “Rappers Delight”.
Their entire aloum can be interpreted as homage teaHg days of hip-hop, with
a number of quotations and stylistic allusions to early hip-ho addition, the
cover of the album is a cityscape of New York City, ingigdthe two towers of
the World Trade Center, perhaps a nostalgia for pre-9/iétgoalan Light writes
their album was ‘never straying from pass-the-mix-style old-school beatd

rhymes:*®®

167 2estbve writes in the liner notes: ‘Initially, Talib Kweli laid some vocals down as weliut when
the song was formatted there was only enough bars for two mc’s, and BlackThought insisted on
doing some Rum.M.C. ’85 tug of war style ... making both BT and Mos “I’m only 12 blocks
away” Def sound like the true successor’s to Lil Rodney C and KK Rckwell’s empire.” ?estlove,
liner notes, The Roots, Things Fall Apart, MCA, 1999.

188 Alan Light, ‘BeastieBoys: White Dudes in the House’, in Spin: 20 Years of Alternative Music,
ed. Will Hermes and Sia Michel (New York: Three Riverssg, 2005), 81.
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Figure 1.3- Beastie Boys- To the 5 Boroughs (2004)

Example 1.5
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"Double Trouble" from Wild Style
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Autosonic quotations of other hip-hop media also exist, quaatily from
Wild Style. Professional basketball player and rapper ShadqiNeal used the

‘y’all can’t ball’ quotation (from Waterbed Kevie Kew ‘basketball throwdown’)
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for “I Hate to Brag” from his debut album Shaq DiesBhs’s debut album Illlmatic
(1994) opens with the conversation between Zoro and hisdordtiilowed by
Wild Style’s “Subway Theme”.*®® This can be also manifested in non-U.S.-based
hip-hop,such as the March 1991 German release of LSD’s Watch out for the Third
Rail (itself a quote from Wild Style) and autosonic quotatiohshe film for its

single “Brand New Style”.

E. Stylistic Allusion

Artists also allude to earlier rap styles, rather tlotation, such as
Pharcyde’s “Return of the B-Boy”,*’® which endeavours allusion to earlier hip-hop
styles. In this example, the group attempt to emulate dieredelivery of rap that
Krims categorizes a&e ‘sung style'"* including call and response phrases, record
scratching and raps responding to a party atmosphere. Inssylishic allusion,
artists and groupsan suggest the ‘old school” without direct references to the past.
These allusions occur in both beat and flow, in the o former, often utilized
by ‘classic’ technology such as the Roland T-808 drum machine.

Hip-hop group Jurassic 5 is exemplary of the team’ style mentioned
earlier. Their group consists of four MCs (Mark 7, Chadi2 Akil, Soup) and DJ
Nu Mark and DJ Cut Chemist; groups of MCs and DJs as a cedlegtoup
suggests an earlier era of groups such as the Cold Cro#eBy, Funky Four +1
and the Furious Five. As one album reviewitey comments that Jurassic 5 ‘has

spent the past ten years recreating the aesthetiartyf eap crews like the

Treacherous Three and Crash Crew, intricately weavieig Woices in and out of

189 Ahern, Wild Style: The Sampler, 200.

170 pharcydet“‘Return of the B-Boy”. Group member Treecounts: ‘We were trying to re-create old-
school style on that one. I didn’t do too well at it [laughs]. But everyone else didQuoted in Brian
Coleman, Check the Technique, 332.

11 Krims, Rap Music, 4950.
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eachother, finishing each other’s lines, and harmonizing their choruses.”*’? Breihan
calls this ‘retro formalism’, similar to what the Stray Cats did in the 1980s with an
earlier swing music styl¥2 Trumpeter Russell Gunn stylistically alludes to the
electro-popstyle of “Planet Rock” in his “Skate King” from the album Krunk Jazz
(2008). Gunn’s music attempts to mix bebop-style heads and other jazz elements
with ‘beats’ from hip-hop and other dance cultures, and although Gunn tchano
placed firmly in a single genre (jazz or hip-hop), heentheless demonstrates a

hip-hop historical authenticity by alluding to this early hgptstyle.

F. Nostalgia
The element of nostalgia is a particularly pervasine, doth in books on
hip-hop, but also in the lyrical togs of rap songsAs Jurassic 5 say in the chorus
of “Concrete Schoolyard”: ‘Let’s take it back to the concrete streets, original beats
with real live MCs’. “Concrete Schoolyard” also quotes the opening (kazoo line) of
Grandmaster Flash and the Furious RV&Treedom” (which is from a popular
breakbeat-Freedom’s “Get Up and Dance”, anthologized on the Ultimate Breaks
and Beats Collectign
Common’s “I Used to Love H.E.R, uses a woman as personification of
hip-hop culture, lost love as a frequent object of nostal§idlis third (final) verse
says
I might’ve failed to mention that the shit was creative
But once the man got you well he altered the native
Told her if she got an energetic gimmick
That she could make money, and she did it like a dummy
Now | see her in commercials, sbeiniversal
She used to only swing it with the inner-city circle

Now she be in the *burbs lickin rock and dressirhip
And on some dumb shit, when she comes to the city

172 Tom Breihan, ‘Jurassic: Feedback’, Pitchfork Media, 28 July 2006, available at:

P}Btp://www.pitchforkmedia.com/articIe/record_review/37529%ack(accessed 28 July 2008).
Ibid.

174 Shumway, 38.
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Talkin about poppihglocks servinrocks and hittihswitches
Now shés a gangsta rollinwith gangsta bitches

Always smokinl blunts andgetting’ drunk

Tellin’ me sad stories, now she only fucks with the funk
Stressin how hardcore and real she is

She was really the realest, before she got into showbiz

| did her, not just to say that | did it

But I’'m committed, but so many niggaz hit it

That shés just not the same lettiall these groupies do her
| see niggaz slammirher,and takin’ her to the sewer

But I’m a take her back hopithat the shit stop

Cause who’Im talkin® bout yall is hip-hop.

Common confesses his love for an earlier style of hip-boe that was associated
with ‘the urban (‘She used to only swing it with the inngty circle’), but has
now moved out to suburbs and larger audiences: [dtie affair detailed attests to
the self-consciousness of hip-hop culture and itstooet®on (and critique) of hip-
hop identity.
Missy Elliot, in a duet with Jay- called “Back in the Day” from Under

Construction (2002), reminisces about earlier times:

What happened to those good old days?

When hip-hop was so much fun

Ohh, house parties in the summer y’all

And no one, came through with a gun

It was all about the music y’all

It helped to relieve some stress

Ohh, we was under one groove y’all

So much love between North and West.
And Jay-Z mentions particular groups and singles as well:

Me and Missy be the new Tag Team

“Whoomp! There It Is”

We like, Ray and Ghost, A.G. and Showbiz

We “Public Enemy #1”, our “Uzi Weighs a Ton”

This is our house Run.
Elliot mentions fashion (British Knights and gold chains)nhas (prep and
cabbage patch), and groups and personalities-KBRBepa, Rakim, Public Enemy,
Run-D.M.C., Heavy D, MC Lyte). Sha&lso mentions “Self Destruction”, a 1989

single which featured KRS-One, Stetsasonic, Public Enemy, Dokgegh, MC
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Lyte, Heavy D, Kool Moe Dee, and many oth&ErsBrewster and Broughton’s
view is that hiphop’s ‘history is often submerged by its mythology. In place of
facts there are a few endlessly repeated fables, sospect&il nods to its
legendary creators and a great deal of misty-ey&dhés about “back in the
day”.’176
Others felt that hip-hop needed to return to a previots. $4a Q-Tip, MC
of A Tribe Called Quest, said of their second album The& Emd Theory:‘Hip-
hopis moving farther and farther away from its true starting point. And what we’re
trying to do with this album is bring it a little bit clasto home'’” While the
exact nature of this ‘home’ is subject to multiple interpretations, this quote is
telling; the truth content of hip-hop seems to lie in faest, rather than in the
present. The past &@mes an authority figure, the ‘true starting point’ becomesa
utopian space and an archetype that becomes the rdter&ter artists to invoke
Hip-hop is a genre that frequently wears its historytersleeve. Demers
writes that
Unlike other forms of popular music that attempt to reinvent o
subvert tradition for the sake of novelty, hip-hop cultprzes
and cultivates its memory, such that lyrics and imagegp
songs from the 1970s and 1980s are still accessible and usable to
MCs today"’®
The increasing self-consciousness of hip-hop as a geiteec shifts the focus

from sampling James Brown because he is part of a blackcahlsritage or

lineageto sampling his music because it has provided classic hip-hogbeas

175 The single was a part of KR3ae’s Stop the Violence movement, and the proceeds went to the
Urban League. Arguably, this example looks back to theaBed ‘Golden Age’ of hip-hop (1986
1992), when subgenres flourished in all their diversity, rattesr the late 1970s or 1980s. This
example still demonstrates, however, the pervasivenédsp-tiop artists to look back at their
genre’s past, and that the remembrance of peaceful house parties directly reflect the sentiments of
others describing the 1970s Bronx parties as a solutigartg violence. | would argue that 1980s
nostalgia for 1970s hip-hop has been re-translated ss%®dzearly 00s nostalgia for the ‘Golden
Age’, and similar concerns and desires are expressed in both iterations of hip-hop nostalgia.

17° Brewster and Broughton, 228.

Y7 Quoted in Chris Wilder, ‘A Tribe Called Quest: Abstract Attitude’, The Sourceno. 26, 1991, 25.
8 Demers, ‘Sampling the 1970s inipthop’, 41.
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In other words, James Brown now represents hip-hop musiavéstigations of
the early history of hip-hop music, we can never go backhi® unmediated,
unrecorded era, which is one of the reasons why it is ladiénsuch an aura. N
other music genre has become as overtly self-refatenn particular, the
historically-conscious artists that comment direadly the state of the hip-hop
nation!’®

The many ways that a historical authenticity can beoshstnated in the
recordings are subject to overlap and often combined insdéinee single. One
example of this is Nas’s “Hip-Hop is Dead” (produced by will.i.am) from his 2006
eponymous album [CD Example 10]. His music video featuresralgsng in a
warehouse full of fans, emphasizing the early party arlieative elements,
including showing images of turntables that accompany his‘Hip-hop is Dead”
also uses two classic breakbeats, which layer on topedbdbic beat at different
points in the songthe “Apache” break and Billy Squier’s “The Big Beat”. The
‘break-down’ section (3:01) has Nas rapping a capella with a chanting crowd,
showing his ability to stage hip-hop as a live phenomen@nB&ample 11]. Vinyl
scratches also allude to the time when hip-hgpibéas the trope states) with ‘two
turntables and one mic’. The sampling ofrbn Butterfly’s “In-A-Gadda-da-Vda” is
worth noting since this song was used in the early disco soceheas covered on

The Incredible Bongo Band’s 1973 album Bongo Rodklong with “Apache™).*®°

79 Obviously, many other music genres do invoke their genre’s past, including blues, jazz, and
country. | would argue that hip-hop music has more tooldadlaito invoke such a past, with the
availability of digital sampling in addition to earlier des of reference and quotatiéurthermore,
this focus on demonstrating hisp’s past in the music has led to the belief amongst some that hip-
hop is the ‘least altered’ popular music form, as demonstrated in a quote from Anthony Bozza:
‘Hip-hop, in comparison to other African-American musicalitraws—blues, jazz, and rock and
roll—has remained closest to its roots for the thirty yedras existed. It is possibly the most
potent, least altered African-American cultural exp@sgi history’ Bozza, 125. This, to me, does
not demonstrate true fact so much as point to the powsastofical authenticity’s ideologies to

lead various commentators to this conclusion.

180 Francis Grasso, described as thst fitodern DJ, was said to play “In-A-GaddabDaVida” in the
late 1960s at clubs like the Haven in New York. See Brewste Broughton, 145-146. Nas used
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Nas looks back to an earlier era in his lyrics, emphagia commercial/non-
commercial divide which pervades hip-hop nostalgia rhetori

Everybody sound the same, commercialize the game

Reminiscin’ when it wasn’t all business. ..

Went from turntables to mp3s

From "Beat Street" to commercials on Micke3sD
“Hip Hop is Dead” also reflects the genre’s preoccupation with an all-too-real
intersection with death and loss. Signalling the de&thn genre is not particularly
new, and it can be a useful critique of that fieldntdiging and defining important
elements of that culture and what the artist/critii@alwithin that culturé®* And
while many current rappers are technically far more comiplan the early MCs

and DJs, historical authenticity héigle to do with virtuosity (‘mastery of your

instrument’) as much as it does with the fetishization of and tgiatéor the past.

The Quest for Origins

| would argue that this form of hip-hop authenticity isrimgically
concerned with the pursuit of the origithe ‘true starting point” to which Q-Tip
alludes) Foucault, in his essay ‘Nietzsche, Genealogy and History’, quotes
Nietzsche from The Wanderer and his Shadow.

The lofty originis no more than “a metaphysical extension
which arises from the belief that things are most precamas
esential at the moment of birthWe tend to think that this is
the moment of their greatest perfection, when thegrged
dazzling from the hands of a creator or in the shadoMitgss
of a first morning. The origin always precedes the Hall.
comes before the body, before the world and timeis it

The Incredible Bongo Band’s cover of the Iron Butterfly song for his “Thief’s Theme” from Streets
Disciple (2003). It is not unlikely that this version wasyplh at early hip-hop parties since we
know DJ Kool Herc had the record.

181 Dysonwrites, ‘When Nas uttered theords “hip hop is deai] he joined a long list of prophets
and fedup practitioners who’ve announced the death of a field, only to jump-start a new phase of its
growth. Author V.S. Naipaul declared the novel dead, thert wre to win the Novel Prize in
literature for his highly regarded fiction. Philosopherhaial Rorty declared that philosophy was
dead in 1979, and even though he no longer teaches in philagpéngments, he has continued to
publish lively philosophical bda. And let’s not forget, Nas announced hip hop’s death on a hip

hop album!” Dyson, Know What | mean?, 148.
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associated with the gods, and its story is always sung as a
theogony'®?

In the case of the historiography of hip-hop, the early (Blésc, Bambaataa, and
Grandmater Flash) become these ‘gods’.

The origins, in hip-hop, thus, become the site of teutth purity in the eyes
of historically conscious rap artists and writers, an ‘Eden before the falf, the fall
being this ‘first death of hip-hop’ symbolized by commercial success. This
historical authenticity reflects an assumption thatiovs popular music genres
began in a romanticized spaaad that any changes to ‘original’ forms become a
corruption of the ideal®® But as Foucault vites, ‘What is found at the historical
beginning of things is not the inviolable identity of theiigor; it is the dissension
of other things. It is disparity®® In other words, the idea that Hipp’s essence
can be found at a fixed origin is a romantic illusion.

Yet there remains a purism in historical authenticity wisiebks to use the
original impulses of the culture as a scripture to guide futoeativity. As one
breakdancer &m the early period commented, ‘It’s like the Bible, eventually you
have to go to the original scripture and the original languag@s written in, and |
think that everybody on the East and West coast neeé-define our dance and

take control of it again’.*®® Schloss’s study of breakdancers confirms the

182 Michel Foucault, ‘Nietzsche, Genealogy and History’, in Language, Counter-memory, Practice,
ed. Donald F. Bouchard (Ithaca: Cornell University Press/1943.

183 |_eland, writing about théwhite boy who steals the blues’ trope in popular music, states thiat
has featured many lead characters, going back to TwainEDamett, Irving Berlin, Elvis, and on
up through Keith Haring, Tom Waits and Erm, to name just a few ... The story assumes that
popular culture begins with Platonic ideal forms, from Wwhdescend lesser knockoffs, the least of
these being the white rigff*. Leland, 131. He argues against that notion, commenting that
‘American popculture begins in the mongrel, not the Platonic. This is hip’s central story. What we

call black or white styles are really hopelessly hybiieland, 133Schloss writes, ‘All cultural
practices have antecedents and precursors. But the gu#stibere an old style ends and a new
one begins is always subjective, political, and to sorgeegearbitrary. For those that love the old
ways, new styles are merely superficial variationexigting practice. For those who love the new
ways, the old styles were merely precursors to thearudt is always a matter of interpretation
Schloss, Foundation, 1:3132.

1% Foucault, 142.

1%5The Freshest Kids (2002). Directed by Israel, USA: QD3 Ententznit. 94min (1:00).
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importance of foundational technique, as he recounts theorience of
iIncorporating ‘original b-boy moves’ to acknowledge the history of the practice.
Ken Swift tells Schloss, ‘I always try to add some sort of fundamental movann
combination. This way, | keep the traditions of the o@adjistyle... The finesse
behind fundamentals is serioi&

Journalist Harry Allen likens his search for hip-hop origmstudying the
tiny moment right after the big bang:

If this writer could study, with infinite resolution, angréy time
period, it would be the one dominated by hip-hop culture in New
York City before September 1979 and “Rapper’s Delight.” Much

of the way scientists theorize that, prior to Myhrvold’s tiny epoch,
nature’s four fundamental forces—qgravity, electromagnetism, the
strong force, and the weak foregvere united in one neveo-
reappear ‘superforce,” pre-1979 hiphop’s four fundamental
forces—MCing, DJing, b-boying, and writing-were, they say,
united in a way that, after that time, they would neveadsin!®’

This hip-hop purism at the centre of historical authenticég/been called “hip-hop
originalism’ by Adam Mansbach:

Any discussion of hifhop’s original impulses tends to veer toward
rhapsody, dogma, or both. As a well-intentioned but proate
strand of hip-hop originalism emerges, it becomes contmdear
hip-hop talked about as if it is a cosmic revelationtdyesd upon
Herc, Flash, and Bam atop some Bronx-rooftop equivalent of
Mount Sinai. Hip-hop becomes a single narrative erttelling, a
child sprung full-grown from the womb, five-elements-indivisibl
for-which-we-stand... The practices of b-boying, MCing, graffiti
writing, and deejaying had never been seen before, but the
aesthetic concepts that underwrite them were updated, not
invented. As with everything in hip-hop, the key is how eveng

is put together, and the energy with which it is suffu$éd.

Mansbach compares the originalism to one of condeev&upreme Court Justice
Antonin Scalia who ‘defies the founding fathers, insists on strict fidelitytheir

supposed intentions, and treats dissenters as her&lidhere is a genuine desire

186 Quoted in Schloss, Foundation, 91.

187 Harry Allen, ‘Dreams of a Final Theory’, in Total Chaos, 7.
188 Adam Mansbach, ‘On Lit Hop’, in Total Chaos, 983.
189 Mansbach, 100.

84



by certain hip-hop artists to give respect and creditdsdlihat came before them,
a very strong ancestral impulse that links them witlr theritage and with felt
authenticity. DJ Premier, in one interview, said:

If you don’t really care about the history of Hip Hop culture,
don’t mess with it. Buy whatever little albums you buy and play
them, they are probably the albums we don’t like anyway, but
you should really, really respect the history. | was gesfing
this earlier in another interview, they guy who was wngwing
me was like: “You are the godfather,” and I’'m like: “No, I am
not. Stop. Afrika Bambaataa is the godfather.” And he was like:
“Yeah, but you are too.” And I was like: “No.” He said: “In the
mafia they have different godfathers.” And I said: “Well, this
ain’t the mafia, this is Hip Hop and the godfather is Afrika
Bambaataa and the father is Kool Herc. That’s it.” And he was
like: “What about Russell Simmongn’t he the godfather too?”
And I was like: “Nope. He is one of the illest moguls and one of
the illest to set up Def Jam and | praise Russell all the faray
making Def Jam what it was when it was raw but he ain’t no
godfather It’s Afrika Bambaataa and Kool Herc is the father,
hands down.” That’s the whole part. And those guys ... think
about it, if everyone that loves Hip Hop gave them a debah
they’d be straight. Just one dollar, just to say “thank you” for
creating this whole thin{?°

Premier goes on to narrate an encounter between Missy &fild Kool Herc in
which Elliot brushes off Herc, to the anger of Premier wdtbshe should show her
gratitude to the ‘founding father’, especially considering her own allusions to older
hip-hop styles (particularly in her fashion). Often taméhis historical impulse
emerges from a will to teach others about their hip-hopage, just as the Jurgl
Brothers and other Native Tongues taught aspects of thetaAfheritage. Thas
who observe hip-hop mythology do not show interest in 19i@dop as simply
an interest in théretro’, but as a return to the roots of a cultural movement. Mr.

Freeze, one of the early breakdancers in the Rocklyt&aew, once commented,

199DJ Premier, Red Bull Music Academy, available at:
http://www.redbullmusicacademy.com/TUTORS.9.0.html?actices368 (accessed 16 Feb.
2008).
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‘The cycle has begun. Styles always start once, theyugof style, then all of a
sudden, people get back to the root of thifgs
Possessing knowledge of these early hip-hop elements iglctadoth

fans and artists demonstrating historical authenticitpnessas enlightenment or
awareness, applies to authenticities based on knowlsfdgp-hop being a‘hip-
hop head as some call 2 This version of hipness manifests as the fifth element
of hip-hop: knowledgé?® KRS-One, who refers to himself as ‘the teacha’, includes
‘Street knowledge, common sense, the wisdom of the eldens Wway back
whence’ in his own expanded list of higep elements (on the track ‘“Nine
Elements” on his 2003 Kristyles album, and found in the first principle of hiHip
Hop Declaratia of Peace’).’** KRS-One links knowledge and movement found in
the term “hip-hop’ on his single “Hip-hop Lives” (2007)*°

Hip means to know

It’s a form of intelligence

To be hip is to be up date and relevant

Hop is a form of movement

You can’t just observe a hop

You got to hop up and do it

Hip and Hop is more than music

Hip is the knowledge

Hop is the movement

Hip and Hop is intelligent movement.
This knowledge includes terminology that defines hip-hop dism The

difference between uttering the wotareakiri (or ‘b-boying, or ‘rockin’) instead

of ‘breakdancing is an example of a shibboleth, an ‘in crowd’ word used to

191 The Freshest Kids (2002). Directed by Israel, USA: QD3 Eitentnt. 94min (1:26:00

192 eland, 5.

193 Bambaataa has been credited with placing knowledge as the “fifth element’ of hip-hop. See
Chang,Can 't Stop Won't Stop, 90.

194 Found on KRS3ne’s Temple of Hip Hop website, available at:
http://www.templeofhiphop.org/index.php?option=com_ conteas&tview&id=64&Itemid=39
(accessed 28 July 2008).

195 As rappers often ‘answer’ other rap songs, it is highly likely that KRS-One’s “Hip-hop Lives” is
an ‘answer record’ to Nas’s “Hip-hop is Dead”.
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distinguish members of a group from its outsidé?sLikewise in musical
borrowing, certain breakbeats serve the function of ealisshibboleths, the
“Apache” break signifying a deep knowledge of the history of hip-hop. Bourdieu
noted that the ‘deepsecated ‘intention’ of slang vocabulary is the assertion of an
aristocratic distinction'®’ This phylactery, knowledge that differentiates specialists
from dilettantes, is what Thornton describes as stiln@ilcapital, as well. Perhaps
even greater than a ‘will to knowledge’ in hip-hop culture there is a ‘will to
educaté for artists who acknowledge and wish to spread hip-hop cultu&o-called

‘conscious rap artists often acknowledge the Afrohumanist impodaid

knowledge with an eye to teaching that knowledge to otfiers.

Two Paradoxes

In investigations of nostalgia, hip-hop, and authenticityltiple seemingly
paradoxical elements emerge. The first paradox is theuerzing/re-canonizing
impulses within hip-hop that | mentioned earlier; at ontbere is a celebration of
the founding fathers and an early canon, while praising #proaches which
largely eschewed bio-mythologies of the artist and musios.

The second paradox is the romanticizing of a particulgepgraphy
associated with poverty and other harsh realities. &rimas written of the

economic process ‘by which poverty itself becomes a source of surplus value

198 Schloss writes, “to this day, use of the term b-boying is seen as an indicator of authenticity, while
the term breakdancing connotes exploitation and disregard for the dance’s roots in hip-hop culture
(interestingly, the term breaking does not have thisotation and is considered acceptable by
most b-boys and b-girl$)Schloss, Foundation, 60.

197 Bourdieu, quoted in Thornton, 11.

198 This will to teach may be more apparent in artists lathek part of ‘underground’, ‘conscious’

or ‘backpack’ hip-hop. Even the term ‘old school’ suggests a form of education, with an early DJ
album entitled The Lessoeﬁd other terminology existing, such as ‘to school’ someone. KRS-One espouses these beliefs, calling himeself

teacher and poet. Criminal Minded opens with KRS declaring himself a poet and a teacher, and in “My Philosophy” his verses are preceded by the

1
statement, ‘In about four seconds, a teacher will begin to speak’. The focus on knowledge and teaching in hip-hop could also be influenced by Five
Percenter culture (Nation of Gods and Earths), a religious/mystical offshtslam started in 1960s New York, which teaches that fvegmt of people

were the ‘poor righteous teachers’ (also now a name of a hip-hop group) meant to ‘civilize the uncivilized’. Miyakawa, 28.
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(specifically, relative surplus value) for a certain comitypshamely rap musi¢:*®
In historical authenticity, both poverty and romangcizurban space becomes a
commodity. Romanticizing poverty in artists has beerolg-lasting trope,
particularly amongst bohemian subcultures, but as Krigtgly points out, rap
music alsointensely focuses on ‘the ghetto as a locus of authentitit}? The
poverty and ruin of the 1970s Bronx shown through a roméans, as commodity,
provide the consumer with possibilities of bgauissance and membership into the
hip-hop nation. Shumway, paraphrasing Marcel Proust, hasmtitiat nostalgia
films allow a ‘pleasurable rewriting to occur in the minds of spectatStanhile
the social conditions of the 70s Bronx were appalling, filikes Wild Style can
give a pleasurable rewriting to the place and era.

These seemingly contradictory elements of historical atitiggnin hip-
hop culture are central features to hip cultures, and perhaps to ‘black culture’
in general. E. Patrick Johnson believes that certain bséoien the essence of
black culture: ‘I suggest here, however, that the mutual constructing/
deconstructing, avowing/disavowing, and expanding/delimiting dynathat
occurs in the production of blackness is the very thing toaistitutes black
culture’?*? Historicizing processes are a complex site of negotistiand perhaps

more so in Afri@anAmerican cultures, as Johnson seems to suggest. But it is

199 Adam Krims, ‘The Hip-Hop Sublie as a Form of Commodification’, in Music and Marx, ed.
Regula Burckhardt Qureshi (London: Routledge, 2002), 65. Thefrtdelmology versus the role
of ‘the street’ in hip-hop is also worth noting. Hipep’s use of technology has been forward-
looking while other elements central to hip-hop are immtlegld with history, looking backward.
While hip-hop has involved so much technical innovatiistorical authenticity focuses on past
styles and events rather than looking forward. The maireikere is the use of new sampling
technologies to take sounds from the past and place theawi contexts, as well as the use of
expensive studio techniques to recount issues of black poverty.

29 |pid., 66. Of course, the representations of Los Angélett@s in 1990s gangsta rap differ
significantly in many ways from the 1970s Bronx ghettd,revertheless both focus intensely on
‘the ghetto’ (representing two unique urban ethoi).

201 Shumway, 49.

292 Patrick Johnson, Appropriating Blackness: Performancéherilolitics of Authenticity
(Durham, NC: Duke University Press, 2003), 2.
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Important to note that all historiographies and canonizateng to give unity and

continuity to what is, in reality, a fragmented and ctaxmarrative, and while

aspects of African-American culture such as hip-hop cafelthese ruptures and
‘rough edges’ more overtly than some, they often create new unifying narratives in

the process.

Conclusion

Authenticity is a particularly potent battle ground in hipp: fans, artists,
and critics are quick to distinguistvhat is ‘true’ or ‘real’ hip-hop from the
inauthentic & brief survey of YouTube viewer responses to hip-hop videos ca
attest to this). Historical authenticity is simply orieam of hip-hop authenticity,
albeit a particularly potent and pervasive one. It afisga a number of impulses:
to canonize, to teach, to legitimate; to territoriabiwea response to changes in hip-
hop; and to enclose historical authenticity in an ardnaostalgic space. Hip-hop
historical authenticity involves knowledge of history withis constructed genre,
demonstrated in a number of ways. The use of codes, atusiod quotes become
a form of Signifyin(g), verbal and musical play that reflébe multi-vocal
discourses in hip-hop culture and African-based musics.

While all music engages in some form of musical borrowing th
intertwining concepts of history, borrowing, and authetstiai the hip-hop world
all contribute to intra-generic borrowing as demonstgaa historical authenticity.
As Zamorawrites, ‘| agree with Merleau-Ponty that all cultural texts mtertexts,
but writers and readers respond to their textual traditiordifferent ways and for
different purposes, often according to the importance given by a ctdtitseown

history and the history of its interactions with other u@s (my emphasis
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addedy®® A heavily saturated intertextuality is part androel of the ‘hip-hop
aesthetit, and since hip-hop often has an equally overt relatipnsith history
borrowing from its own history is a key feature within thasic.

Hip-hop textually signals its own history, making listerensre of its past
in a number of ways. A musical shibboleth such as aiclassakbeat or quotation
can educate, demonstrate ‘insider knowledgég and help define cultural boundaries.
Hip-hop’s origins as a performance-based culture rising from therpooé the
Bronx become a soce of its ‘essence’ and a source of authenticity. While not the
only type of authenticity existing in hip-hpwith the genre now at over thirty
years old, historical authenticity will become more digant and widespread as

hip-hop undergoes further processes of canonization.

203 7amora, 127.
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‘People don’t know what I’'m doing basically, because they don’t understand music. All they’re
doing is reacting to what they think it remotely soutils>2%*
—Woynton Marsalis

‘At the turn of the *90s, as hip-hop entered its second decade and gangsta rap dhantkeiingp-
hop’s default mode, a counterstrain emerged, shunting aside nbaetsting and grim urban
reportage in favor of whimsical storytelling, intelliganit still verbally dexterous takes on social
issues, and laid-back samples from old jazz, or att |y, records. Among the leading
proponents of this more reflective style (including DeSaul and the Jungle Brothers), A Tribe
Called Quest was arguably the most accomplisﬁ%f’d.

—*A Tribe Called Quest’, The New Rolling Stone Album Guide

‘For doubters, perhaps rap + jazz will=acceptafiCe.
—Chrigopher John Farley, Time Magazjri July 1993

—Chapter 2—
The Construction of Jazz Rap asHigh Art in Hip-
Hop Music

Recent histories of hip-hop reminisce over an earlievdting of rap music genres,
often deemed &olden age’ in hip-hop music. Considered to begmthe mid- to
late 1980s and ending in 1992, it began with Run-D.M.fGse to popularity and
ended with what Jeff Changlls ‘the big crossover’ in Dr. Dre’s The Chronic®’
For these writers, this golden era represents a timedp&here multiple rap
subgenres co-existed, a flourishing of creativity with a d&enumber of rap
groups able to share market and media space. It was a woele \@&ltists and
groups such as N.W.A., Ice Cube and 2 Live Crew existed inafhenainstream

with Public Enemy, Jungle Brothers, KRS-One, De La Sddlribe Called Quest,

204 Rai Zabor and Vic Garbarini ‘Wynton Vs. Herbie: The Purist and the Crossbreeder Duke It Out’,

in Keeping Time: Readings in Jazz History, ed. Robert Wéford: Oxford University Press,
1999), 342.

205 J. D. Considine and Mac Randall, ‘A Tribe Called Quest’, from The New Rolling Stone Album
Guide, 2004, on Rollingstone.com, available at:
http://www.rollingstone.com/artists/atribecalledquestgbéphy (accessed 1 June 2007).

298 Christopher John Farley, ‘Hip-Hop Goes Bebop’, Time, 12 July 1993, available at:
http://www.time.com/time/magazine/article/0,9171,978844,00.(dacdessed 17 August 2007).

297 See Changan't Stop Won 't Stop, 420. See also ‘Introduction’, The Al Music Guide to Hip

Hop, ed. Vladimir Bogdanov, Chris Woodstra, Stephen Ttsdamewine, John Bush (San
Francisco: Backbeat Books, 2003), viii. In the PBS Special ‘Beyond Beats and Rhymes’, Kevin

Powell defines the Golden Era as from 19B292. William Jelani Cobb defines the Golden era as
1984-1992, with Run D.M.C. as ushering in a new era. Cobb, 47 nfiayalLee McQuillar writes

of the ‘Golden Age’ of hip-hop as from 19891996. For her, this period is defined by the emergence
of so<alled ‘socially conscious’ rap groups. Tayannah Lee McQuillar, When Rap Music had a
Conscience: The Artists, Organizations, and Historic Eventsribpired and Influenced the
“Golden Age” of Hip-Hop from 1989 to 199&New York: Thunder’s Mouth Press, 2007), 1.
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women such as MC Lyte and Queen Latifah, and pop rap B@stHammer:®®

Writers and criticslament the loss of this ‘golden ag€’ in light of the post-1992
hegemony of gangsta rap in the mainstream, which many conaidgoor
representation of hip-hop as a diverse art form.

Numerous rap subgenres existed in the late 1980s/early 1990smpbt si
based on the wide variety of lyrical content, but asdhe eclectic musical styles
sampled. By the late 1980s, sampling technologies had adivarze become
cheaper: many producers switched from the E-Mu SP-1200 to Ak&iddmplers,
which were more flexible and allowed for more complex dampechniques®
Furthermore, copyright lawsuits and sample clearance nat yet the norm. New
producers weredigging in the crates’ from a diverse variety of records, as
epitomized in the groundbreaking 1989 De La Soul alboum 3 Feet HjRiging.

One of the styles which began to be sampled and borrowed din a
consistent basis was jazz. In fact, many of the grobps émerged from this
presumed ‘golden ag€ have been categorized gszz rap’, a subgenre of a larger
category deemk‘alternative rag. By 1993, one writer noted a ‘continued spread
of the jazz epidemié® in rap music, with jazz influences, samples, and
collaborations pervading hip-hop. Rather than draw from onky genre of music
as most studies of popular music have done, | wish tcstiigegte the interaction
between two genres of music, and how the cultural reaepfione affects that of

the other.

208 An example of this is Rolling Stoheissue from 23 August 1990, which has a wide variety of
rap albums their ‘Charts’ section: MC Hammer (#1), 2 Live Crew (#6), Ice Cube (#12), Eric B. and
Rakim (#18), Digital Underground (#21), and Public Enemy (#22). & &atample is from
Billboard’s ‘Top R&B Albums’ from 13 March 1993: (#1) Naughty by Nature, (#2) Dr. Dre, (#5) 2
Pac, (#7) Arrested Development, (#8) and Digable Planets.

209 For more detail on this shift, see Oliver Wang ‘Beatnuts: S/T, Diamond: Stunts, Blunts and Hip
Hop, Main Source: Breaking Atoms, Pete Rock and CL Smoothcaviend the Soul Brothelin
Classic Material: The Hip-Hop Album Guide, ed. Oliver Wahgrfnto: ECW Press, 2003), 32.
See also Schloss, Making Beats;-3 and Miyakowa, 107.

2105 H. Fernando Jr., ‘Hip-hop Alternatives-Greg Osby 3-D LifestylésThe Source, July 1993,
73.
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After outlining and summarizing the status of jazz inrtfe@nstream culture
industries in 1980s America, | will show how a large part ofcthiural reception
of ‘jazz rap took its force from the reception of jazz sonorities (what I call ‘jazz
codes’), linking a dominantjazz art ideology’ to the reception of this rap music
subgenre.

Although any attempt to label stylistically or place rap grouitisin genres
is problematic, as Adam Kris suggests, genre systems are ‘simply reference

points;**

a ‘blunt instrument’ which is a ‘necessary step in grasping representation
in rap.?*? In fact, investigating the creation of genres and categoithin the
music industry and mainstream media can be invaluable for snidieseption. In
other words, while genres are largely stereotypes (or, to invadelegist Max
Weber, ‘ideal types’), they are constructed and used by the media as structural
interpretative frameworks. | use the discursively constdutéem ‘jazz rap’ for
simplicity, since numerous labels, including hip-bop, jazz-hHup, new jazz
swing?'® and jazz hop, were given to artists and groups at e #ll of these
monikers demonstrate that it was the sonorities offriingic, what was identified as
jazz, which helpdto define this subgenre and became part of a laagjernative’

rap imagined communityAlthough any given group samples from a number of
styles, it was jazz that writers and listeners idesdifiand grasped for their
branding. Because jazz was a cultural product familiardgtpular consciousness
of various audiences in 1980s America, it became crucighio rap’ reception.
Jazz and its ideological associations in the 1980s helpeshape identities for

those who sampled from jazz music, informing a hierarchiimvitip-hop largely

based on the art-versus-commerce myth.

1 Krims, Rap Music, 92.
*2bid., 55.
13 Maultsby, 327.
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Jazz and the 1980s

In order to locate the emergence of ‘jazz rap’ and its cultural meanings, it is useful
to consider the state of jazz in the United States irl8&9s. Whileit was not a
radical or revolutionary moment in jazz history, m&@am jazz (largely in the
form of a hard-bop revival) was in the popular consciousié¢smerous forms of
jazz were played, either through revivals of older stytg through new fusions of
jazz with other musical genres. What seemed to domihatpublic jazz discourse,
however, was the notion that jazz was serious art mubke& solidification of what

| call a‘jazz art ideology, largely formed during the bebop era of the 1940s and
50s, was revived in the 1980s, because ‘m@b-classical’ conservative jazz

musicians like Wynton Marsali&o use Gary Giddins’ term).?**

Jazz’s ‘place,
described by Krin Gabbard as theultural ascendance of jazz in the 1980s and
19908,%*® had moved to concert halls, academic institutions, metbse proximity

to the classical section of music stores.

Robert Walser noted thaby the 1980s, jazz had risen so far up the ladder
of cultural prestige that many people forgot it had ewsmbcontroversiaf'® He
cited a 1987 resolution by the U.Sorfgress that declared jazz had ‘evolved into a
multifaceted art form’ and that the youth of Americaced ‘to recognize and
understand jazz as a significant part of their culturdl iatellectual heritagé?*’

For America in the 1980s, rife with Reagan-era ideology dmedoric, it was

important that Americans have an art form which theydaall their own. Jazz

became a symbol for many things: America, democracy, Afiigaericans, and

214 See Gary Giddins, ‘Introduction: Jazz Turns Neoclassical’, in Rhythm-a-ning: Jazz Tradition and
Innovation in the '80s (New York: Oxford University Press, 1985).

215 Krin Gabbard, Jammin at the Margins: Jazz and the AaerCinema (Chicago: University of
Chicago Press, 1996), 136.

1% \Walser, in Keeping Time, 33333.

“bid.
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most important to this study, highbrow art muSftStylistically, the jazz revived
in the 1980s was what Nicholson calls ‘the hard-bop mainstream’,?*® and its
promotion by a number of ‘young lion” musicians (including Wynton Marsalis)
helped usher the music into membership of the culturabaracy.

This jazz‘Renaissance’ occurred in a number of ways, including the touring
of jazz artists, reissues of jazz classics, as a®lthe aggressive marketing af
younger generation of jazz musicians who promoted olgésstFilms like Bird
(1988) and Round Midnight (1986) showed tormented genius musicians, while
Spike Lee’s Mo’ Better Blues (19963° romanticized the jazz world and put jazz in
the cultural consciousness of the hip-hop generafiom terms of print media,
dozens of jazz books and autobiographies were published and reissaete
and accommodate demand during this jazz resurgéhddost famously, Miles
Davis (with Quincy Troupe) released his autobiography in 1989. dela¢h of

prominent jazz musicians revived ihenemory in the media and exposed them to

new audiences. Notable deaths included Thelonious Monk (d. 1982)f Basie

2181t would be counterproductive to engage in a discussiorhaf jazz is, because composers,
performers, and audiences often hold different definitigvisile one would be tempted to say that
the term has lost much of its meaning, its definitiondiasys been a coested cultural site. ‘Jazz’
continues to broaden as a multidiscursive term whosaingekargely depends on the context of its
use; musicians and others often hold very narrow aiud définitions of jazz which clash with
those of others. See Alan Staflige ‘Burns, Baby Burns: Jazz History as a Contested Cultural

Site’, The Source: Challenging Jazz Criticisimno. 4 (2004): 8199.

219 For a more complete description, see Stuart Nicholkarz; The 1980s Resurgence (New York:
Da Capo Press, 1995), vi.

220 One single from the soundtrackMb ’ Better Blues was “Jazz Thing” by the hip-hop group

Gang Starr (MC Guru and DJ Premier). The song tells ats&dnistory of jazz, uses a number of
jazz samples from across jazz’s history, and includes scratching from DJ Premier. The music video
and single brought them national attention and was a prireaspn the group became associated
with ‘jazz rap’ in media reception, though they subsequently tried to distance themselves from the

‘jazz rap’ category. Guru did later engage in collaborative projects with jazz musiciadgiua

series of albums entitle@uru’s Jazzmatazz, having four volumes at the time of this writing.

221 Other jazz films of the 1980s worth mentioning were thet®aker documentader’s Get Lost
(1989) and the Thelonious Monk biopic Straight No Chaser (198@)jazz club imagery
portrayed in these films would feature in various advertisargpaigns, as well as in the promotion
and music videos of ‘jazz rap’ groups like Digable Planets. A number of jazz musicians were
composing jazz-influenced scores for films in the 1980s artyl @@s, including Terence
Blanchard, Tom Scott, Dave Grusin, Mark Isham, Stanley Cladmnie Niehaus, Bennie Wallace,
Grover Washington Jr., Michel Camilo, Michael WolffdaBobby Watson, to name a few.

222 Christopher Harlos, ‘Jazz Autobiography: Theory, Practice, Politics’, in Representing Jazz, ed.
Krin Gabbard (Durham, NC: Duke University Press, 1995);-133.
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(d. 1984), Benny Goodman (d. 1986), and Dexter Gordon (d. 1990). Irarlye e
1990s, three deaths in particular caught the eyes and feidwes wation, including
hip-hop print media: Art Blakey (d. Oct. 16, 1990), Miles Davis $ept. 13,
1991), and Dizzy Gillespie (d. January 3, 1993). Obituaries feataredajor
national newspapergor example, Dizzy Gillespie’s death made the cover of the
New York Times. In hip-hop media, The Source printed agida both Miles
Davis and Dizzy Gillespié” and Vibe magazine included an article on Sun Ra
after his death in 199%*
The Cosby Show, the most successful American sitcom ef1980s,
presented an upper-middle-class black family, used jazz musiesnguests
(including Tito Puente, Dizzy Gillespi@he Count Basie Bandimmy Heath, Art
Blakey and Max Rach) and featured jazz-based scoring as music cues between
scenesThe show ran from 1984 to 1992 and was the number one show incAmer
for five consecutive yearés Linda Fuller commented of the show:
Everywhere on the show, we see material symbols of ayfami
that is living the American dream. The Huxtables appear te hav
moved easily into an upper-middle-class status. Not onlpaite
parents professionals, but also their forebears appedeto
monied. Tidbits from family stories and old friends’
reminiscences let us know that this Black family has been
upwardly mobile for a long time. They aren’t ‘nouveau’ but are
cultured: they appreciate the theater, enjoy a range oicahus
types, and take trips abro&d.

Though the show had been criticized for avoiding issuesace explicitly, it

reinforced jazz’s association with the black middle class, a highbrow sophistication

that perhaps could be juxtaposed against lower-class AfAocaerican

22 Todd Williams ‘Miles Davis: 1926-1991°, The Source, January 1992, 13, 92. Ty Williams
‘Remembering Dizzy’, The Source, April 1993, 22.

224 John F. Szwed, ‘Props’, Vibe, September 1993.

2% Linda K. Fuller, The Cosby Show: Audiences, Impact, and Impdieat(London: Greenwood
Press, 1992), 7. Fuller also dissts Cosby’s link to advertising a number of products; as of the late
’80s, Cosby himself earned over 95 million dollars a yedier-d3.
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representation in popular cult, namely the ‘hood’ films of theearly *90s??° The
notion that cultural tastes are associated with clasmed audiences that the
Cosbys’ proclivity for jazz was linked to their affluent stat@sd this connection
was communicated to American television audiences oge $male.

TV commercials were also associating jazz with affluewith jazz used in
commercials for Chase Manhattan Bank, American ExpréssNissan Infiniti
luxury car, and Diet Cok&’ In 1988, Yves Saint Laurent designed their fragrance
‘JAZZ For Men, which ran ads in Rolling Stone magazine and elsew&re.
Another ad in a 1991 Rolling Stone featured British jazz saxophooisti@y Pine
modelling GAP turtleneck sweate?s.Jazz was marketed with high fashion, partly
inspired by Wynton Mrsalis’ taste for fine suits and that of the other young
musicians who followed his lea@he ‘clean cut’ images portrayed by these jazz
musicians suggest the cultural elite, a higher class ethopared to the working-
class images of many rock musicians. While forms of jst a clean-cut image
before the 1980s (for example, Dave Brubeck and the MadenQuartet), it had
not been as widely associated with highbrow sophisticatiad, with the black
middle class, until the 19804nd as Diana Crane reminds us, ‘Different types of

cultural products are associated with different socratatas a result of variations

226 These films include Boyz n the Hood (1991), dir. John Singl&onth Central (1992), dir.
Steve Anderson, Jue¢1992), dir. Ernest R. Dickerson, and Menace Il Society (1993)Aliert
and Allen Hughes.

227 See Krin Gabbard, ‘Introduction: The Jazz Canon and Its Consequences’, in Jazz Among the
Discourses, ed. Gabbard (Durham: Duke University Press, 1925Kdin Gabbard, ‘Signifyin(g)
the PhallusMo’ Better Blues and Representations of the Jazz Trumpet’, in Representing Jazz, 112;
and Gabbard, Jammin at the Margins, 102; See also RiCltank, Blue Note Records: The
Biography (London: Secker and Warburg, 2001), 182.

228 One example can be found in Rolling Stone 565, 16 November 1989, 1.

229 Rolling Stone 600, 21 March 1991, 2. This was part of a |&gdé? campaign entitled
‘Individuals of Style’, which featured Dizzy Gillespie, Miles Davis, Maceo Parker, Courtney Pine,
and others. See John McDonough ‘Jazz Sells’, Downbeat, October 1991, 34.
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in taste and wealtf*° Jazz as popular cultural capital, began to be marketed with
high fashion and other ‘elite’ tastes.

There was a further institutionalization of jazz in ediocatmiddle schools
and high schools added jazz bands to their lists of dssspuniversities offered
classes and degrees in jazz, and parameters of the wersgccodified for the
purposes of teaching improvisatitt.New educational institutions intended purely
for jazz formed in the 1980s, such as the Monk Institutéaaf in 1986, just one
example of the steady increase in jazz educationthBy, the scope of jazz
education was widespread; jazz improvisation books and methads widely
available (such as those by Jamey Aebersold, David BakerJemg Coker)
borrowing methodologies from classical music training aftdring them to
educate the jazz musician. Mastery of bebop, and theod®ibf hard-bop, were
the basis for contemporary jazz improvisation. Jusb@aspart harmony and voice
leading rules had been codified in classical music edutaparameters were
codified in pzz a jazz musician learned theorrect scales over certain chord
changesblues ‘riffs’, ‘licks’ from canonized improvisers (such as Charlie Parker),
and standard repertoire. Or as Grover Sales commentadeiingly titled book
Jazz: America’s Classical Music (first published in 1984)Monk, Mingus, Dolphy
and the Miles Davis Sextet with Coltrane and Evans will faasicians of the
future, just as Bach and Haydn prepare conservatory gesitigtMany of these

jazz classes were taught by prominent jazz musicians (whothemeable to get a

*Diana Crane, The Production of Culture: Media and the Urban(lfotsdon: Sage Publications,
1992), 33.

231 For a more detailed account of these developmentszreghratio, see ‘Jazz ‘Training: John
Coltrane and the Conservatory’, in David Ake, Jazz Cultures (Berkeley: University of California
Press, 2002), 11245.

