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This essay is concerned with the sampling of music as an artform in particular within the composition of the Hip Hop (Rap) music system alongside the legitimacy and ethics that surrounds the practice including copyright and performance issues. I will also highlight some of my early experiences and techniques in sampling music with a brief insight into the historical practices relating to sampling techniques within the sonic arts. 

My involvement in listening to Hip Hop music was in around 1983 when the genre was introduced to me. I was listening to artists such as, The B-Boys, Afrika Baambaata, West Street Mob, Captain Rock, Nucleus, Rammelzee, Hashim, Grandmaster Flash and Melle Mel. Sampling music was within the works of these artists, especially West Street Mob, but I was not aware at this time, however my analysis of the technology that was being used by these artists fascinated me as I could hear the combination of vocals (rapping), synthesisers, Roland 808 and 909 drum machine beats with rhythmic scratches being performed using turntables and vinyl records, reflecting on this analysis I felt I was learning from interest by listening. 
Around the time of 1986 was my first experience of acknowledging music being sampled with one song in particular named, ‘Eric B for President’ (Cooltempo Records 1986), by Eric B and Rakim. The producer of this song who is known as Marlon Williams (Marley Marl), a very influential and pioneering Hip Hop Radio DJ and producer had sampled drum parts of ‘Funky President’ (Polydor Records, 1975), by James Brown. Marl’s sound and technique had caused some type of resonance within me, it was the newest and most exciting sound that I had ever heard. Shapiro (2000) describes Marl’s work in this particular composition as groundbreaking and as an exploration of a new medium. These experiences had led me to investigate further listening for other samples being used in Hip Hop composition, resulting in searching for original vinyls as to repeat the process for a better insight and understanding of the technique.
Listening to music which interested me for sampling for my own original compositions involved a very detailed type of listening, almost microscopic. Frequencies that resonated within me were of interest. Some of this type of listening involved identifying on some occasions maybe a quarter of a beat in any one bar of a music composition. ‘You kinda have to train yourself to hear everything that’s going on within that …three-second span, cause there’s a lot of layers going on, and you have to listen for all that…’. (Interview with Negus I by Schloss, 1998) cited in Schloss (2004). Taking hundreds of these types of samples from various compositions of interest can enable me to be equipped to compose music by constructing the fragmented samples with the aid of a sampler and sequencer. ‘The sampling machine can handle any sound or expression’, ‘where any sound can be you’, ‘music becomes liquid architecture’. Miller (2008. P, 5, 6, 7). ‘In the ensuing years, this process of reassembling fragments of sound has been called dub, disco, hip-hop, house, drum and bass trip-hop, electronica - heck, even rock ‘n’ roll’. Shapiro (2000. P, 3). I was now involved in the process of ‘diggin’ to build up a sample library to start my first Hip Hop compositions. ‘The process of acquiring rare, usually out-of-print, vinyl records for sampling purposes has become a highly developed skill and is referred to by the term “digging in the crates” (“diggin” for short). Schloss (2004, P. 79). I had self learned ‘beat-juggling’ and ‘scratch’ techniques to a good standard on my turntables and first started sampling in around 1987. My first sampler was integrated into a ‘Casio SK-10’ keyboard and was of poor quality. There was six seconds of sample time that could also be reversed with no sequencer on board, so the technique involved playing back recorded samples in real time that were then recorded onto a 4-track tape recorder. The samples were layered on top of each other using additional ‘bouncing’ techniques to enable more tracks. Some of the results were satisfactory especially when sampling lower end frequency sounds such as bass, or even certain mid-ranges, e.g. horns and guitars. 

