
 

Curatorial > VARIATIONS  
 
With this section, RWM continues a line of programmes 
devoted to exploring the complex map of sound art from 
different points of view organised in curatorial series.  
 
'Variation' is the formal term for a musical composition based 
on a previous musical work, and many of those traditional 
methods (changing the key, meter, rhythm, harmonies or 
tempi of a piece) are used in much the same manner today 
by sampling musicians. But the practice of sampling is more 
than a simple modernization or expansion of the number of 
options available to those who seek their inspiration in the 
refinement of previous composition. The history of this music 
traces nearly as far back as the advent of recording, and its 
emergence and development mirrors the increasingly self-
conscious relationship of society to its experience of music. 
Starting with the precedents achieved by Charles Ives and 
John Cage, VARIATIONS will present an overview of the major 
landmarks in Sampling Music, following examples in 
twentieth century composition, folk art and commercial 
media through to the meeting of all those threads in the 
present day.  
 
Curated by Jon Leidecker.  
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Jon Leidecker was born in 1970 in Washington D.C. to two 
physicists. Since 1990 he has performed appropriative 
collage music under the psuedonym Wobbly, aiming for 
extended narratives spun from spontaneous yet coherent 
multi-sample polyphony. Selected recent works are freely 
available online. http://detritus.net/wobbly/ 
 
 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

VARIATIONS #4  

The Explosion 
 
The late seventies saw the experimental tradition of collage continue in the form 
of industrial music and the cassette underground. But it took the sudden 
emergence of hip-hop culture for collage to make inroads towards the form of 
popular music, as DJs in the Bronx developed the mixer and the turntable into 
performative musical instruments for the stage. At the same time, academic and 
commercial firms brought a new and steadily more affordable device to the 
marketplace: a keyboard based, computer controlled instrument that came to be 
known as the Digital Sampler. Separate threads from different cultural 
backgrounds, traced as they rise to converge. 

 
01. Transcript 
 
Hello. This is Jon Leidecker, and welcome to the fourth episode of VARIATIONS, 
tracing the history of appropriative collage in music.   
 
Bricolage is a term that describes the practice of recycling discarded detritus into 
useful tools, or even works of art. But as the twentieh century progressed, another 
word was coined to define the purpose of collage within a more provocative 
agenda. 
 
In their 1956 article 'A User's Guide to Detournement', Guy Debord and Gil 
Wolman argued that in the age of mass media, art had ceased to be a respectable 
habit. Fine art and entertainment both served the purposes of propaganda and 
distraction. In creativity, the notion of personal property had become an obstacle, 
a dangerous habit. Quoting the influential nineteenth century French author 
Lautréamont, Debord re-wrote that 'Plagiarism is necessary – progress implies it.  
It eliminates a false idea and replaces it with a real one.' So if art as self-
expression was dead, there was still individual creative work to be done in 
extracting and liberating the sublime from within the mindless spectacle 
endlessly generated by the machine of industrial culture.   
 
In the same decade, Brion Gysin and William S. Burroughs began experimenting 
with the cut-up method, cutting a written text into fragments, then reassembling 
the pieces in a new order. They noticed the new meanings that would be liberated 
from the writing, everything the author had meant to say but hadn't. Applying 
these same experiments to sound recordings, Burroughs began to see the tape-
recorder as a means of resistance – by cutting into tapes of the authoritative 
voices of the mass media, you revealed the simple formula of their power – 
anything that you record, you can re-edit. The cut-up sliced existing control lines, 
and established new ones. In his article 'The Electronic Revolution' he notes that 
playing back recordings of riots and gunfire in public had the power to provoke 
actual riot situations.  
 
For most people the seventies were a quiet retreat from the cultural ideals 
glimpsed in the sixties, but for a few, resistance continued and found a shape in 
early industrial music. Throbbing Gristle added found sounds to their mixes, and 
released Burroughs' early tape experiments on their label, while clips of late night 
television and radio shows float their way across the electronic mixes of other 
early industrial bands such as Cabaret Voltaire.  
 