232 Grover Salesjazz: America’s Classical Music (New York: Da Capo Press, 1992), 219. As jazz
had moved to msic conservatories in the 1980s and 1990s, according to Stuart Nicholson, ‘it

seemed apparent that academicism was breeding revivalism’. Stuart Nicholson ‘Fusions and
Crossovers’, in The Cambridge Companion to Jazz, eds. Mervyn Cooke and David Horn
(Cambridge: Cambridge University Press, 2002), 250.
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steady gig from teaching in conservatories and universit®&s Eric Nisensen
wrote ‘The teachers for the most part were of the same genmeest Ellis Marsalis
[Marsalis’ father, b.1934], so naturally they taught courses ingatt'doxy based
on the period they knew the best: the post-bop of the 18&0s and early
1960s:7%

Wynton Marsalis, more than any other individual, plagadmportant role
in the legitimization of jazz in the 1980s. A trumpet plaged composer from
New Orleans, he was the first recording artist to hold ardecontract in jazz and
classical music simultaneously (at age nineteen, withrlma Records), and the
first artist to win Grammys in jazz and classical in tame year (1983, repeating
the feat in 1984). He co-founded Jazz at Lincoln CentdQ8v, firmly placing
jazz in the concert hall on a regular baBisscribed by Francis Davis as ‘rebelling
against non-conformity”>* Marsalis held narrow views of jazz that chamgion
the great composers of acoustic jazz while dismissing anyaooustic jazz as a
debased derivative of a pure art form. He was even mauptibdismissive of
pop music and hip-hop. Influenced heavily by jazz ideologiestaril®/ Crouch
and Albert Murray, Marsalis became, to quote Richard Ca¢kzz media darling
in an age when theémply weren’t any others’?* Being the subject of interviews
in magazines, television, and newspapers as well as hostimgpijagrams on
National Public Radio and the Public Broadcasting Systearsdfis became the
rare case of a cultural producer (musician/composer) whs also a cultural
intermediary, a public intellectual whose influence @ddioundaries, definitions,
andtastes for the public. He was (and still is) a gatekeeper of the ‘jazz tradition’

and reaffrmed the notion that jazz was ‘Americds classical music’.

233 Eric Nisensen, Blue: The Murder of Jazz (New York: Da Ggss, 2000), 219.

234 Francis Davis, ‘The Right Stuff’, in In The Moment: Jazz in the 1980s (New York: Da Capo
Press, 1996), 29.

2% Cook, 2123.
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By 1990, Marsalis appeared on the cover of Time magazine (&be€dc
1990) under the heading ‘The New Jazz Age’. He was declared dull-fledged
superstar’, the article placing his gross income in the seven-figamge. Downbeat
dubbed the 1980s as “Wynton’s Decade’, recognizing him as the chief catalyst for
the jazz resurgenc@® As ore writer commented, Marsalis’s ‘neo-traditional stance
almost instantaneously [had] becothe norm for contemporary jazz’.>*” While
many other forces and individuals contributed to a jazdadlogy, Marsalis was
emblematic of its 1980s incarnation and largely responsible its wide
distribution. As an outspoken and unavoidable presence in I8&0stream jazz,
Marsalis was a powerful cultural intermediary in the ¢targion of jazz as art
music?®

Acknowledging no time and place to be ideologically hoemapus, the
cultural constructions of jazz as a ‘serious music’ in the 1980s became the
dominant ideology in the media discourse, associating jazh waiffluence,
sophistication, and a highbrow aesthetic which resisigzl@nsidered a ‘popular
music.?*° Jazz (or sonorities identified as jazz) was accesgibthe 1980s, and
the political legitimacy of jazz would affect the rptien of those who borrowed

its sonorities (whether they intended it or not).

236 Howard Reich, ‘Wynton’s Decade’, Downbeat, December 1992.

237 Steve Futterman,  Review of Tune In Tomorrow. The Original Soundtrack by Wynton
Marsalis, Rolling Stone 599, 7 March, 1991-85.

238 For more on ‘cultural intermediaries’, see Keith Negus, ‘The Work of Cultural Intermediaries
and the Enduring Distance Between Production and Consumption’. Cultural Studies 16, no. 4
(2002): 501515.

39 Of course, there were multiple forms of ‘jazz’ in the 1980s, with a number of ideological
connotations. Two worth mentioning are more avant-gatr@ams of jazz, exemplified by John
Zorn and Anthony Braxton, and smooth jazz, which was adlighgrsion of fusion from the 1970s.
‘Smooth jazz’ artists such as Kenny G and David Sanborn are often the focus of criticism from jazz
purists, but their albums were commercially successfuldil#80s, becoming its own significant
jazz subgenre. But what emerged overall in the 1980s wasiieaid notion that jazz, styles of
jazz championed by Marsalis, was a highbrow art mirgked with sophistication and affluence.
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Jazz Rap

As stated previouslyazz’s mainstream in the 1980s was not a revolution or
an evolution, but a revival of older styleSonversely, hip-hop artists began to
think about and perform music of the past differenthgt finrough the technology
of the turntable, then with samplers and other stud@hriglogy to create
something new. Both hip-hop and jazz were said to benyghanomena, began as
dance music, and shared rhythmic similaritiefg-Hop and 1950s/60s hard-bop
jazz were stylistically defined by a dominance of the bat#hough both were
largely the product of African-American creativity and innawat in the 1980s,
jazz and rap music were at different stages in theieldpment. Improvisation
(more specifically, the ability to improvise in the generiom) was linked to
authenticity in both jazz and higep.?*° For mainstream jazz, it was what one does
with the past that makes one authentic, as well asctheical mastery of one’s
craft; in certain subgenres of higp, one’s ability to freestyle (improvise raps on
the spot) andbattle rap is the sure sign of authenticity in certainderground’
rap circles demonstrated in mainstream films such as the Eminem quawse-Bio
Mile.2**

Rap groups such as De La Soul, A Tribe Called Quest, Gang &tdlrr,
Digabk Planets emerged from the late *80s/carly *90s with labels for their music
such as jazz rap, jazz-hop, jazz hip-hop, hip-bop, newsaazg, alternative rap,

and other$?* Most overtly, jazz andip-hop’s shared African-American musical

240 Reginald Thomas, ‘The Rhythm of Rhyme: A Look at Rap Music as an Art Form from a Jazz
Perspective’, in African American Jazz and Rap: Social and Philosophical Eweions of Black
Expressive Behavior, ed. James L. Conyers (London: Mckba&abompany, Inc., 2001), 16%66.
241 0n the production side, technical skill and expertiseprhiop is similarly expected and admired
as technical skill is in jazz. Schloss makes the useful analogy that ‘Peers would consider a producer
who did not own canonical records to be unprepared, imntnesame way that jazz musicians
would criticize a colleague who did not know the changes to “Stardust”.” Schloss, Making Beats,

38.

242 <Jazz rap’ or ‘alternative rap’ had also been deemed (and dismissed as) ‘college boy’ rap, no

doubt influenced by the highbrow topics of groups like Digable Planets and jazz’s associations with
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lineage became a focal point (by the artists themselvegekhss journalists and
academics) in the consttitn and reception of ‘jazz rap’. Q-Tip of A Tribe Called
Quest explained what he perceived as similarities in jam fap-hop ‘Both
musics came from the black underclass, and both areexprgssive. There were
so many similarities, and that made it even betterripplit and rhyme over it*3
Pragmatically speaking, these artisgmrents and siblingsoften had record
collections which could be used to samfeln fact, some rap artists had jazz
musician parents, most recognizably rapper Nas, whose r fafihe Dara
occasionally performsn his son’s albums. Rapper Rakim (of Eric B and Rakim)
was a saxophone player and had a mother who was a woédgazz and opera
singer®*® Turntabilist Grandmaster D.ST (later DXT)’s father managed jazz
musicians like Clifford Brown and Max Roaéff. As Butterfly of Digable Planets
raps, ‘my father taught me jazz, all the peoples and the anfitenpeanuts with
the Dizz and vibe with Lionel Hamptaff"’ In many ways, hip-hop and jazz can be
seen as separate cultural institutions, which throughagge intensify their social
capital through ideological and collaborative alliances.

Although Africentric lineage and aesthetics are, for a lpay¢, substantial

motives in sampling jazz (and its reception), | woué lio probe the phenomenon

college-educated, middle-class audiences. Many groups, s@chrése Called Quest, did become
popular on college campuses before expanding to a wider audznitegye radio stations had
successful underground hip-hop communities which wouldatganize hip-hop events on campus.
See ChangCan’t Stop Won't Stop, 422; Shawn TayloPeople’s Instinctive Travels and the Paths

of Rhythm (New York: Continuum, 2007), 66; Krims, Rap Music, 65.

24*Quoted in Brian Coleman, 447.

244 One example of a producer influenced by his parents’ jazz tastes is DJ Premier. See Ty Williams
‘Rap Session—Hip-Bop: The Rap/Jazz Connection’, The Source, Sept. 1992, 21. See also in Toop,
189; and Brian Coleman, 16165, 235.

245 Chang,Can’t Stop Won't Stop, 258.

24 Fernando, 140.

247 Butterfly, “Examination of What” (track 14) on Digable Planets, Reachin’ (A New Refutation of
Time and Space), (1:45
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from a different anglé?® In the specific historical moment of the 1980s, as jazz
sampling flourished, the proliferation of a jazz as mdsic ideology had a
profound effect on the reception of jazz rap. Rathen fazzbeing associated with
‘the street it had associations with the black bourgeoisie in maiastreception
Many groups that sampled jazz were part of a loose cokechilled the

Native Tongues: the Jungle Brothers, De La Soul, and AeT@alled Quest
formed in New York in 1988, rapping politically and socially cooasi lyrics
while promoting Afrohumanistic identities. They were inspibgdhe Zulu Nation,
and New York City most directly influenced both their jazzareness and their
knowledge of early hip-hop. Shawn Taylor constructed phigicular branch of
alternative hip-hop in terms of a lineage amongst thev&lafongueg*® He
describedthe Jungle Brothers as the ‘worldly, educated, yet cool, eldeibkngs’
and De La Soul as the ‘hyperactive middle chifcd?® With regard toA Tribe Called
Quest, in terms of sound and ethos, Taylor placed ATTC&spectrum in between
De La Soul and the Jungle Brothers:

While ATCQ was a sample-heavy group, they steered away from

the ubiquitous funk and old-school soul samples of tiediow

Tongue members and embraced rock and roll and jazz; this

musical form would become their signature style, in bidlom

on their stellar sophomore offering, The Low End TheofjyC®

was positioned equidistant between De La Soul and thdelung

Brothers. They were socially relevant, proudly black and

whimsical, quirky and confident, a near perfect amalgamation

the other two groups. But don’t get it twisted: Tribe hit our
eardrums on their own terms, with a sound that waseitstfr*

Taylor identified jazz saorities, in opposition to the ‘ubiquitous funk’ samples of
the other groups, a crucial observation which was inflaemtithe construction of

the subgenre.

248 The term Africentrisms’ is used in Paul Gilroy, The Black Atlantic: Modernity and Double
Consciousness (London: Verso, 1993), 85.

249 Taylor, 7.

% pid., 7-8

?*1bid., 9-10.
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As suggested by Krims in his genre classification, the angs imagery of
these groups often displayed a bohemian etffofkeferences would span
numerous countercultures, from hippies to Five Percenilture, beatniks and
blaxploitation film. In the case of Digable Planetsevweferences to bebop and
hard bop musicians were side by side with their renderingxddtential and
Marxist philosophies. Album titles such as Digable Bigin Reachin’: A
Refutation of Time and Spacend A Tribe Called Quest’s People Instinctive
Travels and the Paths of Rhythm project the complexity of subyjatter through
an insider language difficult to decipher (similar to ctergbebop song titles such
as “Epistrophy” and “Ornithology”). The obscurity of their lyrics combined with
jazz sonorities both signalled a higher artistic glaitne notion of rap as high art
and expander of consciousness.

| would argie that the construction of an ‘alternative’ to the mainstream in
rap was also the discursive construction of a high artmwitie rap music world. |
hesitate to use the terrhigh art because of its association with classical music,
but when discussingjazz rap’ as a high art, | do not mean a high art within a
general society or culture, but a high art within the hip-ivorld. To discuss rap
music or hip-hop as an art form, writers will construstt@in groups or genres at
the top of an authenticity hierarchy, juxtaposed agaimstawer ‘mass culture’ of
gangsta rap and pop rap. Although artists, reviewers and aih@nentators may
not use the t@ns ‘high art’ or ‘mass culture’, the function of their reception creates

this distinction which has been used for at least a cemtukmerican culture.

52 Krims, Rap Music, 6570. Bohemianism is certainly a feature of the bebop ethdshe
language and style of the 1950s ‘hipsters’. See Philip Ford, ‘Somewhere/Nowhere: Hipness as an
Aesthetic’, The Musical Quarterly 86, no. 1 (2002):-49.
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Notation of Examples/Jazz Codes

Identifiable elements which have come to symbolizz jare what | call
‘jazz codes’, such as a walking acoustic bass, saxophones, muted triandes,
jazz guitar to name a few. It may be worth restating Ithat more concerned with
reception than intention or accurately locating & jgaample source. As Steve
Redhead and John Streetve written, ‘Authenticity is rarely understood as a
question of what artists “really” think or do, but of how they and their music and
image are interpreted and symboliz&d.So when Marsalis complained that his
listeners are simply ‘reacting to what they think it remotely sounds k¥ he
acknowledged that authorial intent (or performer interdly rdiffer greatly from
audience interpretation. No matter how many programmes ratéalks Marsalis
provides his audiences, though these certainly can have rniodudne can not
restrain the mediation of other sources (such asifbations of or comparisons
with other cultural forms). Fogxample, an acoustic bass may signify a ‘live’ jazz
aesthetic, even though it may be achieved through dgatapling. If a rap group
samples from a 1970s funk horn line, in its old contextaly be identified as
funk, but in the newer context, the instrumentation af and trumpet may be
interpreted as jazz. In regards to meaning, how the souimierpreted is more
important than where the sample came from.

A jazz code may also be defined as what Philip Tagg cakgrae
synecdoche-an instrument or musical structure that has connosatidranother
style or genre, as a synecdoche is a part of somethindp whiistitutes the whole
concept or object. Tagg writes:

In verbal language, a synecdoche denotes a figure of speech
which a part substituteld whole, as in the expression “all hands

253 Steve Redhead and John Street, ‘Have I the Right? Legitimacy, Authenticity and Community in
Folk’s Politics’, Popular Musid, no. 2 (1989): 180.
254 Zabor and Garbarini, ‘Wynton Vs. Herbie’ in Walser, Keeping Time, 342.
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on deck” ... A musical synecdoche is by analogy any set of
musical structures inside a given musical style that reder
another (different, “foreign”, “alien”) musical style by citing one
or two elements supposedlbe typical of that “other” style when
heard in the contexbf the style into which those “foreign”
elements are imported. By citing part of the other stiie,
citation alludes not only to that other style in its \=hyi but also
potentially refers to the complete genre of which thaeotmusic
style is a subsét?

In ‘jazz rap’, this may be achieved by the timbre of a particular instrument (e.g.
saxophone) and the jazz performance approach to an instrument (e.g. ‘walking’
acoustic bass lines).

According to John Fiske, writing about television, coflegtion in a‘rule-
governed system of signs whose rules and conventiomsslaared amongst
members of a culture. used to generate and circulate meanings in and for that
culture:®*® Codes, like music genres, simplify in order to clarifyd acategorize
what is an extremely heterogeneous reality. The auditieceinterprets meanings
with regard to these codes, actively constructing frotexa And since texts are
not fixed entities, a particular interpretation willaclge that text. It is not simply a
transmission from media to individual, but a conversatietween the two. As Joli
Jensen has written, ‘Culture isn’t a message being transmitted, via a sender to a
receiver. Communication is not linear, and the sendesaye-receiver
transmission model of communication has largely beemddned, in favor of a
more interpretive, cultural, ritual viel#>’ Media attempt to fix these unfixed texts
within genres and labels, but these texts are always gfteonstant shifts and

change, interpretation largely depending on the persgeofithe listener and/or

255 philip Tagg, Introductory Notes to the Semiotics of Musiersion 3 (1999), 2627, available at:
http://www.tagg.org/xpdfs/semiotug.pdf (accessed 22 August 2009).

256 John Fiske, Television Culture (London: Methuen, 1987), 4.

57 Joli Jensen, Is Art Good For Us?: Beliefs about high cultufenerican Life (New York:
Rowman and Littlefield, 2002), 6.
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interpretive  communities. In the context of jazz rape socially situated
interpretations are with respect to the 1980s mainstreanajareology.

A note on the transcriptions: unfortunately, transcriptio score does not
explain or show some of the most important elemenjagzafcodes, in other words,
what make them a synecdoche of the jazz genre. Réidnersyntactical processes
(melody and harmony and other musical features thabeampresented in score
notation) being the most important parameters, elemenish as timbre,
instrumentation, and performance approaches are arguabtyimportant to jazz
identity. Jazz as a performance approach produces aupertiazz feel (notably,
‘swung’ quavers and expressive sub-syntactical microrhythmic variations}® as
well as timbre (of the particular ‘jazz’ instruments and the timbre created by jazz
performance approaches to those instruméritshdmittedly, this is better shown
through recorded excerpts than the ‘categorical perceptioff® represented in a
musical score. It is the sub-syntactical level of esgixe timing (what contributes
to Keil’s ‘engendered feeling’) that characterizes a ‘swing feel. As Butterfield
argues, the groove in jazz is not from syntactical mse® but expressive
microtiming at the sub-syntactical lev&t.In a more abstract manner, David Horn

writes:

258 Matthew W. Butterfield, ‘The Power of Anacrusis: Engendered Feeling in Groove-Based
Musics’, Music Theory Online 12ho. 4 (2006). These variations can either be behind the beat (‘lay
back’) or in front of the established tempo (‘drive’ or ‘push’).

259 Cooke also notes the importanut sonorities in jazz: “The concept of sonority as structure has
become an increasingly valid way of approaching jabsther investigating the largely
predetermined balancing of tonal contrasts in Jelly Roll Morton’s music of the 1920s or comparable
achievements by Ellington, swing bands, Claude ThornhillEs#dns or the Miles Davis nonet. The
adaptation of idiosyncratic instrumental timbres to egpive ends has always been a characterizing
feature of the finest jazz improvisations, and andiefj characteristic of Ellington’s soloists from

the late 1920s onwards.” Cooke, ‘Jazz Among the Classics’ in The Cambridge Companion to Jazz,
156.

260 <Categorical perception’ is a term that Eric Clarke uses to describe the way we perceive music in
certain duratinal categories (such as quaver, crotchet, minim, etc.). See Eric Clarke, ‘Rhythm and
Timing in Music’, in The Psychology of Music, ed. Diana DeutcH,e&. (Burlington: Burlington
Academic Press, 1999), 490.

261 Butterfield argues that it is the strategic manipulation of anacrusis that drives an effective
groove.’ Butterfield, 4.
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There is one further, fundamental way in which jazz aeguan
identity, and that was through its sound, or, more acdurise
combination of sound, rhythm and timing Whatever music

jazz found itself alongside, it retained the ability gound

different26?

Jazz as sonority, timbre, and engendered feeling help ptwveexistence of
identifiable jazz codes. The transcriptions are a shodhwvay of locating their
structures in the music on the syntactical level, betrdtordings themselves are
more sufficient in proving how the music actually worksartist, media, and fan
cultures. What follows are detailed descriptions of ‘jazz codes’ in the lyrics,
imagery and ‘beats’ of two canonical jazz rap groups: A Tribe Called Quest and

Digable Planets.

A Tribe Called Quest

A Tribe Called Quest was formed in Queens, New York City,988. The
members of the group were producer/DJ Ali Shaheed Muhammad, MC/produce
Q-Tip (Jonathan Davis), and MCs Phife (Malik Taylor) alatobi (only on the
first aloum). Their first aloun®eople’s Instinctive Travels and the Paths of Rhythm
(1990) featured a number of jazz samples; the group was adtepared to their
Native Tongue colleagues De La S6Ul.For example, John Bush write)ne

year after De la Soul re-drew the map for alternatiye fellow Native Tongues

252 David Horn, ‘The Identity of Jazz’, in The Cambridge Companion to Jazz, 29.

253 De La Soul’s debut album 3 Feet High and Rising (1989) is worth mention in this context
because it has become somewhat of a landmark in hip-stmpibgraphy for ushering in a new era
in rap music, not to mention ‘jazz rap’, because of their drastically different styles in image, lyrics,
and music sampled. Neil Kulkarni wrote of 3 Feet High andhRi&iat ‘It was as if we’d been
watching a black and white movie for nigh on a decadetmrgomebody came in and asked for
the remote and revealed it had been in colour all along.” Kulkarni, ‘De La Soul, “The Magic
Number’”, 37. Imagery of flowers and bright colours on the album were reminiscent of hippie
culture and according to the group, wgn@moting a ‘D.A.L.S.Y. (Da Inner Sound, Y’all) Age’.

The album sampled a wide variety of records: from Fréesons, to the Turtles, Steely Dan, to
Hall and Oates. Many tracks contained a string of sariples, creating a collage-like effect.
Media reception identified many of these samples, asasahe use of humour and the middle-
class ethos of the group (as ‘alternative’ to more political rap like Public Enemy). When The Turtles
sued De La Soul for copyright infringement, the music trexcéocal point again, setting a precedent
that stifled future digital sampling creativity. Nevegtess, De La Soul became the inspiration for
other groups seeking differemiusical sources to follow an ‘alternative’ mould.
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brothers A Tribe Called Quest released their debut,qtnet beginning of a
revolution in non-commercial hip-hdf>* The label ‘non-commercial hip-hop was

a constructed myth since their albums were for saleumenous stores, and
therefore werécommercial’. But what Bush and others presented was the idea of
an authentic orhigh art rap music which is an alternative to mass culture rap
music, purportedly motivated by commercial interests.

A Tribe Called Quest’s first album, People’s Instinctive Travels and the
Paths of Rhythm, was released on April 17, 1990. Leader Q-Tip was Kodwm
hop audiences from his guest rap on “Buddy” on 3 Feet High and Rising (with
fellow Native Tongues Afrika and Mike G of the Jungle BrosheAn excerpt
from Q-Tip’s third verse from “Push it Along” will demonstrate the abstract nature
of their lyrics:

Money gives a nudge to the poet star bandit.

Control it, then recluse it, follow, you won’t lose it.

Mysterious is the tribe for we choose it.

Although she’s flippin’ crazy, give my love to Gracy.

God,could you help ’cause this Quest is crazy spacey?

The pigs are wearin’ blue, and in a year or two,

We’ll be goin’ up the creek in a great big canoe.

What we gonna do, save me and my brothers?

Hop inside the bed and pull over the covers.

Never will we do hat and we ain’t tryin’ to rule that.

We just want a slab of the ham, don’t you know, black?
Such insider language suggested a locally formed culture meigiotner groups
The album included a diverse array of breakbeats, simgtcand other sounds
(such as frogs, “The Marseillaise”, Jimi Hendrix, Spanish guitar, sitar, harmonica,
timpani, bongos, speeches).

The album presented a number of jazz codes in its sextioré. “Push it

Along” used jazz guitar throughout and featured an alto saxophdmefser the

264 John Bush, ‘People’s Instinctive Travels and the Paths of Rhythm’, allmusic.com, available at:
http://www.allmusic.com/cg/amg.dll?p=amg&sql=10:kzfexqlgldtecéssed 3 July 2007).
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second chorusSaxophone was alsfeatured “Youthful Expression”, and horns
(trumpets, trombone, and saxophpo@ “Go Ahead in the Rain” and “Luck of
Lucien’. “Luck of Lucien” and “Bonita Applebum” included jazz guitar, and a
Fender Rhodes keyboard was usedboth “Bonita Applebum” and “Push it
Along”. “Can I Kick It?” contains an acoustic bass riff which features prominently
in the intro and throughout the entire song.

Example 2.1—“Push it Along” (0:51) [CD Example 12]

"Push it Along"
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Most of the jazz codes on the album are located witienaforementioned songs;
but it would be their second album that would be more ingraiigdthe concept

of'a cohesive ‘jazz rap’ album.

110



The Low End Theorytheir second albunwas released on September 21,
19912%° The album featured jazz bassist Ron Cartef\amses from the Abstract”,
and jazz samples span the entire album. Acoustic bemsired heavily on
“Excursions”, “Buggin Out”, “Verses from the Abstract”, “Skypager”, saxophone
on “Check the Rhime”, “Jazz (We’ve Got)”, “Butter” and vibes on “Vibes and
Stuff’. True to the titlethe album suggests an emphasis on the ‘low end’ of their
sound, with the acoustic bass as a prominent jazz sigmifigis context.

Example 2.3—Butter” (1:38) [CD Example 14]

"Butter" - Chorus
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One recurring theme in Qip and Phife’s lyrics (on The Low End Theojy
was criticism ofthe music industry and of more ‘commercial’ pop artists, R&B,
and ‘new jack swing’.?®® The song “Show Business” expressd the difficulties of
working in the rap music industr®-Tip raps:

Let me tell you ’bout the snakes, the fakes, the lies
The highs at all of these industry shing-dings
Where you see the pretty girls

In the high animated world...

| gotta speak on the cesspool

It’s the rap industry and it ain’t that cool

Only if you’re on stage or if you’re speakin’ to your people
Ain’t no-one your equal

Especially on the industry side

Don’t let the games just glide

Right through your fingers, you gotta know the deal.

Q-Tip also criticized the music industry and sets himself dpart pop rappers in
the album’s first single, “Check the Rhime”:

Industry rule number four thousand and eighty,

55 The ‘low end’ can have multiple meanings, such as a focus on the lower freggseincthe
musical spectrum or a focus on the buttocks or ‘booty’.

256 New jack swing was a style from the late 1980s/early 1880@gused hip-hop and R&B into a
hybrid pop style. Notable producers include Teddy Riley, Jirdam and Terry Lewis.
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Record company people are shady.

So kids watch your back *cause | think they smoke crack,

I don’t doubt it. Look at how they act.

Off to better things like a hip-hop forum.

Pass me the rock and I’ll storm with the crew and ...

Proper. What you say Hammer? Profjér.

Rap is not pop, if you call it that then stop. (2:544)
In addition to his criticism of the music industry, iretkame song, Q-Tip takes a
jab at ap scapegoat MC Hammer, saying, ‘Rap is not pop, if you call it that then
stop’. Q-Tip goes as far as not only to refer to himself appem but alsas ‘The
Abstract poet, prominent like Shakespéaf® And Phife invokes a similar
distancing from pop on their second single, entitiazz (We’ve Got)”, when he
claimedthat their songs are ‘Strictly hardcore tracks, not a new jack swi2;02).
The chorus ofJazz” contains a sample of Lucky Thompson playing the first four
bars of the jazz shdard “On Green Dolphin Street”. The song opens with the
group chantingWe’ve got the jazz’ repeatedly with a jazz drummer (on brushes)
and an acoustic bass pedal point.

“Check the Rhime” features a saxophone phrase during the chord® and

“Buggin Out” and “Jazz” include an acoustic bass, jazz signifiers which
accompany QFip and Phife’s opinions on other genres of musiEurthermore,

these jazz codes make swbontrast audible, in other words, sampling jazz (with

its high art connotations) providednusical alternative to R&B and pop rap

257 The term ‘proper” is a reference to the catchphrase used by MC Hammer in a 1991 Pepsi
commercial, which introduced him as ‘MC Hammer: rap star and Pepsi drinker’.

268 «Bxcursions” (3:19)

%9 This phrase is sarhql from “Love Your Life” by the Average White Band from Soul Searching
(1976) (also sampled by Fatboy Slim for “Love Life”). The song also samples “Hydra” by Grover
Washington Jr. from Feels So God@75) and the bass line from Minnie Riperton’s “Baby This
Love I Have” and Steve Miller Band’s “Fly Like an Eagle”.
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Example 2.4—“Check the Rhime” (0:05) [CD Example 15]

Check the Rhime
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Just as Wynton Marsaliand other ‘neo-classical’ conservative jazz
musicians in the 1980distanced themselves frofpop musi¢ as other, A Tribe
Called Quest was also distancing rap from p8pn order to classify A Tribe
Called Quest as ‘true’ hip-hop, Q-Tip defined himself against pop rappers like MC
Hammer. Bothtbeat and‘flow’ work together to generate this sense of authentic
or ‘uncommercial’ identity. A Tribe Called Quest was using the long-standing art
versus-commerce myth, notions of authenticity thaignaljazz, so-called
‘alternative’ rap, and other musics. Similarly, criticizing the populassim industry
positions A Trbe Called Quest on the ‘outside’, again distancing them from
associations of corruption and decay often attributed &s mmausic.

Another example of this pop/rap binary on the Low End Theofypm the
first track “Excursion$. After a four-bar bass intro (with no drums), Q-Tip réps
following verse (to the solo acoustic bass accompaniment)

Back in the days when | was a teenager
Before | had status and before | had a pager
You could find the Abstract listening taphhop
My pops used to say it reminded him of bebop
I said, well daddy don’t you know that things go in cycles
The way that Bobby Brown is just ampiiike Michael.
In the opening lyrics, we have the acknowledgement ofAthieentric lineage

from bebop to hip-hop but again we also have juxtapositonthe one hand,

between black ‘pop music’ such as that of Michael Jackson and Bobby Brown, and

270 Of course, this distancing from pop had been a phenonimiore the 1980s: bebop musicians
distanced themselves from ‘commercial’ swing music of the 30s and 40s and rock and punk

musicians have often defined themselves against pop @3 Bnid interviews. Even earlier, Louis
Armstrong received criticism for surviving the Deies by having a singing career on Broadway.
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on the other hand, hip-hop and beb@p.in “Buggin Out”, “Excursions” opens
with an acoustic bass figure that loops throughout the ¥dng.

Example 2.5a—“Excursions” (0:00) [CD Example 16]

"Excursions” - A Tribe Called Quest

The acoustic timbre sampled here projects the ideologgmausical authenticity
that finds its roots in the legitimacy of both folk nwand jazz. On the chorus,
they also sapie an excerpt from the poem “Time” from The Last Poets, a

borrowing of both lineage and the cultural prestige @&tpo

Example 2.5b—“Excursions” (1:40)

"Excursions" - A Tribe Called Quest
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21 This bass riff is from “A Chant for Bu” by Art Blakey and the Jazz Messengers. The original is

in % time, and producer Q-Tip was able to copy-and-ghetérst two quavers of the bar to create a
beat in common time: ‘I took the original bass line, which was in % time, and I put a beat onto the

last measure to make it 4/4. | made the drums underneathk,ssodt had that big sound. And | put
a reverse [Roland TR-] 808 [drum machine] behind it, rigtibre the beat actually kicks in. | loved
that Last Poets sample on there, too.” Quoted in Brian Coleman, 443.
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Theidea of being ‘uncommercial’ (not ‘selling out’) wasa characteristic of
authenticity found in a number of music genres and easst&r back as romantic
notions of transcendence and timelessness in nineteentary music. Bourdieu
has written about the idea of economic disintrestedagss bourgeois production
illusion:

If economics deals only with practices that have narrowly
economic interest as their principle and only with goodsdha
directly and immediately convertible into money (whichkes
them quantifiable), then the universe of bourgeois produatioin
exchange becomes an exception and can see itself anditprese
itself as a realm of disinterestedness. As everyone knows
priceless things have their price, and the extremeculify of
converting certain practices and certain objects intmeyois
only due to the fact that this conversion is refused @ wry
intention that produces them, which is nothing other ttien
denial (Verneinung) of the econorfiy.
Groups like A Tribe Called Quest distancé@mselves from ‘pop music’ by
suggesting that the latter is solely interested in emingrofit. Borrowing from
jazz, A Tribe Called Quest used a music whose status wasigised as a national
‘art form’, and which also espoused the appearance of economiedisieidness.
Both Wynton Marsalis and A Tribe Called Quest used economiaide@ quality
of bourgeois production, as testimony of their authentfity

In terms of media receptionjazz rap’ groups like A Tribe Called Quest
were often defined by their sounds in ways that their espatts in other genres
could not be. To quote Crart€ultural information that is already familiar because
of its associations with previous items of culturenisre readily assimilated into

274
e,

the cor the ‘already familiar’ being sonorities (and attached ideologies) of

mainstream jazz in the 19808Bhe ‘core’, in this case, is the jazz as focal point or

22 pierre Boudieu, ‘The Forms of Capital’, in Handbook of Theory and Research for the Sociology
of Education, ed. John G. Richardson (London: Greenwood Press, 2936)

213 Marsalis frequently spoke out against ‘commercialism’ in music. These debates in jazz have long
preceded Marsalis, two examples being jazz fusion in the 1970s and bebop’s distancing from swing
music in the 1940s.

2 Crane, 10.
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framework in reviews and articles about these rap groupspant media such as
Rolling Stone The SourceVibe and Rap Pages contextualized the jazz samples in
terms of class, artistic achievement, and evenligeekce.

One Rolling Stone review describélt sounds as ‘funkified quiet-storm
pseudo-jazz you might expect young Afro-centric upwardly reskid indulge in
when they crack open that bottle of Amaretto and cuddle upomt bf the gas
fireplace plenty of sweet silky saxophon&$® John Bush wrote ‘Without
guestion the most intelligent, artistic rap group during the 1980Fribe Called
Quest jump-started and perfected the hip-hop alternativertdcore and gangsta
rap.?’® One writer expressed that the Low End Themigmonstrated that hip-hop
was an aesthetic every bit as deep, serious and wortkhghgras any in a century
plus of AfricantAmerican music... giving a rap the same aesthetic weight as a
Coltrane sold.?”” Journalist Brin Coleman wrote of the group, ‘Every time they
hit the studio they added a serious, studious, jazz edge to dheiemely
innovative productionsz.mA record reviev for their third album wrote, ‘This non-
blunt smoking, gun-toting, bitch beating trio rely solelytbair street poetry, Zulu
delivery and bebop beats to get you up off your ass and iatoetiord storé?’”®
Other adjectives used in the media suggestedhey were ‘more cerebraf®® than

other styles, had a ‘more intellectual benf® and were ‘more reflective.?®? Many

25 Chuck Eddy, ‘Review of People’s Instinctive Travels and the Paths of Rhythm’, Rolling Stone
576, 19 April 1990, 15.

27® JohnBush, ‘A Tribe Called Quest’, allmusic.com.

277 peter Shapiro, The Rough Guide to Hip-Hdfi,€2l. (London: Rough Guides Ltd., 2005), 363,
365.

28 Brian Coleman, 435.

29 dream hampton, ‘Record Report—Midnight Marauders’, The Source, December 1993, 88.

280 Bjg B, ‘Record Report—Arrested Development’, The Source, May 1992, no. 32, 56. See also
‘Jazz Rap’, in The All Music Guide to Hip Hop, ix.

281 <Given its more intellectual bent, it’s not surprising that jazz-rap never really caught on as a
street favorite, buttn it wasn’t meant to.” ‘Jazz Rap’, The All Music Guide to Hip Hop, iX.An
intellectual dimension in rap music also defies categtoizalts most prominent practitioners, De
La Soul, represent a distinct middle-class, high-brove stfrap that rejects the props of the
gangstas or the Afrocentrists.” William Eric Perkins, ‘Youth’s global Village: an epilogue’, in
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of these descriptions are in comparison with an otleal,ar imagined, to describe
the music as ‘artistic’ or as an ‘aesthetic’— in other words, a (bourgeois) high art

comparable to jazz.

Digable Planets

Formed in 1989Members Butterfly (Ishmael Butler, from Brooklyn)
Doodlebug (Craig Irving, from Philadelphia), and Ladybug (Mary Xiera, from
Maryland) began to write music and shop their demo tddaBReachin’ (A New
Refutation of Time and Space), their 1993 deddoim, sampled from multiple jazz
sources on nearly all of the songkheir single “Rebirth of Slick (Cool Like
Dat)**®® was released in November 1992 in anticipation of the February 1993
album release. A performance on the sketch comedw shoLiving Color am
January 3, 1993 led to a leap in single sales. “Rebirth of Slick” received heavy
radio airplay by January, the accompanying music vides pvavalent on both
MTV and BET, and it had sold 400,000 copies by early FebAfaf{Rebirth of
Slick (Cool Like Daj” reached number one on the Billbodktbt Rap Singles’ on
Feb 6, 1993 and received a cover article that month in Biltbozagazine, due in
part to the unexpected popularity of their single.

More than the othetalternative’ or ‘jazz rap’ groups at the time, Digable
Planets most overtly flaunted jazz connections andreates, mentioning jazz

musicians in many of their lyrics. Their bohemian imagal tbeen largely

Droppin Science: Critical Essays on Rap Music and Hip Hop CulégkeéWilliam Eric Perkins
(Philadelphia: Temple University Press, 1996), 260.

282 < Among the leading proponents of this more reflective style (including De La Soul and the

Jungle Brothers), A Tribe Called Quest was arguably the most accomplished.’?®? Considine and
Randall, ‘A Tribe Called Quest’.

283 The title of “Rebirth of Slick (Cool Like Dat)” is reminiscent of the 1957 Miles Davis album

Birth of the Cool and may be a subtle allusion to the alt®soondly, Ishmael Butler has stated in
interviews that the first half of their album titlRdachin ) was an homage to the old Blue Note jazz
albums (e.gCookin’ with the Miles Davis Quintet or Walkin’). See Brian Coleman, 169.

284 Janine McAdams, ‘Planets Probe Rap Frontier: ‘Digable’ Debut Jazzes up Genre’ Billboard, 6
February 1993, 1, 81. Irving recalls, ‘That song got to the point where it was just everywhere, on the
radio every five seconds.” Quoted in Brian Coleman, 170.
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borrowed from the concept of the 1950s hipster, itself anublieference to jazz,
usingwords like ‘cool’, ‘cat’, ‘hip’ and ‘dig’. Jazz, as prevalent in their music and
lyrics, was used as a marketing tool for Digable PlanetsadAfor the upcoming
album in The Source containehk headline ‘jazz, jive, poetry, & style?® The
Source magazine also included pictures of the group in acjabzsetting to
accompany their interview, with both male members beingtographed with a
trumpet. And their first music video, fofRebirth of Slick”, featured the group
performing in a jazz club setting in New York. Jazz bec#mevehicle which to
market Digable Planets and the framework to use for reviaetesyiews, and other

journalism.

285 The SourcgApril 1993. Their ‘hip’ image could be viewed as an extension of De La Soul’s

‘hippie’ image from their first album 3 Feet High and Rising (which they quickly eschewed iir the
follow-up De La Soul is Dead). While the hipster and hippieeggnt different eras, both groups
and movements emphasize a focus on the individual and belonging to a ‘countercultural’

community.
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poetry style

anding an near

includes the true cool “rebirth of slick (cool like dat)’ ssses

i digable planets — “reachin’ (a new refutation of time and space)” s1a1s

Figure 2.1-Digable Planets advertisement
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A DLugdffs

FOR 35 YEARS The Village Gate on
Bleecker Street in New York City
has been a gathering place for the
jazz greats. Dizzy and Bird played
there. So did Mingus and Monk. Even
today it continues to be a popular
venue for the greatest jazz acts
around. With a tradition so rich, it
was the ideal location for Buttertly,
Ladybug and Doodlebuy to show how
cool the rebirth of slick can be.

. APRIL 1883 33

Figure 2.2-The Source, April 1993
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Doodlebug layers on the green in a
striped cotton knit shirt (S54), cotton
vest (§72), rayon bing jacket (§112),
and big twill jeans (§74), all by Stussy
available at Stussy in NYC and
Stussy-Union in LA

previous page- .

Butterfly chills in crénherry rayon
bing jacket by Stussy (§112), navy
linen beach shirt (§95) worn over
matching cotton t-shirt (§34) bath by
Wilke Rodriguez; full-cut denim jeans
by Unitryb (§56), available at NaNa in
NYC: shades (5150) by Mossimo Optics.
Ladybug wears' a printed Dunaway
dress (5108) by Streetlife boutiques;
cowrie shell choker ($10) by Anona
Concentric Adornments (212) 253-6872;
large silver ring with semi-precious
stone inset (5]38) at Big Drop in NYC;
red harness baots (§125) by NaNa, also
in shoe stores nationwide. Doodlebug in
a gold and black striped knit crewneck
$48) by Box Fresh;“under a black
leather vest by RAP (S168); both avail
able at Union in NYC; black jeans by
Welt Wear (563 at NaNa.

Figure 2.3-The Source, April 1993

The complex collage of terminology and cultural refiees in their lyrics
borrowed from multiple countercultures, such as the terlmgy of the 1950s
hipsters and beat poets, spoken word poetry, hippies, Natioslaofi land Five
Percenter Culture, ‘old school’ hip-hop (Fab 5 Freddy, Crazy Legs of the Rock
Steady Crew), other poetry (The Last Poets, Nikki GiovaMiaiya Angelou), as

well as myriad jazz references (Charles Mingus, Ch&téeker, Hank Mobley,
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Dizzy Gillespie, Max Roach, etc), references from 19Blsxploitation film
(‘Cleopatra Jones’) and other signifiers of African-American identity (daiconic
figures, Afros and other hair references suchdaa’t cover up your nappy, be
happy with your kinkin’ from “Examination of What”). The nature of the lyrics
contained a focus on individuality, with cultural refeces that transcended
generational boundarieshe beats produced for the album were interspersedawith
number of jazz codes, particularly saxophone and trutigbest; but also walking
acoustic bass, jazz guitar and piano. As in so many iBarercountercultures,
particularly those in the 1950s and 1960s, references to drugslyusarijuana,
as ‘nickel bags’) complemered an anti-authoritarian atmosphere (speaking against
Uncle Sam, thépigs’, and‘fascist’ conservatives).

The concept behind the name of the group was that evemydudi is a
planet that is run by itdrain and the ‘digable’ was inspired by jazz hipster
terminology. Frequent use of terimsects in their lyrics, according to Butterfly,
referenced socialisnte stated in an interview, ‘The insect theory is the son of
socialist readings. Knowing where you stand in this spgieti look at ants and
their hill, they’re always around it, protecting it. Cats is going out getting food,
bringing it back. Think of the Commisn Manifesto’s last sentence, “workers of
the world unite.” In front of, “of the world unite,” you would put anything: it’s
about unity’. %®® A reference to existentialist writers from the soffpcifics”
became frequently cited in aloum reviews:

Vibin’ off the jams of the crews on SugaitlH
Lay around and think ain’t nothin to do

Checkin out some Frommes, some Sartre, Camus
Mingus’ Ah Um, damn Roach can drum.

28 Touré, ‘Digging the Planets’, The Source, April 1993, 36. Insect references could alsm be
oblique reference to jazz standards like “Ladybird”.
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In only four lines, there are references to existentialifteve; jazz musicians, as
well as an old school hip-hop record label (Sugarhill RégoThe variety of
intertextuality in the lyrics may point to an index of aarhcity in hp-hop
concerned with knowledge and teaching that knowledge to dffiangriters and
critics often cited’La Femme Fetal”, which deals with the legal issues of abortion
as exemplary of the group’s politically-conscious lyrics.

The sonic and visual imagery of the jazz club playedyaifcant role in
their music, as well as in their media image. At the endheffirst track of
Reachin’, “It’s Good to Be Here” (which included jazz guitar, trumpet, and
acoustic bass), an announcer (3:25) begins to introduce the tgrélg backdrop
of a jazz piano vamp, with bass and snapping on thebbatkbeats 2 and 4 in 4/4
time):

Good evening insects, humans too
The Cocoon Cluff® is pleased to present to you tonight a new
g?rr;?ght from sector six and the colorful ghettostko space

They are some weird mother fuckers but they do jazz it up
So lets bring them out here, yeah.

87 Gilroy identifies pedagogy as one of three importanhesavithin hiphop: ‘pedagogy,
affirmation, and play’. Gilroy, The Black Atlantic85.

288 perhaps a reference to the famous Cotton Club of Hademelaas continuing the insect
metaphor.
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Example 2.6—“It’s Good to Be Here” (1:25) [CD Example 17]

"It's Good to Be Here"
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Example 2.7—“Jazz Club Motive” from “It’s Good to Be Here” (3:35) [CD Ex.

18]
Digable Planets - Jazz Club Motive
swing feel vamp
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Following this introduction from the announcer, Butterflyramiuces the group
thensays, ‘the mind is time/the mind is space/a horn rush, a bass fhusminds

the tastefs sit back, enjoy the set, yeah’ and repeats his phrase numerous times
during a fade outThe music video for “Rebirth of Slick” features the members

taking the New York subway to a local jazz club where tphegform with a
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Japanese rhythm section to a diverse, yet small, awdi€hice entire video is shot
in black-and-white.) The irony of this is obvioyspmoting a ‘live’ aesthetic of a
jazz club for a recording that had been constructed thrdiggtal sampling. But
these jazz instruments suggest liveness, even if it tisaocurately the casé’
Furthermore, a sound can symbolize liveness without betwrded live: after all,
no recoding is actually a ‘live performance’, though some signify liveness more
than others. Because of the cultural associations aattustic jazz (in this case,
acoustic bass, piano, and drums playing a jazz vampg jhes instruments would
be ‘heard’ as live, one trait of a particular jazz authenticity whisuggests
unmediated expression and creativiNo doubt the narration of the ‘announcer’
plays a crucial role in creating a jazz club soundscapee. A similar effect
occurs at the end of “Swoon Units” (track 13), creating a jazz club vibe with a jazz
rhythm section and the sound of audience talking (as Blyttasfs he is “hippin up
the nerdy. At the end of the album, each member of the band preadénal
stanza with the earli¢ljazz club motiveé sonic background. These three separate
‘jazz club’ interludes on the album use the same musical material, and it is this
repetition (along with repeated listening of the albwfithe ‘jazz club motive’ and
the use of jazz signifiers within each of the songs whicfiuenced the
interpretation of various jazz tropes as central tlemeas fundamental to the
group’s image and style.

A song that became exemplasy Digable Planets’s style was their first
single “Rebirth of Slick (Cool Like Dat), in part, because of the high degree of

success it received. The introduction consists of 16 (@a4+4+4 bars); the first 4

2891t is important to note that jazz’s live and acoustic identity was an important factor in the 1980s
neoconservative authenticity of jazz (for example, Mfiarsalis would programme for Lincoln
Center).
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bars include the solo walking acoustic bass phrase whiclateeff@oughout the
song (as Bass figure 13°

Example 2.8a—[CD Example 19]

"Rebirth of Slick (Cool like Dat)"
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The second four bars consist of bass figure 1 accompaniéddey snapping on
beats 2 and 4. The third set of four bars adds drums, arfdutttle four bars add
horn line with saxophone and trumpet. Verses include acobassis and drums
with a variation on the bass line (Bass figure 2) evestyftaur bars of the verse. On
the chorus, the word¥’m cool like that” repeat every two beats with the horn line

from the intro (with the bass and drums)

Bars "Rebirth of Slick” Intro

b. -4 Solo acoustic bass (figure one)

b. 59 Bass fig 1 with finger snaps

b. 10-14 Bass fig 1 with finger snaps and drumg
b. 15-19 Bass w/ snaps, drums, and horn line

Table 2.1-“Rebirth of Slick,” opening bars

Example 2.8b—“Rebirth of Slick” chorus (0:29) [CD Example 19]

Trumpet

Tenor Saxophone
and Trombone

Acoustic Bass

Finger snaps

2% The bass line also features as leitmotivAppointment at the Fat Clinic” (track 11) and
“Escapism (Gettin’ Free)” (track 10), not as central to the basic beat as in “Rebirth of Slick”, but as
a smallmoment within the other two songs. This bass line, now associated with Digable Planets’
moment of success, has been sampled by later rap @atistsas B0 for “Yay Area”).
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That particular sonic texture from the chorus (horassband drums) becomes the

central jazz trope in the sondoodlebug’s third verse demonstrates the

abstract/specialist language of their lyrics:

We get you free ’cause the clips be fat boss

Them dug the jams that commence to Joifh

She sweats the beats and ask me could she puff it
Me | got crew kid, seven and a crescent

Us cause a buzz when the nickel bag a dealt

Him that’s my man with the asteroid belt

They catch a fizz from the Mr. Doodlebig

He rocks a tee from the Crooklyn nine pigs
Rebirth of slick like my gangster stroll

The lyrics just like loot come in stacks and rolls
You used to find the bug in a box with fade

Now he boogies up your stage plaits twist the braids.