The drumbeat is a dominant feature in Hip Hop music and I had issues with the sound of the ‘break-beats’, due to the quality of the sampler. I began recording ‘break-beats’ onto the 4-track recorder directly from vinyl records by ‘beat juggling’ for the beat to be continuous for around one hundred and thirty seven bars, the ’break’ in funk records are usually one to eight bars at the most. Brewster and Broughton (1999) explain that ‘beat juggling’ involves reconstructing the records drum beat into new patterns. A style created by Clive Campbell (DJ Kool Herc), ‘the originator of break-beat music’. Fernando (1995, P. 5). This process was performed at the time for a better quality recording but caution was needed as timing needed to be precise. My earliest experiences of composing music with samples had played a significant part of my musical ability and expression, technology had enabled me to be musical and further develop musically. ‘Samplers allow rap musicians to expand on one of rap’s earliest and most central musical characteristics: the break beat’. Rose (1994. P, 73). Hip Hop purists are known as ‘B-Boys’ or “B-Girls’, which is a term that is directly related to the music, the ‘B’ being short for ‘break’. Original Hip Hop compositions were created by using the drum ‘break’ out of 1960’s and 70’s Funk and Rock vinyl records, artists such as James Brown, Rolling Stones, Sly and the Family Stone had drum breaks in their music which were popular at this time. The records were spun by a dj or sampled by a producer using the sampling technology of it’s time. Troop (1984) reveals that the dancing style in Hip Hop was named ‘break’ dancing, hence the music, which is dominantly the drum break. ‘Most music critics agree that hip hop is the genre of popular music that has produced the most innovative and creativity, and its influence on other forms of music (metal, R&B, ska) is unmistakable’. Lindenbaum, J. (1999, P. 15). 
Early works of composers such as Pierre Schaeffer involved the sampling of sounds and music, his work included tape compositions created as early as 1948, he was responsible for the Musique Concréte activity. Schaeffer devised a technique called ‘sillon fermé (locked grove) which involved recording a short sound into a grove that formed a circle rather than spiral movement, he went onto develop this with up to four turntables creating collages with some discs containing more than one locked groove, like an early sampling machine. Cox and Warner (2007) inform us that Schaeffer had worked with two concepts which were to cut and to mix. The cut is the sample and the mix represents the placement of the sample. ‘Schaeffer’s first musique concrete

composition, Etude aux chemins de far (Railroad study), anticipates Hip Hop and electronic dance music’. Cox and Warner (2007, P. 329). Other experimental composers such as John Cage and Karlheinz Stockhausen were also creating music in their own innovative ways as more of an artistic statement rather then a money making product, creating collages that could often make strong political points changing perspectives of listeners, e.g. Stockhausen’s ‘Hymnen’ (1967) created humiliation on nationalism. Lindenbaum (1999). This trend in composing music is still common today with techniques apparent within the development of the Hip Hop music system. 

Many academics seem to overlook musical systems such a Hip Hop, either because the use of sampling techniques are considered illegitimate in music composition or failing to understand the cultural and ethical concepts that make up the sophistication of such systems which are usually in the interests of its own community. ‘Sounding utensils, from the erh-hu to the Emulator, have traditionally provided such a potential for varied expression that they have not in themselves been considered musical manifestations’. John Oswald cited in Cox and Warner (2007. P, 134). The ethics which are of concern to the Hip Hop community of producers are not related to the notion of sampling music being inappropriate or even any Hip Hop producers feeling the need to justify their need to sample music but rather the validity of strategies which are involved, sampling is the foundation of the Hip Hop musical system. Schloss (2004). Schloss highlights some essential rules in Hip Hop sampling ethics which include, not to sample from other Hip Hop records as it will not be acknowledged that it was ones effort to find the original source, vinyl records are the only legitimate source to sample from, one should not sample material that has recently been used and for ‘true’ Hip Hop music do not sample from compilation (break beat) LP’s. ‘For the purist, the ethics are one of the major tools for preserving the essence of Hip Hop’. Schloss (2004. P, 104). Hip Hop producers have pride in their creativity, which is usually fresh and new, by following the rules and ethics one can be sure of feeling proud of their work, earning due respect within the community. However, in the last ten years Hip Hop ethics have rapidly changed.