So, detournment is a useful way to trace the direct line of influence from early 
Dada to Burroughs as their ideas made their way into the industrial underground.  
But it would take a distinctly different creative practice for collage music to 
finally cross over into the mainstream, one practiced by people largely 
unrepresented in the canon of western art music. In Manhattan, discos were 
about keeping the beat smooth, an endless dancefloor metronome. When the 
mixing equipment used in discos began to make it over the river for schoolyard 
and block parties in the Bronx, the breaks stayed long, but the music got rougher.  
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[Grandmaster Flash 'The Adventures of Grandmaster Flash on the Wheels of 
Steel', 1981] 
 

 
[David Byrne and Brian Eno] 
 
 
 

    
When DJ Kool Herc named his primary influence as 'The People's Choice', his 
experimentation and innovation not rising from any rarified art tradition but rather 
in response to the volatile streets on which those block parties were thrown, 
where the sounds coming out of the speaker could make the difference between 
celebration and violence. Afrika Bambaataa, ambassador of culture, widened the 
range of music, from Isaac Hayes and deep sixties soul to sudden loops of drum 
breaks from The Monkees and The Rolling Stones, connecting Kraftwerk to 
Olatunji's 'Drums of Passion' and The Pink Panther theme. These block parties 
felt global. And Grandmaster Flash expanded and refined the vocabulary of DJ 
technique, from punch phrasing, small blasts of sound from one record while 
another played through, to clock spins, spinning the same short drums break 
back and forth across two turntables to extend two bars of music out into entire 
compositions. Grand Wizard Theodore is credited with the invention of scratching, 
simply leaving the needle in the groove to sound as the record is whipped 
rhythmically back and forth. But that was the sound every DJ heard on their 
headphones in queue, and Flash and others refined that raw sound into a voice. 
At early gigs, Flash was doing so much to the records that people would stop 
dancing, and start staring – the DJ was now commanding the same amount of 
attention that jazz audiences would devote to a drummer burning through his 
solo. So, while disco culture slowly moved the DJ back into a glass booth like a 
distant air traffic controller, across the river the DJ had evolved into a stage 
musician, an instrumentalist. This was live music, distributed almost entirely on 
cassette. It took until 1981 for Flash to cut a record that crammed his 
inventions, a new expanded vocabulary of DJing, into one seven minute track.  
Live on three turntables, one of the earliest singles to be made entirely out of 
other records, this is 'The Adventures of Grandmaster Flash on the Wheels of 
Steel'.  
 

[Grandmaster Flash 'The Adventures of Grandmaster Flash on the Wheels of Steel', 
1981] 

 
The early years of hip-hop may have turned the turntable into a live instrument, 
but when groups finally started making it into the studio to record, it is 
remarkable to realize how many of them left the turntables at home. The hallmark 
songs 'Rappers Delight' and 'Planet Rock' – those are re-recordings of Chic and 
Kraftwerk, performed by studio musicians, not samples of the original records.  
Instead of rapping over looped breaks, spun by DJs, MCs found themselves 
starting from scratch with synths and drum machines. Apart from 'Wheels of 
Steel', Grandmaster Flash's skills are left undocumented by nearly all the records 
he put his name to in the early eighties. Of course certain kinds of live music are 
inherently hard to capture in the studio, but you can nearly hear the invisible 
voice telling these new musicians that using records to record new records was 
something one just didn't do – a mirror too many.  So to hear early hip-hop in its 
original form as collage, you have to go to lo-fi bootlegs like Flash & the Furious 
Four 'Live at the Audubon Ballroom', Bambaataa's 'Death Mix', 'Live Convention 
82', the original soundtrack to the film Wild Style or airchecks of the World 
Famous Supreme Team's radio show. 
 
So in 1979, some of the most interesting live music was found in clubs and 
discos as DJs used records as ingredients in extended mixes. Producer Brian Eno 
and vocalist David Byrne applied these techniques to their own instrumentals, 
and instead of adding their own vocals, began mixing in albums of third world 
folk music and rants taped off of late night talk radio and television. It took an 
extra year for their record label to legally clear the samples, and in 1981 the first 
album entirely composed from unwitting lead vocalists collaged from other media 
emerged, My Life in the Bush of Ghosts.  
 

[David Byrne & Brian Eno 'Regiment', 1981] 
 
Byrne noted that this process challenged the idea of music as an individual's 
expression. Observing that often he was just as much a surprised audience to his 
own music as anyone else, he was amazed at how collage underlined this process 
and took it a step further – the emotions are of course, still real, but where does 
the author live, when the author is using someone else's voice? The role of the 
artist in collage is to move the pieces around until they seem to fall into place.  
And then, you have the opportunity to learn more about what that new place is 
like.   
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[William Burroughs and Brion Gysin] 

 

 
[Double Dee and Steinski] 

 
 
 
 

 
[David Byrne & Brian Eno 'Moonlight In Glory', 1981] 

 
Soon after the album's release, an Islamic organization in London contacted 
Byrne and Eno's record label to state that they considered one of the tracks on 
the album to be blasphemy: 'Qu'ran', which set a recording of the Islamic holy 
book over funk music. Byrne and Eno respectfully withdrew that track from future 
copies of the album in the UK, as well as the 2006 international CD reissue.  
 