The single rached number 1 on the Billboard Hot Rap chart and number 150n th
Billboard Hot 100 Singles chart, and the album reached nurbbeon the
Billboard Top 200“Rebirth of Slick (Cool Like Dat)” also received a Grammy in
1994 for Best Rap Performance by a Duo or Group.

“Last of the Spiddyocks” is lyrically filled with allusions to jazz
musicians® The beat features a harmon mute trufipetith reverb and echo (on
the chorus) and a sax (on the verse), as well ascastecbass throughout.

Example 2.9—[CD Example 20]

"Dance of the Spiddyocks”
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With echo and reverb effects

291 According to Butler, a spiddyock ‘was a term from when my dad was growing up, and it meant a
real jazzhead type of person. You dressed a certain way and listened to a certain kind of music.” The
track includes trumpeter Steven Bernstein and bassist Allisi@w playing live, so Butler did not
have to pay for an Art Farmer sample he wanted to usen Bokeman, 171.

292 A harmon mute is a specific type of mute for brassunsents which is made of metal and
creates a quieter, tinny sound. The mute has a ring loficound the outside so that air through the
instrument can only escape through the mute. It has a shetallic sound which was often used to
change timbre of the trumpet or trombone in jazz big bamglanlt can be played with or without a
metal ‘stem’ inserted in the mute, drastically changing its sound. More than anyone, its sound is
associated with Miles Davis who used the mute (withoat)stieequently during his long career.
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A harmon mute trumpet solo, as an extra layer overdpeating harmon mute riff,
Is addedafter Butterfly’s second chorus. For many listeners, the trumpet with
harmon mute is most representative of the iconic paund of Miles Davis.
Lyrically, the references to jazz musicians are plehtfith mentions of Charlie
Parker, Charles Mingus, Bud Powell, Dizzy Gillespie, HardboMy, Eric Dolphy,
John Coltrane, Ornette Colemarhelonious Monk, Max Roach, Philly Joe Jones
Booker, and Jimmy Cobb. Rap culture has always includedrefeeences in their
lyrics, and the amount of jazz musicians mentioned heresriaal of the most
name-dense raps from other artists and subge@resexample from Butterfly’s
first verse provides an example:

Maybe only we was hip to stretchiout the brain

| felt like Bird Parker when | shot it in my vein

| toss these major losses on the Mingus jazzy strum

Flip off into a nod and dig myself for dyiryoung

It’s like cool was the bop and the flair

| kicks to my pools by the nap of their hair

I’m pinnin’ Uncle Sam for the death of swingimuotes

For losin Bud Powell slidin® over Dizzy’s notes

Was it that the rebirth was the birth for new shit, aflchit

The jazz power shower showed the crew was sure legit

By hey, Prez is since gone, Hanlo ¥ gone

They kill the coolest breeze in this land of the free.
The line ‘The jazz power showeshowed the crew was sure legit’ (1:34),
exemplifies my point that sampling jazz in the early 1990s adaedlement of
legitimacy to these rap groups. Butterfly later says instheg, ‘you down with
Digable Ranets you’s a hipster (2:29), andDoodlebug comments, ‘I’m digging
how these dudes made my buzz a little hipper and angles amabves really
couldn’t get no blacker’, linking these jazz musicians to both hipness and
expressions of blackness. The song ends with Butterflyagain: ‘Infect space

y’all/we swing time y’all/it’s like milk yeah/it’s like be bop/the new scat slips/we

got fly kicks/it’s like jazz ub/it’s like us now’ (3:58). The final line/it’s like us
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now’, confirms that the torch has been passed to themautienticity of these
musicians from an earlier era havibgcome part of Digable Planets’s claim to

authority. The legitimacy with which jazz was assodatwmincides with the
intellectualism and intertextuality in their lyri¢sve was hip tostretchin’ out the

brain’). The song ends with the sound of audience applause agage signifying
‘liveness’.

Media reception oReachin’ focused on jazz as a ‘high’ culture aspect of
their music. Lyrical references to jazz and musicalrdwing of jazz codes
featured prominefy in the reviews One article, entitled ‘Planets Probe Rap
Frontier: “Digable” Debut Jazzes up Genre’, described their style:

Tapping a musical wellspring that runs from Kool & the Gang

and Herbie Hancock to works by Miles Davis, Dizzy Gillespie,

and Bud Powell, with lyrical overtones of the works of such

writers as Camus, Sartre, and Kafka, Digable Planetsdinte a

distinctly intellectual element to Afrocentric rap musit.
Kevin Powell wrote in I review that Digable Planets ‘is everything hip-hop
should be: artistically sound, unabashedly conscious and dgwnrool. And
Digable Planets is the kind of rap act every fan should tsamderstand®®* Both
of these reviews mentied an element of intellectualism in their music, with the
former review explicitly citing the jazz and existatist references. Another
review wrote thatReachin’ ‘Sampled snatches of music from jazzmen Sonny
Rollins and Art Blakey conjure the feel of smoky bebop clabg two-drink

minimums ... these jazzy undercurrents give the album a laid-backtyuhht

refutes the riotous stereotype of rap.

293 McAdams, 81.

294 K evin Powell, ‘Review of Reachin’ (4 Refutation of Time and Space)’ (4 stars), Rolling Stone
650, 18 February 1993, 61. Pdiis most likely referencing the MC Lyte song “I Cram to
Understand You”.

29 Farley, ‘Hip-hop Goes Bebop’.
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A common theme in many reviews of thégez rap’ and ‘alternative rap’

groups was their appeal to a broad audience, ofterdes their ‘accessibility’:
They were accessible without succumbing to a pop mentality.
And even when they crossed over with ‘Cool Like Dat,’ they still
dropped science and remembered where they came from. They
reminded us that men and women are capable of sharing gjee sta
and rocking together just like the old days. And their butter
smooth jazz tracks provided soothing diversions from reaily.
in all, a welcome blend of style and substafie.
Female rappers had been around in the 1980s, but usually iggluabl artists
rather than part of a group (including MC Lyte, Queen Latifatld Roxane
Shante). PréRappers Delight” (1979), a time when many perceived hip-hop at its
most authentic and localized (see previous chapter), nabemuof MC groups
included females, which did not happen with later recordpdyroups.

Shapiro wrote thaReachin’ ‘was a big crossover hit among those who got
into hip-hop during its sampladelic golden age, but were rzated off by Dr.
Dre’s amorality.”?®’ This juxtaposition with Dr. Dre is particularly pertindéntthe
context of Digable Planets since they had albums and singleased at similar
times?%® Dr. Dre’s The Chronic, discussed in greater detail in the next chasgter,
often seen as the yardstick historically and genericatignngangsta rap begins to
dominate the rap mainstream and crosses over‘frtp musi¢ realms?®® Other
jazz rap groups had also been directly compared with Dr, & Kevin Powell

wrote that A Tribe Callequest and De La Soul provided ‘nuthin’ but “P” things:

poetry, positive vibes, and a sense of purpd¥elhis was a reference to Ddre’s

2% Editors of The SourcéPop Life’, The Source, January 1994, 26.

297 Shapiro, 88.

29 Both Digable Planets (“Rebirth of Slick (Cool Like Dat)”) and Dr. Dre (“Nuthin’ But a ‘G’
Thang”) had a single and music video permeating media space at the same time. See Billboard, 6

Feb. 1993. Both singles were nominated for the Best Rap Parioe by a Duo or Group Grammy
Award, with Digable Planets winning the Grammy over Dr. &rd Snoop Doggy Dogg.

29 See Changan't Stop Won't Stop, 420; and Eithne QuintNuthin’ but a “g” Thang: The

Culture and Commerce of Gangsta Rap (New York: Columbia Uniyéhsss, 2005), 161.

300K evin Powell, ‘Review of Midnight Marauders and Buhloone Mindstatébe, November 1993,
103.
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“Nuthin’ But a ‘G’ Thang”, the first single from The Chronic. Thus, when the
media reviewed Digable Planets or other jazz rap artistk abums, they
contrasted jazz rap with Dr. Dre (and Death Row Records¢msesentative of a
gangsta rap mainstream. These comparisons were in td@resnorities used,
lifestyles promoted, and ideologies. €article states:
In the early 1990s, while Suge Knight's Death Row records
dominated hip-hop with artists like Dr. Dre and Tupac, Digable
Planets chose the same high road that De La Soul antbé& Tr
Cdled Quest had already takesihey all but ignored gangsta
culture. MCs Doodlebug, Butterfly, and the sweet-voiced
Ladybug combined a positive vibe with jazz samples to create
ultra-laid-back joints that provoked head bobbing rathem th
drive-bys. Their debut, Reachin’, invaded college boom boxes
and birthed the Top 20 hit and Grammy winner "Rebirth of Slick
(Cool Like Dat)"3*
Placing De La Soul, A Tribe Calledu€st, and Digable Planets on a ‘high road’ in
opposition to Death Row artists like Dr. Dre and Tupac Shabtiaposes the two
in terms of subgenrend implies both Digable Planets’ perceived audience and
their listening space (‘college boom boxes’). Though both Dr. Dre and Digable

Planetswere considered ‘rap music’, the two began to represent opposite ends of a

rap spectrum’?

Jazz’s Appropriation of Hip-hop
If jazz and hip-hop are most often treated as sepamasécal and cultural

institutions, then the linking of the two acted as a symleichange, forming an

301 David Malley, ‘Digable Planets’ Rolling Stone Album Guide, 2004, available at:
http://www.rollingstone.com/artists/digableplanets/bipima(accessed 1 June 2007).

302 The Los Angeles ‘alternative rap’ group The Pharcyde began to receive similar treatment,
especially in consideration of their city’s association with gang violence, gangsta rap, and the Los
Angeles Riots of 1992. One writer noted ‘When L.A.’s Pharcyde blew up in 1992, critics marveled
that they came from Los Angeles butren 't gangstas’. Gabriel Alvarez, ‘Gangsta Rap in the *90s’
in The Vibe History of Hip Hop, ed. Alan Light (New Yorkhree Rivers Press, 1992P2. Their
first album, Bizarre Ride Il the Pharcydeas described as ‘the most thoroughly conceived and
flawlessly executed of any of the alternative releases of that era ... They constituted a dissident
movement against the nascenti@®med music that was quickly becoming the industry standard.’
Cobb, 66.
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alliance to increase their social capitallt was a symbiotic relationship between
an old style, already infused with cultural capitakl @ovelty—hip-hop as the new
style in the lineage of black expression. The Africentnik I[formed its own
collective network where social capital was importam, light of the
disenfranchised and marginalized status of African-Ameritammighout history
and their struggle for social equality in the United Statagz has had a long
history of appropriating and transforming other genres adienflLatin musics, rock
and avant-garde styles to name a few), and elementsHip#op seem a next
logical step in this history of appropriatié®. Various jazz musicians began to
collaborate with hip-hop producers, rappers, turntabilistoalsgd and younger jazz
musicians were utilizing sampling technologies in their perémces and
recordings’®

Live collaboration of rap and jazz was attempted as ea§982, when
Max Roach performed with rapper Fab Five Freddy in New Y8rkiles Davis’s
final album, released posthumously, was a hip-hop collabaratith producer
Easy Mo Bee. In the album entitled Doo-Bop (1992), Davis liessdtl his status
as jazz innovator and fusion artist, trying to createea hybrid with hip-hop.
Branford Marsalis was performing live with DJ Premier in dzly 1990s and

releasedwo hip-hop albums under the name Buckshot LeFonque. Jazziamssic

303 Bourdieu makes the disction between social capital and cultural capital in “The Forms of
Capital’, 243-248.

304 For an important history of ‘jazz’s practice of appropriation’ with a heavy emphasis on jazz’s
fusion with rock music see Stuart Nicholson ‘Fusions and Crossovers’, in The Cambridge
Companion to Jazz, 21252. See also Stuart Nicholson, Is Jazz Dead? (London:edgat!2005).
305 Matthew Bourne is one such example of a jazz piano plelye uses samplers as part of his
improvisatory performances. See Chapter 6, ‘Future Jazz’, in Stuart Nicholson, Is Jazz Dead?

308 Fab Five Freddy’s godfather was Max Roach, and many prominent jazz musicians were guests in
his house as he grew up. As Chang writes, ‘He had spent his childhood in casual proximity to Black
genius. The bebogite frequented his family’s house, people like Bud Powell, Thelonious Monk,
Clifford Brown, and Freddy’s godfather Max Roach. His grandfather had been an associate of
Marcus Garvey. His father, an accountant, was in theeaceliat the Audubon Ballroom when
Malcolm X was shot. Freddy was born with an awareness of walking proudly through history.’
Chang,Can 't Stop Won't Stop, 147.
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Herbie HancocR®” Quincy Joned® Wallace Roney?® and Greg Osby® were
making hip-hop influenced albums in the 1980s and 1980s Billy Taylor
released a ‘jazz rap in the song‘On This Lean, Mean Street” on his 1995 album
Homage Another group worth mentioning is US 3, which originated fromo
British producers (Geoff Wilkinson and Mel Simpson) working_ondon. Blue
Note Records let them sample extensively from their @gtel, and they produced
Hand on the Torch (1993), which became the top-selling album on Blue Note
Records (up to that time) and the first Blue Note reléaseach platinum sales in
the US. Their single “Cantaloop (Flip Fantasia)” received widespread radio play
and added to the jazz and hip-hop fusion trends at the fiserding to Stuart
Nicholson, ‘The group’s popularity prompted a re-release programme by Blue Note
called the “Rare Groove Series” dedicated to heroes of 1950s and 1960s soul jazz
such as Donald Byrd, Grant Green, Gene Harris, Ronnie Lawagcél&ilver and

Lonnie Smith3**

307 Herbie Hancock, Dis is Da Drum (1994), Mercury Records. \lgrth mentioning that Branford
Marsalis was director of the Tonight Show Band from 19985, starting his position when Jay
Leno replaced Johnny Carson as host. The shift in lessaacompanied by shift from a Big Band
(the ‘NBC Orchestra’) music format to a smaller jazz group (with musicians who played active roles
in the ‘neo-classical” hard-bop jazz revival of the 1980s such as pianist Kenny Kickkmd

drummer Jeff ‘Tain’ Watts ).

308 Quincy Jones, Back on the Block (1989), which won the 199h@geAlbum of the Year
Award and featured rappers such as Big Daddy Kane, KoolDéee Melle Mel, and Ice-T, as well
as jazz legends Ella Fitzgerald, Miles Davis, Sarah Vaughoe Zawinul, and George Benson.
Jones also produced a similar collaborati@rs,Jook Joint, four years later.

309 \Wallace Roney, No Room For Argument (2000), HighNote Recbyistical (2005), HighNote
Records.

319 Greg Oshy, 3-D Lifestyles (1993), Blue Note Records.

311 Stuart Nicholson “Fusions and Crossovers’, in Cooke and Horn, 237-238.
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Figure 2.4-Greg Osby’s Street Jazz (advertised in The Source)

Three years afteGang Starr’s “Jazz Thing”, rapper Guru made a hip-hop
album in collaboration with jazz musicians entitled zhaetazz Vol. 1 (1993). In
contrast to Gang Starr’s music, it was more of a live collaboration than strictly
sampled production work. It featured artists such as Lonsi®hiSmith, Donald
Byrd, Roy Ayers, Branford Marsalis, MC Solaar, Ronniedda, Courtney Pine,
and singer N’dea Davenport. Guru’s project was striving for a live collaboration
among MCs, DJs, and jazz musicians which stayed true tauthenticity of both
jazz and rap as urban phenomena.

The introduction of the aloum opens with a jazz trunipetnald Byrd) and
Guru’s introducing members who will be featured on the album (similar to what
Digable Planets did omReachin’, and in the jazz tradition of introducing the

members of the band during the set). Guru opens:
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Peace, yo, and welcome to Jazzmatazz, an experimentad afs

hip-hop and live jazz. I’'m your host the Guru, that stands for

Gifted, Unlimited, Rhymes, Universal. Now, I’ve always thought

of doing something like this, but I didn’t want to do it unless it

was done right, you know what I’m sayin’. Cause hip-hop, rap

music, it’s real. It’s musical, cultural expression based on reality.

And at the same time, jazz is real, and based on reality
His monologue is spoken with a jazz trumpet soloist playirnge background. At
the time of this writing, Guru has released four volumesvirat can now be
considered a series of Jazzmatazz albums (Vel1995, Vol. 3— 2004, Vol.4-
2007); these albums stage authenticities of both jazhipadop as urban and live
phenomena (though portraying that ‘liveness’ on a recording).

At worst, the jazz musician who used elements from hip-hdpeohip-hop
producer who samples jazz can be criticized as gravitatngvhatever was
commercially popular and profitable at the time. At beatz jmusicians who
borrow and collaborate with hip-hop could be saidiboprove the genre, stay
close to their musical lineage, and to try something new in the ‘true spirit’ of jazz.
And like many mentor to prodigy relationships, flaunting the linkveen the two
increases both their status and ingrains their senska@d within that culture or
subculture. This locus of inheritance has been discussedrnms of classical
composers, such as the relationship between Haydn andoBegt as well as
similar and more recent phenomena in the rap world with Br.add Eminem (as
will be discussed in Chapter 5). Thus, if we extend thistartgenealogy more
broadly, jazz and hip-hop are often discussed and pessenterms of a symbiotic

relationship. Furthermore, the notion of Africentrioelage becomes a type of

narrative mediation in its reception, and the high culsiegdus of jazz provides

%12 See Tia DeNora, Beethoven and the Construction of Genusic Politics in Vienna, 1792
1803 (Berkeley: University of California Press, 1995). An impurtaitique of the idea of socially
constructed genius can be found in Peter Kivy, The PossesstirealRdssessed: Handel, Mozart,
Beethoven and the Idea of Musical Genius (New Haven: Yaleetsily Press, 2001).
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symbolic mediation which influences tldescriptions of ‘intellectualism’ in jazz
rap.

Many other hip-hop groups, such as Organized Konfusion, Steiisa
Main Source, Black Moon, Freestyle Fellowship, The Rd@tgsimoto, and Souls
of Mischief could also have been discussed in termsnadrporating a‘jazz
aesthetit in their beats as well as their construction within ‘alternative’ rap
genre.While the media gave much less attention to ‘jazz rap’ after the mid-1990s,
the link between jazz andphhop has continued into the twenty-first century in
many different ways, with artists such as US trumpetpper Russell Gunn and
UK saxophonist/rapper Soweto Kinch.

As Peter Shapiro notes of Digable Planets’s album Reachin’, it was ‘very
much marked by the climate in which it was relead&tThis ‘climate’ that
Shapiro alludes to is multifaceted and complex: one fagts the high art status
of jazz in the US explained in the opening of the chaptesedond factor was
formed by the number of rap artists that began to ugesmmples: groups like De
La Soul, Digable Planets and A Tribe Called Quest beganilipe jazz codes in
lyrics, music and imagery. A third factor could be considecetlet generated by
the media, promoting the notion of a jazz and rapofysthe climate which
promoted Digable Planets ‘jazz, jive, poetry, and styleA fourth factor was the
success ofDr. Dre’s The Chronic and its success of promoting a lower-clast(so
speak) black urban lifestyle in its music and music videos (not to imerthe
reality of the 1992 Los Angeles Rebellion, seen on tetaviscreens all over the
United States). This created the foilwhich ‘jazz rap’ groups could be juxtaposed
the latter a black middle class ethos versus the ghettbgangs of postindustrial

Los Angeles. Constructions of identity often involves thositioning against an

313 Shapiro, 88.
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‘other’; rap genres, as discursively constructed by artists, madiathe industry
worked within these imagined juxtapdsits in order to legitimate artists’ own

practices.

Jazz Codes and M eaning

Jazz is, of course, by no means univocal. It is impofiamiote that the
‘jazz art ideology’ which | identify is far from being the only identity exmj for
jazz in the 1980s and other eras. For example, in 1950s film jaair,often
accompanied the corrupted dark side of the cayz projected sex, drugs, and
other vices of a depraved urban landscape (e.g. The SwdebEBwccess (1957),
dir. Alexander Mackendrick and The Man with the Golden Arm (1955) Giio
Preminger). As bebop musicians were crafting an elitejosic music appreciated
by hipster-intellectuals, jazz-influenced film scores usedrungents such as a
scooping jazz saxophone to represent the sexualigyferhme fatale. This is still
evident in later parodies of film noir, for example on take\ision cartoon The
Simpsons™* Also, ‘smooth jazz’, which emerged in the 1980s and was criticized
by jazz purists, has been featured and parodied on telewsid in filmsas
‘elevator music’, Musak, or as musical annoyance while a person is put on hold on
the telephone.

Jazz ca symbolize a variety of meanings depending on its coraest
interpretive community, such as high cultutke ‘street’, sexuality, and urban
corruption. However, it is jazz constructed as highth#,jazz art ideology which
shares space with classical music (in marketing, edugatmncert venues, and
performance approaches) which is distributed in the maanstrof the culture

industries in the 1980s. As Robert Fink has written, theneus a re-definition of

314 These musical tropes were still used in the 1980s, omepésdeing the use of saxophone in the
action series MacGyver for a sexually charged fantasy segumtween MacGyver and a woman.
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art music that includes jazz (and rock); new composears\wdrom rock and jazz,
and that ‘postminimalism’s embrace of alternative rock/jazz culture is arty
composers turning not away from artiness, but toviard®
In the case of jazz’s musical codes, there is an identification of a jazz
identity/style, rather than a need for knowledge ofgpecific song. With jazz, as
an easily identifiable instrumental music that can be linteedn ideology, specific
meanings of songs can be less important than what the gasrbeen imagined to
represent. In an attempt to decode meaning, journalists ddtegozized these
‘jazz rap’ artists in terms of pre-established frames, jazz being one of these frames.
A muted trumpet, or a walking acoustic bass are recognizéiiexrs, sonic
elements that have become emblematic of jazz (agpieted by certain socio-
historically situated interpretive communities). Similare@rlier jazz albums that
used string sections as a sign of class, acousticapassorns have become a sign
of ‘class’ in rap music. Jazz in the 1980s became associated with the middle class,
and these meanings are brought to groups who sample jazzrapaiecame
labelled and defined as a counterculture (though the atstsselves do not as
the term), an ‘alternative’ within the rap world, partly defined by jazz signifiers
which reinforce pre-existing cultural meanings.
Gary Tomlinsors writing on authentic meaning in music is worth quoting

here:

First, all meanings, authentic or not, arise from theq®al ways

in which individuals, performers and audience, incorporate the

work in their own signifying contexts. Clearly the performan

exert only so much influence on the personal contéxthe

listener... Second and more important, the authentic meanings of

a work arise from our relating it to an array of thingsswolat
itself that we believe gave it meaning in its original eot®

315 Robert Fink, ‘Elvis Everywhere’, American Music 16, no. 2 (1998): 146.
%1% Gary Tomlinson, ‘Authentic Meaning in Music’, in Authenticity and Early Music, ed. Nicholas
Kenyon (Oxford: Oxford University Press, 1988), 123.
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Tomlinson is championing the abilities of the cultural hisio to find meaning in
early music performance, but his comments point to timoitance of locating a
context for the act of relating musical codes ‘to an array of things outside itself’, a
crucial component of studying musical borrowing and intéwegity of any eral
would emphasize here that both performer and composer/prodacelimited
ability to exert meaning on an audience. And while any piegausic is open to
an infinite number of interpretations, the specific cont#x1980s jazz as high art
has lent a certain frame ‘signifying context’ to various interpretations of jazz rap.

These jazz codes could easily be identified and coattasith other rap
music sonorities that had largely become the norm.ekample, the sound of an
acoustic basg¢‘Can I Kick 1t?”, “Rebirth of Slick (Cool Like Dat’, “Excursions”)
is strikingly different to that of the funk bass or thesized bass of many rap styles
(Dr. Dre’s ‘G-funk’, for example)Or, the use of a jazz guitar (“Bonita Applebum”,
“Push it Along”, and “It’s Good to be kre”) is striking in opposition to the use of
rock or metalguitars on Rick Rubin’s production work for the Beastie Boys and
Run D.M.C. The jazz guitar impliesGeorge Benson sound rather than an Eddie
van Halen or Jimi Hendrix sound. A muted trumpet, or certaim lines, may
suggest jazz where in many other styles of rap, horn tmegs be synthesized, or
more usual, no horns or horn sounds are included whatsoever

If we take the bifurcation a step further, while early 1990s dangsp
suggests a listening space of a car or West Coast block gz rap suggests
more bourgeois environments, such as the modern day ljglzoica hifi stereo
system in one’s living room. Jazz rap impliech more introspective or private

experience; to be listened to on a walkman as opposeddoca club (e.g. early
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’90s pop rap such as MC Hammer or Vanilla f¢€)n other words, musical codes
can sometimes imply particular spaces (such as a jalzg based on a number of
factors, including cultural and stylistic associatiomg] dominant images from our
media saturated society. If jazz is said to createtainévibe’ or ‘atmosphere’,**
then this is further proof that jazz (and other musics)tha ability to imply certain
spaces in their recordings.

The divide betweefmainstrearhand ‘alternativé manifests itself in many
forms. As Stuart Hall has written, one of the ideologfoalktions of the media is
to classify centre and periphery (as well as promote liesgnd define reality’"’
But in a subculture, instead of having its legitimacy wicéd, the center become
the ‘inauthenti¢, and the periphery becomes the authentic. And having &, nich
perceived to be followed by few, also helps to solidifg subcultural identity of
the periphery. For example, bebop, with its niche autitiey as opposed to swing
musiG was one particular subculture. The same niche authigrdan be said to
exist in folk muic, ‘art films’, ‘indie labels’, and of saealled ‘alternative rap’ and
‘conscious’ rappers.

Using these jazz sonorities hetpseparate the ‘alternative’ from the

‘mainstrearh in rap, and the high art jazz ideology often made acd&more

inclined to believe what the groups had to ¥8ylust as Wynton Marsalis used

317 Oliver Wang has written of this in terms of a more gahteend in hiphop: ‘Whereas the New
School era from the mide-late 1980s saw the proliferation of larger-than-life hap (both in
scope and attitude), the early *90s brought the focus inward, leading to a more introspective

aesthetic that required a complementary musical shift’. Oliver Wang in Classic Material, 32. And
Matt Diehl has described East Coast rap as ‘interior’, for contemplative Walkman listening on the
subway as opposed to the West Coast automobile-casttitrg of ‘pop rap’. Matt Diehl ‘Pop
Rap’, in The Vibe History of Hip Hop, ed. Alan Light (New York: & Rivers Press, 1999), 129.
For more on this bifurcation, see Chapter 3.

318 For an example of sampling to create atmosphere in Biahidn, see Miyakawa, 13114,

319 Stuart Hall, Culture, Media, and the Ideological Effect’, in Mass Communication and Society
eds. James Curran, Michael Gurevitch and Janet Wooldoaottion: Open University Press, 1977).
320 Many gangsta rap groups have just as many politicallyctmmsthings to say as the so-called
‘conscious’ rap groups, but perhaps it is jazz that lends added weight in the reception to these
‘conscious’ groups as more serious.
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classical music as a form of cultural legitimacy gaml his career, and Sting who
later collaborated with jazz musicians to elevate his status as solo artidt!
there are often unforeseen consequences to borrowingoramllaborating with
other musics with well-established generic identities andsymebolic meanings
that accompany them

These jazz codes have a multitude of meanings amongsinaen of
interpretive communities. That both jazz and hip-hop demtified as African-
American musics may be the most obvious linkage, buthasd shown, the 1980s
solidified the notion that jazz was not just an African-Aicen music, but also an
African-American art form. A walking acoustic bass, a mutedmpet, or
saxophones are sonic elements that lh@veme emblematic of jazz; and ‘sounds’
of jazz enact commentary with these attached, histidyi situated ideologies in
mind.
Conclusion
Using jazz as sonorities of sophistication added legiymiaca number of groups
in hip-hop, while broadening their appeal. Despite protestatioabelling from
the artists themselves, groups such as A Tribe Called (@edta Soul, Digable
Planets, and Gang Starr were largely defined by from whb efymusic they
sampled Jazz, as a ‘serious music’, added credibility to their messages and
criticisms, and at the same time, was a way to distigthiemselves from other
streams of rap such as gangsta and pop. What emerges &sHie kigh art versus
mass culture distinction, moused to identify ‘alternative’ groups in the rap world.

Hierarchies seem inescapahblemusic, and rap music’s borrowing from jazz helps

321 Sting’s first solo album The Dream of the Blue Turtles (1985) included jazz musiciamsi
Kirkland (piano), Branford Marsalis (tenor sax), and Omar Hafdrums). Sting also performed on
Miles Davis’s You re Under Arrest (1985). As early as 1989, popular culture scholars were reading
into Sting’s gesture of using jazz musicians as a sign of political legitimacy. See Redhead and
Street, 179.
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to define ‘jazz rap’ as a sophisticatedlternativé as part of hip-hop’s own ongoing

struggle for cultural legitimacy.
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‘I think men’s minds are going to change in subtle ways because of automobiles’.3??

—Eugene Morgan in The Magnificent Ambersons (1942)

‘We’re conforming to the way machines play music. It’s robots’ choice. It used to be ladies’

choice— now it’s robot’s choice’. 323

—Donald Fagen, producer and Steely Dan frontman

“The music is just in me now, you know and | know what people like to play in their ¢aré
—Dr. Dre, producer/rapper

—Chapter 3-
Dr. Dre’s ‘Jeep Beats’ and M usical Borrowing for
the Automotive Space

In comparing the sonic codes in “Rebirth of Slick (Cool Like Dat)” with
“Nuthin’ but a ‘G’ Thang” in Chapter 2, | made the point that musical codes can
imply certain listening spacé$. This chapter follows on from that point and
begins to explore musical borrowing for particular pkgk spaces. Contemporary
culture has seen a shift in the character of urban envimsmiacluding a trend
toward heightened design intensity in interior spaceseased use of music as
component of design has stropglffected how playback from music recordings
inhabits these locations and, in many cases, influere@snusic produced for
them®?® This study underlinesusical borrowing’s intersection with geography,
both the influence of urban geography on hip-hop music produetimh the
geography of particular listening spacdfough a number of spaces could be

considered (clubs, concert halls, coffee shops, shopping)mialave chosen the

playback space of the automobile because it has beeninflashtial on hip-hop

322 Quoted in Lucinda Lewis, Roadside America: The Automobileta@dmerican Dream (New

York: Harry N. Abrams, Inc., 2000), 19.

323 Quoted in Robert Levine, ‘The Death of High Fidelity’, Rolling Stone, 27 December 2007,
available at: http://www.rollingstone.com/news/stai#777619/the_death_of _high_fidelity/print
(accessed 9 June 2008).

%24 Jonathan Gold, ‘Day of Dre’, Rolling Stone 666, 30 September 1993, 41.

325 | male a similar point in comparing different sound worlds created by two versions of 2Pac’s
“Thugz Mansion” in Chapter 4.

326 For a more thorough presentation of this phenomera&sms, MUG. Regarding the design
intensity of spaces, see Scott Lash and John Urry, EéesafiSign and Space (London: Sage
Publications, 1994), 15.
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music production. My case study focuses on one producerDi®y;. and his
creation of a style labellettG-funk’, which according to him, was created and
mixed specifically for listening in car stereo systems. As lwing is so central to
hip-hop’s ethos, Dr. Dre’s production reflects how musical materials become re-
used for a new space, updated and customized for the automastesink
experience.

Dr. Dre’s compositional process is but one story in the history of the
automobile’s shaping of music production. Little has been written on the cross-
influences among recorded music, technology and automobditg yet the
automobile has been an important mixing reference in music groadwgince at
least the 1960 'his chapter uses Krims’s observations on musical recordings and
listening spaces as a starting point, while incorporating thefijitees of car audio
technology, hiphop’s intersection with automobility, and how these trends
coordinate with the borrowing ethos of hip-hop culturevill consider not only
how rap producers consider the automotive space in produbtibrlso how they
borrow from previous musical material, tailoring it fdristorically-specific
playback technology and their idealized listening spaces,agi€ar customizsr

individualize automobiles from previous forms and materials

Hip-Hop Cultures and the Automaobile

As it began from playing records through large loudspeakers ak bloc
parties in the Bronxsee Chapter 1)much of hip-hop music is still largely
characterized by its high volume and attention to theflequencies in the musical
spectrunt?’ Many of these ‘beats’ are intended for listening in car soundsystems,

preferably custom (‘aftermarket’) systems with subwoofers. In mainstream hip-hop

321 Rose, 75. She also notes similarities with Caribbean musics such as Jamaica’s talk over and dub.
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culture, cars ahcar accessories such as ‘rims’ and grills become cross-marketed in
a way that suggests ‘lifestyle’ marketing, together with television shows like Pimp
my Ride and Rides magazine.

The automobile and hip-hop culture form, in a certain sensexus of status
symbols (e.g. rims, subwoofers, and car brands) widcaampanying soundtrack.
The high status that an upmarket or customized automobil@psoto members of
the African-American community, according to Paul Gilrbglps to compensate
for the disenfranchisement and propertylessness expedéan African-American
history®?® Gilroy notes that auto-autonomy is a means of empowerragad
resistance for African-Americans with a history of ceerdabouy and that the
custom car is an ongoing processtthay be ‘gesturing their anti-discipline to
power even as the whirlpool of consumerism sucks therit?SnAfrican-
Americans, in 2001, spent 45 billion dollars on cars and relareducts,
representing 30 percent of the automotive buying public;hyede mographic only
consists of 12 percent of the U.S. populafithRace-specific marketing by no
means suggests that these accessories are boughtbgotély race to which it is
targeted, but it projects a certain formi‘blackness’, real or imagined, that enters
the cultural consciousness. Gilroy writhst the automobile is ‘at the very core of

America’s complex negotiations with its own absurd racial codings.”**' Others

have suggested that the importance of the car harkenstdaekgious imagery,

328 Gilroy writes, ‘It raises the provocative possibility that their distinctive history of
propertylessness and material deprivation has inclirexd tbwards a disproportionate investment
in particular forms of property that are publicly visibled the status that corresponds to thépaul
Gilroy, ‘Driving While Black’, in Car Cultures, ed. Daniel Miller (Oxford: Berg, 2001), 84.
¥91bid., 97.

%3 bid., 85.

%1 bid., 84.

145



the chariot metaphor symbolizing the promise of freedom froavesty for the
Hebrews and subsequently for antebellum African-Amerité#ns.

The automobile has been a central accoutrement in hip-hsig mdeos and
album covers, ranging from the gangsta rap of Iceeb, $hort, and Dr. Dre to the
‘Bling Bling’ era of Puff Daddy and Ma$e, and more recently, in the Southern
‘crunk music of Lil’ Jon and David Banner. The automobile (and its powerful
sound system) is an object central to the boastingitmasl in rap music and earlier
African-based art forms such as toasting, as Dalnger raps in “My System”:
‘Cruzin’ down the block/And my system bangin’ out about a million watts/All
these suckers wanna stare and jock/And hsashit subbin’ down the block’.

In the 1980s, in automobile-centric Miami, Florida, thereryad a subgenre
of rap known as ‘Miami bass’. This genre was pioneered by DJs emphasizing
powerful low-end frequencies, as Miami DJs had directslink Caribbean
soundsystem culture that privileged feeling the music as msidistaning to it.
Miami groups such as 2 Live Crew made a direct connectitmbottom-heavy
music and bottom-heavy women on thdbum covers and music videos (‘Miami
bass’ was sometimes referred to as ‘booty music’ or ‘booty bass’).>** By the late
1980s, the Miami bass scene began to intersect with sulesulodrcar audio.
Advances in car audio technology coincided with the paogiyilof Miami bass, and
in the word of Roni Sarig, was the moment ‘when producers very consciously
started pushing the levels of low end further and furthenitaday, those who

liked the visceral experience of booming bass discoverddttheas all the more

332 Demers, ‘Sampling the 1970s in Hip-hop’, 84. Henry Louis Gates Jr. locates the chariot trope in
African-American art forms, as well as its variatioanifested in references to trains. Gates, 8.

333 An early 2 Live Crew hit, the 1986 “Throw the D”, included a B-side entitled “Ghetto Bass”.
Member Luke Skyywalker (Luther Campbell), a DJ from Miami’s Liberty City neighbourhood and

son of a Jamaican immigrant, started his own recoed I1al1986 called Luke Skyywalker Records
to promote other Miami groups. Roni Sarig, Third Coast: @stKTimbaland & How Hip-Hop
Became A Southern Thing (Cambridge, MA: Da Capo Press, 2007)912
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intense when confined inside a car’.*** One hit song by the Miami female rap duo
L’Trimm rapped of their love of‘boom cars’, as they chanted ‘They’re always
adding speakers when they find the room/Cuz they know wehiéguys with the
cars that go booh?*®> Bass music, as popularized largely by 2 Live Crew,
expanded in the early 1990s with hits such includifWghoot, There it is” by
Jacksonville’s 95 South in 1993, “Whoomp! (There it is)” by Atlanta’s Tag Team

in 1993, and “Tootsie Roll” by Jacksonville’s 69 Boyz.

Car audio bass became popular in areas of the Souths Bad California
where youl cultures were reliant on cars. “Drop the Bass” (1989) by Miami’s DJ
Magic Mike became popular in car stereos, and people used to slow the song’s
tempo for lower bass effts. DJ Magic Mike responded, ‘I hated hearing my song
like that, it kind of made me mad. So | went to the studio asijded a song that,
if they slowed the bass down, it would tear the speakerst wpas done pretty
much as a jok&3® The song was entitled “Feel the Bass (Speaker Terror Upper)”
and became a hit with car audio enthusiass Sarig notes, ‘It was, essentially, the
first track created specifically for use in cars, a pcacthat would soon launch an
entire industry®*’ These popular car audio bass albums include Bass Computer
(1991) by Techmaster P.E.B. and Techno-§4892) by Beat Dominator, as well
as numerous bass music compilations.

Car audio technology and hip-hop music began to evolveeii®80s, when

it became more common for young drivers to have upgradedrs/SteThe use of

% bid., 30.

3351 *Trimm “Cars with the Boom”, Grab It! (1988). See also Sarig, 30.

336 Quoted in Sarig, 31.

337 bid.

338 One example is from a 1987 New York Times article that desta new, growing interest in
‘extended bass response’. Hans Fantel, ‘Subwoofers Bolster the Bass’, New York Times, 15 March
1987, available at:
http://query.nytimes.com/gst/fullpage.html?res=9BODEEDD1638F936A25750C0A96 IRARNG
=&spon=&pagewanted=(accessed 15 June 2008).
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the car stereo system is multifaceted. The musideamsed for individual driving
pleasure or function like a boom box, to accompany andtera space of
socialization such as a block party, or it may ter@tiaae (and/or terrorize) the
surrounding sonic environmerfBoom car$ have been a source of both intense
competition and neighbourhood frustration. The InternatioAuto Sound
Challenge Association (IASCA) was formed in the late 198@sragularly holds
competitions for the loudest and highest quality car soyateisis, competitions
referred to by enthusiasss ‘sound-offs’, ‘crank-it-up competitions’ or ‘dB Drag
Racing.**° Others see the boom-car pastime as using sound as anwaspativist
groups in the United&tates who consider themselves ‘victims of audio terrasm’
have pressed for legislation to decrease legal decibelslem cars®® The
multiplicity of car audio uses demonstrates its intetige flexibility, and that
technology and society influence each other in complex ways. What ‘boom cars’
show more specificallys that the notion of a ‘good’/pleasurable or ‘bad’/harmful
technology not only differs with users, but also witlmse who are directly or
indirectly affected by a given technology.

Two terms crucial to car audio discourse are ‘stock equipment’ (what comes
with the car, a.k.a. Original Equipment Manufacturer or OEM), and ‘aftermarket
equipment’ (items bought and installed after the automobile purchase). Sound
quality as a result of the ‘high-fidelity’ era has been popular with home audio

systems since at least the 1950s, but the market foterap qyuality arrived later

339 For more information, see the IASCA website: www.iasca.com; See also ‘Boom Cars’, in Sports
& Recreation Fads, Frank W. Hoffmann and William G. Bafllyiladelphia: Haworth Press,
1991), 7172.

340 see The National Alliance Against Loud Car Stereo Agsaulw.lowertheboom.org; Anti-
boom car legislation is not the first case of communities’ seeking legal action for noise pollution
associated with car culture, as some citizens as &35 were fighting for laws against the
noise pollution stemming from the then-new phenomemanvk as drive-in theatres. Kerry
Seagrave, Drive-In Theaters: AHistory from their Inceptiohd83 (London: McFarland and
Company, Inc., 1992), 26.

148



in the earlyto-mid 1980s*** There is currently a seemingly unlimited range of
aftermarket car audio products, including head units tlddide CD, mp3s, and
IPod players, USB ports, satellite radio, as well as audigdViaccessories such as
GPS navigation and DVD players. Magazines such as Car Audio ardoBies
and Car Sound Magazine offer information and advertising abautlatest
products, and catalogues provided by consumer electronics om@mspéke
Crutchfield have extensive car audio selections. In 200&s sdlin-car consumer
electronics were over ten billion dollars, not a surprisitagistic considering that a
2007 study by the Consumer Electronics Association concludedavbheage
American spends 17 hours a week in their¢ar.

The primary object which connects the ‘boomy bass’ of hip-hop to the
automotive soundscape is the car subwoofer. Available in cduestereo
aftermarket since the early 19803the subwoofer is a large, enclosed loudspeaker
(8 to 18inches in diameter), and like any speaker, is a transdo@eturns electric
impulses into mechanical energy/sound walésThe subwoofer specializes in
producing the lower-frequency waves in the sound spectrum (ro@ghI20Hz),
omni/nondirectional sensations of sound perceived as afigamation of pitch

recognition and a feeling of pressure (as sound measured inldesib&so known

341 Andrew Yoder, Auto Audio, " edition (New York: McGraw Hill, 2000), 96.

342 <CEA Predicts Sales of In-vehicle Electronics will Grow to $12.8 Billion’. Carsound.com, 28
February 2008available at:
http://www.carsound.com/artman2/publish/news/CEA_PREDICTS ESAIOF IN-
VEHICLE_ELECTRONICS_WILL_GROW_TO_12_8_BILLION.shtrtdccessed 13 March
2008).

343 One of the first successful car audio subwoofers was called the ‘Kicker’, built in 1980 by
Stillwater Designs in Stillwater, Oklahoma. Over twenty years later, Kicker’s subwoofers could be
added to vehicles as a factory- or dealer-installed mmi®@odge and Chrysler cars. A number of
car audio brands are now contracted with car companjasitiale their products as ‘stock’ system
rather than aftermarket. Douglas Newcomb, Car Audio for Dushew York: Wiley Publishing
Inc., 2008), 19.

344 Joe Pettitt, How to Design and Install High-PerformanceSEareo (North Branch: Car Tech,
Inc., 2003), 59.
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as Sound Pressure Level or 38 In other words, the lower the frequency, the
greaer possibility that one will begin to ‘feel’ the sound. Without the subwoofer,
other noises can cancel the lower frequencies in thacmiiequencies which
require so much power that one needs a separate amiplifigrem.®*® Most road
noise is in the 10@00 Hz range, and will cancel out this band of a recording’s
audio spectrum, therefore one function of the subwosféo bring out the lower
frequencies in the musi’ A custom system creates a division of labour in
speaker types, with higher frequencies supported by tweet&lgle frequencies
by mid-range speakers, and lower frequencies by the woofemiandofers*® In
choosing these and other types of speakers, one haskoothqualities such as
‘resonant frequency’, the frequency that the speaker naturally wants to vibaate,
‘transfer function’: ‘a measure of how the volume of an enclosure, suchr@sna

or a car, effects the way a speaker souffisThe attention given to specific
technology such as loudspeaker types (and their playbadkieg)aand to the
character of specific playback spaces are elements iampaot car audiophiles, and
could be a fruitful lens with which to consider and analyresic production and

recordings.

345 Christopher Anet, ‘An Insight into Subwoofers’, Resolution Magazine, Vol. 2, no. 7 (Oct. 2003),
60-62.

348 yoder, 96. Subwoofers normally need to produce 80dB SPL liedel or felt. Pettitt, 60.

347 Yoder, 96.

348 The division of frequencies to cettapeakers is provided by a ‘crossover’ which allows some
frequencies to pass through and some to be blocked forragpeaker. These frequency levels are
called ‘crossover points’ and can be adjusted in custom systems. For example, a subwoofer

crossover could have a crossover point of 90 Hz, and thd sigakl be blocked at any frequency
above 90 Hz. Newcomb, 207. These ‘crossover points’ for any given speaker are variable and
adjustable, largely dependent on the practicalities oettterblogy and tastes of listeners and
manufacturers.

349 polk Audio, ‘Tips, Tweaks and Common Sense About Car Audio’ (Baltimore: Polk Audio),
available at: http://www.polkaudio.com/downloads/12vhndbk(pcfessed 23 July 2008).
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Figure 3.1—Car audio amplifier wiring diagram
(Diagram courtesy of Crutchfield Corporation ©2003)

Like those inhabiting custom car cultures before themagdio enthusiasts
form a community with shared interests, while expressingisesef individuality.
The design intensity and niche marketing of the adioa’aftermarket’ can be said
to participate in the so-called post-Fordist society;faéloe that The Car Audio and
Electronics Buyer Guide had 3195 different speakers available in justeane y
(1998) attests to this° But many forget that the emblematic symbol of Fordism
the Model T, had over 5,000 accessories available in its lgetsmggesting that

the desire to customize the car is as old as automotass production itseff!

#%yoder, 168.

31 peter Marsh and Peter Colldriving Passion: The Psychology of the Car (London: Jonathan
Cape, 1986), 36. Before the automobile, coach builders woulchtastoarriages for the rich, as a
tailor would do for clothes (carrossiers). It was not unoam for celebrities in the early
automotive era to hire custom designers for their aubidew Harley Earl and General Motors
President Alfred Sloan simply brought the already-existugarnization appearance to the wider
public in the late 1920s. Hollywood-born Earl, before leadinditbeArt and Colour division of a
major automobile manufacturer, was a custom car designeelebrities such as Fatty Arbuckle
and Cecil B. DeMille. Marsh and Collett, 31; David Gartm@to Opium: A Social History of
American Automobile Design (London: Routledge, 1994), 211.
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Rather than invoke discourses of Fordism, perhaps itoie maseful in ppular
music production to invoke the influence of Sloanism, named Gie@eral Motors
president Alfred Sloan, the creator of the ‘annual model’, who produced different
car models in a stylistic hierarchy and led the firgiasate design division for a car
company in the 1920s (led by Harley Earl for over thirty se&f Hip-hop music
for example, with its heavy use of borrowing and samphugls surface features to
old frameworks in some ways analogous to Sloanist productiethoas, and

functions within a constantly shifting subgeneric hierarehgultural products.

The Automobile and Music Production
The automobile forms an exemplary object of twentiethttoy mass production,
transforming time, space, ‘the everyday, as well as urban and emotibna
geographies. It is safe to say that thipintessential manufactured object of
Fordisni®*® had influence on a number of production methods, includingrded
music production. Ad as Michael Bull reminds us, ‘While the 28 century is
sometimes interpreted as both the century of the automabdeof the moving
image, it is also the century of mechanically reproduceddsoitt

As early as 1922, Chrysler offered the first factory-unitrealio, but few
were purchased, and production was soon discontinued. Galamufitturing
Company built the first commercially-successful carigamh the early 193Qs
known as the Motorola 5T71, an amalgamation of theds ‘Motor’-car and

‘Victrola’. (The company would later change their name to that daf thest

352 Gartman, 6875. The term ‘Sloanism’ was used in Karal Ann Marling, ‘America’s Love Affair
with the Automobile in the Television Age’ in Autopia: Cars and Culture, eds. Peter Wollen and
Joe Kerr (London: Reakton Books, Ltd., 2002), 355. Sloan hiredrBte mid-1920s to compete
with Ford’s Model T. GM’s La Salle, from the Cadillac division in 1927, was the first mass-

produced car planned bumper to bumper by one man (Earl). Eaglseathe first to put
trademarked tail fins on a 1949 Cadillac, inspired by th8 Bightning pursuit plane. Gartman, 75,
148.