A producer by the name of  Sean Combs (P Diddy) is quite a revolutionary icon for Hip Hop in my opinion, he was in the time of around 1998-2002 the most disliked producer by the Hip Hop community, but at the same time the most successful in the respect of commercialising ‘watered down’ Hip Hop. ‘Combs leveraged himself across music, film, television and high fashion’. Chang (2005, P. 447). Many have wondered why Combs has been so disliked, I believe it to be because of the way he ignored the traditional ethics that exist in the Hip Hop music system and in a way created his own new ones. What was revolutionary was that he violated all the ethical rules in Hip Hop composition by using samples that other well respected and pioneering Hip Hop producers such as Christopher Martin (DJ Premier) had already found and used. Combs went on to use these samples for his commercialised songs, a massive violation, causing offence to the Hip Hop community. The revolution was in that sooner or later it became more acceptable for this type of practice within Hip Hop composition, with the likes of rappers like ‘Jay-Z’ who has maintained his dignity within Hip Hop, but with  Combs still remaining unpopular amongst his ‘haters’. My feelings are that Combs’s intentions were brave and innovative in order to popularise Hip Hop, many dislike, but will follow his style, with the purists who will always remain true. I presume Combs was under the pressures of jealousy amongst peers as he became successful with the addition of fierce competition within Hip Hop fuelling his drive to make a change showing the community that it acceptable to become successful in mainstream sectors and not being afraid to use Hip Hop in a proud way to earn money for a better quality of life. ‘In 2002, P. Diddy was nominated for an Oscar Award for his performance in the Broadway staging of A Raisin in the Sun’. Price (2006, P. 176). Most Hip Hop artists are in a struggle with financial issues and unsuccessful within the mainstream with some purists even considering their culture to be almost similar to a religion. Questions are raised, has the ethics in Hip Hop held itself back from success in mainstream? And has Hip Hop successful in mainstream lost it’s right to be called Hip Hop? 

An important aspect of sampling in Hip Hop composition was and in many cases still is a way of looking to pay homage to certain artists by using their samples, usually the sampled artists were portraying similar messages to that of Hip Hop artists, the music and its messages could be rived and kept alive through Hip Hop using new innovative sampling techniques in music compositions. ‘Hip Hop which builds upon African expressive traditions is looking to shift its focus back to its aesthetic foundation and philosophical perspective in order to build a substantial cultural future’. Conyers (2001. P, 220-221). Tradition and community in Hip Hop seems to be fading as the genre has become more popular and mainstream in my opinion. An interesting quote, ‘Once art no longer lays claim to the dignity of the absolute it loses its charismatic meaning-function’. Gablik, S. (1984, P. 76),  I feel the quote is suggesting that once the pioneers of any art disagree with how their art should be represented then it has lost its original appeal and what the originality stood for. Is this the case for Hip Hop? Rose (1994) in her suggestions states that the commercialisation of Hip Hop culture in the late 1990’s by corporate recording labels were responsible for the corruption in Hip Hop culture. ‘Hip-hop artists who promote positive values often have trouble getting record deals, while those rappers who reinforce media images of commodified sex and wanton violence dominate the commercial airwaves’. Conyers, J. (2001, P. 215). 
Artists who sample music to use into their own works have always been under criticism. In a chapter written by Daphne Keller in Miller (2008), she reveals that despite music being well acknowledged as sample based in this age, the law still views creative expression as private property. Keller informs us that in the first US sampling case in 1991, a Hip Hop artist by the name of Marcel Hall (Biz Markie) was held liable for infringing copyright of a song by Gilbert O’Sullivan, the judge by the name of Kevin Duffy in charge of the case stated in the opening line of his opinion ‘thou shall not steal’, even though Hall was asking to licence the sample in question. Keller goes on to say that the law does not have to work this way by putting creative expression in the same category as property ownership. According to Lindenbaum the system of copyright does not represent the creation of music correctly as it considers creating music as an original act and fails to see it as an event in culture and tradition. ‘Rap is African-American folk music and depends on appropriation and building on previous music just like traditional American folk and blues. Questions of copyright for hip-hip developed not when the form originated, but as rap sales had become strong enough to make legal action profitable’.  Lindenbaum, J. (1999, P. 15). ‘The legal implications of sampling has created a subsidiary industry within rap, fattening the pockets of lawyers, older artists, defunct labels, and sample clearinghouses, who conduct the actual busywork of acquiring rights and negotiating fees. Fernando (1995. P, 242). Copyright issues are of a complex matter and many artists which may belong to any certain main or sub culture of music may feel offended and not always appreciate their music being sampled and being in twined into another sound or culture. However, some cases of music sampling can be of a more positive experience and of benefit to the sampled artist whose music could be revived or re-recognised due to being sampled also leading to substantial amounts of revenue being earned. An example was a song recreated called ‘Its like that’ with the use of samples from the group Run DMC in 1996 by a DJ called Jason Nevins. The song became popular worldwide earning Run DMC large amounts of revenue plus a re-launch in career prospects. 