Malcolm McLaren's calculating world music and hip-hop mashup album Duck 
Rock had a crossover hit in 'Buffalo Gals', but the real influence was carried 
forward by the 1982 remix EP D'ya Like Scratchin  – Trevor Horn's remixes spent 
less time on McLaren's singing, and more time on looping compositions out of the 
sounds of the World Famous Supreme Team's turntables. 
 

[Malcolm McLaren 'D'ya Like Scratchin' – Special Version', 1982] 
 
Two guys with day jobs in advertising, with access to a studio and a background 
in making smooth ad mixes at work, Double Dee & Steinski created 'The Payoff 
Mix' as a submission for a remix competition at Tommy Boy Records. Using the 
techniques of hip-hop to waltz through the history of twentieth century popular 
music, it was never released commercially, but you can hear its impact on the 
next generation of hip-hop and sampling records even now. Made with analog 
tape, razor blades, an 8-channel multitrack and a box of records, here's 1983's 
'Lesson One – The Payoff Mix'.    
 

[Double Dee & Steinski 'Lesson One – The Payoff Mix', 1983] 
 
Another bootleg-only 12" assembled by the Latin Rascals under the pseudonym 
Genius at Work, Big Apple Production Vol. II in 1984 was edited on tape with 
razor blades, rarely letting more than a single bar of any one song play through – 
familiar sounds, diced into short blasts. This was the most schizophrenic and 
relentless of any of these early bootleg mixes. 
 

[Latin Rascals (Big Apple Productions) 'Genius at Work', 1984] 
 
In the wake of records like these, the floodgates opened to an entire genre of 
countless bootleg Scratch Mix records. These anonymous, illegal 12" singles 
would cram just enough of the good parts from five to twenty hits onto one side. 
These were essentially medleys, but medleys assembled using the original 
recordings, and stitched together with scratching. DJs were finding hallmark 
samples that sounded particularly musical when jerked under the needle – half a 
second of a rhythm or a melody would provide the entire substance for a two 
minute solo. Fab Five Freddy's 'Change the Beat' has been sampled tens of 
thousands of times, though no one recognizes the tune. What everyone recognizes 
are the final three seconds after the music has ended. 
 

[B-Side / Fab Five Freddy 'Change the Beat', 1982] 
 

Fab Five Freddy through Vocoder:  'Ahhhhh, this stuff is really fresh'. 
 

Using 'Fresh' and what sounds like a guitar chord from AC/DC, scratching hit MTV 
and the Grammy Awards via Grandmixer D. St's performance on Herbie Hancock's 
'Rockit'. On tour with Hancock, D. St led into Rockit with five minute space 
music turntable solos.   
 
Of course, the history of the turntable as an instrument goes back decades, to 
John Cage's late thirties scores for ensemble and turntable. To Pierre Schaeffer's 
experiments with layering locked grooves in the late forties. To the sixties, when 
Milan Knížák began his Broken Music project exploring the sound of damaged 
vinyl, cutting albums into quarters and gluing them back together to create 
skipping rhythms out of different songs...  
 

[Milan Knížák 'Broken Music Composition No. 1', early sixties] 
 
…to experiments like the 1977 cassette Dennis Duck Goes Disco, a self-playing 
turntable left to play itself. But it took a completely different tradition for the 
turntable to cross over. DJ Kool Herc names his primary influence as 'the people's 
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[World's Famous Supreme Team] 
 

 
[Fairlight CMI] 

 
 

 
 

    
choice', from the street. A decade after the Civil Rights Movement, a minority 
traditionally denied any form of representation had been abandoned in the Bronx, 
and they responded with a completely new form of culture which over the next 
twenty years would come to completely dominate Western Pop.   
 
In the meantime, the experimental tradition continued making its own progress.  
Playing in downtown Manhattan, often in the same galleries and sometimes the 
same bills as hip-hop DJs, Christian Marclay used the turntable towards far more 
abstract ends, juxtaposing a wider range of materials to explore the medium of 
vinyl as a producer of pure sound. As hyperkinetic as Grandmaster Flash, but 
operating far outside the expectations of the dancefloor.  
 

[Christian Marclay 'Jukebox Capriccio', 1985] 
 
In Germany, the free jazz duo Heiner Goebbels & Alfred 23 Harth moved beyond 
incorporating melodies from Bach and Eisler in their solos, and began improvising 
using tape recordings and found sounds. The 15 minute 'Peking Oper' collides 
the theater music of Chinese classical with German agitprop.  
 