353 John Urry, ‘The “system” of Automobility’, in Automobilities, eds. Mike Featherstone, Nigel
Thrift, and John Urry (London: Sage, 2005), 26.

354 Michael Bull, ‘Automobility and the Power of Sound’, in Automobilities, 248.

152



successful product¥ By 1952, automobile radios were in just over half of
Americas cars, but had a significant boom after this due to the invention of the
transistor in 1953 which made car radios more reliable andafite. By 1980, the
start of a decade which saw the rapid growth of both thawdio aftermarket and
rap music, that percentage had increased to 95 péréent.
The automobile sound system has been an important listesfiaigemce in
many styles of music production since at least the 1960s thdtadvent of Top-40
radio and th car’s role in ‘teen cultures’. Steven Pond writes, ‘Bowing to the
importance of radio airplay, pop producers up to the latesixbutinely calibrated
their final mixes to cheap car speakers, which could acamate only a limited
frequency rangé®’ Perhaps appropriately given their location in the car
manufacturing Mecca of Detroit, Motown Records were attentt this new
listening market, as by 1963, fifty million automobiles had car sifoSuzanne
Smith writes:
At Hitsville Studios the proliferation of the car radio wast
overlooked but capitalized on. Both the musical form #rel
audio fidelity of Motown hits such as “My Girl” and “Shop
Around” were well suited and often produced with a car radio
audience in mind. Some of the first critical commentanythe
Detroit sound noted that ‘Motown’s light, unfussy, evenly
stressed beat, its continuous loop melodies, [are] idieal
accompaniment for driving.’359

Motown made their singles extra short to help ensure radip giid tesd them

for compatibility on car radio speakers. They were algara that the majority of

these car radio listeners were the baby-boomer teenagest they were trying to

attract. As producers would tailor their mixes to the carest, the needs of

%% David McCartney, ‘Automobile Radios’, in The Encyclopedia of Radio, ed. Christopher H.
Sterling (New York: Taylor and Francis, 2004), 138.

*Ypid., 139.

%7pond, 132.

%8 Suzanne E. Smith, Dancing in the Street: Motown and the CuRetitics of Detroit
(Cambridge: Harvard University Press, 1999), 123.

%9 David Morse, Motown and the Arrival of Black Music, quotedsimith, 123.
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automotive listening surely impacted the timbre and volumethef music
produced. A Warren Belasco has written, ‘The greatest success in rock 'n’ roll
usually goes to those whose music suits the hyperkineticatsrof the Top-40
stations thatransmit primarily to car radios and transistor receivers.”3°

Radio stations since the 1960s heavipmpress (i.e. use dynamic range
compression) the sounds coming through the airwaves,magression decreases
the overall range of the dynamics to make music sound domitigout increasing
peak amplitude. Television commercials often compress $hend, which is why
commercials often sound louder than the progra@re reason to utilize this
‘loudness’ effect from compression wass competition with rivaradio stationsto
sound more exciting and keep the listener’s attention; but another reason was to
produce a consistent dynamic level that could be heazd tbe road and engine
noise of an automobile. Music producers also use dynanmpression in their
mixing for a number of reasong compete with other ‘loud’ albums, but also
when albums are expected to be played in loud environments asudbars,
shopping malls, restaurants, and automobfies.

Automotive listening (particularly witkstock systems, those that come with
the car) demands a high level of dynamic consistencyenlisfj to Berlioz’s
Symphonie Fantastiquer Schubert’s Unfinished Symphony in a stock system

without a compressor can prove to be frustratirige earlier technologies of ¢h

phonograph record that influenced the length of music cordpdke car stereo

360 Warren Belasco, ‘Motivatin® with Chuck Berry and Fredrick Jackson Turner’, in The Automobile
and American Culture, eds. David C. Lewis and Laurendds@in (Ann Arbor: University of
Michigan Press, 1980), 264.

3611 evine writes, ‘Rock and pop producers have always used compression to balance the sounds of
different instruments and to make music sound more eggcdind radio stations apply compression
for technical reasons. In the days of vinyl recorderd was a physical limit to how high the bass
levels could go before the needle skipped a grove...Intensely compressed albums like Oasis’ 1995
(What’s the Story) Morning Glory? set a new bar for loudness; the songs were well-sfdtdzhrs,
cars and other noisy environmenisevine, ‘The Death of High Fidelity’.
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influenced other elements, such as the timbre of populasic recordingd®

Furthermore, the ability to record bass, sysitter and other sounds by DI (‘direct

injection’ to the mixing console, rather than put microphone rioamplifier)

provides greater flexibility in altering the sounds onceythee recorded® As

recording technology improved, so did the ability to taiusic to particular
listening spaces.

Unlike car audio technicians who consider the car to ber ddan ideal
listening environment compared to the hoftfemany music producers speak
positively of the automotive listening space. When asked bptarviewer what
the ideal listening environment for a minisystem was, prodawcdrartist Stewart
Copeland commented:

‘I’ve already got one: the car steree-which is the first and best
minisystem if you think about it. You’re in this cocoon where
you can have a really big sound in an enclosed environment.
Then ther& the fact that you’re driving with scenery moving
past’.>®® He continued to sayWhen | record an album, | spend
months listening to it in the studio. | listen to iteey day going
back and forth in my car. | check it out on tiny systeAnd then
| hear it coming out of the radio, so | know what it soulitas>®°
The ‘car test” or ‘car check’ was and still is used in record mixing, as the car is
often the first place that a mix is heard outside thelist®’ California sound

engineer Patrick Olguin staté$f I’m mixing “unassisted” I’ll check the mix in my

stock system in my truck, and also check it in my custostesy in my

362 For examples of how the phonograph changed music composiéie Katz, Capturing Sound
363 For example, producer Elliot Schneider says that he uses a DI for the bass guitar because ‘the
amp signal just doesn’t have enough definition; it just contributes a lot of low end.” Quoted in
Howard Massey, Behind the Glass: Top Record Producersthbw they craft the hits (San
Francisco: Backbeat Books, 2000), 60; Of course, other produegrs/ant heavier low end, such
as many hip-hop music producers.
364 As one car audio technician writes, ‘To put it bluntly, car interiors are about the worst listening
environments imaginable. Your location in the car isldgstener seating is to the side of acoustic
space in relation to the speakers. Pettitt, 20.
3%% Brendan Baber, ‘The incredible shrinking sound system’, Bnet.com, Sept. 1997, available at:
?ggp://findarticles.com/p/article(saccessed 9 June 2008).

Ibid.
37 A cinematic example of this can be found in the filnc®¢R006): after the band records their
demo, the engineer takes them out for a drive to heamtx.
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Mercedes>6®

Olguin ensures that his mix works for the majority of camers
(stock systems) as well as for the greater clarity, imgutdvequency response, and
bass extension of a custom aftermarket system. Hdenadsitions thatmost hip-
hop producers have upgraded car systems, so that would defi@tétg first acid
test for a mix after leaving the studit?® Studios normalljhave a number of sets of
speakers for different instances of listening, selectabikeaflip of a switch; and
some studios (such as Sony Studios in New York City) haveaee had a car
speaker system built into the studio as part of thefereace speake
configurations’’® Olguin also has a wireless system, to listen to miesugh the
car radio by using a radio transmitter that deliverssigeal to the parking lot, in
order to hear the mix as it would go through a radio station.

In addition to the cas now serving as the producéyr listening reference,
producers have also become more consciotieatiea that a recording is intended
to fill a particular space, rather than to reproduce a pedoce accurately. Adam
Krims notes a trend in new classical music recordihgs have shifted their aim
from ‘concert realism’ to an ‘abstract soundstagehat considers particular
playback spaces. In hipp, the ‘star producer’ will be valued for how his/her
music fills a space, such as a car or jeep, rather wheat s/he can do in live

performancé’ The trademarked producer will be advertised on albums, assuring

listeners that the product that they buy will fill spatea iparticular way’?

3%8 Email correspondence with the author, 3 June 2008. Olgsiwbiked with a number of
commercially successful groups and artists, such as Paph,Rlack Eyed Peas, rapper E-40, and
Cake.

39 Email correspondence with the author, 19 September 2008.

37 Hank Shocklee of the production team The Bomb Squad rembtmme the existence of a
custom car audio system in New York’s Sony Studios. Hank Shocklee, interview with the author, 8
March 2009.

371 Krims, MUG, 161. Krims writes that some popular music genres ‘help to provide a soundscape
for design-intensive urban interiors, and they dasgyably, just as classical recordings do, by
targeting a soundscape to the design or desired ethosmithte playback spaceKrims, MUG,
157.

372 Krims, MUG, 160.
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Consideration of the relatively small space of theirarior in production
and mixing affects elements such as dynamic compresisam frequencies are
equalized, and, in particular, the sound quality of low fregesn(both the aural
and tactile/corporeal elements of subwoofer playback). evthie opinions of
music producers are far from homogeneous, testing music mixée car (both
stock and custom) has been a rarely acknowledged standatdtegrand if we
then consider both the playback spaces and speakers uhvaiee can better
analyse the ecology of how a music recording interadgte the listener in

particular environments.

Dr. Dreand ‘G-Funk’

Dr. Dre (Andre Young), the ‘chief architect of West Coast gangsta’rdp
was born in Los Angeles, California. He was a club DJ, thedywmer and rapper
with groups The World Class Wreckin Cru and N.W.A. (Ngd&ith Attitude)
After leaving N.W.A., he spent all of 1992 producing his firsbsalbum, The
Chronic. What emerged was a sound thathristened ‘G-Funk (G for ‘gangsta’),
inspired by the P-Funk of George Clinton, but also borrowirggn Leon
Haywood, Isaac Hayes, Curtis Mayfield, and Donny Hathaway, kssvatilizing
‘vocoder’-esque effects similar to those of electro-funk groups Heg@p and

Cameo®’™

What results is a highly layered effect, a mix of €nfthigh-pitched)
synthesized sounds, live instruments such as guitar and dadsan added
emphasis on low-end frequencies.

One example of this style is the layers of the ‘basic beat’ in Dr. Dre’s

“Nuthin’ But a ‘G’ Thang” from The Chronic Example 3.1):

¥ Gold, 40.

374 Thislink between Dr. Dre’s music and that of the 1970s is a formidable one, particularly in the
borrowing of elements from 1970s funk, and imagery and clagisaitom 1970s blaxploitation film.
See Demers, ‘Sampling the 1970s in Hip-hop’.
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Dr. Dre "Nuthin' But a 'G' Thang"

From The Chronic (1992), produced by Dr. Dre

Basi laver,
p 2 o plr e o - —
. . A — : e e — fte e H
ng]’l Synthemzer { :% T Y = | E— T 0
o)
. . P 4 |
Electric Guitar Has— ] T H
‘;Jv% n-sg‘ : %
9 I Il Il
Fender Rhodes { o< —p—= £ e —— H
}JV I T 1 . .
o] N
Synth Strings {[s—= i — | i
ynth Strings {6—2 == o
Bass

The high synthesizer riff, derived from Leon Haywood’s “I Wanna do Something
Freaky to Yoti, has become (in both timbre and melody) an impodigmifier of
Dr. Dre, Southern California, and mokeadely, of the gangsta rap or ‘West Coast
rap’ subgenreAs New York MC Mims raps of different geographical regions in
“This is why I’'m Hot” (2007): ‘Compton to Hollywood/As soon as | hit L.A./I'm
in thatlow, low/I do it the Cali way’, the riff from “‘G’ Thang” accompanies the
stanza’®

As opposed to East Coast hip-hop producers at the time, Dwduid rarely
sample directly from a record itself. He might use a 19#@srd for ideas (a
melody, beat, or riff), but had live musiciaresrecord the sounds that he wanted
After equalizing and sculpting particular sounds, he thenctaose to put the
sounds through a sampleHe often takes pre-existing drum sounds from

recordings, loops them, and gradually replaces each drutmwjihr new ones.

37> The riff and other snippets from the single are used im#ber of international rap singles, as
the G-Funk era was often the first experience thatth@-countries had with rap music. As Dre
and Snoop reached mainstream success in the U.Swéhewble to secure international
distribution on a largeseale. One example is the Spanish rap group Arma Blanca, on their track “El
Musicologo”, which samples from a number of American hits and DJ Tomek’s “G Thang 2008

from Berlin. Ben Folds’s cover version of Dr. Dre’s “Bitches Ain’t Shit” (from The Chronic) uses a
high-pitched synthesizer in the middle eight similaote that Dre might use. The Folds cover is
characteristically representative of his own piano/sisgeigwriter style, but the inclusion of the
synthesizer adds another layer of musical signifinatiat normally found on his recordings.
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Subsequently, a bass player often records a track threerdruns and other
musicians maye-record or improvise, based on various tra¢kse-recording all
the material live, in addition to avoiding high copyrigtusts3’® Dr. Dre has
greater control over all of the individual tracks: he da#une, add more ‘low end’
frequency, add effects, apply dynamic compression (to help domivmoad and
engine noise during playback), add effects, make itidadirty’ or equalize to his
tastes’’ He often uses a Mini-Moog synthesizer (obsolete sit®82), other
keyboards such as Wurlitzer, Fender Rhodes, ClavinetyVardv-305 organ, as
well asa Roland TR-808 drum machine, employed by many hip-hop produmers f
its kick drum bassbooni sound®’® This flexibility was important to Dre, often
labelled a perfectionist in the studi0.

Dr. Dre will often utilize a number of musicians to ‘orchestrate’ various

sounds that he wants, as producer Scott Storch recounts:

378t is important, here, to draw the distinction betwpahlishing fees and master recording (or
mechanical) fees. When Dr. Dre re-records songs, hehaslyo pay the publishing fees and not the
mechanical fees in addition to the publishing, as would beabe if he digitally sampled the
sounds. Kembrew McLeod writes, ‘When clearing a sample taken from a record, two types of fees
must be paid: publishing fees and master recording (or mieelidiees. The publishing fee, which
is paid to the company or individual owning a particulaigs@ften consists of a flexible and
somewhat arbitrary formula that calculates a statutyglty rate set by CongresdiclLeod,

Owning Cultue, 91. See also Schloss, Making Beaf#b.

377 <Control is Dre’s thing. Every Dre track begins the same way, with Dre behind a drum machine

in a room full of trusted musicians. (They carry beepéfisen he wants to work, they work.)
They’ll program a beat, then ask the musicians to play along; when Dre hemsngthing he likes, he
isolates the player and tells him how to refine the sound. “My greatest talent”, Dre says, “is

knowing exactly what | ant to hear”’. Josh Tyrangiel, ‘In the Doctor’s House’, Time, 15

September 2001, available at: http://www.time.com/timgamane/article/0,9171,1000775,00.html|
(accessed 27 June 2008).

378 Kurtis Blow says, ‘The 808 is great because you can detune it and get this low-frequency hum.
It’s a car speaker destroyer. That’s what we try and do as rap producetseak car speakers and
house speakers and boom boxes. And the 808 does it. It’s African music!” Quoted in Rose, 75.

37 Most accounts portray Dr. Dre as a ‘studio work-horse’. One journalist notes, ‘Dre works in
spurts.This week he’s had three studio sessions of 19 hours or more. Last week he did a marathon
56-our session. If he didn’t go to the parking lot for the occasional car-stereo listening test, he’d
have no idea whether it was night or dayyrangel, ‘In the Doctor’s House’. Referring to Dr. Dre,
Snoop Dogg has said, ‘I went and did a song with the nigga, the nigga made me do each word, word
for word, until | got it right. See what people don't underdtis, when you dealing with Dr. Dre,
you dealing with a perfectionidt’s like if you dealing with God. So you have to be perfectio
when you do a record with him, because his sound is hghtlrection is right. Everybody ain’t
prepared for that!” Nima, ‘Interview with Snoop Dogg’, Dubcnn.com, available at:
http://www.dubcnn.com/interviews/snoopdogg06/pafattessed 22 October 2008).
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Sometimes [Dre will] have a vision for a record where he’ll
program a drum pattern and tell musicians such as myselftawhat
play verbatim, and we’ll emulate for him, through him. He’s
capable of doing a lot of the stuff, like playing piano. Bt
creates a little band. He’s orchestrating his little orchestra. And
sometimes, I’ll be at the keyboard noodling, and he’ll be at the
drum machine noodling and we’ll find each other in that way—all

of a sudden, boonthere’s a record.>®°

Jonathan Gold also writes of Dre’s compositional process in the making of The

Chronic

Listening to a Dre beat take shape in the studio is like watching a
snowball roll downhill in a Bugs Bunny cartoon, taking on mags as
goes, Dre may find something he likes from an old drum break, |

it and gradually replace each part with a better tom-toomd&oa
kick-drum sound he adores, until the beat bears the same
relationship to the original that the Incredible Hulk side Bill
Bixby.

A bass player wanders in, unpacks his instrument and pops a
funky two-note bass line over the beat, then leaves tohw@NN,
though his two notes keep looping into infinity. A smiling guyain
striped jersey plays a nasty one-fingered melody on lériviani-
Moog synthesizer that’s been obsolete since 1982, and Dre scratches
in a sort of surfadelic munching noise, and then from hi#- we
stocked Akai MPC60 sample comes a shriek, a spare piang, emor
ejaculation fom the first Beastie’s record—“Let me clear my
throat”—and the many-layered groove is happening, bumping,
breathing, almost loud enough to see.

Snoop floats into the room. He closes his eyes as ifdieam
and extends both hands toward Dre, palms downward. Dre dwids
his hands, and Snoop grazes his fingertips with a biytfetirish,
caugh up in the ecstasy of the beat ...

Dre comes in from the lounge, twists a few knobs enMbog
and comes up with the synthesizer sound so familiar fiidwe

Chronic, almost on pitch but not quite, sliding a bit betweeesot
381

Though these journalistic sources often portray informaiio highly stylized

ways, they nevertheless are useful in mapping out Dre’s compositional tendencies

as producer. While Dre’s production is a collaborative process, he most certainly

has creative control over the final product.

380 Kylee Swenson, ‘Captain Contagious’, Remix Magazine, 1 June 2006, available at:
http://www.remixmag.com/artists/remix_captain_contagiodeknhtml(accessed 15 June 2008).

381 Gold, 40.

160



While the use of drum machine was already common in hip-hop
production Dr. Dre’s conspicuous use of synthesizers in the digital sampling era
was not. The synthesizer has been a prominent featyepafar music for over
forty years (including 1970s groups and artists from dispdratkgrounds such as
Yes, Wendy/Walter Carlos, Parliament Funkadelic, Suy Btevie Wonder,
Kraftwerk, Genesis, Herbie Hancock, and ABBA). Anxieties tawvahe
synthesizer were expressed, particularly in the 1970s, gsmbie susceptible to
cultural assumptions that electronic instruments wexdd’ and ‘inhuman,
perhaps because the sounds produce fewer overtones traninsthumentss?
Though keyboards had a mixed reception in the 1970s, Andrew Goodinis po
out that a generation of 1980s popular music artists amtlpeos grew up with the
synthesized sounds of thé0s. Goodwin writing in the late 1980s comments that,
‘pop musicians and audiences have grown increasingly accustonmeaking an
association between synthetic/ automated music and thenaoah (dance floor)
connection to nature (via the body). We have grown usexmhnecting machines

3383

and funkiness®” He continues to say that

What happened then was that the very technology (thb)syratt

was presumed in the 1970s to remove human intervention and
bypass the emotive aspect of music (through its ‘coldness’)
became the source of one of the major aural sigrsstpaifies
‘feel’! This is the sound of a bass analogue synth—often a Moog
synthesizer®

A number of producers have shared their proclivity towardgusinog synth for
bass. Producer Glen Ballard, when asked in an interview howatovitd getting

the low end tight without being flabby responded:

382 Kay Dickinson,0ff Key: When Film and Music Won't Work Together (Oxford: Oxford
University Press, 2008)24.

383 Goodwin, 263. Goodwin also points out how while the kegtaausician was once criticized
for being cold and alienated, that criticism had ofteenkieansferred in the late 1980s to
‘musicians’ who sit at the computer and choose to compose by way of digital sampler, rather than
by playing an instrument.

% |bid., 265.
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Get a Minimoog! (laughs) Ninety percent of the bass | do is
Minimoog. I think it’s the best way to solve low-end problems
that and being real careful with the pattern of thek kdcum.
Because the Minimoog has three oscillators you canrcsee
much ground with it, and there are MIDlable versions of them
now, you can sequence with them. I’ve always had such great
luck with that as my bass, and you can get an infiniteetyaof
sound with it—the filtering can be incredible, you can adjust the
sustain. It has so many colors, and yet it’s about the richest
bottom end harmonic eclement that I’ve ever come across. The

Minimoog is just such a workhorse for mé can’t do without
it.385

Producer Jack Douglas has said for bdskie to use a subharmonic synthesizer
because so many systems have subwoofers, you’ve gotta have stuff to feed that. 386
Again, perhaps the lack of overtones, and sheer power sediainality of these
synthesizers are more accustomed to automotive teclndtagn earlier sonic
innovations. Dr. Dre’s interest in synthesizers may be influenced by a nostalgia for
funk music, a fascination with in earlier technologies.that he generally finds
them to be ‘warmer’ than a sound sampled from a record. While any attempt to
locate his exact reasoning would be speculative, the tindbr&mthesized sounds
are strikingly compatible to car audio technology and dheing experience.
Furthermore, the use of large speakers in both clubsasdignal attention to the
entire body sensations felt by powerful, low frequencié®se (often pleasurable)
sensations become part of the musical experience,edrebtough subwoofer
technology, the listening environment, as well as the #sbproduced by
synthesized sounds (and how they are mixed).

At a time when the sounds of rap music were rarely disclsvith any
detail in journalism, media reception of The Chronic disalisseind, in addition

to the persona and geography normally discussed at that Tilms is partly

because of the familiarity of the funk music which Dreiipblates, but also partly

35 Massey, 25.
386 |bid., 159.
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because of what he does to the sounds. His sound ist#esby one journalist as
‘rumbling bass lines, hyperrealistic sound effects, and b#das hit the
bloodstream like a pulp fiction adrenaline shf.Jan Pareles notes that The
Chronic was:

The album that defined West Coast hip-hop with a perseuhliz
style, GFunk, that’s simultancously relaxed and menacing. The
bottom register is swampy synthesizer bass lines tpanlp
emulate Parliament-Funkadelic; the upper end is oftenna lo
keyboard line, whistling or blipping insouciantly. In betweee ar
wide-open spaces that hold just a rhythm guitar, sparseo&eyb
chords and perhaps a singalong chorus between a rapper’s
unhurried rhymes. It’s a hermetic sound, sealed off from street
noise as if behind the windows of a limousine or a jackeceep;
it’s the sound of the player, enjoying ill-gotten gains but always
watching his back®®

Gold wrote, ‘The Dre sound is clean but edgy, deeply funky, featuriogy, gbig-
bottomed, slighy dirty beats and powered by guitar and bass work that is not
sampled but re-created in the studiso that unlike East Coast rap productiens
the fidelity of the final product is not inflected by thediity of scratchy R&B
records that have been played too many tiiff€8rendan Koerner writes:

Instead of merely sampling funk hits, he hired session naumnsido
cover their best parts on synthesizetsually just the catchiest

six to 12 notes, slowed down to stoner speed. It was as ioDke t

a magnifying glass to every P-Funk classic and zeroed ithe®
most addictive three-second segments. The whining 10syath

line in the chorus of ‘F—k Wit Dre Day,” The Chronic’s first
single, in unforgettable. And unforgettable singles move albums
how many consumers bought The Chronic simply because they
couldn’t shake ‘F—k Wit Dre Day’ from their minds?*%°

Robert Marriott wrote that Gunk was ‘haunted P-Funk laced with synthesized

vice’, and that'‘Dre and his collaborators gave body to the laid-back terthiain

387 Cheo Hodari Coker, ‘N.W.A.’, The Vibe History of Hip Hop, 261.

388 Jon Pareles, Still Tough, Still Authentic. Still Relevant?’, The New York Times, 14 November
1999, available at:
http://query.nytimes.com/gst/fullpage.html?res=9F03E6DF103AF937A25752C1A96F958260
(accessed 28 July 2008).

%9 Gold, 41.

390 Brendan I. Koerner, ‘The Game Is Up: Why Dr. Dre’s protégés always top the charts’, Slate
Number 1, no. 10, available at: http://www.slate.cdf2/i14375 (accessed 15 June 2008).
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characterizes the life in Los Angeles ghettos. It was dedrgospet®** Sound, of
coursedoesnot exist in a vacuum, and these examples of mediatrenandicate
both attention to the character of specific sounds andh-exusical discourses
which may have influenced these interpretations. The ye@aen 1970s funk
music forms one recognizable influence, but also the irgeg@nm ‘hood films and
gangsta-rap music videos (from The Chronic, and earlier videosN.W.A. such
as1988’s “Straight Outta Compton™) helped to solidify the link of synthesizers and
bass extension te ‘dirty’ sound said to represent the ghettos of Los Angées.
The Chronic was advertised in 1992 in hip-hop magazines like TheeSawith
Dr. Dre standing prominently in front of his 1964 Impalanfyr establishing the
link between the album and the prominence of the automobileRar®&-imagery

even before the music was relead&d:

%1 Robert Mariott, ‘Gangsta, Gangsta: The Sad, Violent Parable of Death Row Records’, in The
Vibe History of Hip Hop, 321.

392 Josh Tyrangiel has written about Death Row Records president Suge Knight’s ability to
understand the importance of MTV airplay in promoting his artists. Tyrangiel stated that ‘By the
summer of 1993, the popularity of gangsta rap was no longeratddaiVith alternative rock
already on the decline, MTV sensed it was missing sangetiig and dipped its tow back in
playing videos from Dr. Dre’s solo debut on Death Row Records, The Chronic. The response was
tremendous. The video for “Nuthin’ But a ‘G’ Thing” was a players’ party, with Dre and his reed-
thin protégé Snoop Doggy Dogg acting as the governors dftjoes, West Coast-style. The song
was bangin’, and because the MTV audience hadn’t seen it or heard anything like it, they flipped
out’ Josh Tyrangiel, ‘Hip Hop Video’, in The Vibe History of Hip Hop, 141.

393 Many of Dr. Dre’s lyrics also express the centrality of the automobile to his perceived lifestyle.

In “Nuthin’ but a ‘G’ Thang”, he states, “You never been on a ride like this before’, and the chorus

of “Gin and Juice” begins, ‘Rollin’ down the street, smokin indo’. Nate Dogg raps ‘We’re gonna
rock it till the wheels fall off> at the end of “The Next Episode”, a song from Dr. Dre’s second solo
album Chronic 2001 (1999).
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FeaturiNG The Deat Row INmaTES:

Snoop DoGe
D.0.C.
Kurupr

Jewew

Thar Nicoa Daz
RBX

Race

Figure 3.2- The Chronic advertisement in The Source
The Chronic went on to become the best-selling hardcore rajpnaip
history at the time, and Dre helped his next productionitcr&hoop Doggy

Dogg’s Doggystyle, to become the first rap album to debut at numbepworibe
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Billboard charts. This synthesizetpost-funk or ‘post-sou*® sound would
chaacterize what is known as the ‘G-funk era’ from 1992-1996, emblematic of a
‘West Coast Rap’ aesthetic still influential in hip-hop productiofihe Chronic is
often described as a crossroads in hip-hop historiographpdint when rap music
became less about the rap itself (accompanied by uniMetrbeats), and more
about how well the rapper incorporated him or herself within the producer’s
beats®*®
As the above quotations suggest, media reception of Dr. Dre’s production

often made the link between the wide-open spaces of thst Woast and the
development of G-FunKo quote Dyson, ‘West Coast hip-hop tailored its fat bass
beats and silky melodies for jeeps that cruigegenerous spaces of the West’;3%
the ideology of ‘The West’ helped to create a dichotomy betweenFusk’s
‘somatic’ sound (often linked with automotive listening) to the allegedly more
‘cerebral’ East Coast sound. One writer includes pop rap artist MC Hammer (from
Oakland, California) in this West Coast aesthetic, and stigdkeat his sound and
implied listening spaces are more conducive to mainstrearessic

In no uncertain terms, West Coast rap spelled out tbeptable

and unacceptable ways to court mainstream success. (Hashe

Coast, however, it was still just courting. New York rapeof

seemed deeply insufaithe tricky wordsmith pyrotechnics and

cryptic references of innovators like Gang Starr, Poor Ragrd

Teachers, and early Tribe Called Quest was much to be pdayed

Walkmans while riding on the subway or cut up by DJ Red Alert

in sweaty afterhours underground clubs. Also, much of it was

interio—just listen to Rakim go back to the womb on ‘In the

Ghetto’—as well as spiritual, frequently laden with the insider-
only rhetoric of Muslim sects like the 5 Percent Nativviest

394 Eithne Quinn labels the Gunk Era as ‘post-soul’, referencing Nelson George’s book Post-Soul
Nation (2004). Eithne QuintNuthin But a “g” Thang: The Culture and Commerce of Gangsta Rap
(New York: Columbia University Press, 2005), 143.

9% For a compelling argument of this, see Kelefa SaniRapping about Rapping: The Rise and

Fall of a Hiphop Tradition’, in This is Pop, ed. Eric Weisbard (Cambridge, MA: Harvard
University Press, 2004), 230.

398 Michael Eric Dyson, ‘Black Youth, Pop Culture, and the Politics of Nostalgia’, in the Michael

Eric Dyson Reader (New York: Basic Civitas Books, 2004), 421.
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Coast hip hop, in contrast, was driving music, ready-madi¢ate

out of car windows and share with the world. And as Hammer
found out with the gargantuan sales of Please Hamnttiere are
more pop-friendly car drivers in America than subway-ridieyv
York rap ideologued®’

This bifurcation between East and West, influenced in pathéysounds of the
recordings, would have a profound influence on 1990s hip-hop.

The connection between the sounds@Funk and their implied listening
space merits investigation: Dr. Dre envisioned that thagssi mode of listening
would be through car stereo systems. He explained in a 1892iaw with Brian
Cross:

I make the shit for people to bump in their cars, I don’t make it for
clubs; if you play it, cool. I don’t make it for radio, I don’t give a
fuck about the radio, TV, nothing like that, | make it for pleao
play in their cars. The reason being is that you listemusic in
your car more than anything. You in your car all the time fittst
thing you do is turn on the radio, so that’s how I figure. When | do

a mix, the first thing | do is go down and see how it sounds in the
car. (emphasis addé&dj

For Dr. Dre, the automotive listening space represents an zddalieference
because it is reflective of the way he perceives thaplpdisten to his musit®
The centrality of the car to his lifestyle can be seen in a number of Dr. Dre’s music
videos from The Chronidre’s music video for “Nuthin But a ‘G’ Thang” also
featured the car prominently as a crucial part of a day in the life of Compton’s

black youth'!® The video opens with a closg- of Dr. Dre’s car radio with a

%7 Diehl, 129

398 Brian Cross/t’s not About a Salary: Rap, Race and Resistance in Los Angeles (London: Verso,
1993), 197. A similar sentiment was shared by producer Marleywieath he said that he made the
album Steering Pleasuffar people who wanna have som’n cool playin’ in their rides. You won’t

get the same effect if you play the tracks through a reguéem; you need a hype car system. The
beats are programmed to make the speakers howl, you know what I’'m saying’. Quoted in Keyes,

239.

39% Rapper Ice-T also expressed an association of his ideaidrs with the car stereo sound system
when he said, ‘I pretty much record every record in a matter of a month, maybe two at the mos

We did Powetin L.A. ... The board was connected to the biggest system we coildicthat
resembled a car stereo system, so we could check Isowriled when real people who would buy
our tapes listened to that shit. Big woofers and all’tigaioted in Brian Coleman, 249.

%9 Snoop Dogg has been quoted as saying that ‘One of the first things I did with my profits was to

buy myself a car, a *77 cutlass supreme four-door | got off one of the homeboys from Compton for
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voiceover from‘DJ Charmaine Champagnéactually a pornographic film star)
introducing the track. During the voiceover, the came@ns out in a crane shot
similar to the famous opening of Orson Wells’s 1958 Touch of Evil (which also
featured the automobile prominently in its opening sequence). CHmeera
eventually shows Dr. Dre, exiting his car to pick up his friendoprDoggy Dogg

at home'®!

During the music video, there is a twenty second sequéatshows
Dre and friends in their cars, driving on the freeway gomgnfthe picnic they
attended to a partyn laddition to Dre’s own 1964 Chevrolet Impala (fitted with
hydraulics), the video included many other lowrider car&@d recounts:
Chugging, smoke-spewing old relics burnished to a high shine,
bounding and rebounding higher and higher, tossing their
passengers about like so many extremely urban cowboysulf y
peek into the trunk of any of these cars, you will see 14 ca
batteries hooked up in series and a row of hydraulic motors

mounted where you’d expect to see the spare tire, but you’d better
get out of the way when it starts to juifip.

The video ends with Dre being dropped off at the same houss kgan the
music video, creating a bookend image of the house andutbmabile. Multiple
gangsta rap music videos began to shbevcar’s prominence in the Southern
Californian ghetto world, such a3. Dre’s “Let me Ride”, Ice Cube’s “It was a
Good Day, Nate Dogg’s “G Funk”, and Warren G’s “Regulate”. Associations of
rap music with the automobile became so ingrained thatcarne the source of
parody, such as an early 2000s Avis/XM Satellite Radio comatehat featured
three middle class men in business suits, white and Asiathnicity, commuting

to work, listening andapping along to Lumbajac’s “2Gs”. The lyrical topic of the

three hundred dollars. It didn’t drive for shit, and every time you hit the brakes you could hear it
squealing like a bitch in heat, but | loved the linesat tar and the way | looked sitting behind the
wheel...”. In Gilroy, 81.

01 Born Calvin Broadus Jr., rapper Snoop Doggy Dogg changeéd®isame to ‘Snoop Dogg’ in
1998 when he left Death Row Records for No Limit Recordselthe two interchangeably
throughout the chapter.

92 Gold, 41.
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song(‘Make that money man. I gotta stack cheese’)*** fit the men appropriately,
but the commercial subverts the intagd audience for the genre of music, usually
presented in myriad representations as lower-class Afdcaerican youth.

The geography of California is important, here, as onedidlbs Angeles
is dedicated to spaces designed specifically, and ofterusxely, for the
automobile (i.e. freeways, roads, parking I§P8)Southern California is the site of
numerous car-culture births (hot rods, Lowriders, ’&Nhrley Earl, the pinstriping
of George Barris and Von Dutch, the car audio aftermarketpjng to incorporate
numerous car-inspired inventions into American life suchthes drive-in, the
suburban shopping mall;cruising’, the motel, drag racing, fast food, and
trademarked modes of hip-hop production such as those fromrBr Krims has
noted thatOne could certainly argue some specificity to the historgimusic in
this case: Los Angeles car culture nurtured the dedcaleep beats tracks mixed
specifically for playback in car audio systeiffS.California also played a crucial
role in car customization cultures and the developmétiteosubwoofef? Marsh
and Collett in their study of the psychology of the autbile¢ acknowledge that
‘The West Coast of America has spawned more auto cuitsatiaother part of
the world:*®” The car cultures which arose in Los Angeles becanediating

cultural practices that helped dhape Dr. Dre’s music production techniques.

403 <Stack cheese’ is urban slang for making money.

%% Urry, in Automobilities, 30.

9 Krims, MUG, 161.

“%® Though the subwoofer was the product of a number of develusrby a number of inventors,
Los Angeles was crucial to its development and distribubtiothe late 1960s, Ken Kreisel teamed
up with Jonas Miller (of Jonas Miller Sound in Beverlylsjiland created M&K Sound in 1974, in
which the second floor of the shop was devoted to subwoofers. Kreisel’s advancements with
subwoofers in the early 1970s originated from a desire to repredacessfully the low
frequencies that he heard from the bass of pipe orgdrasiAngeles. He went to Harvard, MIT
and Bell Labs to collaborate on acoustical researcohwihfluenced his products. Wes Phillips,
‘Audio Odyssey: Ken Kreisel of M&K’, Stereophile, March 1997, available at:
http://www.stereophile.com/interviews/13@tcessed 21 July 2008).

9" Marsh and Collett, 85.
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Los Angeles has had a long history of automobility, withahtomobile as
central to everyday life since the 1920s. Ashleigh Brilliarites that
Los Angeles, as the famous architect Richard Neutra pbinte
out, was the only metropolis in America whose major expansi
occurred entirely within the automobile era and was, thexgfo
able to incorporate the automobile more completely ifto i

highly artificial landscape than could any already well-
established city®®

One writer wrote in the 1920s thdt California ever adopts a new State flower, the
motor car is the logical blossom for the hofif.In the 1930s, a California city
planner declared that ‘it might be said that Southern Californians have added
wheels to their anatoniy*® The mythologies surrounding ‘The West, the frontier,
and their cowboys were updated in the automotive era, repedsanthe film
American Graffiti (1973) which depictscruisin’® teenagers in early 1960s
California;*** to quote the Chuck Berry songith “No Particular Place to Go”. As
Paer Wollen writes of the film, ‘The soundtrack of American Gralffiti comes
straight fran the car radio, a selection of music played by the radio station’s
charismatic disk jockey, Wolfman Jackand commenting of soundtracks to films
such as Easy Rider (1969) and Thieves Like(19§4), he states that, ‘The car
radio and the roadside juke joint have taken over the odlthe traditional
symphonic scoré*?

California (through Hollywood and other representations)atss become

symbolic of a lifestyleor worldview that mediates the (media) reception of the

music (or any other perceivably ‘Californian’ cultural product). Laurence Rickels

“%8 Ashleigh Brilliant, The Great Car Craze: How Southern Califo@bllided with the Automobile
in the 1928 (Santa Barbara: Woodbridge Press, 1989),-122.

*pid., 27.

1% Quoted in Urry, in Automobilities, 31.

“11 Motown corporation also made a version of American flirsirgeted to an African-American
audience called Cooley High (1975).

12 peter Wollen, ‘Introduction’, in Autopia: Cars and Culture, eds. Peter Wollen and Joe Ke
(London: Reakton Books, Ltd., 2002),-13.
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has written that California has projected, in additiorotber elements, a deep
concern (even obsession) with the b8tiyadolescenc&* and exces$?® Like
popular music, and as American Graffitiows, California’s claim to adolescence
has sucessfully fused the ‘Californian’ ideology and popular music with groups
such as Jan and Dean, The Rip Chords, and The BeachMBaaps the excesses
said to be emblematic of California (represented by HollywowtlLans Angeles)
have also contributed to the exaggerated bass extensid gl amplitudes in car
audio competitions and hip-hop soundscapes.
Some have theorized that thebgass frequencies central to hip-hop and

other ‘urban’ music genres are influenced by the urban soundscape, presenting a
direct relationship between the sonic elements of an uebamonment and the
music produced from it and for it. Producer/engineer Ralph i$staies:

Some people have a predisposition for certain stylessic. |

grew up in a 60-cycle domain; | was born in Chicago but we

moved to the inner part of L.A. early on, right in So@éntral.

And there’s always low frequency going on, whether it’s the bus

going by, the airplane flying over, the jackhammer in the

background. So there are certain frequencies we are exjms

long durations of time, and, obviously I’m not a psychologist, but I

think that has something to do with it. If you grow up in mmer

city where this is going on all the time, that gives yodifferent

disposition; there’s music in that noise. When you hear

construction noise and something falls down, there’s your boom-

boom right there. A different part of that noise égaiysnaré''®

413 <california is that surplus of everything which begins Viéhling good about oneselfbegins,
that is, with the body. California advertises the dieavays of which the body can be submitted to
the interpretive demands made of it. No pain, no gaiBut given new modes of grafting the body
with technology and postmodern hermeneutics (the fads and pesofuifashionism), one can no
longer simply assert the dogma of the body in paiaurence A. Rickels, The Case of California
(Minneapolis: University of Minnesota Press, 2001), 3.

#14 “The association of “psychoanalysis,” “the body,” “the media,” and “adolescence” shares its
Central European origins with the other philosopheif@alifornia>—which has superseded the
manifest sense or destiny of the unconscious, the toelynedia, the teenager. If postmodernity is
postmarked (like theepressed according to Freud) “made in Germany then California is its
address and teate-future.” Ibid., 11.

15 Rickels adds that ‘The desire to render California a semiotic placeholdea faxst and complex
network of contemporary phenomena is not a new breeitankfurt School made California an
essential supplement to its spookulatiofisd., 6.

“1® Ralph Sutton, quoted in Massey, 293.
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His ‘sixty-cycle domain’ refers to frequencies at sixty Hertz (cycles per second)
according to Sutton, the frequency of a Roland TR-808 kiakndiwhether to be
drowned out as exterior sounds (as iPod earbuds do welhecmme one with
them, urban sounds have had a direct influencsoaralled ‘urban music’ genres.
The automobile, as crucial part of urban socialization, has influenced rplati
forms of cultural production (including hip-hop music).

Like the car customization cultures of Southern Catiyr Dr. Dre takes
old parts, and puts new features on oldnffworks. Through his ‘replays’ (Dre’s
term) or ‘interpolations’, he is customizing the music for an idealized community
of automotive listenersHis production style has been described as perfeeting

‘gangsta pop formuld"’

the ‘pop’ aspect most likely alluding to his use of the
(usually simple) verse-chorus form and the repetitikeoks on the choruses
(whethe by synthesizer in “Dre Day” and “Nuthin But a ‘G’ Thing”, or by the
voice in“Gin and Juice”, for example). The notion of Gunk as ‘gangsta pop’ was
not only influenced by song structure and chorus material, diso by the
commercial success that The Chronic enjoyeinonstrating that rap music could
be successful in the popular music mainstream, whahdyphistorian Jeff Chang
calls the ‘popstrearh®*® Dr. Dre’s production will often craft verse-chorus forms

more familiar to non-funk-based popular music by using musiekerial from

funk songs that do not follow this fortt The finished recorded product, like the

17 <The Chronicbecame to gangsta rap what Bob Marley’s Legend was to reggaethe record that
started a mainstream fan on the true path. Dr. Dre pedftite Gangsta Pop formula with Snoop
Doggy Dogg’s Doggystyle—pop songs with the hardcore aura intact, rendered broadeaist by
radio edits that, sometv, didn’t castrate the groove.” Cheo Hodari Coker, Unbelievable: The Life,
Death, and Afterlife of the Notorious B.l.G. (New York: ThRigers Press, 2003), 143.

418 < Just as the gang peace movement desired to mainstredeoriesbangers into civic society, The
Chronic wanted to drive hardcore rap into the popstre@hang,Can 't Stop Won'’t Stop, 420.

19| hesitate to overstate the case that Dre used gmiieel materials in his production. After all,
many of the keyboards in his productions were used by Parlisndrother 1970s groups. Perhaps
the success of the eight-track cassette in automotteailig in the United States had some
influence on the use of keyboards and other electrosticiments in the 1970s that would have
been most compatible to the contemporary technolagwesl. What wasiew about Dre’s style of
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automobile, appears as unified object but in actuality origthdtom numerous
disparate sources. The automobile has over 10,000 partsarbdésigners attempt
to create the illusion of unity. Like Alfred Sloan, Dr. Dupdates the sounds of
1970s funk, what Vance Packardeateéd to as ‘the upgrading urge’ of the annual
model*?° The carand Dr. Dre’s productions can be seen as symbols of complexity,
of hybridity that reflect a desire to create an objethwie semblance of unity.

In addition, the interplay between human and machinehé driving
experience may enlighten an analysis of hip-hop (and otte®grdings that
embrace the hybridity of theirhuman’ sounds (e.g. the voice) and their
‘synthesized’ ones (e.g. drum machine, synthesized keybgpaRigher than situate
these recordings as reflecting a large-scale shift fridmn human’ to the ‘post-
human’ in society as Katherine Hayles has suggested, it is prodictive in this
case to analyse how much of contemporary recorded nsugicnix of the human,
the synthesized, the acoustic (e.g. string, guitar, drut) &nd of other
electromechanical instruments that are so deeply ingraiire cultural
consciousness that we give little thoughtheir status as ‘technological artefact$
(e.g. electric guitar, electric bag4}.G-Funk, like many rap subgenres, espouses a
notion of ‘realness’. Rather than present a case of ‘posthuman’ ventriloquism by
way of cyborg-like voice (Radiohead’s “Fitter, Happier, for example), the
technology used here is derived from a funk-basedgde (‘connecting machines

and funkiness’, from Goodwin) that emphasizes the humanness, the readfi¢iss,

hip-hop production was the re-recording of materials, étemd popular music forms, and the
flexibility with which he was able to alter the musie@ments and textures of the recording.
“20 Quoted in Frances Basham and Bob Ughetti, Car Culture (LoRdlexus 1984), 40.

421 Katherine Hayles, How we Became Posthuman: Virtual Bodi€ybernets, Literature, and
Informatics (Chicago: University of Chicago Press, 1999). Tttipes the statement from Auner
that ‘in no aspect of our lives has the penetration of the hloypamachines been more complete
than in music.. we no longer even recognize complex devices such asa as technological
artefacts Joseph Auner, ‘“Sing it for Me”: Posthuman Ventiuism in Recent Popular Music’,
Journal of the Royal Musicological Association 128. 1 (2003): 99.
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rapper*?? I would argue further that Dr. Dre’s emphasis on not textually signalling

the borrowed material directly (in other words, not didyt sampling or making it
sound sampled) helps contribute to this particular sensalfass.

An example typicabf Dr. Dre’s early 1990s production that demonstrates
this hybridity of material and suitability for automotiveténing is the Dr. Dre-
produced singleéWho am 1? (What’s my Name?)”, the debut single from Snoop
Doggy Dogg’s Doggystyle (1993) [CD Example 21The synthesized sounds
includea Roland TR-808 drum machine aadMoog synthesizer bass line derived
from Tom Browne’s “Funkin’ for Jamaica” from the album Love Approach (1979).
The basic beat is repeated throughout the song and changeslly in terms of
layering rather than in dynamic range, as it is likely thatvy dynamic
compression was used in production to elevate the volunmelmyeoad and engine
noise of a car. (See waveform below on page 1% y*'Snoop Doggy Dogg” line,
collectively sung in the intro, is from Parliament Funkadelic’s “Atomic Dog” and
the second vocal line is fromaPiament’s “Tear the Roof off the Sucker (Give up
the Funk)y, melodically virtually the same, but placed on a differbarmonic
backdrop/frame/chassis. Vocal line three is a quotatiorvozial effects from
“Atomic Dog”: ‘Bow wow wow yippie yo yippie yay**®> What I call the ‘guitar
intro’ (bb. 12) is a sample from The Count’s “Pack of Lies” from the album
What'’s up front that Counts (1971), a two bar excerpt with guitar and saxophones.

Foregrounded lyrical textures trdvamongSnoop Dogg’s laid back verses, singing

22 Auner discusses Radiohead’s “Fitter, Happier” and Moby’s “Porcelain” as examples of
posthuman voices. For an example of the use of thedeoes an example of empowering
femininity in Cher’s “Believe”, see Kay Dickinson, ““Believe”? Vocoders, Digitised Female
Identity and Camp’ Popular Music 20, no. 3 (2001): 3&&17. Unlike these examples, Snoop
Dogg’s voice is far from that of a cyborg-esque posthuman ventriloquism. In contrast, the
humanness of his voice is supported and framed by the sgetthapunds, male vocal effects,
aqroup singing, and the female voice of the coda.

23 This line from “Atomic Dog” is also quoted (without effects) in “F—wit Dre Day” on The
Chronic,a song similar in harmonic structure and instrumentation to “Who am 1?”
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in the chorus, and Zapp-like vocal effects (as Zapp ffnantRoger Troutman was
known primarilyfor his use of the ‘talk box’). The track ends with vocals from an
uncredited female voice, who sings improvisational-soundimgismas on the
name ‘Snoop Doggy Dogg’.