Hip Hop in the earlier period was troubled by the issues concerning performance, as usually there were no musicians involved. In the pioneering days it was not much of an issue as vinyl records by inspirational artists were ‘beat juggled’ in order to keep the beat running for the vocalist to rap or sing to. As sampling was introduced artists may have had to perform to a running tape of their music, which might have been a dull experience for any audience. Only artists who had record deals had their music on vinyl for their DJ to be able to manipulate the music live on turntables for a more engaging and exciting experience while performing. ‘The idea of using turntables as sound generating devises in larger musical performances is actually far older than this, having been pioneered by the avant-garde composer John Cage (1939) and, during the 1940’s the father of musique concréte Pierre Schaeffer’. Hodgkinson (1987) Cited in Faulkner, P. (2003. P, 9). The use of commercial samplers are now being used in performance for contemporary compositions by the likes of Francois-Bernard Mâche and Michel Waisvisz who in his ‘The Voice Catcher from Steim’ (1994) had used a sampler in his performance to process sounds from his audience in real time. Davis (1996). Issues in performance for Hip Hop or any other sampling artists have become less with innovations in technology making even CD players able to ‘scratch’ music, Davis (1996), even though ‘CD players were simply not compatible with the practices and techniques that constituted the turntablist’s art’. Faulkner, P. (2003. P, 11). The innovative ‘Final Scratch’ by Stanton and Native Instruments is a software/hardware application which has enabled artists to manipulate any digitally formatted sound with pre-coded vinyl records using any turntable and laptop, so that ultimately it feels like you have a vinyl record that consists of any sound you desire. In recent times many new innovative type of applications have proved to become very popular amongst many performing dj’s enabling to enhance their performances for a more engaging and dynamic experience for their audiences.

The sampling of music requires a great amount of skill from the searching to the detailed listening, which takes many years to develop to a high level of practise. I personally consider sampling music to be an art form, the technique is similar to creating a visual collage, assembling fragmented sounds maybe from different time periods in unexpected juxtapositions. Genres of music that sample music as a foundation to their musical system have I presume a similar set of ethics to that of the Hip Hop system. These Similarities are evident in the creation period of certain genres. More ideas are being generated alongside technological innovations, creating more genres within genres, this to me is the excitement in the process. Marlon Williams was practicing similar techniques to that of Pierre Schaeffer but within a different context and with the use of different technologies of its time. Sampling music is similar to being inspired by a composition and then creating a new composition based on the source of inspiration. ‘Human culture is always derivative, and music perhaps especially so. We hear music, process it, reconfigure it, and then create something derivative but new- Rodgers and Hammerstein’s “My favourite things” becomes a John Coltrane classic.’ Keller in Miller (2008. P, 135). The practice of sampling music is becoming more acceptable to music academics in recent times and being seen as more of a creative expression. Technology and innovation is encouraging more composers to use sampling techniques, for some musicians it is a tool to enable musical expression and an enhancement of their learning with the use of skills such as detailed listening. I feel that the ethics and morals in any musical system should remain with the ability to be flexible within appropriate and justified reason in order to sustain respect and dignity for its artform. 
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