[Heiner Goebbels & Alfred 23 Harth 'Peking Oper', 1984] 
 
In 1980 electronic music composer Charles Dodge took a recording from the first 
decade of the twentieh century by the tenor Enrico Caruso, the first international 
star of recorded music. Using a computer to layer and change the pitch of the 
original recording of into a chorus singing modern harmonies, 'Any Resemblance 
Is Purely Coincidental' was one of the first dedicated explorations of digital pitch-
shifting to compose new melodies out of a fixed recording of a previous one. 
Almost twenty years later, this technology would refine itself into pitch-correction 
software such as AutoTune and Melodyne, digital sampling used to correct or 
modify a singer's intonation. But listening to the original piece, we only hear a 
technological layer focusing our nostalgia back towards the earliest days of the 
medium of recording.   
 

[Charles Dodge 'Any Resemblance Is Purely Coincidental', 1980] 
 
In 1982, Daniel Steven Crafts released his album Soap Opera Suite / Snake Oil 
Symphony, the first side a cut-up of daytime television, the second side an 
abstracted collage from self-help and motivational speaking records. The liner 
notes mention the 'increasingly popular technique' of using found sound, but his 
record is less about drastic transformations of the source materials into 
traditional music, than using the simplest of edits to create conversations 
between people who have never met.  
 

[Daniel Steven Crafts 'Snake Oil Symphony – III', 1982] 
 
Composer Steve Moore composes symphonies using field recordings of 
environmental sound, but he extended his palette to contrast orchestral and 
choral music in his 1983 piece 'The Threshold of Liberty'.  
 

[Steve Moore 'The Threshold of Liberty', 1983] 
 
And quietly, only available through mail-order, in the early eighties word slowly 
began getting out about a series of cassettes being produced in Canada. Being 
sent out from the Mystery Labs to one home at a time were the Mystery Tapes.  
 

[John Oswald / Mystery Labs 'WX Part 2', 1983] 
 
But more on the man behind those, next episode, because only now, over three 
hours into this series, can we begin to use the word 'sampling' with any accuracy, 
that is to say – as a verb to describe the use of the new musical instrument that 
emerged in seventies and was slowly making its way into various music studios, 
the Digital Sampler.   

 
['Fairlight CMI Demonstration Tape', 1983]  

 
Fairlight Demo Tape Narrator: 'This recording is an introduction to the Fairlight 
Computer Musical Instrument'. 
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[Synclavier 9600] 

 

 
[The Art of Noise, 1986] 

    
'The CMI can be used to either digitally synthesize new sounds, or accurately 
perform acoustic and natural sounds, which are digitally memorized directly from 
a microphone or tape. The CMI digitizes the sound, turning it into thousands of 
numbers, which describe its whole waveform. The CMI can then play the sound 
back at any pitch, modify it, and even combine it with other synthesized or 
sampled sounds. Once a sound has been created, it can be saved on floppy disc 
for later use. Take a versatile musician, a CMI, and a multitrack recorder, and you 
really do have a one man band'.   
 
Following in the footsteps of the Chamberlin and the Mellotron, which used 
magnetic tape recordings for each note, and the later Orchestron and Optigan, 
which used optical soundtracks stored on plastic discs, the new instruments 
stored their recordings digitally as waveforms, and featured computer interfaces 
allowing the user to manipulate and transform them in ways that went far beyond 
what was possible with tape alone. At Dartmouth, Jon Appleton's 1975 
prototypes lead to the Synclavier, the 'tapeless studio', though at a list price of 
$200,000, few made it outside the universities. In 1979, Tony Furse in Australia 
introduced the Fairlight CMI at $30,000, and by 1982 California's E-mu Systems 
was selling their Emulator for $8,000.  
 
The initial marketing campaign for early samplers promised users the ability to 
cheaply simulate any acoustic instrument. If you could play the keyboard, now 
you could ostensibly play the entire orchestra. But pioneering records by Kate 
Bush and Peter Gabriel immediately explored the sampler's ability to extend the 
promise of Musique Concrète, creating rhythms and melodies from explosions, 
sound effects and industrial noise. The Fairlight had a monitor, a light pen 
interface and a visual sequencer called Page R allowing the user to easily build 
loops out of their sounds. Designed to simulate the acoustic instruments of the 
past, it quickly became a way to hear the acoustically impossible.  
 