“Who am I? (What’s Mv Name)?” Song Structure

‘Guitar intro’ (2 bars)
Chorus—b. 3—Basic beat begins (4 bars) + Vocal line 1 (4=2+2 bars)
Versel (12 bars)
Chorus2—Vocal line 1 (4=2+2 bars) + Vocal line 2 (4 bars)
Verse2 (12 bars)
Chorus3—Vocal line 1 (4bars) + Vocal line 3 (4 bars: ‘Bow wow wow
yippie yo yippie yay’ from
“Atomic Dog”)
Verse 3 (12 bars)
Chorus4—(Double chorus)-Vocal line 1 (8 bars) + Vocal line 2
(8 bars)

Coda—twenty kars of female vocalist singing ‘Snoop Doggy Dogg’
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After the two bar guitar intro, the basic beat begisatnple 3.2):

Snoop Doggy Dogg "Who am I? (What's My Name?)"
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The three verses are primarily rapped by Snoop Doggy Dogg, altiizrugh
Dre recites a few lines at the end of verse one. Thealopics of the song focus
on his debut as a solo artist, bragging about his ligstgtality of Long Beach,
and his collaborations with Dr. Df&* Interestingly, in the music video for “Who
am I” (directed by rapper Fab 5 Freddy), Dre’s portion of the rap includes a visual
of him standing next to a white car in front of a house similar to the one in “ ‘G’
Thang”. Though the narrative of the music video has little to with the
automobile, “Who am 1?” still demonstrates the centrality of the automobile to Dr.
Dre’s lifestyle and status. In the song, each chorus always contains at least one,
four-bar iteration of vocal line one (consisting o tiepeated, two bar phrase), but
each chorus is slightly different, mixing multiple elertseefrom the George Clinton
songs that Dr. Dre interpolates. As was characteonstiis production style at the
time, Dr. Dre borrows from multiple different songs amstructs a verse-chorus
form with them. It is a ‘simple verse-chorus’ form, in that the harmony does not
change between verse and chorus, and it is noteworthy¢haas able to tailor
material with relatively static harmonies into a reépgpfour-chord pattern (bm,
bm/A, G, F#7). The synthesized bass line and pigihed synthesizers on “Who
am [?” are consistent with styles used on The Chrohicfact, “F—wit Dre Day”
from The Chronic is strikinglyimilar to “Who am 1?” in terms of the timbre of the

bass line, its harmonic motion, and the use of high@nd/nthesizers.

4241t is noteworthy that “Who am 1?” was Snoop Doggy Dogg’s official debut; emphasizing his
realness and humanness would be especially importanstioeefuture success. Dr. Dre has
introduced a number of protégés since that also had deflgssproduced by him, including
Eminem, 50 Cent, and The Game.
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Musical Phrase | Derived from:

Moog bass line | Tom Browne’s “Funkin’ for Jamaicad (1981)

Vocal Line 1 George Clinton’s “Atomic Dog” (1982)
Vocal Line 2 Parliament’s “Tear the Roof ofthe Sucker (Give up the Funk)” (1976)
‘Talk box Zapp-style (1978-80s funk band)

Low vocal effets
and Vocal Line 3 | “Atomic Dog” (1982)

Table 3.1—“Who am I? (What’s My Name)?”

While drum sounds and beats from funk were used since tiresedays of
digital sampling in hip-hop, these were usually drawn fromedadier funk of
James Brown (e.g. “The Funky Drummer”) and other recordings from the late
1960s and early 1970s such as the Incredible Bongo Band’s version of “Apache”
(1972). Dr. Dre, in contrast, borrows funk music from a dedater, largely from
the late 1970s and early 1980s in this example, reproducingistghstracteristics
such as synthesizers and vocal effects.

The decision to open with an early 1970s sample (“Pack of Lies) which
never returns in the song may be demonstrating a conssfigfisn funk sources,
as Dr. Dre has expanded the hip-hop sound palette to rdflemt funk
developments for the rest of the song’s duration. The song opening with a digital
sample, quickly yielding to an un-sampled basic beat in aaudlyenticates this
conscious shift. Richard Dyer, in his book on pasticheludes a chapter on
pastiche works within works of art. He cites the newsneeCitizen Kane (film
within a film) and the play ‘Murder of Gonzago’ within Hamlet (play within a
play). Dyer writes thathe ‘effect of the inner pastiche is to authenticate therout

»425

form.””* In a way, though the ‘inner pastich’ occurs at the opening of the song,

the purpose of the sample is to contrast with, andeatittate, the realness of the

entire sond?®

2> pyer, Pastiche, 80.
428 Of course, sample-based hip-hop can suggest realnest axplicated irKrims’s discussion
of The Bomb Squad’s production on Ice Cube’s “The Nigga you Love to Haté&. Krims, Rap Music,
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As can be heard in the contrast between bB.&hd bb. 34, the basic beat
of the song appears stretched so that it fills the ereanges of its amplitude,
something that would be ideal for loud environments such asithbling noises
of an automobile. The graphic representation of the asidioal in the waveform
below shevs the differences between the ‘guitar intro’ andthe ‘basic beat’:

bb. 1-2 (Intro) bb. 3-4 (basic beat)

Figure 3.3—Opening of “Who am I?” Waveform (from Sonic Visualizer)

In the waveform, the x-axis represents time and y-apiesents the voltage level
of the audio output. The waveform signal shows thabtlegall amplitude appears
expanded compared to the intro, and suggests the use of dymange
compression on the basic beat. The effect is that thaee to the end of the song
sound ‘louder’ and more ‘filled out’ than the intro section, consistent with Dr.

Dre’s desire to fill the automotive listening space.

93-102.“Who am I” may reflect shifting sonic representation$ ‘realness’ within the reality rap
music subgent@artly influencedy Dre’s shift away from sample-based production.
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Example 3.3—Comparison of Vocal Line 1

George Clinton "Atomic dog" from Computer Games (1982)
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By re-recording vocal lines from peedsting sources, Dr. Dre can change the
harmonic framework of the phrases and adapt them to aay garmony. In vocal
line 1 above, for example, the original version comtarharmonic backdrop of D
for the duration, whereas the new version has alb@sshat suggests a descending
progression (bm, bm/A, G, F#7). This creates a differdetiefone of less static
harmonic motion including relatively strong movement te ttominant before
returning to the tonic every two bars. Despite the harndifferencesthe melodic
line is similar enough that the allusion té\tomic Dog” can still easily be
recognized. In the Snoop Dogg version of vocal line drethis a group singing the
melodic line, a quotation that directly signifies the Paréat-style, collectively-
sung choruses. Both versions repeat the two bar phsasella Lyrically, Dr. Dre
takes advantage of the dog/Dogg connection by quoting dog refsrdram

“Atomic Dog” at multiple points in “Who am [?”
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Example 3.4—Comparison of Vocal Line 2

Parliment "Tear the roof off the sucker (Give up the Funk)" from Mothership Connection (1976)
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A similar tailoring occurs with vocal line 2. Once again, dhniginal from George
Clinton’s Parliament has a funk groove over just one chord, this time, an E7. There
are multiple voices singing in both examples (botHht sihom monophony to
homophony), and the harmonies have changed to refleaingied harmonies of
the new bass line.

The contrast between the high and low synthesizer freisin “Who am
1?7 and other examples in that style are particularly effective in car sound systems,
where the highly directional tweeters can exclusively supplet high end
frequencies, and the power of the subwoofer(s) producediporeal sensations
from the bassline. The ‘human sounds’ (e.g. Snoop’s rap, collective voices, and
female at the end), their locus in the frequency rangestafor humans to hear
(83kHz-7kHz), will be supported by woofers/midrange speakers which require
much less power than a subwoofer.

The styles utilized in G-Funk (including late 70s/early 80s RkFR&B,
and simple verse-chorus form), largely pioneered in rapiarhy Dr. Dre and his

collaborators, spread its influence over a number of sulese groups. One
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example of a rap song that shares timbral style Witéls G-Funk is the song
“Thuggish Ruggish Bone” by Bone Thugs-n-Harmony from their aloum Creepin
On Ah Come Up (1994), which uses a mix of high synthesizer, low badsthe
singing of Shatasha Williams. Though Kark was considered a “West Coast”
style, it was also used by artists said to repretenEast coast. For example, The
Notorious B.I.G.’s “Big Poppa” (1994) used a high-pitched synthesizer riff derived
from The Isley Brothers’ “Between the Sheets” in the style of Dr. Dre’s production.

Synthesized sounds, dynamic range compression, and pronbasst
frequencies are but three elements that seem to I coonpatible with the
automotive soundscape. The experience of automotive listéniagsynthesis of
musical technology and automotive technology that musixei-with each other
to be successful; | would argue that a certain aspgobmilar music records can
be analysed through this particular, historically-speciimpatibility. Like the car-
driver/driver-car relationship, hipep recordings are a mix of ‘human’ elements
and technology, a mix of man and maade machine. Consideration of a
particular listening space, the transfer function of loudsgrsaand their resonant
frequency, should be acknowledged as an important compofisabject position
in the listening experience.

As we consider the automotive soundscape in hip-hop regstdine
should allow for alternatives to traditional analysig tiacommodate the way that
music producers think of sound (in terms of frequency rathem fhitch in a

Western notational sens®Y. Frequency, playback spaces and speakers, and the

2" Evidence of this in hifxop production may be found in the phenomena of ‘de-tuned’ layers; if
certain layers of sound do not correspond to exact imothe well-tempered chromatic scale, then
this supports the idea that producers think of sound in tefiinesquency, rather than in terms of
Western pitches. For example, Dr. Dre’s “F—wit Dre Day” is in a key somewhere between ¢ minor
and c# minor. For more on ‘de-tuned’ layers, see Krims, Rap Music. Not all rap songs are de-tuned,
however; for example, “Who am I? (What’s My Name)?” is closer to a traditional key than not.
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hybrid human-machine element of recordings are all unelemnited facets of

popular music production and the automotive listening experience.

Conclusion

As a product of place- and spagecific urban car cultures, Dr. Dre’s
production techniques reflect a desire to customize and tsdands for the
automotive soundscape. Automobile production, geographical spgcifand
other mediating cultural practices such as car customizatiltures have shaped
Dr. Dre’s and other producers’ music production techniqueBerhaps car audio,
like the streamlined outer appearance of many automobiles, psdtigldlusion of
unity, sonically suturing the inconsistencies or rupturelerfragmented bodies of
culture, ideology, and subjectivity; like hip-hop music, gugomobile is a unique
(almost paradoxical) hybrid: both public (on the road) andageifowned), a site of
mastery and womb-like comfort, human and machine, symbolizeegom and
dependence (on petrol), at times transcendent and otfesy $uffocating, a fantasy
object and the cause of trauma and nightmare, an atgese of desire and a cause
of stress (traffic jamand road rage), a ‘symbolic sanctuary”® and the cause of
numerous fatalities.

Jonathan Bell, in writing of the £a influence on architecture, comments
that ‘yet our experience of the city, and hence our respans@dhitecture, is
almost exclusively conducted through the medium of the nanibde: the car
defines our space whether we are driving, being driven, or agolking driven
over*?® Marsh and Collett write thétt is because the car has so much personal

value that we have been, and are still, prepared to altealgdihe environments

“28 Michael Bull, ‘Soundscapes of the Car’, in The Auditory Culture Reader, ed. Michael Bull and
Les Back (Oxford: Berg, 2003), 371.
2% Jonathan Bell, Carchitecture: When the car and theallige (London: Birkhauser, 2001), 11.
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in which we live in order to create societies in which the aatblecan feature so
centrally’**° The automobile has had a tremendous amount of influenceaog m
realms of life, a fact that has yet to be thoroughlgaesed And if the car does
indeed define the spaces in which we live, and the automotiee spdargely
experienced in terms of sound, then one could say thatddas mediated through
the automobile) and our sense of space mutually influenceotiaet?®*

There are numerous levels by which one could investigate the automobile’s
influence on the world’s soundscapes, such as the individual experience of car-
drivers, the influence of the car on music productar, audio subcultures, and
larger national and transnational trefitfsin 2005, it was estimated that there were

% this statistic suggests that

over 700 million cars on the world’s roads‘,‘
automobility will continue to be a pervasive force in thecatles to come,
continuing the ever-shifting social, economic and politivaites that shape the
automobile, and the object’s influence on multiple realms of societies. This chapter
presents borrowing practices in hip-hop that are partigutanscious of idealized

playback spaces, encouraging analysis of particular modeserfing, modes that

have in turn inflected the way music recordings are produced.

A Psychoanalytic Coda
The female voice that closes “Who am 1?” is particularly conspicuous, as Krims

has noted that any substantial female presefieny sort had been rare in ‘harder’

30 Marsh and Collett, 4.

31 Bull writes that ‘Sound engulfs the spatial, thus making the relationdmstveubject and object
problematic.” Bull, ‘Sowndscapes of the Car’, 361; Both Urry and Bull have recognized that drivers
experience inhabiting the car rather than inhabiting the noatie®t on which one drives.

32 This framework is adapted from the tripartite framewmdvided by Mimi Sheller in her study
of emotion and automobility. Her framework outlines themigro-level: preferences for individual
drivers; 2) meso-level: specifically located car cultueesi 3) macro-level: regional, national and
transnational emotional/cultural/material geapdries. Mimi Sheller, ‘Automotive Emotions:

Feeling the Car’, in Automobilities, 222.

33 Urry, in Automobilities, 25.
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rap genres before G-Fufi® Stylistically, the singing is derived from ‘softer’
styles such as contemporary R&B (e.g. R. Kelly, Mariah Carey), another ‘human’
element perhaps in contrast with the vocal effects usetuswely for male
voices®* | use the presence of the female voice as a catalysiift the attention
briefly from music production to the role of the subjecthe listening experience.

In analyzing the role of music in the driving experienterning to
psychoanalysis provides another hermeneutic window to #eethe pleasures of
automobility further. Many have noted the importance of domnearly human
development: Tia DeNora writes that ‘The first music we hear is inside the
womb’;*®° Philip Tagg writes, ‘At the age of minus four months most humans start

to heat:**’

andMary Ann Doane writes, ‘Space, for the child, is defined initially in
terms of the audible, not the visibf€® Their comments draw from scientific
studies that conclude a child in the womb can hear a relgedatbeat as well as
other homeostatic processes to aid development.

Psychoanalyst Jacques Lacan situates the first loiseirnistory of the
subject at the moment of birth. The womb becomes an objeapein unattainable
object of desire like the gaze, the breast, and the vom@mifested in many

objects—what Lacan called the object-cause of desire. For Lattan human

constant is centred on a lost object, a signifierciwlwan take many forms and be

434 Krims, Rap Music, 86.

435 Alexander G. Weheliye considers thelimeatic and ‘soulful’ voice of R&B as representing a
different form of posthumanism than those described by HaylédDonna Haraway. See
Alexander Weheliye, ““Feenin”: Posthuman Voices in @@mporary Black Popular Music’, Social
Text 71 (2002)21-47.

“3¢ Tia DeNora, Music in Everyday Life (Cambridge: Cambeidiniversity Press, 2000), 77. She
cites research published in Nursing Times 88 (1992) and Nursiwgs D1 (1995).

37 Philip Tagg, ‘Subjectivity and Sundscape, Motorbikes and Music’, in The Popular Music
Studies Readerds. Andy Bennett, Barry Shank and Jason Toynbee (London: Bgefl2006),
44,

“38 Mary Ann Doane, ‘The Voice in Cinema: Tharticulation of Body and Space’, in Film Sound:
Theory and Practice, eds. Elisabeth Weis and John Belton Yidgw Columbia University Press,
1985), 170Doane writes that ‘The voice has greater command over space than the-lmoé can
heararound corners, through walls.’
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the source of one’s drives. Kaja Silverman uses a useful film analogy in the
narrative from Citizen Kane: Rosebud beconies most profound lost object’ for
protagonist Charles Foster Kane. For most of the #lame amasses objects in an
attempt to compensate for this particular loss.

Film theorists in the 1970s have written of the voice cgipally, the
maternal voice) as a ‘sonorous envelope’, an oceanic bath of sounds, which return
the subject to his/her first instance of auditory pleasfis Guy Rosolato writes of
the maternal voice kch first surrounds the baby, ‘One could argue that it is the
first model of auditory pleasure and that music findgatsts and its nostalgia in
[this] original atmosphere which might be called a sonsrwomb’**° And as
Claudia Gorbman writes, ‘The imaginary longing for bodily fusion with the mother
[the first other] is never erasetf?

David Schwarz has taken up these developments from feministheory
and writes of listening to music in th®ncert hall as a form of the ‘sonorous
envelopé. His examples point to the minimalist music of John Adams Stetge
Reich as facilitating a threshold crossing; music dnsasy thing and a fantasy
space™!

| would argue, however, that the automobile works better syardolic
womb, a ‘sonorous envelope’ or ‘sonorous womb’ which returns the subject to
those pre-natal and neo-natal auditory pleas(wé®n we were at one with our
mother). Perhaps we feel the regular, booming bassrbaatar stereo as similar to

a heartbeat, and the ‘silky melodies’ as reminiscent of the auditory pleasures of the

maternal voice. The rhythmic regularity may be likenethto homeostasis that is

3% Quoted in David Schwarz, Listening Subjects: Music, Regnhlysis, Culture (London: Duke

University Press, 1997), 8.

440 Claudia Gorbman, Unheard Melodies: Narrative Film MusiogBlington: University of
Indiana Press, 1987), 62.

41 Schwarz, 8.
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needed for a child’s early development in the womb (one reason why music has
been used in respiratory care and in labour to regiaathing, and for pain
management):?

If we see the womb as a ‘lost object’ of desire, then perhaps the pleasures
we receive from listening to music while driving is literallydaive to reunite
ourselves with a state before birth. And since the asied$o linked to the tactile in
the womb, the rumblings of both the car and the sound msysfeakers may
provide a ‘total body’ sensation similar to being in a mother’s womb. The
experience listeners may have in their cars, aurally amatscally, may remind us
of our development, something we will never have directsscte ever again.

But we also need to acknowledge the role of mastery indtheng
experience, the possibility of attaining the phallus, thativedusbject we were
unable to provide for our mothers which later manifests iesefymbolic signifier.
(To have the phallus, it is said, is to control thengootent mother, to be the sole
object of her desire.) The automobile provides a level astery over space and
time, particularly the feeling of domination that Americgiantism’ provides (the
Hummeras perhaps its most appropriate symbol), as well as the digmbastery
in private ownership (in contrast to the railway). We musb aconsider the
phallocentrism, violence, and misogyny of many gangstayrags Wwhich may give
the listener, through transference, a feeling of powertrabh and/or domination.
And one should also considdbllowing Middleton’s groundbreaking work, the
mastery involved in the repetition of popular music. Singinggpping) along will
provide the suture in which we can ‘lose ourselveés becoming at one with sound
and space. Or to quote Kaja Silverman (from the work of Jaeglaén Miller and

Jean-Pierre Oudart), the experience of suture is th&pbetator-subject fills in for

42 DeNora, Music in Everyday Life, 82.
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the lack or loss (the ‘absent one’) in the film image, vanishing into the filmic field
while gaining‘meaning at the expense of beii§}.

To quote Wolfgang Sachs, who neatly summarizes the hybrid dvive f
comfort and mastery in the automobile, ‘Because of this symbiosis, it is very easy
for human sensuousness to become intertwined with the idoactof the
technology, thus calling up that peculiar emotional mixtaferegression and
omnipotence. It is cozy, this tension between security the thrill of power,
between uterus and phallifé? Music helps transform the car into a fantasy space,
reminiscent of womb-like comfort while enabling the driveithwa sense of
mastery**

On the basis that one should not misunderstand the purpasenbolic
signifiers in Lacanian psychoanalysis, | emphasize tlaa Inot directly trying to
suggst that one’s mother’s womb sounds like Dr. Dre, but psychoanalytic
perspectives may be one useful pathway by which to read thlsupdble
experience of listening to music in cafthe ‘peculiar emotional mixture’ of the
uterus and phallus is perhaps one particular reason witatheas persisted for so
long. It is only until we locate the symptoms of automapilit the contemporary
state of urban cultures, most crucially the pleas of the ‘sonorous envelope’ of

the car’s interior soundscape, that we can ever hope to find a solution to our

dependence on the automobile as an object of desire.

443 Kaja SilvermanThe Subject of Semiotics (Oxford: Oxford University Prd$84), 219.

44 \Wolfgang Sachs, For the Love of the Automobile: LookingkBat the History of Our Desires
trans. Don Reneau (Berkeley: University of CaliforniasBrd 992), 133. The intercourse between
these two desired objects, the mastery of the phailldishee comfort of the womb, will undoubtedly
vary between drivers.

“*The iPod is a greater technological device to attaimthastery we seek, mastery over space and
seemingly infinite playlists, but it cannot necessasilpply the womb-like comfort as sufficiently
as the automobile doe®hile the music certainly provides a large degree of ‘warmth’ in the ‘chilly
spaces’ of urbanity, we need to acknowledge the importance of the physicidsure and the
Baudrillardian ‘bubble’ it creates. For an explanation of ‘warm’ vs. ‘chilly’ urban spaces, see

Michael Bull, Sound MovesPod Culture and Urban Experience (London: Routledge, 2007).
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‘Posterity is to the philosopher what the hereafter is to the believer.”**°

—Diderot
“The hero of yesterday becomes the tyrant of tomorrow, unless he crucifies himselftoday. **’
—Joseph Campbell

‘Picture yourself goin out as a hero

Picture mural pictures of us painted all over street cerne

Fans meet to mourn us, while we meet the coroners

Biggie’s back and ’Pac’s, landmarks, history in rap’.

—Eminem, “It Has Been Said”, Notorious B.I.G. Duets: The Final Chapter (2005)

—Chapter 4-
TheMartyr Industry: Tupac Shakur, The
Notorious B.l.G. and Postmortem Borrowing

Posthumous Fame, Popular Music, and Society
The 2000 Up in Smoke Tour included an interlude where Dr. Dre and

Snoop Dogg gave tribute to a number of rappers who had passgdEasy E,
Big Pun, and Notorious B.l.G.). They saved rapper Tupac Shakw recorded
under the name 2Pac) for last, and the audience caede in DVD footage
standing up, cheering enthusiastically for the deceaapper. The 2Pac song
“Gangsta Party” plays over the loudspeaker as Snoop asks, “Do y’all love Tupac?”
The audience responds, “Yeah”. The exchange proceeds as follows:

Snoop: “Well if y’all love Tupac like we love Tupac, Boston,

everybody in the muthafuckin house let me hear ydBayPac”.

Audience: “Tu-Pac’.

(x3) Snoop: “Say ‘Tu-Pac”. Audience: “Tu-Pac’.

(x2) Snoop: “Say ‘we love you”. Audience: “We love you” .

29

(x2) Snoop: “Say ‘we miss you’”. Audience: “We miss you”.
Call and response between performer and audience is quitaaoat live popular

music performances, but this Up in Smoke Tour tribute segbwgdn to take the

“4¢ Quoted in Plinio Prioreschi, A History of Human ResponsestiD(Lampeter: Edwin Mellen

Press, 1990), 97.
47 Joseph Campbell, The Hero With A Thousand Faces (London: Fditess 1993), 353.
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character of a quasi-religious ritualhe tribute demonstrated both the close
proximity of death in gangsta rap culture and the powgpasthumous) stardom
functioning as a type of religion within popular music cuwdtuis Eminem raps of
stardom ‘It’s like these kids hang on every single statement we make like they

44
g 448

worship u and according to David Giles, who has written on the psgglaf

fame, the figure of celebrity is &onduit for a “higher” entity’ in secular
culture**®

Posthumous stardom, particularly of artists who die yoafign constructs

a more intensified aura of authority and cultural powen thaliving celebrity
Memorialisers intervene to create a portrait of thistawhich often involves fitting
him/her into larger narrative3his is not to say that the canonization does not
begh during an artist’s lifetime, but the postmortem eulogizing and memorializing
presents the life and body of work together in retrospecking at how artis
were a reflection of their society and influenced neveations within it. For
example, Kurt Cobain was eglaed as a ‘spokesman for a generation’, that he
‘caught the generational drama of our tifff Their untimely passing is of a
ritualistic importance, as deaths of important figuresrotbecome events for the

media and fans as signposts of eras in their cullAseDouglas J. Davis writes,

‘physical death is such a powerful force in human egpee that it has been

48 Eminem, “Sing for the Moment”, The Eminem Show (2002), Interscope Records.

449 David Giles, Illusions of Immortality: A Psychology of Famela@elebrity (London: Macmillian
Press, 2000), 135. For the classic text on stardom in titextaf film, see Richard Dyer, Stars
(London: British Film Institute, 1998).

50 Anthony DeCurtis, ‘Kurt Cobain: 1967-1994°, Rolling Stone 683, 2 June 1994, 30. DeCurtis
writes of Cobain: ‘He and his band Nirvana announced the end of one rock and roll era and the start
of another. In essence, Nirvana transformed the *80s into the *90s.” David Fricke, in ‘Heart-Shaped
Noise: The Music and the Legacy’ (also in Rolling Stones83), writes ‘Cobain’s suicide note is a
defining moment in rock and roll for alie obvious reasons’, and in reference to Nirvana’s first hit
“Smells Like Teen Spirit”: ‘it takes one song to define an epoch—or at least to mark the starting
line.” Fricke, 66. See also Norman Pecora and Sharon R. Mazzarella, ‘Kurt Cobain, Generation X,
and the Press; College Students Respond’, Popular Music and Society 19, no. 2 (199523

Sharon R. Mazzarella “The Voice of a Generation?: Media Coverage of the Suicide of Kurt
Cobain’, Popular Music and Society 19, no. 2 (199568 Steve Jones, ‘Covering Cobain:
Narrative Patterns in Journalism and Rock Criticism’, Popular Music and Society 19, no. 2 (1995):
103-118.
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extensively employed as a symbol for other cultural evevitere one phase of
existence ends and another is established in its ¥fadlournalistic
memorializations that link artists with their cultuaegely concern themselves with
conferringon the artista metaphorical sense of place (into a generation, ¢anon
history or other tropes of the journalistic narrativepcating artistic identity
which often meangying to find the ‘real’ person behind the image, seems to be of
great importance to both media and fans and manifeslfsiitse number of ways.
While the voice of the artist becomes silenced in onseséthe fact Cobain cannot
respond to his eulogizers or change his career makes hier éasinalyze), the
music is often said to ‘live on’, becoming a symbol of the mythical artist and
everything the postmortem discourse chooses him/her tosesprelThe romantic
glorification of death in writings, and the presentatanan artists works and
voice, construct a complex nexus best describedaaform of symbolic
immortality.*>> Most important to this study, is the use of this symbiadimortality
by other artists through digitally sampling the voice cagen of a deceased artist
The aura from dying young surrounds figures in music as shvears
Giovanni Battista Pergolesi (died age 26), Wolfgang Amadeugahlo(35)
Charlie Parker, (35) Jim Morrison (20imi Hendrix (27) and Kurt Cobain (27)

Less than two decades after rap music began, Tupac Shakur amdbim®us

! Douglas J. Davies, Death, Ritual, and Belief (Londons€l§s1997), 177. One important death
as cultural event was of Princess Diana in 1997. Hesrél was shown around the world, and
included Elton John’s performance of “Candle in the Wind” which then went on to become one of

the best-selling singles of all time. C.W. Watson godaraas to consider Diana symbolically as
the toyal sacrificial victim who died for the British nation’s sins. He writes, ‘just as the blood of
martyrs is the seed of the church, so the death ofagesocial martyrs can be regarded as the seed
for the regeneration of the nation.” C.W. Watson, ‘““Born a Lady, Became a Princess, Died a Saint™:
The reaction to the death of Diana, Princess of Wales’, Anthropology Today 13, no. 6 (1997), 7.

52 The concept of symbolic immortality, as theorized by Riobey Lifton, is discussed at length in
the third chapter of his book Living and Dying. Robert Jdiyh and Eric Olson, Living and Dying
(London: Wildwood House, 1974). See also Lifton, The Future obhtatity and Other Essays for
a Nuclear Age (New York: Basic Books, Inc., 1987) and Liffime Broken Connection: On Death
and the continuity of Lif§Washington DC: American Psychiatric Press, 1999). Giles’ study of fame
notes the ‘long literary tradition of presenting fame as immortality, from Virgil (“I too may ... fly in
victory on the lips of men”) through to the lyrics of Irene Cara’s song: “Fame! I want to live

forever”.” Giles, 49.
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B.1.G. (real name Christopher Wallace, also referredstBiggie Smalls or simply
Biggie) were murdered within six months of each other amére the first rap
artists bestowed symbolic immortality? Their ‘feud’ was described as a war
between West Coast (represented by Tupac) and East Gepstsénted by
Notorious B.I.G.) rappers in the media, which even led tougigen that Biggie
was responsible for Tupacmurder and those associated with Tupac murdered
Biggie for revengé> In part, because of the unsolved mysteries surrounding the
murders of these two rappers, their aura may be more aglgudatscribed as a
mystique, one which has become a distinguished event gsgarep culture (and

in the larger ‘hip-hop world’ that | outline in my introduction). Journalists often
invoke the prase ‘post-Biggie era’ or ‘post-Tupac era or other phrases which
invoke the idea that their deaths signalled the enchefeva and the beginning of
another. In effect, they have becomeger than life’, and also, larger than death.
As one author put it, alluding to the tragedy and hisabmeoment of Sept. 11,
2001, ‘2Pac and Biggie have been the twin towering martyrs ohtyjp*>> Their
immortality persists while these artists are remembered aignposted,
representative of a time period or social group. The Udvspaper The
Independentfor instance, labelled Tupac Shakur on th& #dniversary of his

murder as ‘a hero of a generatiafi*®

53 Tupac Shakur was gunned down at an intersection in Las Yt#gaeing his attendance of the
Mike Tyson-Bruce Seldon fight on 7 Sept. 1996. The Notorious B.l.G.i¢Gipher Wallace) was
shot in similar fashion on 9 March 1997 in Los Angeles. Twpas twenty-five years old and
Wallace was twenty-four when they were murdered. Akisfwriting, no one has been arrested for
either murder.

54 There are a number of theories surrounding both mundéch have spawned numerous books
and documentary films. See Randall Sullivan, Labyrinthr@ufon and Vice in the LAP.D.
(Edinburgh: Canongate Books Ltd., 2002) and Nick Broomfield’s documentary Biggie and Tupac
(Film Four, 2002). See also Cathy Scott, The Killing of Tupaak@h(London: Plexus Publishing
Ltd., 1997).

55 Kulkarni, 100.

“5¢ Andrew Gumbel, ‘Tupac: The Life. The Legend. The Legacy’, The Independent, 13 Sept. 2006,
24,
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In the creation of a hero system in popular music,irtireortality of fame
coexists with the art’s creations, the recordings they leave behind. These
recordings, which capture the ‘spirit’ of the artist/hero, convince many that a part
of them is still with us. Books and films about the murdesse added to the
mystique, but the other, more prominent method of keepingattists within
cultural memory has been the posthumous releasebatdralboums and unreleased
material from Biggie and Tupac.

As with pop artists that preceded the two rappers, their deziprofitable.
Alan Clayson, writingfour years before Tupac’s murder, said that ‘a death in pop
sells records. Before they had a chance to dry teanst music industry moguls
would be obliged to meet the demand kindled by tragedy and rusdseethe
product while the corpse was still warfi’ One example of this is Jimi Hendrix,
who had released four albums in his lifetime and now hasg than thirty official
posthumous releas&® The publicity received from a romantic or heroic death is
what leads Deena Weinstein to call itgeat career move’, as critics celebrate

romantic rock deaths ‘because they affirm the myth of the artfSt.

457 Alan Clayson, Death Discs: Ashes to Smashes: an acobfarality in the popular song
(London: Gollancz, 1992), 88.

458 Janne Makeld, John Lennon Imagined: Cultural History of a R@ak(London: Peter Lang
Publishing, 2004), 261. In regards to Hendrix and less ‘official” posthumous releases, Steven Roby
writes, ‘Since his death, more than five hundred recorded titles have appeared that are devoted to

him entirely or in part’. Steven Roby, Black Gold: The Lost Archives of Jimi Hendrix (New York:
Billboard Books, 2002), 2. | would like to thank Jan Butlerfonging the last book to my
attention.

459 Deena Weinstein, ‘Art Versus Commerce: Deconstructing a (Useful) Romantic Illusion’, in

Starts Don’t Stand Still in the Sky: Music and Myth, ed. Karen Kelly and Evelyn McDonnell
(London: Routledge, 1999), 667. On the romantic death of artists, Lee Marshall writes, ‘It has to
be a particular kind of deatha “heroic” death—and it has to be at an early age. Both of these
emerge from Romantic ideology. The Romantics valorizedhyas a time of both political and
aesthetic radicalism (“Bliss was it in that dawn to be alive”, wrote Wordsworth, “but to be young

was very Heaven”). Youth was a time before the disenchantment of science and rationalism

overtook one’s self, when the world could be seen through new eyes. It was a time for breaking the
rules created by previous generations, and it was adinexcess, to indulge in all the bounteous
tastes the world has to offerdrugs, drink, sex, freedom.” Lee Marshall, Bob Dylan: The Never
Ending Star (Cambridge: Polity Press, 2007),-143.
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In death, the popularity of Tupac Shakur and The Notorious B.I.G
skyrocketed. The first posthumous Notorious B.l.G. album Bfeer Death
released three weeks after his murder, debuted at numbendhe Billboard 200
and, as of 2006, was certified diamond (10 million copies 8ldh the case of
Tupac, at the time of his death in 1996 he had sold 5.9 millords; after nine
official posthumous releases, in 2006, the number of piranes sold had
increased to over 36.5 million in the US, rendering him the-d®Bhg rap artist in
US history*®* His first posthumous album sold more than 500,000 copiesein th
first week of its release, according to SoundS€ahlis second posthumous album
(R U Still Down?) includes six pages ads for ‘official 2pac gedt including

Tupac T-shirts, beanies, bandanas and commemorative peods’®®

Tupac
iconography looms large, with his face on t-shirts, pestand public murals all
over the world.As Cheo Hodari Coker notes, ‘Tupac’s image itself has become a
symbol of cult revolution-sandwiched on the T-shirt racks between Bob Marley
and Che Guevara from St. Mark’s Place in Greenwich Village to the tourist shops

in Pais’s Montmartre.”*®* Films about Tupac have been released with such titles
as Thug Angel, Thug Immortal and Tupac Resurrection. As it became
commonplace and profitablfer rap artists to have clothing lines after Tupac’s

death, he now has one as well, Makaveli-Branddmsewebsite video states, ‘His

name is known worldwide . his words have inspired millions. and now through

480 Recording Industry Associati®f America, ‘Diamond Awards’, available at:
http://www.riaa.com/gp/bestsellers/diamond.asp (accessBe&@Mmber 2006). Directly after the
death of Notorious B.1.G., many record stores moved histdedady to Die to the front of their
stores, and ordered additional copies of Life After De@tte store manager told Cheo Hodari
Coker: “Whenever an artist dies, we pack the shelves.” Cheo Hodari Coker, Unbelievable: The Life,
Death, and the Afterlife of the Notorious B.l.G. (New Kofhree Rivers Press, 2003), 250.

%61 Recording Industry Assodian of America, ‘Top Artists’, available at:
http://www.riaa.com/gp/bestsellers/topartists.asp (aexk20 December 2006).

62 Michael Datcher and Kwame Alexander, eds., Tough Love: faehd Death of Tupac Shakur
SAIexandria: Alexander Publishing Group, 1997), 46.

83 Rob Sheffield, ‘R U Still Down (Remember Me?)’, Rolling Stone 778, 22 January 1998, 53.
%4 Coker, 293.

194



his clothing line Makaveli-Branded his legacy will continudive’.*®> One ad in
Vibe magazine has a doctored picture of Tupac on a runway weaenclothes
from his clothing liné’®® (Figure 4.1 below shows this example of visual

postmortem borrowing.)

Figure 4.1—M akaveli Branded advertisement in Vibe magazine (Dec. 2006)
Notorious B.l.G. also takes part in the institutions of tebahd memory

that pervade popular cultur®ne of the most popular songs from 1997 was a

4% Available at: http://www.makaveli-brandednt/ (accessed 20 December 2006): ‘keeping the
legacy alive through fashion’. For a list of clothing lines and hip-hop artists, see Appendix in
Emmett G. Price Ill, Hip Hop Culture (Santa Barbara: ABC-CLH@, 2006), 214.

¢ \ibe Magazine, December 200®.8
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tribute song to Notorious B(. called “I’ll Be Missing You”, as performed by his
producer, Sean ‘Puffy’ Combs (including a sample @he Police’s “Every Breath
You Take”). The single went triple platinum after only a few weeks and was the
number one song on the pop charts for most of the Y&aPuff Daddy’s
performance of the song on the MTV Music Video Awards becamimportant
event of remembrance:

The September 1997 MTV Video Music Awards, the engineer of
so many dramatic hip hop moments, set the stage for s m
dramatic of all. With a 50-person choir dressed in wi@tembs
danced and bopped to the beat of “I’ll Be Missing You.” From a
riser emerging near the front of the stage, Sting apgeangging

his original version of his Rwme hit “Every Breath You Take”.
From stage left, Faith appeared, singing the chorus alkowwdin
husband. Above everyone, there was a huge monitor, playing
footage from Biggievideos “Hypnotize”, “One More Chance”,

and “Juicy”, among others.

Four male dancers came out, spinning and dancing with
Combs as he stood at the center of the stage, whipping the
audience into a frenzy.

“Clap your hands for Big! Clap your hands for Tupac Shakur!
Clap yair hands for everybody we lost!” he said, his arm stretched
out as sparks rained down from the ceiling, icing the fif&le.

Many years later, tributes continued to memorializespeeted member of the hip-
hop community and to keep him alive in the cultural conscessnOn August 28

at the 2005 MTV Music Video Awards, Puffy and Snoop Dogg carteih to a
tribute segmento the Notorious B.l.G. which included a full orchestra on stage
accompanying two well-known Notorious B.I.G. raSuicy” and “Warning”,
playing a capella over the loudspeakers). A month later, VHsepted a Hip-hop
Honors Tribute to Biggie. Combs, who was B.IsGproducer and a shrewd
entrepreneur, was working on the next tribute album, Duets:Fifed Chapter,
which arrived in stores December of the same year. (Theralvas released by

Combs label Bad Boy Entertainment). As Roger Beebe arguescmiageos like

487 Coker, 263.
4681hid., 264-265.
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Tupac’s “Changes” which present stills and films from the past create structures of
mourning in hiphop culture, structures which are ‘specifically designed to
encourage mourning® Both Tupac and Notorious B.|.G. are kept alive in cultural
memory through these structures of mourning which take manwysf The
production of posthumous albums, bootleg mixtapes, filmsk$oand other
merchandise have all been part of these structuresjnge@amartyr industry in
hip-hop. As Lee Mmshall reminds us, stars exist ‘because the individual can be
turned into a product.”®

When artists die young, they become polysemous symiduth can serve
a number of purposes, often used as iconic of a particulare, generation, or
historical narrativeThough other figures in popular music have received a type of
mythic status or sainthood after their deaths,hoips pervasiveness of borrowing
and collaboration, as part and parcel of the aesthet@ates a unique case of
postmortem borrowing. Instead of sampling to construct sabaptd ‘beats’, |
intend to look at the digital sampling of voices as anaf artist receptiofi’
Rappers who sample hip-hop martyrs such as Tupac Shakur anibboidn.G.
add to the creation of new identities, tributes which oftecome part of new
narratives within the imagined community of hip-hop cultuiiéhe result

complements the ongoing process of a triple-voicetbmaation: formulating

999

469 Roger Beebe, ‘Mourning becomes. ..? Kurt Cobain, Tupac Shakur, and the “Waning of Affect”™,
in Rock over the Edge: Transformations in Popular Music Culag®, Roger Beebe, Denise
Fulbrook, and Ben Saunders (Durham: Dukgversity Press, 2002), 328. He also cites The Lox’s
“We’ll Always Love Big Poppa” and Puff Daddy’s “T’1l Be Missing You” as songs which

encourage mourning.

470 Marshall, 129. In the context of Kurt Cobain, Camille Raglkes this one step further when she
writes, ‘Cobain’s a martyr to the god of rock in some way. Buying his merchandise is like buying

the relics of the saints’. Quoted in Steve Jones, ‘Better Off Dead’, in Afterlife as Afterimage:
Understanding Posthumous Fame, eds. Steve Jones and Joii (éew York: Peter Lang, 2005),
8.

4711 yse the term ‘reception’ here in the sense of a composer’s reading of an artist as demonstrated
through borrowing into their own artistic output, rather thaep&on in terms of a general
audience. For exampleabborrowing a rap from Tupac to include in his own song reflects Nas’s
reception of Tupac as rapper and iconic figure within his genre.
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sainthood; a musical definition of canon, which inveladbums or songs that stand
out in the genre; and as part of a Plutarchiastory of great men’, having sainted
figures stand above thepeers as one of rap’s greats. Extra-musical associations
with the artist such as biography are paramount, theirtiqoyes and these
associations becoming embodied in and symbolized by tléze.vUsing their
voices in a new context, what | callostmortem borrowing is an example of the
recorded voice as relic. | intend to compare similardied distinctions of two rap
contemporaries (Jay-Z and Nas) that use the voices eofsiin rappers; the
borrowing of the recorded voice, used together with be¢hmusic and new raps,
comments on not only the reception of The Notorious B.l.@.Tarpac Shakur but
alsoeachrappers’ construction of and desire for a sense of place imapanusic

world.

The Emergence of Tupac’s Postmortem Identities

Tupac, rather than The Notorious B.I.G., has become timindat figure of
hip-hop martyrdom for a few reasons. Most obvious is beatied six months
earlier, so that the memorial project was well underwhgn the latter significant
tragedy occurred. Tupac had also been a star for longemdge was prevalent in
a variety of films and music videos; and he had a $jigohger recording career
Though there is some consensus in academic literatureothat,technical basis,

Biggie Smalls was the better rapfér Neil Strauss explains thaShakur was a

472 As Armond White writes, ‘for anyone interested in the art of rap, the ball clearly remained in
Biggie’s corner.” Armond White, Rebel for the Hell of it (London: Quartet Books, 1998%. Both
White and Dyson’s books on Tupac make this distinction, as does some of the journalism regarding
the East CoastWest Coast feud. USC Professor Todd Boyd makes a tellingnstatdefore the
preface to one of his books, alluding to Notorious B.I.G., that ‘the greatest rapper of all time died on
March 9. Todd Boyd, The New H.N.I.C. (New York: New York University Press, 2003)ough
many fans argue passionately on websites who is ther bepper, those who write on Tupac often
use Biggie’s rapping prowess as a foil to Tupac’s superiority in terms of message and personality.

And though Neil Kulkarni agrees that ‘Biggie possessed way more natural MC talent that 2Pac’, he
dismisses &th their abilities: ‘I think they were equally bad rappers, equally overrated talents and
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better star, a more charismatic presence, a more gifted, a bigger lightning rod
for trouble, a more complex visionat¥/2 This complexity has been the source of
the scale and variety of his myth-making. Kamberelis Biditriadis make the
point that much of it has to do with details of his biogmapandsongs like “Dear
Mama” and “Keep Your Head Up” about personal struggles, to which the youth
could relate; they observed that the groups that interviewed‘were much less

investedin Biggie’s life.”*"*

Tupac’s films, music videos, and media coverage have
provided an image (and a charismatic bodily presence) tarpecty the variety of
topics discussed in his lyrics, providing the quasi-sacred éextgphilosophies for
dissection and symbol creation.

It is important to note that a largert of Tupac’s postmortem identity was
created while he was still alive by Tupac himself. Though it tsuncgommon for
rap artists to engage in a discourse of deatminatingon their own death in rap
lyrics in particular he may have been obsessed more than otffewsith tracks
entitled “Death Around the Corner”, “How Long will they Mourn Me?”, “If I Die 2
Night”, “Wonder if Heaven Got a Ghettcand“So Many Tears”, (in which he raps
“I’m having visions of leaving here in a hearse”), Tupac was aware of his
mortality. Being shot five times in 1994 also did not helmeter this awareness,
combined with tb relatively low life expectancy for African-Americans agdng
violence in inner-city America. Oone track, “Never B Peace” from Better Dayz,

he raps,How the fuck can you have a childhood when you at the d@lirstery

weekend?” The culture of death was prevalent in the ghettos ofrisaeas the

equally deserving of reappraisal.” Kulkarni, 100-101. The view that both rappers’ abilities were of
poor quality is certainly the minority opinion in the agaiteliterature and fan discourse.

473 Neil Strauss, ‘Hip-hop Requiem’ (originally printed in the New York Times), Tupac: A Thug Life,
ed. Sam Brown (London: Plexus, 2005), 185.

474 Dimitriadis, Performing Identity, 107.

47> Kevin Powell, who interviewed him for Vibe Magazia@intless times, said ‘He talked about
dying, always’. Quoted in Scott, 91.
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gangsta rap genre often tries to depict the harsh esabfi ghetto culture. Tupac
was a product of this death culture and one of its most nacators

So when the early death seemingly foretold by Tupac becaahethere
was plenty of material for tributes, myth-making, andazazation. Two days after
his deathDeath Row Records released the single “I Ain’t Mad at Cha” (from All
Eyes on Me) which was particularly appropriate for tributecabise the visual
images of the music video (recorded months earlier) depitipac shot down,
delivering his message of forgiveness in heaven amongst caéhenical black
musicians (Jimi Hendrix, Louis Armstrong, Miles Davis, addt King Cole to
name a few)Album sales of All Eyez on Me (released seven months béditr
death) tripled within one week of the shooting, climbingnirnumber 69 to
number 6 on the Billboard 200 in the course of two wé&kdlis first posthumous
album, The Don Killuminati: The Seven Day Theory (under the pseudonym
Makaveli), was released by Death Row Records eight weekshadteleath. The
cover features a cartoon of Tupac being crucified. (Tupplaies the album cover
pre-release in one interview by sayjifigm on the cross bein’ crucified for keepin’
it real).*”” The iconography is striking, no doubt adding to the natiie Tupac

was a hip-hop martyt’®

476 Sam Brown, ed., Tupac: A Thug Life, 121.

477 <Last Testament’, in Tupac Shakur, ed. Alan Light (London: Plexus, 1997), 125. The idea th
Tupac was a martyr has also been supplemented by the idheappbmise of a resurrection, or at
least an alluding to a Messianic return, in various repdyAs one of the members of the Outlawz
asks in “One Day At a Time”, from the Tupac: Resurrectiosbundtrack, “So if he died and came
back, would he try and save rap?” Rapper 50 Cent proclaims in the first line of the chorus to “The
Realest Killaz”: ‘Till Makaveli returns, it’s all eyes on me’, a reference to Tupac’s 1996 album All
Eyez on Me as well as a reference to Tupac as a rhdigiee.

"8 This is far from the only instance of crucifixion imager rhetoric in rap and other popular
musics. An early example includes John Lennon’s line from the “Ballad of John and Yoko™: ‘the

way things are going, they’re going to crucify me’. Rappers have used crucifixion terminology and
imagery to make a point regarding disrespect from the media or other artists, such as in N.-W.A.’s
“Quiet on the Set” from Straight Outta Comptogi 988), Public Enemy’s “Welcome to the
Terrordome”, Eminem’s “Sing for the Moment”, Twista’s “Dirty Game”, and Tupac’s own
“Blasphemy”. One of the original rap covers to use the “crucifixion pose” was the 1993 “Dre Dog”
album The New Jim JoneNas’s music video for “Hate me Now” includes him with a crown of
thorns, carrying a cross while being stoned by the puétid later images in the video include him
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Figure 4.2—M akaveli (2Pac)-The Don Killuminati: The Seven Day Theory
Dyson, in Holler if you Hear Me: Searching for Tupac Shakur, writes on
martyrdom, and it is worth quoting at length:

At least four notions are crucial to the conceptiomairtyrdom:
embodiment, identification, substitution, and elevatiofihe
martyrs death embodies, and in some cases anticipates, the death

of those who follow. It may be that his death signifigs manner

in which his followers, adherents, or comrades could die. The
martyr is identified by and with the community that dals him.

He is identified as the leader of a group of believers Bovers
who identify with him as a member of their own tribe or
community. The martyr’s death often substitutes for the death of

his followers, he dies in their place, at least symbthicdor
instance, when [Martin Luther] King died, his death chandped t
black political future in this nation. He died in the plaéendlions

of blacks, since it could easily have been one of them who
perished from racial violence. Finally, the martyr isvaeted to a
high status, even as he elevates the condition ofdtimwvers
through his death, drawing attention to their hidden or owvkdd

suffering?”®

rapping while up on the cross. Kanye West more recently agghearthe cover of Rolling Stone
wearing a crown of thorns. See Joe Carter, ‘Pop Semiotics: The Passion of the Rappers’, The
Evangelical Outpost, 31 January, 2006, available at:
http://www.evangelicaloutpost.com/archives/001806.html (aeck$9 February 2007).

47 Dyson, Holler if you Hear Me, 26265.
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The idea that the martyr dies in the place of hisfibwers is a crucial point, and
which is why perhaps pop martyrs are said to representtiaybar generation or
culture. It is highly suggestive of how cultures deal with dieath anxiety, as well
as of the functions of ritual sacrifice (in this casgnbolic sacrifice) in a given
society. It is this elevation to a high status thas@ydiscusses that popular agist
who die young are able to attain, an@ imartyr’s aura informs both previous
recordings and new oneBhe iconic status of an artist, partly shaped by the music
(both musical figures and lyrical contgrand partly shaped by extra-musical
mythologizing, is an interplay crucial to studies of muemeption.

Tupacs compositional process and quantity of output are worttingho
because they contribute to the memorialisation prodessf this writing nine*®°
official posthumous albums have been released featurimgeocially previously
unreleased material (not to mention the dozens of boodadsremixes which
would provide plenty of material for another study). Tleoaints of Tupac as
‘workaholic’ frequently pervade writings on hiff: Many describe Tupac running
from studio to court appearance to film set, and thezeanecdotes of Tupac still
working after others would go to befyson’s research points to the oft told
anecdote:Notorious B.I.G. said that when he once visited Tupac, ther lagnt to
the bathroom, and when he emerged, he had penned two’.#ngspac’s

bodyguard wrote that he recorded six tracks in one nigét ldt got out of prison

“89 This number will often vary in journalistic accounts, degirg on what they constitute as an
‘official release’, which for most includes The Don Killuminati: The 7 Day Theory (1996), R U Still
Down (Remember Me?) (1997), Greatest Hits (1998), Still | @i889), Until the End of Time
(2001), Better Dayz (2002), Tupac: Resurrection Soundtrack (2003),tbaye Game (2004), and
Pac’s Life (2006). All except the first included Tupac’s mother, Afeni Shakur, as executive

producer.

“81 Dyson, 1011. Johnny J, one of his producers when he was with DeattRRcordssaid ‘You
know I’d get there about an hour or two earlier, whatever. And I’d just have the track ready. He

walks in and hears the beat: “give me a pen and pad, a pencil ... come on give me a pencil. [ know
exactly what I want to do. Lets go for it” ... In one day we’d do about 4 or 5 cuts a day, depending

on the flow’. Johnny J interview, Thug Angel (36:00).

82 Dyson, Holler if you Hear Me, 75.

202



and wrote songs in the movie trailer that he would recatet the same nigAf’

One journalist writes, ‘Pac was a studio prodigy, more like a one-take jazz
musician than a puncime-in rappet.*®* The numbers vary concerning how many
tracks he recorded after he left prison, but it is usuallyegumm the 100200 song
range. One article comments that there were 150 uneeldezcks which Afeni
Shakur had to go to court to obtain from Death Row Recowdseio Suge
Knight.*®> The ferocity with which he worked, and the multitude ofriajs topics,
contributed to the range of characterizations. And withuaknown number of
songs still unreleased, the mystique of the unknown isrggavalent; fans hope
that he still has more to say.

One reason for the high quantity of material on Tupaleashe can be fit into
multiple traditions and frameworks, both academic and popdae of these
includes Tupac Shakur the revolution&§,as his mother Afeni Shakur most
famously was a member of the Black Panther party, and vegsgmt with her son
while in prison*®’ The poverty and struggles such as having a crack-addicted
mother are circumstances frequently recounted in Tupacdphbyyr reflecting the

romantic concept of the mythologized artist who battlegtraordinary

circumstances to create art that transcends its tioh@lane?®® Others have written

83 Frank AlexanderGot your Back: Life as Tupac Shakur’s Bodyguard in the Hardcore world of
Gangsta rap (New York: S¥artin’s Press, 1998), 63.

“84 Coker, Unbelievable, 170.

“8% Allison Samuels, “Who Stole Tupac’s Soul?” Rolling Stone 789, 25 June 1998, 17. Often
mythologized is the Faustian pact Tupac made with Suge Kridtandwritten three-album
contract signed Tupac to Death Row Records in exchangesfar4hmillion dollar bail to be
released from jail. Accounts say that with no otheraopthe signs his life away to be caught up in a
record label and lifestyle which eventually leads ®rhurder.

“88 A story written in many books is that when Tupac wasygars old, when Reverend Hubert
Daughtry asked him what he wanted to be when he grew up, and he responded, ‘I’m gonna be a
revolutionary’. asha bandele, ‘Meditations in the Hour of Mourning’ in Tough Love, eds. Datcher
and Alexander, 29. A similar version of the anecdote isit&y1.

87 Accounts include White, 187 and an interview while Tupac was in prison on the DWipac
Vs. (2004), (11:55).

“88 Daniel Chua has written that Mozart was characterizéleafirst‘poor artist” (Romantically-
speaking), his poverty is a ‘necessary myth’ for biographies as a foil to the freedom of his music.
Chua notes that Mozart dies just before the nineteenthrgesitift from music as material
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of Tupac adollowing a lineage of Black Panthers, and that his more ‘political’ rap
lyrics reflect this, as well as his intense style of rdivels or flow.**® One church
in Kansas City now includes a mural that depicts Martin Luikieg, Malcolm X,
and Tupac together on the same W&l.In addition to Tupac as black
revolutionary, his gangsta rap mystique is also placen antarger tradition of
black outlaws (the Shine and Stackolee myths in partictifar)

Tupacs religious references from rap lyrics and interviews are also used by
authors to varying effects. Essay collections suchaaseNand Spirit: the Religious
and Spiritual Sensibilities of Rap Mu&it locate the Christian messagefrap
songs, and this book in particular inclu@efsll chapter on Tupad book entitled
Jesus and the Hip-Hop Prophets: Spiritual Insights from Lauryn Hill and%Pac,
uses Bible verses and various lyrics by these artstseach messages that
correspond to teachings of dasFor Tupac, there are separate chapters on songs
like “Dear Mama”, “Brenda’s Got a Baby” (about teenage pregnancy), and
“Changes”, which is about the need to be socially active to makbaage in the

world. The book was written by two religious hip-hop fans who seek tlate

commodity to music as intellectuigla, with Mozart ‘used as the exchange rate.” Daniel K. L.
Chua ‘Myth: Mozart, Money, Music’, in Mozart Studies, ed. Simon P. Keefe (Cambridge:
Cambridge University Press, 2006), 198.
89 Dyson, Holler if you Hear Me48. An interview with Greg Jacobs (‘Shock G’ of Digital
Underground) compares different rappers’ styles, and specifically links Tupac’s delivery and style
in his raps with a black revolutionary heritage: ‘Humpty Hump and Slick Rick rhyme from the nasal
palette. Nas rhymes from the back of his throat. Biggeeswinger. He swings like a horn player
over jazz ... Pac, on the other hand, Tupac pulled from Martin Luther King, Malcolm X ... it’s like
pouring those words out because you mean it. And that’s why, you know, [Does impression of
Tupac]: “I never had a father figure, but I was raised by the thugs and the drug dealers, that’s why I
love niggas”. That singing that Pac was doing in his stuff’. Interview with Greg Jacobs, in The Art
of 16 Bars: Get Ya’ Bars Up, directed by Peter Spirer. QD3 Entertainment, 2005, (40:48).
490 Jordan Harper, ‘All Oddz on Me’, Tupac: A Thug Life, 178.
91 George Kamberelis and Greg Dimitriadis, ‘Collectively Remembering Tupac: The Narrative
Mediation of Current Events, Cultural Histories, and Social Identities’, in Afterlife as Afterimage:
Understanding Posthumous Fame, eds. Steve Jones and Joii (éew York: Peter Lang, 2005),
166.
492 Anthony B. Pinn, ed., Noise and Spirit: The Religious andt8gi Sensibilities of Rap Music
SNew York: New York University Press, 2003).

%3 John Teter and Alex Gee, Jesus and the Hip-Hop Proplpétisud Insights from Lauryn Hill
and 2Pac (Downers Grove: InterVarsity Press, 2003).
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the teachings of their religiontm a language that they hope better communicates
their message. Theresa Raethe Holy Profane deals with elements of the sacred
within black popular music. She is particularly interested updk, showing
examples in his lyrics to make the point that God, deatfemption and the
afterlife are common themes imacks like “God Bless the Bad” and “Black
JesuZ. Discussing‘Hail Mary”, she notes that ‘References to Christ in this rap are
salient because the rapper connedisis€s suffering to his own.”*** Important to
this comparison, Susan Sontag has written that the lagssnow replaced the saint
as exemplary sufferer in mogeWestern society, the figure ‘to whom we look to

be able best to express his sufferitig Tupac can be theorized either through a
religious lens, or through a more secuharffering artist’ role, as he was also one
of the first rappers to present (presumed) inner psyctuabtfioughts and feelings
within his raps.

The positive messages from select@&gpac songs such as “Dear Mama”, as
well as many of his culturally literate musings, have provitlepac’s extensive
use in the academy. | hawéted Dyson’s book, which is the best-selling of his
eight in print (at the time of this writing), but is noetbnly book that investigates
Tupac, the cultural icon, from an academic standgdir®ne of the first instances
of Tupac’s receiving national press for academic analysis was the class offered at

University of California at Beékeley entitled ‘History *98: Poetry and History of

9% Theresa L. Reed, The Holy Profane: Religion in Black PopMlasic (Lexington: University of
Kentucky Press, 2002), 159

9% Susan Sontag, ‘The artist as exemplary sufferer’, in Against Interpretation (New York: Farrar
Straus Giroux, 1966), 42. Though Sontag considers writers in tegr, @ssould certainly be
appropriate to add various musicians to her thoughtful critique

49 Other examples of Tupac in academia include the Gregr2ilis book Performing
Identity/Performing Culture, which includes a chapter he atemvith George Kamberelis entitled
‘The Symbolic Mediation of Identity in Black Popular Culture: The Discursive Life, Death, and
Rebirth of Tupac Shakur’. The final chapter of Eithne Quinn’s Nothin But a “g” Thang: The
Culture and Commerce of Gangsta Rapntitled ‘Tupac Shakur and the Legacies of Gangsta’.
One article goes as far as a tenuousigit to compare the Lacanian ‘Real’ with the idea of Tupac’s
manifestation of the ‘real’ as ‘the dominant cultural logic in hip-hop’. Thomas Kane, ‘Bringing the
Real: Lacan and Tupac’, Prospects: An Annual of American Cultural Studies 27 (2002): 642.
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Tupac Shakur’, taught by student Arvand Elihu: ‘View him in Medieval terms.
Substtute the word “sword” for “gun” and watch how his poetry takes on a whole
new meaning?®’ A Harvard University conferendea 2003 entitled ‘Tupac Shakur
and the Search for a Modern Folk H&P8 explored many of Tupac’s traits;
according to Mark Anthony Neal, ‘the event examined Tupac’s legacy as an
intellectual, a political figure, and an urban folk h&¥8.Participants discussed his
book collection (including Catcher in the Rydoby-Dick, and works by Alice
Walker and Shakespeare), and Neal presented a paper portraying asu@en
‘organic intellectud) a concept articulated by Antonio Gram¥¢i.

‘Tupac the intellectualhas been represented often with images of him
wearing glasses. The album cover to Loyal to the Game (shelew)oshows
Tupac in a suit wearing glasses, a contrast to more oconpimotos of him with his
shirt off, showing off tattoos, one famouslyying ‘Thug Life’ on his abdomen
(such as his image on the cover of Rolling Stone shown beldwe)third chapter
of Dyson’s Holler if You Hear Mefocuses on Tupac’s hunger for knowledge.
According to Dyson, who interviewed a number of peojdsecto Tupac, he read
Kurt Vonnegut, Teilhard de Chardin’s Phenomenon of Man, Maya Angelou,
Sigmund Freud, and George Orwell. He could quote Shakespeahistaned to
many genres of music (including Kate Bush, Eric Clapton, Mudiyers, Don
McLean, Sarah McLachlan, and the soundtrack to Les Misé&alble enjoyed the

art of Van Gogh, writing a poem dedicatedtan Gogh entitled “Starry Night”.>%*

97 Billy Jam, “Strictly for my Clazzmatez: Tupac Joins Academia’s Literary Canon’, in Tupac
Shakur, ed. Alan Light (London: Plexus, 1998), 147.

98 The conference was sponsored by the Hip Hop Archit#aatard, the W.E.B. Du Bois Institute
for Afro-American Research and the Program for FolkloreNyithology at Harvard.

9% Sam Brown, ed., Tupac: A Thug Life, 189.

*% |pid. Nathan Abrams also shows that contemporary rapsasisecifically hardcore rap artists
such as Chuck D, Paris, KRS-One, Grandmaster Flash, anB Bnid Rakim, contain similar
characteristics to Gramsci’s concept. Nathan D. Abrams, ‘Antonio’s B-Boys: Rap, Rappers, and
Gramsci’s Intellectuals’, Popular Music and Society 19, no. 4 (199519

01 Tupac Shakur, The Rose that Grew from Condeésv York: MTV, 1999), 25.
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He saw Kabuki theatre in San Francisco, watched Japamages, wrote plays
from the age of six, and was an actor before he waapper. Most of the
biographies note that Tupac spent the beginning of high setdbke Baltimore

School for the Arts, where he was exposed to much ofigsi@culture.

Prart Jam Live | Brack Crowss | FLurey ROLLING STONES
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Figures 4.3—Loyal to the Game (2004) and 4.4—Rolling Stone 746, October
1996
This intellectual portrayal of Tupac, as one DVD title ptitss of the ‘hip-

SSOZ

hop geniu He has had two books of poetry published since his d&la¢hRose

that Grew from Concrete, first published in 1999 (from poems writ@&9-1991)

and Inside AThug’s Heart, edited by Angela Ardis, containing letters and poems

from their correspondence when Tupac was in jail in P89 the case of The
Rose that Grew from Concret€upac’s mother opens the Preface, ‘I thank God

and all my ancestors for the Artistic Tupac, for thetleoBupac:®** One side of
the page contains his original handwriting, the other sidgpad version. This
gives a sense of authenticity, as well as cultural etavatine printed book offering

intellectual priority over the sound recording or websik®t(to mention the

02 Typac: Hip-hop Genius, Chrome Dreams Video, 2005.
%03 Angela Ardis Inside a Thug’s Heart (New York: Kensington Publishing Corp., 2004).
%94 Shakur, The Rose that Grew from Concrete, Xiii.
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facsimile of his original handwriting)Putting Tupac’s message in a book rather
than a ‘rap record’ changes its packaging significantly.

Considering Tupac a poet rather than rapper offers arnelogical ploy
worth considering.Thomas Swiss, in writing about singer/songwriter Jewel’s
media coverage regarding her book of poe®ymply to nane something ‘poetry’
or ‘music’, in fact, is alredy to invoke someone’s values—values that are in some
part constructed culturally and dependent on who is doing threngaand for
whom? °% Using the term poetryikle associations with the word ‘chamber music’,
connotes intimacy and a privacy which audiences demainvade>®® Labelling
Tupac a poet elevates his status and has beed by academics, in part, to
legitimize a problematic and complex icon and his musid (aacknowledge that
my own study of him is a part of the academic trend | di3cuss

Tupac Shakur, a hero with a thousand faces, provides himsalfpiece
holder for a number of purposes. His large compositiongdut (in itself an aspect
of the mythology: Tupac the workaholic) allows those whalgthim to identify
the messages on which they wish to focus. Some include Tiaeuolutionary,
Tupac the saint, Tupac the Romantic, Tupac the martyad the sufferer, Tupac

the poet, Tupac the genius, and 2Pac the gangsta rappere Inbéed his

%05 Thomas Swiss, ‘Jewel Case: Pop Stars, Poets, and the Press’, in Pop Music and the Press, ed.
Steve Jones (Philadelphia: Temple University Press, 2002),The singer/songwriter Jewel
published a book of her poetry entitled A Night Without Arrfi®98). Jewel had been constructed
as a poet in the press, and the book was successlinlg g&2,000 copies that year. A spoken word
CD version was also available. Swiss writes how hdeavour fit the tradition of Bob Dylan, Jim
Morrison and Patti Smith of pop music/poets. Like Tupac’s poetry books and Kurt Cobain’s journal
collection, the cover to Jewel’s book is handwritten, suggesting a deep form of authenticity. The
Notorious B.1.G has also been labelled as a poet and cethfmavarious poets, such as one
example by Paul D. Miller: ‘People tend to forget that one of America’s premiere poets, Biggie
Smalls, and another, Walt Whitman, were both from Brooklyn.” Paul D. Miller, ‘The City in Public
versus Private’, in Total Chaos, 151.

% Or, perhaps, the idea that chamber music gives an audieeoseof eavesdropping on the
innermost thoughts and feelings of the composer is whahieEsdesirable. Chamber music has
connotations of an upper-class cultural art form, and poagnystill have links with an aristocratic
connoisseurship. For more on the ‘covert values’ associated with descriptions of music as ‘chamber-
musicdike’ see Janet M. Levy, ‘Covert and Casual Values in Recent Writings About Music’,

Journal of Musicology 5, no. 1 (1987).
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connection to the black revolutionary traditions, hedigious nature,‘positive
messages in his songs, Tupac as a Romantic artist wieveslifh order to bring
his message to the people, and his literacy, which makes Ipoet representative
of the hip-hop intelligentsia His multifaceted and chameleon-like (some
exaggeratedly say schizophrenic) nature allows for pdlitieading, religious
reading, academic reading, aadRkomantic reading by journalists, academics and
fans who wish to frame him in particular narratives.e Pnevalence of his image
in films (Juice, Poetic Justice, Above the Rim) and television (MTT Bas well
as interviews and footage of his many court cases) adtistouitural statusThe
idea of the mythic narrative has always been importanbd¢@ty and the life and
lyrics of Tupac have provided ample material to elevatetbimythic status in the
rap music and hip-hop worlds. Perhaps the most telling sythiadl Tupac has
achieved a level of heroic immortality is the seven foghlgold statue which now

stands at the Tupac Amaru Shakur Center for the PerformmisgrAGeorgia®’

© TUPAC AMARU SHAKUR

R

L

Figure 4.5—Statue, Tupac Amaru Shakur Center for the Performing Arts

97 Tyupac’s mother Afeni organized the construction of the statue, and is a product of the Tupac
Amaru Shakur foundation which she founded after his death.
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Musician Biography and The Narrative M ediation of Music Reception
The varied portrayals of Tupac Shakur summarized share twoma@om
characteristicseach facet of Tupac has rap lyrics which can be interpiteted
support it, and there is an aspect of his life story whthtalso correspond to the
portrayal. As Steve Jones writes regarding posthumous fame:
To a great extent, the performer’s presence, once mediated,
provides sufficient material with which ongoing constiae of
celebrity can proceed. Consequently, in the realm ofytivdalic
construction of celebrity, the performer’s ‘real’ presence is only
necessary insofar as the performer may provide additmgmst

(mediated or otherwise) to add to the potential pool of syimbo
material already in the mif’®

Kamberelis and Dimitriadis see Tupabiography as crucial to collective memory,
a process they cdtharrative mediation’: ‘Narratives (especially cultural narratives)
are centrally involved in the creation and perpetuatioremfembering, especially
collective remembering®® Knowledge ofan artist’s life has always had an effect
on interpretation of his/her works. In the case of rafsim the artistslives (or
perceived lives) are often embedded in the recordings. Mocdisplty, aspects of
artist biography often can be found in their rap lyrics, aegiral part of the intra-
musical discourse. This is not to say that extra-mudaetbrs such as album
covers, liner notes, websites, and music videos are onget relevant to
interpretation, but within the song, there exists botioates and linguistic text
which give rise to an identity, in combination with théraxmusical forces.

In ‘The Domestic Gesamtkunstwerk, or Rec8ideves and Reception’,
Nicholas Cook notes that the record sleeve and thecimusimore generally, that

the ‘visual image and musical sound circulate indivisibly, and @esumed

%08 Steve Jones ‘Better off Dead’, in Afterlife as Afterimage, 5.

°99 Kamberelis and Dimitriadis, ‘Collectively Remembering Tupac’, in Afterlife as Afterimage, 145.

They outline four main functions of narratives: medgtietween ordinary and exceptional ideas
and events, affirming or validating moral or ethical inghees, regulating affect, and constructing
and maintaining coherent social and cultural identities.
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together>* In other words, the record sleevepsidered an ‘optional accessory’
by nineteenth-century absolute music ideology, inevitablytrifmnes to musical
meaning. This applies to the liner notes as well as existingicmudeos. In
addition to these extra-musical factors, the nineteeatitury program note or
twentieth-century liner note now manifests itself as imbeddethe rap lyrics:
contributing just as strongly to musical meaning as tleesber examples if not
more so.

This is enhanced by rap’s consumption as autobiographical rather than
fictional narrative. What Kodwo Eshun refers to ths ‘nauseating American

hunger for confssional biography’>*

is satisfied in many rap lyrics, interviews,
music videos, and films. Perhaps Sontag puts it best wieewstes of the desire
to read writets journals: ‘It is the author naked which the modern audience
demands, as ages of religious faith demanded a humancsctfiShe continues
that we are interestedh ithe writer’s soul because of ‘the insatiable modern
preoccupation with psychology, the latest and most powedeigacy of the
Christian tradition of introspectiofi® In addition, we have not escaped the
Romantic assumption that themposer’s life is embedded in the notes he/she
writes (orin this case, the rap’s lyrical content). To listerers, this is an autheiot
(‘coming from the heart’) musical expression of the life of the artist.

This focus on autobiography, especially in traditions of gangsp (as
opposed to more party-oriented rap), adds another dimensitwe taarratives in

hip-hop. In other words, the act of uttering the name oéraofis rapper is to

communicate numerous associations with his/her biografny the act of a rap

%19 Nicholas Cook, ‘The Domestic Gesamtkunstwerkr Record Sleeves and Reception’, in
Composition-Performance-Reception, ed. Wyndham Thomas (Atdeisshgate, 1998), 115.
511

Eshun, -004.
°12 Sontag, 42.
13 |pid.

211



artist’s postmortem borrowing of that voice engages with an even more powerful
way of referencing these ‘spirits’, sSimultaneously strengthening canons and lineage
within the rap music world.

While these postmortem recontextualizations in hip-hop t nm@rtly
involve placing previously recorded raps with a new musicalptement, it is also
worthwhile to note that it forces a recontextualization irgerpretation. The
sometimes unavoidable influence of perceived artist biogrgphybiographical
mediation) affects audience reception of the textwadl as of the musical
structuresIn other words, after Tupac’s murder (or Cobar's suicide, or Lennon’s
assassination), we listen to him in a new context, inflkricg new media
discourse which elevated him to iconic status. It is hardiyincing to state that
listening to Tupac in 1995 is the same as listening to the saroeding of him in
1997. Or to use a quote from another artist’s biography: ‘Cobain commits suicide, a
suicide which gives his anguished lyrics a new friss6hOne article noted the
change in audience interpretation after the deathaoéiK Carpenter:

After Karen’s death, songs such as this [“When it’s Gone™]

were often reread in a much more complex and sympatheti
light. Rather than a little girl fumbling for the words txpeess

her loss, she became instead a deeply introspective and
psychologically complexréist ... after Karen’s death, much of

the Carpenters’ work was revived within the cultural memory

because suddenly Karen had an artistic depth not attributed to

her in life>*°

This re-reading of and recontextualization of interpretatiofi Cobain’s and
Carmpenter’s music illustrates precisely my point: extra-musical biograplsya type

of narrative mediation, has a profound effect on the we hear music.

*14 Simon Frith, Will Straw, and John Street, etStar Profiles II’, in The Cambridge Companion
to Pop and Rock (Cambridge: University of Cambridge Press, 2204),

%15 peggy J. Bowers and Stephanie Houston Grey, ‘Karen: The Hagiographic Impulse in the Public
Memory of a Pop Star’, in Afterlife as Afterimage, 107.

212



Postmortem Borrowing: Definition and Examples

Culturally speaking, borrowing the voice of a deceased bppdrtist seems less
conspicuous than using artists from other gendessng a Notorious B.I.G. rap
seems to be more in concert with the borrowing ethos phbap than if other
genres that promote the cult of originality used theesiaf Kurt Cobain or Elvis
Presley as extensivelyPragmatically speaking, one reason is that it is edsier
mould a rap than a melody to a new song or sampled heatlsb that the practice
is part of hip-hofs tradition of digitally sampling and borrowing soundbhus,
when the voice of a deceased rapper is used in a new ¢ahtexbice (the timbre
of the flow and its nexus of signifieds), the semantiapeters of the text itself,
and musical features of the beat/flow interaction alVjgi® meaning.

Another reason why postmortem borrowing in hip-hop seeess |
conspicuous than in other genres is that multiple sésodlaborators on one hip-
hop track is not uncommon. Groups such as the Sugar Hill GangDRIC,
N.W.A. and the Wu-Tang Clan are only a few of the famewsamples of
commercially successful groups that have multiM€s, not to mention the
number of single MC-albums which include numerogsest artists’. The MC
persona or the famous producer can successfully co-exist otliter MCs or
producers onhe same album. In other words, to use another person’s voice (dead
or alive) is aligned with the already-existing colladtore ethos in hip-hop
(including its borrowing traditions).

A third reasorfor rap’s hospitality to postmortem borrowing has to do with
traditions of DJing and bootleg mixtapes in rap music. lidips foundational use
of two turntables has allowed the beat and flow dichottonge mixed from the
earliest days of the genre. While one record could bd fmeits breakbeat, the

other record could have an a capella rap, creating an tenfimumber of
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combinations of beat and flow. This same concept couldppdied in the form of
bootleg mixtapes. Though bootlegs are common to many gehnegsic, this DJ
concept of beat and flow as separate parts of‘poezleé has produced tapes
doctored to feature artistraps over beats with which they did not originally. rap
As technology made it easier for more people to haveastwadihome, the process
became easier. After Tupac died, there was a slew olegowiixtapes out on the
underground market, varying in quality, but nevertheless in highadentearly
posthumous mixtape titles included Makaveli 2 and 3, Pac 4 East Messages
and The Last Words of Tupac Shakif It is important to note, therefore, that the
commercial releases | will discuss are part of the Ddimdj mixtape phenomena
Jay+Z and Nas’s borrowing the voices of Tupac and Biggie, for example, were only
producing‘legal versions of existing practices

Before presenting examples of the postmortem borrowingupac and
Biggie, it is worth explaining precisely what | mean by tieem postmortem
borrowing. Postmortem borrowing is the digital samplinghef voice or image of
an artist, after they have died, in a new contexe ditist has an aura or mystique
and that aura lost in mechanical reproduction is regaméeéath as a transcendent
spirit. Though many pop music figures have some elemenauod which
accompanies celebrity and fame, the artist as sgieims to trump more earthly
beings, or at least penetrate the culture differefthough the artist mystique is
difficult to measure quantitatively, | would use the nuesg stick of cultural
consciousness/sibility in the ‘public eye’) to gage the extent of antat’s aura. It
is crucial to this phenomenon that the sampled artises) their aurabe

recognized.

518 Samuels, 17.
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The other important aspect of postmortem borrowingasauthenticity that
comes from using a genuine recording of the afigsstmortem borrowing does not
include Elvis impersonators, because though they borrowleg &tis not an image
of the real Elvis'’ One could mimic a dance step or two from Gene Kelly in
Singing in the Rain, but it would not bBauthenti¢ unless it were actually the
filmic image of him, as his image has been used, maniputatetbmputers, to
breakdance to a remixegrsion of “Singing in the Rain” for a Volkswagen Golf
commercial. It is one level to imitate, parody, oudd# to the artist; postmortem
borrowing is at the level of direct quotation, everhi# guote is manipulated to a
certain extent. The closest thing to a literary agplvould be if one were writing
something and, to quote a given author, made a copy of hiplioée in his/her
actual handwriting. Perhaps this is whkybain’s journals and Tupac’s poetry
books are published in their own handwriting, giving the sehssmanipulated
authenticity. In this age of recording, our idea of autb&éptreaches the level of
the recorded voice and image. Because of digital teaggpthese recordings can
be easily manipulated, an ethical issue for many, but taayeéatits definition.
The key to postmortem borrowing is the authority and duen the actual
recording (whether it be sound or image) used in the agdatsion or hypertext

These are the two key traits of postmortem borrowingpgrisability (an
artist with aura, biographical associations, and imageparckived authenticity of
the source recording he former reinforces the importance of musical biography:
these artists who borrow expect that one knows songethbout the borrowed

artist. Seeing how the use of mystique is framed in postmoborrowing is the

*17 One example of digital postmortem borrowing of the image of Elvis was a ‘duet’ performance of
Celine Dion and a hologratiike image of Elvis Presley singing “If T Can Dream” for the American
Idol 2007 ‘Idol Gives Back’ charity show. Another example is the ZZ Top music video to “Viva
Las Vegas” from their 1992 Greatest Hits Albumysing Elvis’s image from the eponymous film.
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focus of the rest of the chapter. First, however | wdikie to illustrate a few
musicd examples of postmortem borrowing.

One of the highest selling, most acclaimed, and mostuweiti alboums in
1991 was Natalie Cole’s Unforgettable: With Love. It capitalized on the connection
with her famous father, Nat King Cole, featuring the samgsnade famous, such
as “Route 667, “Mona Lisa”, “Smile” and “Nature Boy”. The hit single from the
album was a duetif “Unforgettable” with her father; producer David Foster mixed
her father’s old recording of the song with Natalie newly-sung performance. Any
potential hostility toward inauthenticity seems to beeabsn media reception,
presumably because of itamily moment nature. The music video, directed by
Steve Barron, juxtaposes a set of live images, Natalie singing, with those of
the past, her father in black and white singing on televisidvere is a dialogue
here, of nostalgia and of past and present fused togatharsic. The album won
the Grammy for Album of the &ar, and was one of the first times that the
possibilities of studio manipulation were presented tonivels and imaginations
of popular music fan¥2 Rather than being critiqued for the lack of authentiicit
the ‘duet’, the single was a novelty that the fans could fem} there‘in on’.

One of the main selling points of the 1995-1996 Beatles Anthology-three
volume CD collection was that they contained new naiex Beatlesreuniori of
sorts, because the three members alive at the timeedoadded from old John
Lennon demos. Two such singles were released, each withi@a vitdeo, “Free as

a Bird” on the first volume of the Anthologynd “Real Love” on the second. Gary

*18 The other nominees for Album of the Year were Amy Grant’s Heart In Motion Bonnie Raitt’s

Luck Of The DrawR.E.M.’s Out Of Time and Paul Simon’s The Rhythm Of The Saints. The other
nominated albums certainly were manipulated to some dagtiee studio, but the aim of many
albums is to present an authenticity of performance or ‘liveness’. (Consider another popular album

of that year was Nirvana’s Nevermind,an updated punk authenticity in the form of ‘grunge’.) This

could not have been the case for Natalie Cole, sirecsittiggle and music video play on the nostalgia
and ‘pastness’ of her father.
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Burns's ‘Refab Four: Beatles for Sain the Age of Music Video’ notes the band’s
‘quasi-religious’ function, as well as aspects of the band that help ¢hem
mythological status (such as the magical nature of Magioasitdvy Tour and
Yellow Submarine films, and the drugs and mysticism of theaméifluence}®®
The Beatles Anthology and its music videos use postmorteroviaiog as tribute
and history at the same time, particuldfBree as a Bird”, which goes though the
Beatles lifespan ina flying bird’s-eye-view collage of images.

Another example from this time w&gieen’s 1995 album Made in Heaven;
the band’s lead singer, Freddie Mercury, had died of an AIDS-related illness in
1991. Analogously to the BeatleAnthology, the three remaining members of the
band returned to the studio to finish unreleased matsoahe of it recorded not
long before Mercury had died. The album opens with a smgled “It’s a
Beautiful Day”, which begins with a single atmospheric chord, invokirey Nlew
Age or ambient style. The tranquillity and peaceful nanfréhe opening track
suggests a sentiment that Freddie successfully went teerine®ther tracks deal
with similar subject mattesuch as “Made in HeaverY, the gospel infused “Let Me
Live”, “Heaven for Everyoné&, and “Too Much Love Will Kill You”. The last song
on the album is a reprise of “It’s a Beautiful Day”, followed by twenty minutes of
the same atmospheric chord occasionally garnished Wwith, daint clips (one to
three seconds long) of Mercury talking in the stadfo.

Other, more recent digital duets include Lauryn Hill witbbBMarley on
“Turn your Lights Down Low”, on Chant Down Babylon (1999), Celine Dion with

Frank Sinatran a version of “All the Way”, and Tony Bennett with Billie Holiday

*19 Gary Burns, ‘Refab Four: Beatles for Sale in the Age of Music Video’, in The Beatles, Popular
Music and Society, ed. lan Inglis (London: Macmillan Pitgds 2000), 176177. See also Jaan
Mikeld ‘“Who Owns Him?: The Debate on John Lennon’, in Afterlife as Afterimage, 177178.

%20 perhaps surprisingly, many of the songs which deal withafitgrivere written by Brian May,
and many songs on Made in Heawvaite recorded years before Mercury’s illness.

217



for “God Bless the Child” on his album Tony Bennett on Holiday (1997) which
won a Grammy for Best Traditional Pop PerformatfceDigital duets can also
include instrumental soloists, such as soprano saxophosstyKG on an updated
version of Louis Armstrong “What a Wonderful World”, a duet that received
much criticism in the jazz world, most vociferouslyrfrguitarist Pat Metherf?

Whether itis Natalie Cole recording with her father, the spifitElvis in
Vegas in a ZZ Top videdohn Lennon’s demo resurrected, or Freddie Mercury in
an ambient peacesach case exemplifies postmortem borrowing. And in many
cases, the memorial project becomes more than jostdr homage, and pastiche;
the aura of the postmortem artist can be used to theitbeh#fe sampling artist.
The construction of a postmortem identity, in thisectise rapper as martyr or
saint constructs the existing rap voiesrelic. The meanings located in the voice
signify aspects of artist ‘biographies’, their images and identities.

In postmortem borrowing, the use of the voice is argualdyenpowerful
than image alone. The voice has been theorized extgngivélm theory and in
popular music studies, to the latter, often citing Rolamadthi®$ influential ‘The
Grain of tke Voice’: ‘The ‘grain’ is the body in the voice as it sings, the hand as it
writes, the limb as it perfornig?® Michel Chion, in The Voice in Cinema notes that
Lacan placedhe voice ‘in the ranks of “objet (a); these part objects which may be

fetishized and@ployed to “thingify differencé.’>** The importance of the voice to

*21 Ered Goodman, ‘Duets with the Dead: Homage or Exploitation?” New York Times. 16 January
2000, available at: www.nytimes.com (accessed: 22 October 2008).

522 Gee ‘Pat Metheny Declares War on Kenny G’, Vh1l.com, 14 June 2000, available at:
http://www.vh1.com/artists/news/1436591/20000614/g_kenny.jhtml (accesskeah @28ry 2008).

2 Roland Barthes, ‘The Grain of the Voice’, in Image Music Text, ed. and trans. Stephen Heath
(Hammersmith: Fontana Press, 1977), 188.

24 Michel Chion, The Voice in Cinema, trans. and ed. ClaGdicoman (New York: Columbia
University Press, 1999), 1. Chion and other film theovisisng about Lacanian psychoanalysis
cite Lacan’s Seminar XI: The Four Fundamental Concepts of Psychoanalysis. The semmar wa
given in 1964, and was the first of his seminars to beighead (in 1973). Chion also points out that
in Freudian psychoanalysis, ‘everything happens in and through the voice.” Chion, 1. Another
example includes Mary Ann Doane, ‘The Voice in Cinema: The Articulation of Body and Space’ in
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human developmepand the power of the human voice to arouse emotion, suggest
why using the voice of an artist may be more powehahtsimply using an image.
The earliest scientific writings on the phonograph sead that speech had now
become immortal; recordings had the ability to transceathd®

Jason Toynbee writes of the voice as central dpujar music, as ‘the
building block of musical possibility’*® And Marshall, writing about Bob Dylan
says that ‘the neaning of Dylan’s songs is not “in the words” but “in the voice™’,
and that great singers have authoritative voitedhese voices have distinct
personalities which contribute to their popularity andogeisability Marshalls
observation of the ‘authoritative voice’ in popular music is important to rapping as
well as the singing voice, as great rappers can be saaéduthoritative voices.
Mikhail Bakhtin, in his essayDiscourse in the Nove&l makes the distinction
between two types of discourse that can bendlted by another’s speech:
‘authoritative’ (e.g. reciting by heart) and ‘internally persuasive’ (e.g. retelling in
one’s own words). In post-mortem borrowing the voice of a famotistaseems an
intensification of the ‘authoritative word’, a word that is connected to the past with
its authority already attachedakhtin’s term ‘authoritative discoursein the
context of the novel is useful hers he writes that ftdemands, so to speak, not
only quotation marks but a demarcation even more maigisterspecial script, for

instance’>?® Borrowing in the digital era means that a magisteraips is not

Film Sound: Theory and Practice, eds. Elisabeth Weidaima Belton (NY: Columbia University
Press, 1985), 170.

5251n 1878, one Scientific Americamticle stated: ‘Speech has become, as it were, immortal.’
Quoted in Jonathan Sterne, ‘Dead Rock Stars 1990°, in Afterlife as Afterimage, 25455. Sterne
cites a number of early writings on the phonograph whichvd#athe death discourse regarding
early recorded sound and the immortality of the recordamtvo

°2% Jason Toynbee, Making Popular Music (Oxford: Oxford UniveRigss, 2000), 45.

*2 Marshall, 43.

528 Mikhail Bakhtin, ‘Discourse in the Novel’, in The Dialogic Imagination, ed. Michel Holquist
(Austin: University of Austin Press, 1982), 342. Also quoteReaynolds, 84. Bakhtin makes the
distinction between ‘authoritative discourse’ in the novel and ‘internally persuasive discourse’,
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necessary to convey theice’s authoritative discourse, the words are simply re-
presented as they were spoken in the Past.

In addition to the voice signifying the (authoritative) figuspeaking, the
voice can symbolically represent a number of places, gyenres, or other ideas.
For one, the voice could represent a specific pladetiare, in the case of Tupac,
the earlyto-mid 1990s West Coast rap world. But on another level, teemmotem
voice can be able to transcend time and place becaysesently belongs to
neither, an acousmétre that takes on a ghostly presendbei appropriate
context>*°

It is the authenticity and authority of the recordedceofwith its extra-
musical associations, connotations, and resonances) wammes a symbol of
the postmortem mystique that Tupac Shakur and The Notoriou§. Bhave
attained within rap culture. They simultaneously represestatgia for a specific
place-time and a transcendent, almost sublime, stahgsstatus of iconic artists
who die young are formed by a synergistic process; wHatdte as symbolic
immortality of posthumous fame is the product of numerlements greater than
the sum of its individual contributions.

In the following examples, the voices of Tupac and Biggieognizable by
fans, provide symbolic presence while contributing to new idestitt is the
distinctive sound of the borrowed and borrowingjsts’ delivery (their ‘flow’),
their biographies as narrative mediator (including imagps,ranedia), musical
aspects of the ‘beat’, and the act of interpreting them which give rise todhs=swy

meanings.

‘which is more akin to retelling a text in one’s own words, with one’s own accents, gestures,
modifications.” Bakhtin, 424.

2 This also means, of course, that the recorded voiceeamnipulated digitally as well, and the
next dapter presents some examples of Eminem’s manipulation of 2Pac’s voice.

3% The term acousmétre is most extensively theorized bynCB&

220



Jay-Z’s “A Dream” and Nas’s “Thugz Mansion”: A Comparison of
Postmortem Borrowing

The third official posthumous 2Pac album, the double aleotled Better
Dayz (2002), includes two versions frack entitled “Thugz Mansion”. The song
is about utopian place which exists beyond the aftedifplace where Tupac can
escape the hardships of life. The version of the trackhensecond CD (called
“Thugz Mansion—7 remix” [CD Example 22]) is what could be characterized as
fairly typical to Tupac’s brand of hip-hop it contains synthesized hip-hop beat
produced by Seven Aurelius (produced by Johnny Jackson in the osggsdns)
with guitar and keyboard; it includes three verses by Tapalca chorus sung by
Anthony Hamilton. But the bedb the “Thugz Mansion” that ends the first disc
(called “Thugz Mansion—Nas Acoustic” [CD Example 23]) is drastically different
from anything Tupac had ever recorded: the beat includes onlgoaista guitay
as phyed by Michael ‘Fish’ Herring There is, in fact, no drum track at all, only the
guitar. Produced by Herring and Claudio Cueni, the chorus é&satusmall male
choir, sung with close harmonies and overdubbed by J. Phokltdng in the
second verse, instead of Tupac, is well-established New York raj@se(Nasir
Jones). His rap mourns the recent passing of his motimere Aones:My love
goes to Afeni Shakur/Cause like Anne Jones, she raised as gimggton a
war/And just for that alone, she shouldn’t feel no pain no more/Cause one day
we’ll all be together, sipping heavenly champagne’ (2:11-2:20). He makes
comparisons between himself and Tupac, simultaneously plaangeHiwithin
the same utopia described by 2Pac and the same canoni@al spac

The saind of the “Thugz Mansion—Nas Acoustic” is worth noting. It is
almost as if the instruments used, only voice and acogsiiar, produce an

‘Unplugged’ aesthetic that could be interpreted, given the poseémodontext, as
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the sonic construction of a utopian heav&rrhis image of heaven described by
Tupac is strikingly similar to the heaven portrayed by Tupac in the “I Ain’t Mad at
Cha” video, as his rap includes canonical figures in African-American culture (e.g.
Malcolm X, Billie Holiday, Marvin Gaye). Furthermore, ncaving some sort of
drum beat makes it extremely conspicuoussigenre. The Seven Aurelius ‘remix’
version uses a more dense ladeeffect, received as a more ‘authentic’ Tupac
beat, something one could dance to, or at least a@oma public space. The
‘acoustic’ version would not be something traditionally played in w@babr any
typical public setting. It is asking to be listened to elgs(as opposed to
background or foreground party music). The paucity of instruatient and no
layering gives priority to the vocals and the message Thatc presents? The
acoustic guitar, in the words of Philip Auslander (from Bdladd), represents a
‘Sign of the Real’, representative of an authentic live performaticeThe
distinction between these two beats, both on the B&tgyz album, seems to

suggest the difference between music for a private spasas for a public space.

*31 This “Unplugged’ aesthetic was perhaps most apparent in youth culture as part of a series of
concerts called MTV: Unplugged, which featured a number of poputaips at the time that
essentially played ‘covers’ of their songs with more acoustic instrumentation. See Philip Auslander,
‘Liveness’, in The Popular Music Studies Reader, eds. Andy Bennett, BaarykSand Jason
Toynbee (London: Routledge, 2006), 89.

°32Nas says in one interview, ‘As soon as I heard it [the rap], I was with it. It was something I
wanted to do with just a guitar playing, not really druss®mething you could hear the words
[on]’. Shaheem Reid, ‘On Tupac Video Set, Nas Says Rapper Better than Shakespeare’, MTV
News, 3 December 2004, available at:
http://www.mtv.com/news/articles/1458966/20021203/nas.jhtml ¢éseck23 February 2007).
%33« At least since the early 1960s, acoustic playing has stood for authenticity, sincerity, and
rootsiness; hence, the dismay that greeted Bob Dylan’s use of an electric guitar at the 1965 Newport
Folk Festival. Live performance, too, has long been istoed as the realm of the authentic, the
true test of musicianshimdisguised by studio trickery.” Auslander, ‘Liveness’, in the Popular
Music Studies Reader, 89.
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Example4.1

"Thugs Mansion - 7 Remix" - 2Pac
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Example 4.2
2Pac/Nas "Thugs Mansion - Acoustic"
Ab Cm? Bbm  Dba? Bbm Dpo7

Acoustic Guitar

Acoustic Guitar

Rhythmic strumming over this basic chord progression

Rapper Nas (Nasir Jones) used ‘thieugz Mansion” acoustic version beat
on his albumGod’s Son, released a month after Better Dayz on Dec. 17, 2002 [CD
Example 24]. Instead of his MC persofidas’ for this alboum, he used his real
name, Nasir Jones. The cover of the alboum showed bimtine waist up, with no
shirt on (Figure 4.6 beW). The use of real name and semi-nudity on the album

cover again presents an authenticity of intimacy suggeStintag’s notion that the
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‘author naked’ is what the audience demands (in this case both liegaitl
metaphorically)** Using Nas’s real name also suggests what Todd Boyd observes
as the ‘aesthetic of realism that so informs hip hop produéfidhOnce again, the
use of acoustic guitar also plays on a cultural refer@ocintimacy. The main
difference between the “Thugz Mansion” on God’s Son and“Thugz Mansion—Nas
Acoustic’ is that, on the former, Nasplaces Tupac’s opening lines and first verse
with a completely new rap from himself. This differencefrimming the track
affects its aesthetic effectndetter Dayz, the song form becomes |Tupagaro|
|Tupac Verse 1| |Nas Verse 2| |Tupac verse 3|, ameb@d Son, the scheme is
|INas intro| [Nas Verse 1| |Tupac verse 2| |Nas verse 3| withahes from Phoenix

between the verses on both versions

STEREO cxssea0

NASIR JONES

PARENTAL

EXPLICIT CORTENT

Figure 4.6—God’s Son (2002)

Nas's exchange of the first verse and intro with his own quickignges the
implied ownership of the son§Vhile the acoustic guitar and Tupac’s verse act as a
memorial structure, Nasopening to the song without reference to Tupac makes it
his. Instead of the original Tupac intr&hit, tired of getting shot at/Tired of

getting chased by the police and arrested/Niggaz need a spa& whearan kick

34 Sontag, 42.
%35 Boyd, The New H.N.I.C, 116. In this context, Boyd is writingeference to Jag’s use of his
real name in the title of his 2000 album The Life and Tiofi€s Carter.
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it/A spot where we belong.’, we now have Nas: ‘I want you to close your eyes
and envision the most beautiful place in tha world/if youhe hood, the ghetto
street corner, comen this journey, the best journey, it’s a mansion/acres of land,
swimming pools and all that, check it alVhereas Tupac was looking for a place
to end his suffering, Nasopening defines him as the storyteller. By narration, i
becomes Nas’s song.

The one verse of Tupac that Nas decides to use is theotigrdrom the
“Thugz Mansion—7 Remix”, which becomes the second verse ‘Qthugz
Mansionr—Nas Acoustic” on both Better Dayz andGod’s Son. It is in the
aforementioned verse where his narration is from éeagagain, an aural
complement to the visual imagesghis “I Ain’t Mad at Cha” music video):

Dear momma don’t cry, your baby boy’s doin good

Tell the homies I’m in heaven and they ain’t got hoods

Seen a show with Marvin Gaye last night, it had me shook

Drinking peppermint Schnapps with Jackie Wilson and Sam Cooke

Then some lady named Billie Holiday

Sang sitth there kickin it with Malcom, ’til the day came...

Just think of all the people that you knew in the past theggubon

They in heaven, found peace ay last

Picture a place that they exist, together

There has to be a place better than this, in heaven

So right before I sleep, dear God, what I’m askin

Remember this face, save me a placehug’s mansion.
(“Thugz Mansion (7 Remix)”, Better Dayz , 2:353:20)
(“Thugz Mansion (Nas Acoustic)”, Better Dayz, 2:453:29)
(“Thugz Mansion (N.Y.)”, God’s Son, 1:40-2:23)

Following this verse from Tupac is the third verse from Maghis point, he
is no longer narrator or storyteller but has now includiedself in the suffering:
‘Cuz | feel like my eyes saw too much sufféfiim just 20 some odd years, | done
lost my mother (3:07-3:11). Both the death of his mother and the highly

publicized feud with rapper Jay-Z were elements of his biograpbyik to fans

the feud highly played up in the media and in songs from &xists.
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In addition to placement, the ‘heaven verse’ in Nas’s album is different in
one other cruciatespect: Tupac’s vocals are doubled as two separately recorded
layers One has to be knowledgeable of Teigabehaviour in the studio foa
greater understanding of this: he often went into therdawp booth with his
written rap and would record it twice or three times to eremtlayered effect.
Shock G (Greg Jacobs) told this anecdote about Tupac stuithie:

He’s gasping for air, he’s got a joint in his hand and he was
smoking weed and cigarettes and Newport all night. So he’s
missing words here and there. So the way he would do it was like
dotted line principle. When he would gasp for air and miss a line

on this track, maybe it caught that word. So he wouldetrips
vocals to make sure every word was Said.

TaNehisi Coates writes, ‘From 1993’s Strictly 4 My N.I.G.G.AZ.to 1996’s All
Eyez On Me, he would hit the track with his voice perpetuallybtexl over and in
perfect time with the beat, stsgsg syllables until they bled’.>®” Another
observation in the studio from 1994 is recalled by journalieam hampton:
‘Tupac likes to add effects to his vocals: Chuck D-style svand echoes that
give his voice that godly quality®® This effect can be utilized in these memorial
recordings to gie a sense of omnipresence and ‘larger than life’ quality. Tupac’s
voice doubledcontrasted against Nas’s single track in this context, creates the

distinction between an earthly voicedasme with more aura (a ‘sonic halo’).

°3 Thug Angel, (34:29).

®37 Ta-Nehisi Coates, ‘Tupac: The Reality Show’, in Spin: 20 Years of Alternative Music, eds. Will
Hermes and Sia Michel (New York: Three Rivers Press20@15.

°38 dream hampton, ‘Hell-Raiser’, in “And it Don’t Stop”: The Best American Hip-Hop Journalism
of the Last 25 Years, ed. Raquel Cepeda (New York: Faberaded,Anc., 2004), 132. Her
observations reflect the 31 January 1994 Blue Palms Ragdedidio session in Burbank, CA.
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Sonq Title | Thugz Mansion—Remix | Thugz Mansion—Nas Acoustic = Thugz Mansion (N.Y.)
Artist 2Pac 2Pac Nasir Jones
Album Better Dayz (2002)-disc 2 | Better Dayz (2002) - disc 1 God’s Son (2002)
Michael Herring and Claudio Michael Herring and
Producer Seven Aurelius Cueni Claudio Cueni
Song Form | Intro: 2Pac Intro: 2Pac Intro: Nas
Verse 1: 2Pac Verse 1: 2Pac Verse 1: Nas
Verse 2: 2Pac Verse 2: Nas Verse 2: 2Pac (heaven)
Verse 3: 2Pac (heaven) Verse 3: 2Pac (heaven) Verse 3: Nas

Table 4.1- Comparison of three “Thugz Mansion” versions

This was not the first time Nas used the voice of Tupacohe of his
singles In the song “Ether” from the 2001 album Stillmatic (which is a brutal
comeback against J&/s “Takeover”), Nas samples a slowed down 2Pac saying
‘Fuck Jay-Z’ (from “Fuck Frienz” on Until the End of Time) three times before Nas
commences his rap. Nas states later in the,so¥bo’s the best? Pac, Nas and
BIG’. (Jay-Z evokes a similar canon in 1997 from a liméis song “Where I’'m
From”: ‘I’m from where niggas pull ya’ card ... And argue all day about who’se
the best MC: Biggie, Ja¥; or Nas?’) When Nas calls on Tupac to aid with the
‘diss (as in ‘disrespect’) track, and puts himself within the canon between two hip-
hop martyrs, it is not the 1996 bodily Tupac, but rather tamstendent,
resurrected, and immortal Tupac as symbol that Nas uses. Bugaqunwilling)
ally to Nas, and using Tupac @fvod’s Son the following year strengthens such an
alliance>® The implicit assumption when two rappers perform onstiree single
is that they are allies of some sort; the ‘gang mentality’ of gangsta rap, seems to
promote this idea. In addition, reverence toward Tupac by ddafl represent

acknowledgement of the canon of historical figures withivd (Belp define)ap’s

*3° The irony of the Nas alliance with Tupac is that Tugfamwved his disdain for Nas in some of his
records. The opening pseudo-news report from The Don Killuhattatm opens describing Nas as
the ‘alleged ringleader’ of a conspiracy to ‘assassinate the character of not only Mr. Shakur, but
Death Row Records as well’. And on the track “Against All Odds” from the same album, Tupac
criticizes Dr. Dre, Mobb Deep, Puffy, and Nas, saying of Nas, ‘This little nigga named Nas thinks

he live like me/Talkin’ ’bout he left the hospital, took five like me/You livifeptasies, nigga |

reject your deposit’. Suge Knight considered Nas’s ‘collaboration’ to be ‘Real disrespectful to Pac’.

He continues, ‘Don’t go [do a song] knowing a certain individual didn’t care for you’. Shaheem

Reid, ‘Suge Knight Calls TupafNas track “disrespectful”’, MTV News, 21 April 2003, available at:
http://www.mtv.com/news/articles/1471376/20030418/knight_marion_ghgal (accessed 23
February 2007).
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culture. According to Boyd, Nas said to have a tendency to ‘embrace history at
the cost of all els&*° which is part of a larger self-conscious historicism i tbp
(see Chapter 1)Both “Thugz Mansion” and “Ether” use the iconic symbol of
Tupac to give legitimacy to a rapper concerned with his oaceph the rap music
canon.

Turning to JayZ: the first track from his The Blueprint 2 (2002) is entitled
“A Dream” [CD Example 26]. In the song, he recounts a conversédke had with
the Notorious B.I.G. in a recent dream, which incluge&orus sung by B.I.G.’s
former wife Faith Evan3*' The second versef “A Dream” is the opening rap of
Notorious BIG’s “Juicy” from his debut album Ready to Die (1994) [CD Example
25], but with the new beat (produced by Kanye Wé&stpugh both Jay-Z and Nas
utilize postmortem borrowing for the second verse, unhkecise oNas’s “Thugz
Mansior?, Jay-Z uses a rap fragment which would have been &noyv all
Notorious B.I.G. fans: “Juicy” was the lead single to his debut aloum Ready to Die,
a single which debuted at number 5 on the Billboard rap enartreceived heavy
radio and music video rotatiof’ The single and album received a tremendous
amount of press at the time for shifting the focus batkNew York after many
years of California rap dominancé&juicy” would be deeply ingrained in the

consciousness of listenefs.

*40 Boyd, 90.

*41 Faith Evans also sang on the Puff Daddy memorial $Bi be Missing you”. Though they had
been estranged at the time of his death, the marriage b@sdag authentic sense of tribute and
that Faith has a right to honour her husband (a similar family sentiment to the Natalie Cole’s
“Unforgettable”). Jay-Z (as opposed to Nas and Tupac), however, had an actual tonrzex
friendship with the Notorious B.I.G., who appeared onZaydebut album Reasonable Doubt
(1996).

*42 Coker wrote thatReady to Die sold 500,000 copies in its first week alondd&nly the video
for “Juicy” was all over MTV, the radio was playing his song three times an hour, and it seemed

like everywhere he went, people knew who the Notorious B.I.G. was’. Coker, Unbelievable, 114.
*43 «Juicy” sampled the beat from the 1983 single “Juicy Fruit” by the group Mtume. By sampling a
song from the early 1980s, Biggie uses nostalgia, musitalaccompany the rads-riches story
of his growing up. (‘It was all a dream, I used to read Word Up magazine, Salt-n-Pepa and Heavy D
up in the limousie, Hangin’ pictures on my wall. Every Saturday, ‘Rap Attack’, Mr. Magic, Marley

228



While 2Pac has arguably received more attention in the wnderstream,
Notorious B.l.G. has received a tremendous amount of resp#duh hip-hop
communities for his skills as rapp&f.Accounts of his studio practices recall the
ability to freestyle his lyrics, and to rap materialheiit having to write anything
down?>*® While borrowing in hip-hop is primarily known for sampling &kéeats,
the voice of Notorious B.1.G is often sampled by other reppdeefore and after his
death (examplesinclude Lil’ Kim, Method Man, Smitty, Big Pun, and
Bossmanf*® One writer comments ‘That unmistakable voice coupled with a gut
busting wit has made Biggie as sample-able as any .bt€dkke Tupac, the use
of Biggie’s voice can signify a number of things depending on the specific

narratives that mediate one’s listening experience: representing supreme rap skills,

Marl ...”) He gives thanks to those who supported him in the past and describes both the contrast
between his past and present living conditions asaithle states of rap mudg‘Remember Rappin
Duke? ‘Duh-ha duhha’ You never thought hip-hop would take it this far’.). Overall, the lyrics and
the musical accompaniment are ‘positive’ and the sample in a major key. The UK hip-hop magazine
Hip-hop Connection, in their tribute Motorious B.I.G. a decade after his murder, refers to “Juicy”

as ‘uplifting a rap song as you’ll ever hear, and one without an ounce of schmaltz to it’. Angus

Batey, Andrew Emery, Phillip Mlynar, Rob Pursey, ‘Notorious B.I.G.: A Tribute’, Hip-Hop
Connections 209, March 2007, 73.

>4 Comparing Biggie to Tupac, Coker writers, ‘Biggie’s legacy is different. Wallace’s lasting

imprint on hip hop is more musical than iconographic.dH4& master of flow, of lyrical rhythm and
technique—the Jordan to Rakim’s Magic. While his catalogue of unreleased records isn’t as large as
Tupac’s, the quality of many of the surviving freestyles is unsurpassed.” Coker, 8. Anthony

DeCurtis writes, ‘The Notorious B.1.G., for his part, was eminently of this world. He had perhaps

the greatest emotional range and straight-up literary dlathyprapper before or after him. His
rhymes could be riotously funny on a purely verbal level (“... escargot/My car go ...”), and he

could seamlessly move from fury to vulnerability to setligy to a poignancy within a few lines.
His ceaseless profanityas in so many hip hop lyrieslends his raps a conversational tone, the
language of the streets’. Anthony DeCurtis, ‘Word’, in The Mibe History of Hip Hop, 97.

*45 < After a beat passed Wallace’s screening process, it was off to the studio. The sessions, Mo Bee
remembered, were all pretty much the same. he wouldhpéayack through the giant studio
monitors, and Wallace would sit there in the room, smpkieed and nodding along with the
pounding drums, seemingly lost in his own world. And thest,Jvhen you thought that all these
hours of listening had been wasted, Wallace would stpndialk into the booth, and perform an
entire song off the top of his head.” Coker, Unbelievable, 96. In another description of a session, DJ
Premier noted the speed at which he recorded: ‘It was like he picked the rhyme out of thin air and
assembled the pieces in real time, at will. Withirs lgan an hour, the whole song was recorded,
three perfect verses’. Coker, Unbelievable, 102. One cannot help but consider the lestiat
reminiscent of Mozartian biography rhetoric, perhaps a foil of ‘perfection’ to Tupac’s Beethovenian
flawed genius.

*4¢ Examples include Lil’ Kim, “Suck my Dick”, Method Man and Mary J. Blige, “I’ll be There for
You/You’re All I Need”, Smitty “Diamonds on My Neck” (which uses the hook from “Dangerous
MCs”), Bossman’s “Untouchable,” Big Pun’s “Super Lyrical” (which uses excerpts from “One

More Chance”), and Michael Jackson’s “Unbreakable”. Faith Evans uses the “Juicy”’/Mtume beat

for her 2001 song “Faithfully”.

547 Jerry L. Barrow, ‘Under the Influence’, The Source 207, February 2007, 78.
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East Coast rap’s return to prominence, mid-1990s rap culture, or as a canonical
figure in rap history. Notorious B.I.G. is certainly in anteelcaron of ‘great
rappers’, and the tragedy of his death mediates the receptibis aice, mutually
influencing those who sample his voice and his own postbhameputation.

Jay-Z (and producer Kanye &4/) uses the first verse from “Juicy” as the
second verse toA Dream”. Its musical features largely characterize the s@ng a
rap lament: its repeated, descending tetrachord ostinato as@hpeeof the female
voice facilitate expressions of mourning within the song. itlea of the lament
that became common in Baroque opera was, as Grove Music Onlinesdif
‘Usually, a vocal piece based on a mournful text, often bwiélr a descending
tetrachord ostinat®*® These four chords would be in a minor key and follow the
progression-VII-VI-V. (The classic example i©ido’s Lament” from Purcell’s
Dido and Aenea¥ySusan McClary has mentioned this type of chord progression
a pattern ‘deeply inscribed in our cultural memorig®’ discussing the pattern in
reference tdlupac’s song “Tradin’ War Stories”, from Al Eyez on Me. She notes
that the progression in the song\il-VI roughly) has ‘no sense of arrival
considering that it never finishése pattern to the dominant. (‘the point of relative
stability’ as McClary calls it). It always swiftly moves baickthe i chord from the
VI. McClary concludes, ‘The power and the cultural memory of these patterns is
harnesed and with that truncation of it every time, there’s a sense that we cannot
grieve properly within this music. That we’re constantly flipped back to the
beginning’.>*° This particular interpretation could partly be influethds Tupac’s

postmortem identities, because one potential problenritiveg its association

*#8Ellen Rosand, ‘Lament’, Grove Music Online ed. L. Macy, available at:
http://www.grovemusic.com (accessed 23 November 2006).

49 sysan McClary, Thug Angel, DVD Extras.

%50 |pid.
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with grieving is that the song comes from an album k®brand released when
Tupac was still alive.

McClary’s contention, however, works much better for JAis “A Dream”.
In Kanye West and Jay*¥ construction of a lament, their tribute to the dead is
intertwined with encouragement of mourning, or at leasnhafraotional response.
It is important to note here that the original “Juicy” is actually in a major key
(sampling Mtume’s “Juicy Fruit”), and “A Dream” is in the more common minor
key (for rap at this time)lhough it is not a typical Baroque lament in the sense of
a descending tetrachord ostinato, its progression is cyelichtentres othe first
three descending chords of a lament. The differencenligee fourth chord, which
returns to the VIl In other words, instead of the Baroque lament i-WIl}V, the
progression goes as follows: i-VME-VII. Though this progression never reaches
the dominant, it is possible to ‘grieve properly’ to the tribute, not only because the
VII often acts in place of a dominant in popular music inanimodes, but also
because there are enough lament structures in placertt@iirage mourning: the
song uses descending bass line, repeated ostinato, strinticul@dy the cello,
though synthesized), and female vocals from B$.&idow (particularly vocal
‘wailing” and mournful ‘Ohs’ throughout the beat of the song, in addition to her
singing ‘Was it all a dream?’ on the chorus)in addition to the fragment from his
popuar single “Juicy”, there are plenty of musical codes of mournfulness which
contribute to the song as a rap lan®@htJames Portewrites that ‘The ritual

character of laments embodies notions of transitiorsnother state or world and

*51 McClary and Walser discuss this concept in their article ‘Start Making Sense!’: “Thus to try to
make the case that a particular configuration sounds méygsofuething that may be obvious to
virtually all listeners, especially those not peredrby musical training) is to have to invent a
philosophical argument for meaning in music and to try torrgituct forgotten codes out of
centuries of music’. Susan McClary and Robert Walser, ‘Start Making Sense!: Musicology Wrestles
with Rock’, in On Record: Rock, Pop, and the Written Word (London: Bdg#, 1990), 283.
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the possibility of symbolic renew: ®2and both “A Dream” and “Thugz Mansion”
seem to also serve this function of a lament: to suggesically the transition into
immortality.

Example 4.3—JayZ “A Dream”

Jay-Z - "A Dream"

Keyboard layer 1 E— E—— =1 - — !
I

Electric Guitar ~ # gl =
5 i r

Keyboard layer 2

4-string Bass Guitar

Kbd.

E. Gir.

Kbd.

Bass

Like the caseof Nas’s “Thugz Mansion (N.Y.)”, a distinction is made
between the voice of the deceased artist and the cuemnrtding artist. Reverb and
echo are added to B.I.G.’s voice, which is not present in the original recording of
“Juicy”, digitally creating the aura of symbolic immortality. dJsthe tempo is
slightly slower than thabf the original (“Juicy” originally at 93-94 BPM, and “A
Dream” at 86 BPM). Heavy echo on the wosdStarski’ and for ‘good’ of ‘it’s all
good’, it fills the space between rap phrases. Both Tupac an@.Bate digitally
manipulated in the studio to become larger than lifepmesways analogous to the

use of ‘slapback delay’ echo effect for Elvis on his recordings for Sun Records.

%52 Quoted in Rosand.

%53 Effects such as echo, reverb, double-tracking and assion can be used to varying degrees to
create such a ‘big’ sound.
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As Middleton writes in the context of blues recording$he link between
disembodied voice (as in echo, for example) and supeaiapower is an
anthropological commonplace, are totemic ritual masksgded to enable the
actor to represent godlike authority not only visually but aisoally’>** Like
Nas, Jay-Z contrasts his own voice with the reverbeaeb of B.1.G. (similar to
church acoustics), sonically representing the heavenlytiggadif a hip-hop saint.
The layering of the track is also worth noting “A Dream”: it is
significantly more dense than “Thugz Mansior—Nas Acoustic” or B.l.G.’s original
“Juicy”. Jay-Z/Wesk version includes a heavy drum beat, along with overdrive-
effect guitars, guitars playing arpeggiated chords, recandtching, and
synthesizediano and ’cello. Its key is somewhere between f#m and gm, lying
between two tonal worldS> Midway through each of the two verses, through the
sudden omission of overdrive and arpeggiating guithes,piano becomes more
prominent. The voice of B.I.G. along with the piano limeokes the past, utilizing
the ‘romantic reference of the piarto evoke emotionOne journalist describes the
guitar chordsas ‘somber’ and ‘Faith Evans’s impassioned vocals supplying the
dramatic backdrop>® Another reviewer writes:
Kanye ditches his trademark soul sound for this tribute to M
Frank White [Notorious B.l.G.], instead opting for an epic-
sounding apocalyptic jawr with full-on ominous piano, bomb-
boogie bass, distorted guitar and some sick Premier-type

scratching courtesy of the ROC’s [Jay-Z] other super-producer,
Just Blaze?®

%54 Richard Middleton, <“O Brother let’s go down home™: Loss, Nostalgia and the Blues’, Popular
Music 26, 1 (2007): 56.

*%°The concept of demed layers is one feature of what Krims calls the ‘hip-hop sublime’. See
Krims, Rap Music, 73.

>%° Coker, 330331.

*5" The term ‘jawn’ is a Philadelphia urban slang term which is often used in place of any noun, but
usually a ‘thing’.

58 The Mack, “A Dream”, This is a Kanye West Production, available at:
http://www.themack.org/KanyeList.html (accessed 20 Decer2®es).
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The layering adds to the ‘epic-sounding’ quality, as well as the reverb and
echo added to B.l.G. voice. If the acoustic guitar in “Thugz Mansion” invoked
intimacy, then the beat of “A Dream” suggests urgency. The beat, with its heavy
layering, is what contributed to the song’s descriptions as‘somber’, ‘dramatic’,
‘epicsounding’ and ‘apocalyptic’. Both the musical structures of mourning and
Biggie’s postmortem narrative contribute to these song descriptions.

It is noteworthy that the song only contains two verses, from Jay-Z and
one from Biggie. The scratching, prominent during the dmatble chorus (2:59),
samples B.1.Gs first phiase ‘It was all a dream(though the scratching and phrase
occurs throughout the songd)he scratching could evoke a similar nostalgia that
Biggie had for the 1980s, as scratching was then a promieaniré of the rap
mainstream. Even more so, the way the scratches ege inghis instance, evokes
the evanescence dfiggie’s voice. The scratches over the double chorus use
Biggie’s voice, but chop it up to the point where it becomes unrecognizéible
shortens to one syllable (‘all’), and as the scratches repeat this syllable in a regular
rhythm, itspitch descendsa(similar effectto the batteries dying during boom box
playback causing the tape to slow down, and the pitch to lower). JustHie
dream Jay-Z describes, Notorious B.1.G. returns for aifigehoment, only for us
to be reminded that he is only here in spirit. As the bemhes after the double
chorus, Jay-Z ends by repeating the last few lines ofrbtsverse a capelia

| see | said, jealousy | said

Got the whole industry mad at me | said
Then B.I. said, “Hov’ remind yourself
Nobody built like you, you designed yourself”
| agree | said, my one of a kind self

Get stoned every day like Jesus did

What he said, | said, has been said before
“Just keep doin’ your thing’, he said, say no more. (3:4611)
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Jay-Zs final verse, with no accompaniment whatsoever, becomesxposing
gesture similar to Nas with acoustic guiteurthermore, the repetition of this verse
gives it greater focus, and after the voice of Bigguetk into nothingness (along
with the music); Jay-Z is the last man standing.

In recounting the dream he had of Notorious B.1.G., JaypZ cd B.1.G. as
mentor, not so much giving advice as providing the authoritatp@aval to his
career(‘Just keep doinyour thhg, he said, say no more’). Like Nas, Jay-Z ats
speaks of his own suffering (‘got the whole industry mad at me get stoned every
day like Jesus did’). When the line ‘It was all a dream’ is exclaimed on the chorus,
it is both Biggie’s voice and Jay-Z’s saying it together (with added echo on
Biggie’s voice), making even more explicit the presentation of anradéabetween
these two rappers. Andst as in the example of “Thugz Mansion (N.Y.)” on God'’s
Son, Jay-Zs raps bookend himself in relation to Biggielt places the deceased
artist as the emotional climax in the song. Jaykin to Nas’s implied ownership,

has the first word and the last.

Form " A Dream"

Chorus Faith Evans (BIG's widow)

Verse 1 Jay-Z

Chorus Faith Evans

Verse 2 Notorious B.I.G “Juicy”

Chorus F.E. with scratching and strings
Verse 3 Jay-Z (a capella), lyrics from verse 1
Table 4.2—“A Dream” Form

Conclusion

Both Nas and Jay-Z use the voice of Tupac and Biggipectsely, as
tribute, but also as an appeal to authority to reinftite@ own status as dominant

rappers As Jay-Z rapped on Missy kdt’s “Back in the Day”, ‘Post-Biggie and
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’Pac | gotta hold down the city*® many rappers will invoke these names, creating
a number of effects: as boasting, as attempting to induodseelf in the canon, and
as reinforcing key events in the history of hip-hop cultliteese voices function as
powerful relics, a refence to a ‘higher’ figure with symbolic immortality. Nas and
Jay-Z also immortalize Tupac and the Notorious B.l.G. targhér extent by
surrounding their rhymes with lamenting soundscapes; asahe time Nas and
JayZ immortalize themselves in association with a canogreét rappersa canon
formed before their tributes, but nevertheless adtbnthe power of that canon.
The strong sense of historical identity and frequency udical borrowing in hip-
hop help to facilitate these instances of postmortenotamg. “Thugz Mansion”
and “A Dream” have a shared purpose, to use the iconic symbols of Tupac and
Notorious B.l.G. to give legitimacy to rappers still concernech wiite future of

their own legacies.

%59 Missy Elliot “Back in the Day”, Under Construction (2002).
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—Chapter 5-
Borrowing and Lineage in Eminem/2Pac’s Loyal to
the Game and 50 Cent’s Get Rich or Die Trying

In the previous chapter | was able to demonstrate the enoergé various
postmortem identities for Tupac and Notorious B.l.G., using examples b
postmortem borrowing from their contemporaries, Jay-d as.Nas’s “Thugz
Mansion” and Jay-Z’s “A Dream” digitally borrow the voices of 2Pac and
Notorious B.1.G. respectively, creating tributes through stines of mourning and
intimacy while simultaneously including themselves in aocaof great rappers.
The topic of this chapter involves borrowing the voiceslopac and Biggie as

1°%° those who rose to

well, but byrappers associated with the ‘next generatio
prominence (to quote Ja&) ‘post-Biggie and Pac This chapter focuses on
Eminem (Marshall Mathers Ill) and 50 Cent (Curtis Jacksomd rappers who
were not well-known artists in the hip-hop world until aft&97. While tributes
from Jay-Z and Nas suggest a shared canon of great comgegnpappers, later
artists such as Eminem and 50 Cent participate in studio ‘collaborations’ that
suggest lineage construction within their hip-hop world. Ashop culture is
historically conscious (age in Chapter 1), this lineage helps to define particular
‘eras’ in gangsta/reality rap history as well as the ‘great men’ who define them (the
‘history in rap’ to which Eminem alludem “It Has Been Said”).

Hip-hop media discourse, in its historical self-conssimss, has

categorized its world into a number of eras (é@ld School’, ‘Golden Age’,

‘Gangsta Era’, etc.), defined in part by the rise of iconic figures tbatise or

°%0 As seen in recent histories of Hipp, ‘generations’ tend to last 5-6 years, with dominant artists,
geographical locations, and styles as defining featlBecause of the short time span of
generations in popular music subgenres compared to those of lifgnamne might be inclined to
call them ‘micro-generations” within popular music. A similar example of historicization ack
music is demonstrated by the BBC documentary The SeveroAgesk, which divides the past
fifty years of rock music into seven distinct eras.

237



embody stylistic shifts in image, music, topics, BlcEminem could be said to
represent the micro-generation that follows 2Pac and Nowril.G. (1997
2003), and 50 Cent the generation after him (2DQBough all these rappers share
generic space; they are all commercially successfuic@ms who belong to the
‘reality rap” subgenre of rap music as Adam Krims’s genre system defines it>%? As
I will show, Eminem-produced albums such as Loyal to the Game (20@#)
singles such as 50 Cent’s “Patiently Waiting” help to construct Eminem within a
gangsta rap lineage, with Tupac as his ancestor, Dr. Dfaether, and 50 Cent as
his heir/protégé

The postmortem borrowing of Biggie and Tupac as lineage rcatisin
forms the subject of this chapter, a phenomenon thatiteewigny of the themes
from the previous chapter: the close proximity of death rmadhorial in hip-hop
cultures, the cultural ara attached to ‘Biggie and Pac’ (and their narrative
mediation of these songdhe borrowing and collaborative ethos in hip-hop, the
ease of digitally sampling the voice to be added to new alusianpliments, and
legal/commercial versions oflready existing ‘mixtape’ traditions.>®® Through

extra- and intra-musical discourse, Eminem and 50 Cemntirdegratedinto a

*5! These time periods, of course, differ between wriarsfans, but | will use one example from
William Jelani Cobb to show that there is a historicastiousness that recognizes multiple
‘periods’ of the genre’s history: ‘Art respects no borders and time frames, but for our own concerns,
hip hop can be divided into four overlapping eras: the Ola@cth974-1983, the Golden Age
1984-1992, the Modern Era, 1992997, and the Industrial Era, 192805°. Cobb, 41. See also
Chang,Can 't Stop Won't Stop.

*52 Krims, Rap Music, 7680.

°53 Bakari Kaitwanawrites, ‘Mixtape CDs—unlicensed mass-produced CDs in which a deejay
creatively mixes emerging and established rap artigtaing over unreleased and/or previously
published musie-have been a phenomenon of hip-hop since at lea$d8@s (hence the name).
By the mid-1990s, mixtape CDs helped break several rappers thé ohderground to mainstream
hip-hop industry recognition. It was the urban street-bugenerated by their appearance on
mixtapes long before securing record dedlsat jump-started the careers of artists like DMX, 50
Cent and others. The consumer audience for mixtapes, entghty in the era before music
downloading, was not primarily white suburban youth.” Bakari Kitwana, Why White Kids Love Hip-
Hop: Wankstas, Wiggers, Wannabes, and the New Reality efiRanerica (New York: Basic
Civitas Books, 2005), 92.
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lineage, a centuries-old practice in the musical wortdy mpdated in the digital

era for hip-hop music.

Lineage and Tradition
As Robert P. Morgan reminds us, musical and artistic lmeagnot a natural
occurrence, but is largely a social constructid@ne chooses the tradition one
wants, or even creates a unique tradition for one’s own personal requirements. The
past is not fated upon the composer, handed down by decree (or ‘testament’); he
shapes it himseff£®* Morgan quotes Stravinsky from Poetics of Musithe artist
imposes a culture upon himself and ends by imposing it uponsotfigat is how
tradition becomes establish&8® Hip-hop culture is no exception to this, as its
historical self-consciousness contributes to the cocisbns of continuity and
tradition within the hip-hop world®®
While the composer is often responsible for the promatibhim/herself

into a lineage, it is important to add that tradition i® asnstructed by a complex
web of other influences including fans and the media. To usexamaple in 50
Cent’s “Patiently Waiting” [CD Example 36], Eminem raps the lyric:

Take some Big and some Pac and yax ’em up in a pot

Sprinkle a little Big L on top, what the fuck do you got?

You got the realest and illest killas tied up in a knot

The juggernauts of this rap shit, like it or not (2:221)°%

| will return to this song in more musical detail later lie tthapter, bua

cursory reading of the lyrics shows that Eminem is usingesof hiphop’s

%64 Robert P. Morgan, ‘Tradition, Anxiety, and the Musical Scene’, in Authenticity and Early Music,
ed. Nicholas Kenyon (Oxford: Oxford University Press, 1988),

*%*Quoted in Morgan, 634. Stravinsky also writes, ‘A real tradition is not the relic of a past that is
irretrievable gone; it is a living force that animates and informs the present ... This sense of

tradition which is a natural need must not be confuséd twe desire which the composer feels to
affirm the kinship he finds across the centuries with some master of the past.” In Morgan, 63.

°%¢ Historically-conscious hip-hop artists and groups hese made links with pre-hip-hop musical
forms in a variety of ways, such as with the music of 3aBmewn, jazz (See Ch. 2), and funk
styles. See also Joanna Demers, Sampling as Lineage-khod (PhD Thesis, Princeton: Princeton
University, 2002) and Joanna Demers, ‘Sampling the 1970s in Hip-Hop’.

%57 Eminem, “Patiently Waiting”, 50 Cent,Get Rich or Die Tryin’ (2003).
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‘ancestors’ (Big, Pac, and Big L) to describe and promote 50 @enthe realest’,
not an uncommon gesture in the bragging and boastingiaredif rap muis.>®® A
well-established rap starpromoting 50 Cent lends an aura of stardom to him as
part of the exchange of symbolic capital found in mestadent relationships

The above lyric opens an aitiby Lynne D Johnson entitled ‘Hip-Hop’s
Holy Trinity’.>*°® She draws a parallel between the Dr. Dre, Eminem and 50 Cent
triumvirate and the claim that Albert Ayler proffered thahd Coltrane, in his
song “The Father, Son, and Holy Ghdstwas referring to himself as father,
Pharoah Sanders as son, and Ayler as the Holy GHodahnson explicitly
confirms the lineag by describing 50 Cent as the ‘next Biggie and Tupac rolled
into one:>"* In this case, lineage is constructed through the lyfitiseosong (intra-
musicaly) and by media articles such d&slip-hop’s Holy Trinity’ (extra-
musicaly), and the two processes mutually shape one another.gdakthumous
fame, lineage is constructed through media, audience, lendvarks/recording

themselves’?

°%8 This line could also be a reference to the single “The Realest Killaz” which featured 50 Cent on

the Tupac Resurrection soundtrack. The idea of a double-voitsednde, a concept theorized by
Bakhtin, and utilized by writers such as Henry Louis Gatewho believe that that the double-
voiced utterance is a primary quality of black discoursethieapplication of the double-voiced
utterance to James Brown’s “Superbad”, see David Brackett, Interpreting Popular Musi(Berkeley:
University of California Press), 123.

*9 Lynne D. Johnson, ‘Hip-hop’s Holy Trinity’, in Da Capo Best Music Writing 2004, ed. Mickey
Hart (Cambridge: Da Capo Press, 2004), 139.

*"0Since Ayler’s comment was made after Coltrane died, this may be a case of attempting to place
himself within a particular canon without having the luxofya response from Coltrane.

>1 Johnson, 139, 143.

®2 Jensen writes about the multiple functions at worlogiesy regarding posthumous fame:
production, consumption, aesthetics, and semiotics. Produsticompasses fame from the media,
books, films, tributes, consumption from audience nesgighetics as a value judgment on aesthetic
superiority (that it ‘stands the test of time’, so to speak), and semiotic, as Joli writes that ‘the most
popular cultural items are flexible, rich, polysemic tektt speak differently to different people
across time and space.’ In terms of a semiotic lens through which to view the fame of Patsy Cline,
Jensen suggests that she becomes a collaborative ctostofi@ll three—media, audience and her
body of work. Jensen ‘Posthumous Patsy Clines: Constructions of Identity in Hillbilly Heaven’, in
Afterlife as Aterimage, 123.
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The construction of musical lineage extefaisher than Albert Ayler and
jazz>™ Multiple musicians, for example, have mentioned bliesn Robert
Johnson in their lyrics, another artist who died yound iarsaid to exemplify his
genre. His posthumous fame helps solidify his legend ebthe classic masters
of the blues guitar, and he is mentioned in lyrics by &tearle, John Fogerty,
Lucinda Williams, and Eric Clapton, the last of whom réear an album of his
songs entitled Me and Mr. Johnson (2004)Pete Frame’s Rock Family Trees
provides an example of constructed lineameock music” Jazz historiography
has used the tpe of a continuous history of ‘great men’ and stylistic periods
which emphasize continuity and direct transmission betwéhese musical
generations, just as a linear trajectory purportedly pervadestern Art Music
history, a view exemplified in the writings of Arnold Semberg’® Paula Higgins
convincingly finds earlier cases of intertextuality thatpeasize the student-
mentor linecage (what she deems ‘creative patrilineage’) between composers in
early laments, particularly in laments for the fiftdkenentury French composer

Johannes Ockeghetff.

573 Antoine Hennion states, for example, ‘The invention of a tradition and the social production of
the past has been traced for several repertories, raingmdgeethoven (DeNora 1995) to country
music (Peterson 1997)’. Antoine Hennion, ‘Music and Mediation’, in The Cultural Study of Musjc
eds. Martin Clayton, Trevor Herbert, and Richard Middlgtandon: Routledge, 2006), 84.

" Eric W. Rothenbuhler, ‘Robert Johnson’s Records’, in Afterlife as Afterimage, 221.

°"> pete Frame, The Rock Family Trees: The Developmehtiistory of Rock Performers (London:
Omnibus Press, 1983).

®’® Richard Taruskin writes that Furtwéngler’s and Schoenberg’s approaches ‘rely on a sense of
continuity—and hence direct transmissienf tradition that many in the twentieth century believe
to be lost.” Richard Taruskin, ‘The Pastness of the Present and the Presence of the Past’, in
Authenticity and Early Musicd. Kenyon, 158. Robert Morgan echoes this observation: ‘Always
implicit in Schoenberg’s remarks is the belief that music history is linear in nature—that one
compositional development leads logically and inexorablygm#xt, producing the progressive
growth of an ever more varied, complex, and differentiated musical language.” Morgan, 62. For a
critique of this as manifested in jazz historiography, see Scott DeVeaux ‘Constructing the Jazz
Tradition: Jazz Historiography’, Black American Literature Forum 25, no. 3 (1991):-580. For
examples outside of music see The Invention of Traditia, Exdlc Hobsbawm and Terence Ranger
(Cambridge: Cambridge University Press, 1992).

>’ Examples inclde Josquin des Prez/Jean Molinet, “Nymphes de bois” (1497) and Guillaume

Cretin, “Deploration dur le trépas de J. Ockeghem ” (1497).See Paula Higgins. ‘Lamenting “Our
Master and Good Father”: Intertexuality and Creative Patrilineage in Tributesbg for Johannes
Ockeghem’, in Cum maioribus lachrymis et fletu immenso: Der Tod in Musik Kultur des
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The most striking parallel of lineage construction to tigairés in this
chapter, however, may be that of Mozart, Haydn and H8een. Tia DeNora’s
Beethoven and the Construction of Genius: Musical Politics in Vienna 1792-1803
looks at what Ise sees as the construction of ‘serious music’ around the characters
of Mozart, Haydn, and Beethoven. The story begins, inymeays, with the death
of a young Mozart:

Any gap that may have been felt during Mozart’s lifetime between his
over-learnedness and his more popular works was quickly bridged,
however, after his death. During the early 1790s and latezai¥loas
hailed (initially in the Prague press) as ‘immortal Mozart” whose
‘death came too soon both for [his widow] and for Art’—as Constanze
Mozart herself put it in the announcement of a benedicert
published in the Weiner Zeitung on 13 December 1794This
posthumous rediscovery of Mozart revolved around imagémhe
composer culled from his life before his genius had reaitbddllest
flower. The precise genus and species of that flower nhecthe
object of dispute, however, as Mozart’s posthumous prestige became a
resource for the reputations of potential musical h&irsther words,

association with Mozart became a way of articulating status cf4¥ms.
(My emphasis added)

DeNora writes of the public and symbiotic student-teachatioakship between
Beethoven and Haydn in Vienna, and that Beetir's forged connections with
patrons and other members of society helped him to beipedcas the musical
heir to Mozart. The oft-quoted farewell letter from CoWwsldstein, as Beethoven
leaves to study with Haydn in Vienna 1792, asserts that ‘With the help of
assiduous labor you shall receive Maozaspirit from Haydn’s hands.”*”® DeNora
writes that others we looking for the heir to the ‘immortal Mozart’; and after
Beethoven’s success, people began to fabricate stories of how Mozart actually

heard a young Beethoven play, Mozart allegedly comimgiiat he was the “man

Spatmittelalters, eds. Birgit Lodes and Stefan Gasdziriiga Hans Schneider, 2007: 2B14. See
also Paula Higgins, ‘Musical ‘Parents’ and their ‘Progeny’: The Discourse of Creative Patriarchy in
Early Modern Europe’, in Music in Renaissance Cities and Courts: Essays in Honom Le
Lockwood, eds. Jessie Ann Owens and Anthony M. Cumming (Warrerdaviinonie Park Press,
1997): 176182.

"8 DeNora, Beethoven and the Construction of Genius, 16.

"9 bid., 84.
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to watch.”>®° DeNora traces the creation of an identity in a spetifie and place,
the evolution of ‘serious music’ in late eighteenth-century Vienndemorial
processes surrounding the premature death of Mozart prbwdevith an auratic
symbolic immortality, prompting patrons to speculate om rilext great artist to
take his place

Though this example is from over two hundred years agoartllels the
desire of current fans and journalists find and label an ‘heir’ to ‘immortal’
figures in music, as well as the apotheosis of that fifpll@ving premature death
In Classic Material: The Hip-Hop Album Guide, Kris Ex writes of a pagpac
rap world:‘And even at this early dg there’s no shortage of would-be heirs to the
throne of Thug Immortaf® The digital sampling of 2Pac and Biggie’s voice
contribute to the artistic posturing of Eminem and 50 detd a gangsta rap
lineage. As the associations of Mozart, Haydn, and Beethhelped to solidify
the notion @ ‘serious music’ in Vienna, the associations of Tupac Shakur, The
Notorious B.I.G., Eminem, and 50 Cent construct and reinfperéicular time-

and place-specific identities within mainstream rap music

Eminem’s Constructed I dentities

‘White rapper’ Eminem’s rise to stardom in late 1990s media discourse
emphasized the constructed lineage between him and his mesdogder Dr. Dre
in addition to controversies surrounding hisceaand the misogyny and
homophobia of his lyrics. Dr. Dre was featured in Eminem s@mgl music videos
such as‘My Name is” and “Guilty Conscience”, and Eminem was a guest rapper

on Dr. Dre’s Chronic 2001 (19999n “What’s the Difference” and “Forgot About

*80 yet there is no evidence in Mozart’s letters that he ever actually heard Ludwig van Beethoven
Elay. Ibid., 114.

81 Kris Ex, ‘2Pac’ in Classic Material: The Hip-Hop Album Guide, ed. Oliver \W4foronto:
ECW Press, 2003), 156.
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Dre”. Early tours featured Eminemapping Dre’s early solo hit “Nuthin’ but a‘G’
Thang which would segue to Eminem’s first single “My Name Is”.%%% In 1999,
Eminem’s MTV Music Video Awards performance debut featured a medley of
“My Name is”, “Guilty Conscience”, and “Nuthin’ but a‘G’ Thang, performing
on stage with Dr. Dre anBire’s earlier protégé Snoop Dogg®® The relationship
between the two was mutually beneficial: in Dre, Eminem alasle to have a
certain level of rap credibility, and in Eminem, Dre cobdin a mentor role and
flaunt his longevity in a genre which had little longevity fr rappers®* Todd
Boyd writes:
Hip hop has always been a movement interested in history
particularly its own. When considering that many rappersecand
go with increased regularity, be it from poor record sales,
incarceration, or in some cases, death, Dr. Dre’s long tenure in the
game makes him stand out he can endorse Em and provide for him
the cultural credibility that would not necessarily be kmdé to Em
on his owrr®®
In the song“Crazy in Love’, Eminem emphasizes the link between himself and
Dre with a list of comparisons: “You’re the Kim to my Marshall, You’re the Slim
to my Shady, the Dre to my Eminem’. Dre also mentored Eminem imusic
production techniques, &minem’s own production style resembles Dre’s in the
heavy use ofyithesizers and utilization of ‘pop-style’ choruses. Both artists often
invoke the name of the nowenic Tupac Shakur: Dr. Dre on “The Watcher”,

states, ‘I ain’t a thug, how much Pac in you you got?’, and Eminem o “Soldier”,

raps, ‘I’m like a thug with a little bit of Pac influence’.’®® These references provide

*%2 Bozza, 167.

*% |pid., 65.

°84 Jason Tanz writes, ‘Eminem could also boast a seal of approval from his mentor and producer,

Dr. Dre, the former member of N.W.A. whose solo alblitre Chronic, became one of the most
beloved gangsta-rap allag ever. Unlike some other white rappers, Eminem’s top priority seemed

to be winning over the respect of the higp community rather than climbing the pop charts.” Tanz,
161.

85 Boyd, The New H.N.I.C., 136.

%8¢ Both references allude to Tupac’s “Thug Life’ philosophy, and are the words famously tattooed
on his abdomen.
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intertextual significations that represent an earbgr era, one of its canonical star
figures, and countless (often exaggerated) associati@atsthiié utterance of the
name ‘Pac’ might accompany.

While Eminem’s early career has been the subject of much jourrmaésial
other discourse, | focus here on his career post-2002, Hrehgestarred in his
guasi-biopic 8 Mile. The popularity of this film gave Eminenceatain level of
legitimization in the mass media and among mainstreamthyaudiences®’
Biographer Anthony Bozza writes:

As with film reinterpretations of classic literatureveorld history,8

Mile became, for those who weren’t already fans, the story of

Eminem. It accomplished what Eminem had been trying talido

along: show the world where he came from so that evenyomudd

understand who he was and, maybe, why he felt the way h&ndid.

short, it focused the story for those who couldn’t see it through the

- .588

music:
Like Tupac Shakur, Eminem used tropes of the suffering adstseen in his
dysfunctional trailer home life in the film and in autmipiaphical songs like
“Cleanin out my Closet”: ‘Have you ever been hated or discriminated against, |
have/I’ve been protested and demonstrated against ... Just try to envision your
momma poppin prescription pills in the kitcheritchin’ that someone’s always
going through her purse and shit’s missin’/ Going through public housing systems/

Victim of Munchaisen’s syndrome’. And like Tupac, Eminem has frequently

rapped about his mortality, duas in the song “When I’'m Gone™: ‘And when I’'m

%87 Charles Aaron writes, ‘Then with the 2002 film roman 4 clef 8 Mile, Eminem made his first
sustained effort at maturity, starring as a sensitivesedbunderdog with whom it was easy to
empabhize (he also produced the album’s rousing musical centerpiece, “Lose Yourself,” which won
the Oscar for Best Original Song). And on the 2002 albbbenBminem Show, he struggled to stitch
together all three personas, toning down the psychogathi@nd honestly transcribing his furious
personal life into songs that ripped through a newspaper’s worth of topics—race, domestic abuse,
parenthood, fame, the FCC.” Charles Aaron, ‘Eminem’, in Spin: 20 Years of Alternative Music, ed.
Will Hermes and Sia Miché€New York: Three Rivers Press, 2005), 252. Bozza writes, ‘In 2002,
Eminem was the cultural locus of America, the man whast one year seemed to have garnered
the entire world into his card-carrying fan club withbaving campaigned. In the weeks following
the release of the film, ‘Eminem awareness’ was even greater than it was when he was infamous.’
Bozza, 3738.

*¥pid., 35.

245



gone just carry onflon’t mourn, rejoice every time you hear the sound of my
voice’. At the end of his 2004 album Encore, Eminem shoots himselfpnmnigr
The Notorious B.1.G., who stages the same gesture at thefenis first aloum
Ready to Die (1994F°
After 8 Mile, Eminem produced three songs for the soundtrack o th

documentary film Tupac Resurrectio2003). Tupac’s mother Afeni Shakur
subsequently gave him permission to use more material tee cieaentire 2Pac
album Loyal to the Game (2004). Eminem and 2Pac never met each other, as
Eminem’s professional career began after 2Pac’s death, but Eminem has
acknowledged his admiration for the rapper in a numberntdriiews and
discussed his debt to Tupac, speaking of what he learnedinam

There’s a lot of things about Pac that stood out. Personaljyess

no matter what color you was or where you came from,fgthdike

you could relate to him. He made you feel like you knew him. |

think that honestly, Tupac was the greatest songwriter éteat

lived. He made it seem so easy. The emotion was thatdealng,

and everything he was trying to describe. You saw a picturénéhat

was trying to paint. That’s what | picked up from him, making your
words so vivid that somebody can picture them in theid A&

Notice that Eminem used the term ‘songwriter’, as opposed to rapper. Using the
term ‘songwriter’ to describe Tupac invokes an authenticity from earditir gtyles
which were later adapted by rodk other words, Tupac’s ‘author function’ for
Eminem differs little fromideologies of the ‘rock staf or ‘singersongwriter’.
Marshall’s ideological distinction between live performer and themagl stardom
of the songwriter is useful here: ‘The singer may be in front of us, but the

songwriter is from another lifetinigé®*

*%9 Notorious B.I.G., “Suicidal Thoughts” and Eminem “Encore/Curtains Down”. The Eminem

single notably featured Dr. Dre, 50 Cent, and himself.

*9 Shaheem Reid, ‘Eminem: Reconstructing Tupac’, MTV News, available at:
http://www.mtv.com/bands/t/tupac/news_feature_102703/index.jairokessed 23 February 2007).
9 Marshall, Bob Dylan, 261.
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Unlike Tupac, Notorious B.1.G., Jay-Z, or Nas, Eminem produces many of
his own ‘beats.’®** Eminem has emerged as a successful producer over tte year
creating a distinctive sound for himself that can banéb on many albums,
including his owrt?® For Loyal to the Gaméminem ‘updates’ the production to
reflect his own personal style, and includes raps by hinaselfothers associated
with him (50 Cent, Obie Trice, Lloyd Banks, etc.). Accogdio one article in
Rolling Stone, Eminem spent three days and nights in Septembéféfobsessed
with making the album?* It is noteworthy that Eminem’s own album Encore was
released on 16 November 2004, and Loyal to the Game was release@dmhe m
later, on 14 December 2004; two projects released one mamthéach other,
produced by the same person, will most likely share simyéistst characteristics.

As | will show, Eminem’s ‘sonic signatureas producer adds a crucial authorial
element to his ‘collaborations’.

Eminem constructs himself into a hip-hop lineage in a numbeays. The
most obvious is the linlg created by rapping with his ‘ancestor’ on record. An
overt example of this is the morphing from Eminem’s to 2Pac’s voice on “One Day
at a Timé&. Eminem’s verse ends with ‘And we coninue growin’, one day at a

time’ (2:11-2:17); during this line occurs the vocal morphing from Eminem to

%92 ike his mentor Dr. Dre, Eminem has a number ofatmitators that feature in production
credits, for example, the Detroit Bass Brothers (Marét Jeff Bass), and keyboardist and producer
Luis Resto. When I refer to Eminem as producer, I am acknowledging that Eminem’s sonic
signature is a product of these collaborations andimgily Eminem as auteur. Using the term
‘Eminem’s production’ or ‘Eminem’s sonic signature’ is simply shorthand for ‘the result of a
number of agents involved in a production credited to Eminem.’

%93 A brief list of Eminem-produced tracks for other astisould include Jag’s “Renegade” and
“Moment of Clarity”, Nas’s “The Cross”, as well as tracks for The Game (“We Ain’t”) and 50 Cent
(“Patiently Waiting”), to name a few. His star persona as an MC, however, receives much more
media focus and promotion than his production work.

%94 Steve Knopper, ‘Eminem Brings Tupac to Life’, Rolling Stone 963, 9 December 2004, 36.

247



Tupac, representing a lineage through vocal effect in thécfiigCD Example
27]
Perhaps not as overt a gesture, but nevertheless regolgni rap fans, is

the constructin of lineage through Eminem’s ‘sonic signature’ as producer. A
sonic signature, as developed in the work of Mark Gillesiters to the number
of ways a producer aa producets style can be identified in a recording: literally
saying his/her name, recognizable sounds, rhythmic patterastuséd elements,
orchestration and timbre, sound-effects, or phonograjpéiing>°® Many rap fans
are knowledgeable enough to identify producers’ sonic identities on rap albums:
star producers such as Timbaland, Kanye West, and Phéfiéims espouse
what Krims has identified as ‘branding’ in recent music trends, as there often exist
elements ok ‘sonic signature’ recognizable by fans (and sometimes imitated by
other producers), and consumers will purchase these alased bn the producer-
brand®®” Producer Scott Storch expresses the importance of creatidgrdifiable
production style in reference to Eminem:

People say that his music sounds the same or whatevanyidy

can make a beat, the thing they need to realize is you neeebte a

signature beat so that every time you hear a beat ytmmatically
think “yeah Lil Jon or Dr. Dre or Just Blaz&®

°% The song includes an opening verse by Tupac, followed by a verse by Eminem. Tupac’s lyrics
open with the lines: ‘Sometimes its hard, to wake up in the morning. Mind full of demons I don’t
wanna hear them anymore’, reinforcing a persona of the suffering artist that constitutes part of his
postmortem mythology, a trait which Eminem has usednaieh greater extent for his own
persona(e).

*% Mark Gillespie, ““Another Darkchild Classic”: Phonographic Forgery and Producer Rodney
Jerkins’ Sonic Signature’, M.Mus Dissertation, Université Laval, Québec, 2006. Gillespie
differentiates between ‘sound signatures’ (non-vocal sonianaterial) and ‘name-signatures’
(allonymic—the producer is named by someone other than the predaoerautonymie-the
producer names him/herself). His taxonomy of sound signahaiesles A) discrete (immediately
recognizable sounds, e.g. Timbaland ‘flute’ sound) B) abstract (e.g. particular rhythmic patterns) C)
performative (‘feel’, use of quantization), D) structural (organization, how the track is put together),
E) orchestral (specific combinations of patches), F) saffedts, and G) phonographic staging.
Gillespie, 31.

> Krims, MUG, 161.

%98 Quoted in Jake Brown, Dr. Dre in the Studio: From ComptematbRow, Snoop Dogg,
Eminem, 50 Cent, The Game and Mad Money The Life, TimdsAermath of the Notorious
Record Producer Dr. Dre (New York: Colossus Books, 2006), 82.
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To demonstrate the use of clements associated with Eminem’s sonic
signature, | willdiscuss the song “Ghetto Gospel” from Loyal to the Game [CD
Example 29] It is worth reiterating that Eminem released his oviouad, Encore,
in 2004 as well, and there are tracks which stylistically mastzth other between
the two albums (“Drips” on Encoreand “Hennessy” on LTTG, for example). For
“Ghetto Gospel”, Eminem samples and sequences lines from Elton John’s “Indian
Sunset” from the 1971 album Madman Across the Water [CD Example 28], and the
sampled material is represented by boxes around the lyelow The choice of
song is apt for memorial, as it tells the tale ofatie American warrior who dies
in despair, knowing his tribe faces extinction at thedsaof the‘'white man. The
voice of Elton John also attaches significations otiming and loss; as mentioned
in the previous chapter, John’s “Candle in the Wind *97” is associated with the
funeral of Princess Diana as a mass cultural evedtjsathe best-selling single of

all time (37 million)>°°

9% A more well-known association between Elton JohnBEmihem is their famous performance of
“Stan” at the Grammys in 2001.
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Elton John—*“Indian Sunset”
From Madman Across the Water (1971) [CD Example 28]

Verse A1°®: As | awoke this evening with the smell of wood smoke clinging
Like a gentle cobweb hanging upon a painted teepee
Oh | went to see my chieftain with my warlance andwoman
For he told us that the yellow moon would very soon bériga
This I can’t believe I said, I can’t believe our warlord’s dead
Oh he would not leave the chosen ones to the buzzards ssaldiges guns

Verse A2: Oh great father of the Iroquois ever since | was young
I’ve read the writing of the smoke and breast fed on the soundro§dr
I’ve learned to hurl the tomahawk and ride a painted pony wild
To run the gauntlet ahe Sioux, to make a chieftain’s daughter mine

Verse A3: And now you ask that | should watch
The red man’s race be slowly crushed
What kind of words are these to hear
From Yellow Dog whom white man fear
[Interlude 1]
Verse B1: | take only what is mine Lord, my pony, my squaw, and midchi
I can’t stay to see yodie along with my tribe’s pride
I go to search for the yellow moon and the fathers of ous son
Where the red sun sinks in the hills of gold and the healingsvate

Verse B2: Trampling down the prairie rose, leaving hoof tracks in the sand
Those who wisho follow mel welcome withmy hands
I heard from passing renegades Geronimo was dead
He’d been laying down his weapons when they filled him full of lea
[Interlude 2]

Verse C1: Now there seems no reason why | should carry on
In this knd that once was my land I can’t find a home
It’s lonely and it’s quiet and the horse soldiers are coming
And I think it’s time | strung my bow and ceased my senseless running
For som I’ll find the yellow moon along with my loved ones
Where the buffaloes graze in clover fields without the saiming
And the red sun sinkat last into the hillsof gold
And peacdo this young warrigr comes with a bullet hole.

“Ghetto Gospel” chorus (0:06-0:29) [CD Example 29]:
(B2, line 2) Those who wish to follow me,
| welcome with my hands
(C1, line 8) And thered sun sinks at last into the hills of gold
(C1, line 9) And peace to thisyoung warrior
(C1, line 7) without the sound of guns

%9 The decision to label verses A,B, and C is basedffarehces in the harmonic progressions.
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The excerpt chosen for the choru$ “Ghetto Gospel” discusses the
‘warrior’, which could be interpreted in this context as a referem@®Pac. Johis
original consists of verses and no choragonspicuous example in light of the
songwriter’s oeuvre but in Eminem’s version, the original material is sampled and
sequenced into a chorus. The framing of the Elton Johrcesanaterial as chorus
in “Ghetto Gospel” is also an important signature of Eminem’s style, as the
manipulation of large portions of pop-rock songs are usea @wrus in singles
such as “Sing for the Moment”, “Runnin” and “Crazy in Love”. The sampling of
such a large portion of maial is what Gillespie terms ‘Syntagmatic sequeig’,
the source unfolding temporally (with important melodicd amarmonic
components), as opposed to ‘morphemic sequencing’ which organizes isolated
discrete sound®* The chorus is also sped-up from its source tempo {Jbhing
in e minor and Emineia in f minor), a technique frequently used by Kanye West,
but a sty not as widespread when 2Pac wadse. “Ghetto Gospel”’s form
comprises of intro-chorus-verse-chorus-verse-chorugouénd this use of
contrasting verse-chorus form is conspicuous enouglpimtesic to draw attention
to itself, but also consistent WwiEminem’s productions (and those of his mentor
Dr. Dre). The verse uses a driving pedal point of repeatedergjawhat Allan
Moore calls a ‘driving pattern in rock, albeit at a slower tempo than most
examples from rock music. This musical gesture is audiblenany Eminem

productions (See Examples 5.1, 5.5, 5.6, and®’7).

%1 Gillespie, 75.

%92 Allan Moore, Rock: The Primary Text (Buckingham: Oparivdrsity Press, 1993), 182. This
‘driving pattern’, pervasive in rock music, can be found in the one note riff in 50 Cent’s “In Da
Club”, The Game’s “We Ain’t”, Eminem’s “Crazy in Love” and many other singles from these
artists. Glenn Pillsbury describes such a pattern inghtexgt of thrash metal, the low E riff in
Metallica’s “Whiplash”, which he describes as a ‘rthythmically insistent single note riff’, as part of
an ‘energy cycle’. Glenn T. Pillsbury, Damage Incorporated: Metallica and the Production of
Musical Identity (London: Routledge, 2006), 6.
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Example 5.1—“Ghetto Gospel” (0:29-0:53)

2Pac "Ghetto Gospel” [Driving Pattern]
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Examples 5.5-5.7: ‘Driving patten’ in other Eminem productions

50 Cent - "Patiently Waiting"
A Opening beat at 0:08
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rhythm r

in “Ghetto Gospel” as well, perhaps not as

immediately identifiable as aliscrete sound signature’ (e.g. ‘tolling bell” sounds

or Eminem’s synthesizer choices), but nevertheless found in a number of his beats

(including “Thug 4 Life”, “Crazy in Love” in the bass abové&Mockingbird”, “One

Day at a Tim&, andDr. Dre’s “The Watcher”, albeit all at different tempos, and

sometimes resembling the figt

) 603

693 «“The Watcher”—-Dr. Dre Chronic 20011999), “It Has Been Said” —~Duets: The Final Chapter
(2005), “Thug 4 Life” —Loyal to the Gameé2004), “Crazy in Love” —~Encore(2004), “Ghetto
Gospel” —Loyal to the Gamé2004), “Runnin (Dyin’ to Live)” —Tupac Resurrection (2003),
“Patiently Waiting” —Get Rich or Die Trying2003), “Mockingbird” —Encore(2004), “One Day at a

Time” —Tupac Resurrection (2003).
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The following shows thé&Eminem rhythm’ as abstract sonic signature:
Example 5.8—(0:05) [CD Example 30]

"It has been said” - Eminem
(b. 2 of basic beat)
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Example 5.9—(0:48 [CD Example 31]
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Example 5.10—(0:00-0:17) [CD Example 32]

"Mockingbird" - Eminem
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Example 5.11— (0:14- 0:18) [CD Example 33]

"Thug for Life" - 2Pac
(b. 7—8 of basic beat})
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Example 5.12— (0:19- 0:24) [CD Example 34]

"The Watcher" - Dr, Dre
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An ‘orchestral sonic signature’ (by definition, a characteristic style of
orchestration)is also present, as the highly synthesized sound of Eminem’s
production (largely pioneered by his mentor Dr. Dre) includesgeizable sound
patches from keyboards and drum machines.

For “Ghetto Gospel”, Eminem takessahis first line of the chorus ‘Those who
wish to follow me | welcome with my hangdollowed by the last two lines, which
constitute the musical climax of the sobgt instead of ‘comes with a bullet hole’,
he uses the last phrase from the penultimate staw#hput the sound of guns’.
The resulting laskine of Eminem’s chorus reads, ‘And peace to this young warrior,
without the sound ofuns’. Those who solely look at the lyrics may be compelled
to try to discover reasons th&iminem would change ‘with a bullet hole’ to
‘without the sound of guns’, since the original arguably works better as a memorial.

For a possible answer to this, one needs to look at theohar structures of
the two exampledn Elton John’s final verse (verse C1), the descending harmonic
progression takes on characteristics of a lamermomeert with the semantic topic
of the final verse:

Verse C1l: EmD-C-G/B-Am-G/B-C-D (x5)
The progression descends from a minonord through a series of passing chords,
to the relative goal of a minor iv before ascending iaak minor®® The last line
of the chorus‘peace to this young warrior comesth a bullet hole’) accompanies

the progression ArG/B-C-Em, with the final E minor adrd on the word ‘hole’,

694 Like JayZ’s “A Dream” from the previous chapter, the descending chords in Aeolian mode
suggest a lament that never reaches its relative daitalality of the dominant (according to
McClary, Thug Angel, DVD Extras). If we wish to treat these examples as derivative of rock
harmonies, and consider rock’s harmonic language separate in logic from Western classical music

as Allan Moore does, then the VII acts as a dominant of sorts: ‘Clearly, the VII-I cadence does not
have the finality of the traditional V-1, although it isianiated as a full close in all the examples |
have presented. In terms of poetics, it seems to me lifygbhe certainty of V-1 with
‘nevertheless’.” See Allan Moore, ‘The so-called ‘Flattened Seventh’ in Rock’, Popular Music 14,
no. 2 (1995), 193.
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which occurs on the downbeat as the drums enter. Eltonsiads a high G (G5)
with the E minor chord on the downbédiole’), an octave jump from the lower G
he sings on ‘with a bullet’, and the moment occupies the position of dbweg’s
climax in terms of register and dynamic intensity. e material to function as
chorus, Eminem requires a more cyclical end phraseghsrtowingthe ‘without
the sound of guns’ which accompanies the MWII chord pattern, ideal for
repetition back to the tonic minor in this context. Belowa isarmonic comparison
of the two versions, and for purposes of comparative asalysth versions are in
the Eminem f minor:

Example5.13

Elton Original (transposed up a semitone):

Ab: | V6 vi_fm: VII VI VIl [ VI
Ab Eb/G fm Eb Db Eb fm Eb
Those who wish to follow me, | welcome with my hands
i Wil VI 16
fm Eb Db Ab/C
And thered sun sinks at last into the hills of gold
iv 16 \| i
bbm Ab/C Db fm
And peaceto thisyoung warrior [comeswith a bullet hol€]
Vi Vi
Db Eb

[without the sound of gunsg]

“Ghetto Gospel” Chorus:

Vi (add9) VII6 i VI VI VI i Wil
Ab/Db Eb fm Eb Db Eb fm Eb
Those who wish to follow me, | welcome with my hands
V1 (add6) V11 \A 16
fm/Db  Eb Db Ab/C
And thered sun sinks at last into the hills of gold
iv 16 VI VII
bbm Ab/C Db Eb

And peaceto thisyoung warrior, without the sound of guns
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Eminem has also added lower bass notes at the beginnitige divo
phrases in the chorus, a Db on the first Ab chord, ab8 an the f minor which
begins the second half of the chorus. The effect isnalgaimonically cyclical,
making the move to f minor in the verse more groundedard the ‘focused
intersity’ of the one-note driving pattern on f (see aforementioned Exafmp)e

The musical symbolism involved in this track thus achieveégyh level of
complexity: the chorus uses a voice associated with malntre verse features
Tupac Shakur, a canonized rapper with an iconic mystique; andoeht is
produced by Eminem. Though Eminem sl@et rap on the “Ghetto Gospel”, the
sound is clearly hisi‘Ghetto Gospel”, has a similar song structure, framing,
function, and manipulation of sample to those of the singles “Sing for the Moment”
and “Crazy in Love”, and it uses similar orchestration. These similaritiesnat
lost on listeners, as the media reception of theralimncludes comments such as:

Em is more noticeable on this album than Pac himself, as

everywhere is Em, either singing a hook, rapping a versgisb

behind the boards.. He also proves he cannot sample without

making it into some fake epic confessional, as thenEliohn

collabo “Ghetto Gospel” sounds much like “Sing for the Moment”

and “Runniri’.%%
Another reviewer writes, ‘I thought | was going to be listening to 2Pac, but | was
sorely disappointed because it is nothing more than an&thinem release. When
Eminem was introgced to 2Pac’s acapellas for this release, I believe he forgot
whose album Loyal to the Game was, since every song sounds likehsayraf

The Eminem Show or his latest release Enétfaviany of the reviews did not find

Eminem capable of producing bealst reflect the ‘real classic sound of Tupac’,

%95 premiere, ‘Loyal to the Game’, Sixshot.com, Electronic Hip-hop Magazine, available at:
www.sixshot.com/articles/4719 (accessed 6 January 2009).

%% Dave, Rap News Network, 17 Dec. 2004, available at: wapmewsdirect.com/0-202-259812-
00.html?tag=artistnav (accessed 6 Jan 2009).
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strongly disagreeing with the use of Elton John and Balmples on the album
and with Eminem’s own rapping and singing on the album.®®’

Despite these unfavourable reviews, the album was conaiherc
successful, reaching number one on the Billboard Top 200ngedie million
units within three months of its relea®@and the single “Ghetto Gospel” reached
number one in the UK. Despite this, however, the albumbkas perceived as a
‘failure’ by many for what | locate as three important reasons:
authenticity/originality, responses to death and mourning, aal rdentity.

Most of the negative album reviews express argumehtstentionality and
authenticity: Tupac was not alive when it was made, Tupac woultiawve liked
Eminem and his creyand other opinions that reflect and fetishize a notiothef
‘composer’s intentions’. Reviews and commentators find fault with the time
stretching of 2Pac’s voice (on “Ghetto Gospel” and others), though this is also
common on earlier 2Pamixtapes. Another frequent criticism is of Eminem’s
digital manipulation of Tupac’s rap syllables to say things that he had not
previouslysaid, like the year ‘2005’ and ‘G-Unit’, the group of rappers that are
associated with 50 Cent. In hip it is not uncommon to shout the year, one’s
name, or the names of others whom one wants to hatdbe end or beginning of
a rap song. But many critics seem to have a problem with Eminem’s manipulating
Tupac to reference those he did not even know. While ghasfair criticism with

regardto ‘historical accuracy’ and reflects a drive for authenticity which may

privilege live performance over studio manipulations, éhisr a subtle irony in

®9"Usman Sajjad, ‘Review—Loyal to theGame’, The Situation, available at:
www.thesituation.co.uk/reviews/05/tupac.html (accessed @J@9). Some reviews were more
generous, applauding that he was ‘helping keep 2Pac fresh in 2004°, but most internet reviews I
have found were less than complementary. Steve ‘Flash’ Juon, ‘RapReview of the Week—Loyal to
the Game’, RapReviews.com, available at:
http://www.rapreviews.com/archive/2004_12F loyalto.html (s=e$ Jan 2009).

%98 Recording Industry Association of America. availalle a
http://www.riaa.com/gp/database/search_results.asp art@9 December 2006).
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criticizing such manipulations within a genre that constadhiytally manipulates

its source material (and whose practitioners/fans ptamseractice). The notable
difference, here, is that reviewetitay be more angered by the use of a person’s
voice (and its associations) rather than by a drum saonpdéher sound. i-hop

has thrived on using and manipulating previously-existing nma&téor three
decades, but some fans now find fault with the praeticen one of their own is
used to the same en¥f.This may be simply because Romantic notions of stardom
has seeped into hip-hop culture (particularly with Tupak&hand The Notorious
B.1.G.); various reviewers are using notions of authéntiound and debated in
rock and other journalism, but now applied to rap icons.

A second reason for the negative reviews involves cultitells of death
and mourning. Though the use of Elton John encourages stsiciunsourning,
the album overall is an updated 2Pac album, not a tributegpd?®revious tributes
in films, books, and music videos such as “Changes” and “I Ain’t Mad at Cha”
(and the Jay-Z and Nas tributes discussed in Chapteaveé memorialized 2Pac
and placed him in the past, but this album, with currentiyetion techniques,
keeps him ‘alive’ so to speaR® As Douglas J. Davies writes of rifuaEven in
secular contexts, rites are performed to locatedtdaa firmly in the past and in
memory:®** Because of th ‘updating’ of 2Pac, we lose the Lacanian/Zizekian
‘second death’, the symbolic death that resolves the disruption cabgetie first
h(?lZ

‘real” death’™= The inability to mourn 2Pac musically on this album is clioaped

%99 This, of course, simplifies the argument slightly, sitheze are plenty of critics of the practice of
‘digital sampling’ in general. The important point is that hip-hop fans and writers who might defend
the practice generally would be opposed to the manipnlafithe voice of an iconic persona

within the genre.

%10 The music video for “I Ain’t Mad at Cha” is not technically a posthumous tribute since it was
created before Shakur died. He did, however, die soonshieting, and the music video was
released posthumously, and was largely received asugetrib

®11 Davies, Death, Ritual, and Belief, 2.

®12 This arguments based on Roger Beebe, ‘Mourning Becomes. ..? Kurt Cobain, Tupac Shakur,

and the Waning of Affect’, in Rock Over the Edge: Transformations in Popular Music Culture, eds
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by the fact that knowledgeable listeners do know that deasl. Thus, the album
may create some sort of rupture without the promise @ducé or synthesis.
Eminem’s album does not put Tupac in the past in a traditional, ritualisay, and
this is what may make critics uncomfortable or everileos

Lastly, the hostility toward the album may involve annedat of racial
prejudice. One reviewer describes an Eminem beat oalithen as a ‘red-neck
style of musi¢,®*® something which less likely would be said of an African-
American producerlt is one thing to accept a successful white rapper, @reis
highlighted in the racial debates surrounding his debutalbut it is another issue
to accept a white man into such a prominent place in gargysigenealogy, as heir
to 2PacTo make a parallel to lineage in another place in mustotyi, one reason
that Higgins hasised the term ‘creative patrilineagefor 15" century composers is
thatit emphasizes the exclusion of women at the fith&minem, as white male
may suffer from a level of exclusionary hostility asthies to insert himself into a

primarily African-American rap music lineage.

50 Cent

Another prominent figure that emerged in post-1997 gangsta re-mi
generations is New York rapper 50 Cent (Curtis Jackson). Miuttte dwype began
for 50 Cent when he was shot nine times in 2000, beforeldiisit album on

Columbia could be released. He had been featured on &enuofi bootlegs

Roger Beebe, Denise Fulbrook and Ben Saunders (Durham:UbuNersity Press, 2002). Beebe
argues in his essay that Cobain did not die symbolicallyusecthe media continued to treat him as
if nothing had changed, by showing the Nirvana MTV Unpldgigetage as if it were a new music
video. Tupac, he contrasts, was the subject of a nuafilmeemorial projects, music videos, such as
“Changes”, that encouraged mourning. Beebe’s article was published prior to the release of Loyal to
the Gameand I would argue that this ‘updated’ 2Pac example complicates his dichotomy

significantly.

®13<To add insult to injury, the song Hennessey contains a emgiaying accordion, which sounds
like something you would find the Clampetts dancing a jig to in The Beverly Hillbillies. This ‘red-
neck’ style of music is something no 2Pac fan should have to listen to with 2Ric’s name stamped on

it.” Dave, ‘Loyal to the Game’.

®14 Higgins, ‘Lamenting our Master and Good Father’, 278.
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previously, including one undergroumdt in 1999 called “How to Rob”, which
‘dissed’/insulted a number of well-known rappers. The album was sheladdyea
began to have underground success with mixtapes, which cdugghtténtion of
Eminem, culminating in a joint label deal between Dr.’Prefiermath Records
and Eminerts Shady Records. Both Dr. Dre and Eminem did not hesitate to
promote their new find, and Eminem, in particular, allied his aetist with the
immortal martyrs of hip-tip, telling Rolling Stone magazine:

One of the things that excited me about Tupac was evenwike

rhymin’ the simplest words in the world, you felt like he meant it

and it came from his heart. That’s the thing with 50. That same

aura. That’s been missing since we lost Pac and Biggie. The

authenticity, the realness behin§'it.
Eminem used 50 Cent as guest rapper on a number of produaicloging the
Tupac Resurrection soundtrack and Loyal to the Game, and he producetiea num
of songs on 50 Cent’s major-label debut albur@er Rich or Die Tryin’ (2003).

In the first single, “In Da Club” (produced by Dr. Dre), there is the overt
recognition of a constructed mentor-student relationstiprg Dr. Dre, Eminem
and 50 Cent. The music video takes place at the signpoSteatly/Aftermath
Artist Development Center’, where 50 Cent is shown being conditioned in gym
training, at a shooting range, and partying in a club while®e and Eminem
watch through a two-way mirror, wearing lab coats. Lyrmiendon comments on
the music video of “In Da Club”:

Displaying Dre and Eminem in white coats watching the doctors
from above as they reengineer and reenergize 50 oopteation
table not only symbolizes the gods watching down from the sky

ideal, but also represents that in fact 50 Cent has posain
qualities®®

%15 Touré, ‘The Life of a Hunted Man’, Rolling Stone 919, 3 April 2003, 48.
616 Johnson, 141.
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His survival from being shot was always an element ofnmslia-disseminated
biography, an important instance of the narrative medhatfchis music recordings
and music videos. The single has a prominent one-notdrivfing pattern (like
that of “Ghetto Gospel”) as component of its basic beat, (occurring at 00:59-1:52
and 2:24 to the end) played by a guit@he synthesizer rthythm is Eminem’s
signature rhythm described earliais ‘abstract sound signature’, to use Gillespie’s
terminology), but displaced one quaver earlier.

Example 5.14—(0:59)[CD Example 35]

"In Da Club" - 50 Cent
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Though this pattern is more often associated with Emipssductions, Dr. Dre
and Eminem have overlapping stylistic qualities that makedifficult to
differentiate Lyrically, 50 Cent not only mentions his producers, but alsales to
both his mentors and his gangsta rap ‘ancestor’:

Niggas heard | fuck with Dre, now they wanna show me love

When you sell like Eminem, and the hoes they wanda. fu

In the hood then the ladies sayin ‘50 you hot’

They like me, | wanthem to love me like they love *Pac.

(0:43-0:48, 1:06-1:03)

Media accounts of 50 Cent were rife with comparisonsujga€, rather than to Dr.

Dre or Eminem, citing 50 Cent’s use of religious lyrics, his having been shot, the

frequency of death as his lyrical topic, amd ongoing ‘beefs’ with other artists
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(most prominently with rapper Ja Rufd’ As one reviewer writes, ‘Like his
Kevlar-wearing predecessor and idol, Tupac Shakur, 50 has chawignibe
muzzlehole’; the same reviewer also stated that they share the wark ethic, 50
Cent having written sixty tracks for his twenty-two songuaht The Massacre
(2005)°*® A similarity is also apparent in the iconography of thppers, as both
adopt menacing postures, while flaunting their tattooed, edsrtbodies. Perhaps S.
Craig Watkins sms it up best when he writes, ‘The marketing of 50 Cent came
straight from the script that guided 2Pac’s meteoric rise and tragic fafi*® Stars
often fit familiar frames: as Lee Marshall writeDespite the emphasis on
uniqueness, stars’ stories are never uniqué®?° 50 Cent has noted his debt to Tupac
and Biggie, writing in Rolling Stone thaEvery rapper who grew up in the Nineties
owes something to Tupa®! and he sees both Tupac and Biggie as a source of
inspiration: ‘Sometimes I build one CD with Tupac’s best songs, and one with
Biggie’s best songs. Then I listen and get ready to go into my next project’.622

50 Cent’s postmortem musical borrowing of Tupac Shakur and The
Notorious B.1.G. also reinforces his identity as an autbeniccessor to Tupac and
Biggie. Two examples“The Realest Killaz” and “The Realest Niggaz”, will

demonstrate this lineage construction. Using the tapesaafpallas from Afeni

Shakur, Eminem had producer Red Spyda produceng ahtitled “The Realest

%17 1n the mould of Tupac and Biggie, and Jay Z and Nas, 50abehEminem (and G-Unit) had a
public feud, or ‘beef’, with Ja Rule and his record label Murder Inc. G-Unit produced one single as
a ‘diss record’ of Ja Rule in the form of a trope of 2Pac’s “Hail Mary”(originally released under the
pseudonym Makaveli) on a DJ Kay Slay mixtape. The sifegiteires Eminem, 50 Cent and Busta
Rhymes. Eminem sings the opening vocal line associated with Tupac in the original version: ‘Come
get me/If you muthafuckas want Shady/If Pac was still heréheowould never ride with Ja/na na
na nananananana’ (an allosonic quotation of the vocal line, with different lyrics). Eminem, in his
rap, accuses Ja Rule of ‘Stealin Pac’s shit like he just wrote it’. Many of the lyrics in this song, and
many other diss songs about Ja Rule claim that the regpip@tating Tupac.
618 <The Massacre’, Rolling Stone, 10 March 2005.
%193, Craig Watkins, Hip-Hop Matters: Politics, Pop Cultaned the Struggle for the Soul of a
Movement (Boston: Beacon Press, 2005), 2.
620 Marshall, Bob Dylan, 5.
Z;so Cent, ‘Tupac Shakur’, Rolling Stone 972, 21 April 2005

Ibid.
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Killaz” for the Tupac Resurrection soundtrack. The first line of the choatsirfes
50 Cent sining, ‘Till Makaveli returns it’s all eyes on me’, a possible reference to
Tupac as messiah figure (referencing the cover of the Wikalbum), to the 1996
2Pac album All Eyez on Mend also to 50 Cent’s egotism. In the last part of the
introduction, 50 Cent says, addressing rival Ja Rule

Tupac cut his head bald, then you wanna cuhgad bald

(You pussy nigga)

Tupac wear a bandana, you wanna wear a bandana

(what do we have here now)

Tupac put a cross on his back, You wanna put crosses’ dagk
Nigga, you airft Tupac, this is Tupac. [Then 2Pac verse begins]

The song form consists of an introductienTupac verse, a chorus, a 50 Cent
verse, and then a double chqraad it is generally agreed in the rap community
that the song is a response to a Ja Rule sotided “Loose Change” (dissing 50
Cent). The beat incorporates chimeminiscent of those in “Hail Mary” from The
Don Killuminati (and Eminem’s “The Way I Am”), including other bells, gunshot
sounds, and synthesized string sounds. When interviewed thleowack, 50 Cent
said:

That was me and Tupac. | todkipac vocals, actually, the producer

Red Spyda had um, producésd track around the vocals ... The

production on the track was a little dateduse Pac had recorded it so

long ago that we re-did the production. And it was like, exciting.

enjoy that record more than | enjoy some of my satones because |

got a chance to work with hifis>
It is interesting to note his commertoat the production’s sounding ‘dated’; rather
than concern himself with any sort of authenticity towaedtime period in which
Tupac recorded (and lived), 50 Cent and producer Red Spydadtanipdate the

sound and fit 50 Cent into the equation. Just as Eminem puts his ‘composer voice’

onto Loyal to the Game, Red Spyda uses a more contemporary dmthd,

2350 Cent, Tupac Resurrection, DVD Extras.
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referencing 2Pac by using his voiead ‘updating’ the production, inserting 50
Cent in the canonical web of gangsta rap history.

In the same year, the Bad Boys Il soundtrack containedk entitled “The
Realest Niggas” (also produced by Red Spyda), which features 50 Cent and
samples raps from Notorious B.I.G.’s “NIGGAS” (originally produced by Tony
Dofat), from the album Born Again1999). As in “The Realest Killaz”, the
deceased artist opens the first verse of the rap, andri0sidgs the hook; Biggie
raps the first two verses, and 50 Cent raps the lasevdhe single, for many
listeners, was an important introduction to 50 Cent, a shreatating plan to
include the single in a film the summer of his debut albunkeCavrites of a
similar version (“Niggaz”) from a mixtag:

In the summer and fall of 2002, 50 Cent generated a New York
City-wide street buzz more notorious than any artistesiBmggie
himself. So it’s only fitting that the controversial Queens MC would
‘duet’ with Big for one of his now-legendary mixtape albums.
Though i recyles Big’s performance on ‘Niggas’ from Born Again,
‘Niggaz’ makes a whole lot better use of it. The production from
Miami-based boardsman Red Spyda is punchiedn@®’s faux Last

Poets-style ad libs gleefully interact with Big, and 50 lfréawunts
his outlaw-come-favored-son staf3s.

Sowith “The Realest Killaz”, “The Realest Niggaz”, and other bootlegs, from early
in his commercial career, 50 Cent was heard rapping wehntartyrs of hip-
hop®®® As opposed to the cases of Jay-Z and of Nas, whose trithistasce the
immortalized voice by adding effects such as doubling, revach exho, Red
Spyda creates an authenticity with the aural illusi@ 89 Cent could have been
rapping in the same room with Biggie and Tupac.

50 Cent’s “Patiertly Waiting” contains the Eminem passage that | cited

earlier in the chapter:

°24 Coker, Unbelievable, 330.

%25 His debut commercial alburtie Rich or Die Tryin’ (2003), was released in the US on 6
February 2003; the Bad Boys Il Soundtrack was released 15 July&@D8ie Tupac Resurrection
Soundtrack was released on 14 November 2003 (the film having &leased three days earlier).
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Take some Big and sonfac and you mix ’em up in a pot

Sprinkle a little Big L on top, what the fuck do you got?

You got the realest and illest killas tied up in a knot

The juggernauts of this rap shit, like it or itt.
The track was produced by Eminem, and this excerpt comes fonaghiin the
middle verse of the song. (50 Cent raps on verse 1 amd Fatiently Waiting” I
would argue that the crux of the song, musically and lyric&lyhe moment when
Eminem sgs ‘Take some Big and some Pac’, which accompanies the addition of
another layer in the song’s beat. Apart from the beeping sounds at the beginning of

Eminem’s rap,627

this is the first point that these higher pitch notesiatroduced
in the basic beat. These notes, which match the rhythritheofflow and put
enphasis on the names Big and Pac, demand attentiontfreiistener, and they

are similar to the rhythmic figures in Eminem’s other productions.

Example 5.15 [CD Example 36]

"Patiently Waiting" (2:09)
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Synth.

The new layer begins at the moment that Eminem menBanand Pac; in
fact, the accents on the words ‘Big” and ‘Pac’ correspond to the accented rhythms
in the new layer. The highest pitches in the textureracemsonance witthe lyric
‘take some Big and some Pac’, and this layer strongly emphasizes its

accompanying lyric, as John Slobotlas emphasized that there is a ‘general

62% Eminem, “Patiently Waiting”, 50 Cent—Get Rich or Die Tryin’ (2003).

%27 The begining of Eminem’s rap began with a hospital-machine-like beeping to paint the
description of 50 Cent’s surviving his gunshots (‘As you layin’ on the table, they operatin’ to save
you/ It's like an angel came to you sent from the heavens above’).
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psychological tendency to focus on the top line of any musisaure:®?® This
moment is a consonance of beat and flow which solithéyrelationship between
Eminem and 50 Cent while including them in a web of slain gangptartists>°
The examples discussed in this chapter shared a numb@mafan themes
and ideas: post-mortem borrowing, peer refetgmad elements of Eminem’s
‘sonic signature’ such as the framing and function of samples and syméues
orchestration. The acts of Signifyin(g) and intertextyadiscussed in this chapter
are similar to the two primary instances of Signifyin(g) Jame Brown’s
“Superbad” as identified by David Brackett: intertextual referentialitydathe
repetition with variation of small musical figur®8. These examples link with
“Superbad” in that they are consistent with these frequently cited tropes of African-
American music making, but they are updated to reflect tigithinology and the
complex hybridization that occurs within more current @€ri-based popular
music identities (e.gthe ‘driving pattern’ from rock music, andhe ‘rock star’
status attributed to Tupac Shakur). And the intertextualipated in these
examples constructs and reinforces notions of canon nedgk that have been
apparent in artistic cultures for centuries, albeit irirttown temporally and

historically specific situations.

Conclusion
Zygmunt Bauman writes in Mortality, Immortality, and Other Life

Strategies thatFuture immortality will grow of today’s recordings. Tomorrows’

%28 Quoted in Nicholas Cook, Music, Imagination, and Culture (Oxfosdord University Press,

1990), 26.

%29 Directly before this moment, Eminem raps “You know what’s coming you muthafuckas don’t
even know, do you?” The most obvious reading of this declaration is Eminem trumpeting the arrival
of 50 Cent on the mainstream rap scene in general, but@solthe heard as a double-voiced
utterance as introducing ‘what’s coming’ as the crux and climax of the song, including the
references to Biggie and Tupacveell as Eminem’s signature rhythm.

®30 Brackett, 128.
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immortals must firs get hold of today’s archives.’®®

Eminem’s post-mortem
borrowing of the voice of Tupac Shakur, and his sonic sigeabn Loyal to the
Game, contributes to his artistic posturing as part ghigsta rap lineage; his
‘discovery’ of a rap protégé in rapper 50 Cent extends the genealodyerfurt
Eminemproduced 50 Cent songs such as “Patiently Waiting” include a number of
intertextual references to Tupdaninem, and Dr. Dre, forming a ‘constellation’ of
gangsta rap icons: Tupac as ancestor God, Dr. Dre as fatherem as star, and
50 Cent as heir/protégé. These constellations or netwodisde a sense of
historical self-consciousness in which creative patrilinedggspa part. In the
creation of a tradition, as Lois Parkinson Zamora haitten in the context of
fiction of the Americas, one finds a ‘usable past’ from with which to draw. For
Eminem, this ‘usable past’ is the voice of Tupac Shakur, endowed with a cultural
aura and signifying a number of emotive meanings. In othedsyofupac
represents a mythology, a bio-mythology (to invoke Batth#iscourse on
Beethoven) signified by his voice as relic. The notidnmyth here suggests a
guote regarding blues musiciafism Samuel Floyd’s The Power of Black Music:
The figures and events of African-American music making
connect the individual and the group to the realm of alltur
memory, to the realm of spirit and myth. And it is mytiat

privileges the figures and metaphors that validate the blues

musicians’ music making and their place in the culture. It’s all a

circle 532

Loyal to the Game and Tupac Resurrection arguably inforabmst Eminem and
50 Cent’s identity construction more than abotife albums’ title star—Tupac
Shakur The co-existence of myth (cultural memory) and artisadidation (or
canon) has been a centuries-old practice, and now figel ih a digital guise

within selected gangsta rap recordingieyal to the Game and similar albums

631 Zygmunt Bauman, Mortality, Immortality, and Other Life $gies (Stanford: Stanford
University Press, 1992), 57.
%32 Floyd, 231.
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demonstrate that memorial processes, lineage and camoatifons are manifest in

mainstream gangsta rap recordings
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—Conclusion—

The five preceding chapters substantiate the opening premase t
borrowing is central to the aesthetics of hip-hop mudigsical examples as case
studies include recordings from ‘jazz rap’, ‘gangsta rap/reality rap’, ‘conscious rap’
and other ever-shifting and overlapping rap music subgehtese shown that
intertextuality in hip-hop recordings can take the form aaftosonic digital
guotation as well as allosonic references, and that émsoccur in the lyrics, the
‘flow’ of the MC, and the ‘beat’. Borrowing in hip-hop is not simply ‘digital
sampling’, but a vast network of processes, strategies, and modes of expression in
which digital sampling comprises but one method. Hip-hop aods borrowing
traditions from both African-based and European-based musicsyet is also a
product of its socio-historical and technological situatid#ip-hop, like blues and
jazz, is an ‘open source’ culture, and this particular character of these musical
cultures is crucial to their aesthetfs.

| would argue that one element that differentiates hipfhmp other open
source cultures is the sheer density and variety oftéxiealities, in part,
influenced by what Paul D. Miller calls ‘the electronically accelerated culture of
the late 28 Cenury.’®®** The internet has no doubt influenced the way that people
think about and discuss music, and Miller argues that thédwadde web is a
legacy from the way that DJs looked for information from decades earlier: ‘Look at
the role of the search engine in web culture as a negvdithoroughfare, and that

role is expanded a million foldthe information and goods are out there, but you

%331 borrow the term ‘open source culture’ from Jonathan Lethem who uses it in the context of blues
and jazz. Lethem, 27.
634 paul D. Miller, ‘Algorithms: Erasures and the Art of Memory’, in Audio Culture, 352.
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stay in place.’®*® Lee Marshall cites a similar analogy from an email atizatt
Dylan’s album Time out of Mind ‘The album is also like a website full of hypertext
links to the history blues and folk, with lots of references all the way.”®*® What
Miller calls “The crowded spaces of info-modernity’®®” demonstrate that advanced
societies are perhaps more referential than they hase lmen, copyright law
permitting, reflecting an intensification of the intedigalities and modes of
borrowing in hip-hop culture.

Furthermore, how borrowing functions in hip-hop is largely depat on
the particular context and the interpretive lens onkzesi in reception. | have
shown how borrowing from hipep’s past can demonstrate a ‘historical
authenticity’, that borrowing sonic codes from another genre such as jazz can
influence its reception, that borrowing and mixing fortipalar listening spaces
can affect the sonic qualities of the recordings, thatpfag the voice post-
mortem can align artist in a canon or lineage, andkdbabwing musical phrases
such as Eminem’s ‘driving riff” sonic signature can create linkage with the rappers
who collaborate with him. These codes and references imtlscal text of the
recordings have provided a glimpse of the highly varied modesuical
borrowing in hip-hop. At the same time, though this profext been bounded by
hip-hop imagined communities quite deliberately, the intgrpitween intra- and
extra-musical discourses has highlighted and developed thbateseflect wider

cultural processes than simply within hip-hop culture.

635 paul D. Miller, ‘In through the Out Door: Sampling and the Creative Act’, in Sound Unbound:
Sampling Digital Music and Culture, ed. Paul D. Miller (LondbHT Press, 2008), 14.

63¢ Marshall, 240. The quote is from an email sent to Paul Williams, published in Williams’ book

Bob Dylan: Performing Artist 1988990 and Beyond. Marshall further theorizes on the ralleeof
internet and other technology in experiencing music, and how Dylan’s deliberate use of quotation
puts him in relation with various traditions, echoing ailsinprocess in certain realms of hip-hop.
®37 paul D. Miller, ‘In through the Out Door: Sampling and the Creative Act’, in Sound Unbound, 6
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Directionsfor Future Research

There are many other case studies involving musical Wwargoin hip-hop that |
could pursue in future studies. In addition to a comparatnelysis and
taxonomies of borrowing in multiple hipep ‘elements’ (graffiti, breakdancing,
turntabilism, etc.), numerous avenues still lie untravatedtudies of rap music
borrowing. For example, in addition to borrowing frora {azz genre, | could have
chosen borrowing from Bollywood films and its connectisith exoticism and
Orientalism. The use of electric guitar in Rick Rubin’s productions of Run-D.M.C.
and The Beastie Boys as signifying rock music as genre syrtegdacrossover
strategy tangled with issues of race, and borrowing ffmpular Broadway
musicals could also have been potential topics.

In addition to invoking the historical authenticity dfet 1970s Bronx, |
could have chosen borrowing from the so-called hoip-music ‘Golden Age’
(1986-1992), as they are both strong cases of intra-generiovoiogy and are
strongly defined moments within the genre. Gangsta rapper Gdaime is an
important additional figure in borrowing studies, a highly rireetual artist that
continues the Dre-Eminem-50 Cent lineage that | construct&hapter 5. Other
potential research directions include borrowing in the ‘Bling Bling’ era, a more
thorough study of hifrop ‘cover versions’ (both within and outside the hip-hop
genre), global cover versions of internationally distted U.S. rap music,
borrowings in Christian rap, and collage styles in akwuch as Endtroducing,
Paul’s Boutique and Fear of a Black Planet. Some of these may become future
scholarly endeavours, but this extensive list of possdsliis intended to
demonstrate that at present this is a project of limipesgortions, bounded by the

limitations of an academic dissertation.
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| would like to conclude by returning to Samuel Floyd, whom Iresfeed
in the conclusion of the previous chapter. Cultural memorynyth, helps to bind
a community together, additionally providing a sense ofigoity in a fragmented,
disjointed world. Floyd identifies this continuity in thestory of African-American
music: ‘a compelling cultural and musical continuity exists between all the musical
genres of the African-American cultural experienee continuity that can be seen
and traced from the musical characteristics of thg into the most recent music
making of black Americans.’®*® There is much at stake in the discussion of
historical continuity and community: not only artistiodacultural validation, but
also escaping or denying a culture’s ‘death’, so to speak. In the context of national
‘community’, Benedict Anderson suggested that nationalism served the same
purpose as religion in that it could turn fatality into thaumity.®*® The use of the
‘symbolically immortal’ rappers Tupac and Notorious B.I.G.’s voices post-mortem
IS one way to create continuity, but this is also m@pm of a larger desire for
continuity in hip-hop and other musical cultures and comtiasniHip-hop as an
imagined community, a hip-hop nation with origins, subggnead landmarked
events and icons, maintains its health through theoldmg strategies that | have
presented and discussed.

Foundational and integral to hip-hop culture, borrowing ddis
communities in a number of ways: it creates history amebtie, it immortalizes
icons, it creates links with other genres, it forgagdiwith an African-American
musical past (in the case of jazz, for example)oiidgies subgenres (such as
gangsta rap), and it updates older sounds for newer playbaukotegy (such as

car sound systems). Importantly, the creation or imagiof a community lends

%38 Floyd, 10.
639 Anderson, 10.
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its members a continuity also offered by previously d@mi institutions such as
religion, monarchy, nationalism, and sport. In this wihg, hip-hop nation reflects
society at large, with its members trying to make sefhsefactured world while
simultaneously striving to belong to a community that vaitllonger than his/her
individual lifetimes. Canons, lineage and other traditiolssmed in part by
borrowing practices, are one particular way in which telrate an imagined
community and ensure its vitality. Thus, borrowing is hap- culture’s most

widespread, and arguably most effective, way of celebrased.i
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—CD of Musical Examples—

1. “Apache” by The Incredible Bongo Band (excerpt, 0:00-1:15)

2. “The Big Beat” by Billy Squier (excerpt, 0:00-0:37)

3. “Planet Rock” by Afrika Bambaataa (excerpt, 4:45-5:00)
4. “We Got the Beat” by Talib Kweli (excerpt, 1:58-2:42)

5. “Double Trouble” by The Roots feat. Mos Def (excerpt, 5:680)

6. “Double Trouble” by K.K. Rockwell andLil’ Rodney C (excerpt, 4:275:47)
7. “Double Trouble by The Roots feat. Mos Def (excerpt, 4:36-4:59)

8. “Double Trouble” by Rockwell and C (excerpt, 0:00-0:09)

9. “Triple Trouble” The Beastie Boys (excerpt, 1:181:47)

10. “Hip-hop is Dead” by Nas

11.“Hip-hop is Dead” (excerpt, 2:45-3:42)

12.“Push it Along” by A Tribe Called Quest (excerpt, 0:51-1:29)

13.“Luck of Lucien” by A Tribe Called Quest (excerpt, 0:120:47)
14.“Butter” by A Tribe Called Quest (excerpt, 1:38-2:11)

15.“Check the Rhime” by A Tribe Called Quest (excerpts, 0:00-0:45; 2:54-3:39)
16.“Excursions” by A Tribe Called Quest (excerpts, 0:00-0:45; 1:46-2:40)
17.“It’s Good to be Here” by Digable Planets (excerpt, 1:25-2:15)

18.“Jazz Club Motive” by Digable Planets (excerpt from “It’s Good to be Here”,

3:354:12)

19.“Rebirth of Slick (Cool Like Dat)” by Digable Planets

20.“Last of the Spiddyocks” by Digable Planets (excerpt, 0:001:10)
21.“Who am I? (What’s my Name?)” by Snoop Doggy Dogg

22.“Thugz Mansion (7 Remix}’, Better Dayz, by 2Pac

23.“Thugz Mansion (Nas Acoustic)”, Better Dayz, by 2Pac
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24.“Thugz Mansion (N.Y.)”, God’s Son, by Nas/2Pac
25.“Juicy” by The Notorious B.I.G.

26.“A Dream” by Jay-Z

27. “One Day at a Time” by 2Pac/Eminem (excerpt, 2:11-2:17)
28. “Indian Sunset” by Elton John

29. “Ghetto Gospel” by 2Pac/Eminem

30. “It Has Been Said” by Eminem (excerpt, 0:05-0:25)

31. “Runnin (Dyin to Live)” by Eminem (excerpt, 0:48L:05)
32. “Mockingbird” by Eminem (excerpt, 0:00-0:17)

33. “Thug 4 Life” by Eminem (excerpt, 0:09-0:20)

34. “The Watcher” by Dr. Dre (excerpt, 0:19-0:34)

35. “In Da Club” by 50 Cent (excerpt, 0:58-1:15)

36. “Patiently Waiting” by 50 Cent
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