[Nu Shooz 'I Can't Wait', 1985] 
[Aleem 'Release Yourself', 1984] 

[Lisa Lisa & Cult Jam 'I Wonder If I Take You Home', 1984] 
 
Cosmic synthesist Jean-Michel Jarre had studied with Musique Concrète creator 
Pierre Schaeffer as a music student. His purchase of a Fairlight was an 
opportunity to get back to his Musique Concrète roots. Fragmenting all of the 
world's languages into a rhythmic tower, this is 'Zoolook' from 1984.  
 

[Jean-Michel Jarre 'Zoolook', 1984] 
 
Founding member of the Japanese techno band Yellow Magic Orchestra, Ryuichi 
Sakamoto took a similar tack in his 1985 album Esperanto, applying hard digital 
edits to fuse language and world music samples together.  
 

[Ryuichi Sakamoto 'A 'Wongga' Dance Song', 1985] 
 
Building on their remix work on Malcolm McLaren's 'D'ya Like Scratchin', The Art 
of Noise found inspiration and a band name in the revolutionary new music 
manifesto written by Futurist Luigi Russolo in 1917, imagining industrial noises 
deployed for musical use. Mapping engine noises, coughing, explosions and 
fragments of old hit parade tunes across their Fairlight keyboard, the Art of Noise 
formally turned Russolo's experiment into pop chart hits.  
 

[The Art of Noise 'Beat Box', 1984] 
 
Most people were careful not to sample other records. The new instrument was 
meant to be used to deploy recordings users made themselves, and not to 
reference or transform familiar ones. But it was only a matter of time before 
people began using the sampler not just with their own sounds, but their favorite 
sounds, distinctive sounds by others which couldn't be made in any other way, 
sounds which still had too much life in them to stay locked up on one record.  
 

[Herbie Hancock 'Metal Beat', 1984] 
 

Probably the earliest musician to use digital sampling in a live context was Paul  
DeMarinis. In 1975, while working for Buchla Associates, he modified a small 
digital delay unit to allow the user to freeze the sample as well as pitch it up and 
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[Jon Hassell Aka Darbari Java, 1983] 
 
 

    
down. In recordings and concerts with Robert Ashley, David Tudor and David 
Behrman, he sampled the vocals and instruments played by the other performers 
in real time, instantly reflecting tiny looped slivers of their own sounds back at 
them. 

  
[Robert Ashley with Paul DeMarinis 'What She Thinks (It's History)', 1976] 

    
The same basic idea soon turned up in late seventies commercial gear like the 
Marshall Time Modulator, the Eventide Factory, the AMS DMX 15-80 and the 
Lexicon Prime Time. These too were samplers designed as delay and reverb units, 
but which allowed the user to capture and hold loops of their own playing, 
allowing them to turn a solo into a duet. In the late seventies, Jon Hassell used 
the Lexicon in concert and on his groundbreaking Fourth World albums, which 
saw technology as a way to bridge modern and ancient musical cultures together. 
To quote the liner notes from his 1983 album Aka Darbari Java: 'A trumpet traces 
the motifs of the Indian raga Darbari over Senegalese drumming recorded in Paris 
and a background mosaic of frozen moments taken from an exotic Hollywood 
orchestration of the fifties, a sonic texture like a 'Mona Lisa', which, in close up, 
reveals itself to be made out of tiny reproductions of the Taj Mahal.'  
 

[Jon Hassell 'Empire IV', 1983] 
 
One of the most active and accomplished early practitioners of live sampling was 
Carl Stone. Playing live with a turntable or cassette deck, and the powerful 
Publison delay, Stone captured and mulched world music and classic Motown 
songs into shapes and rhythms he responded to in real time as he heard them.  
Here is 'Shibucho', performed in real time in the year 1984.  
 

[Carl Stone 'Shibucho', 1984] 
 
Taking a similar approach was Nicolas Collins. A live piece for three circuit-bent 
Electro-Harmonix loop samplers, their inputs fed by live radio broadcasts, here's 
'Devil's Music' from 1985.  
 

[Nicolas Collins 'Devil's Music', 1985] 
 
In 1985, I was 15, and had already bought many of the records that I've been 
playing this episode. One night, while channel surfing for new music, I hit a 
liminal spot on the radio dial, tuning into two stations at once, both songs playing 
together, a magic accident. But within twenty seconds I realized there were 
actually about four or five different sounds going on, including instruments being 
played live in the studio on top of the recordings. An open mic in the studio, near 
the mixing board, captured the mixer's performance: the sound of switches as the 
turntables were flipped on and off, tapes being started and stopped. And only 
after the sound of someone hanging up the phone, did I realized that one of the 
guitarists had actually been a caller, playing along with the mix at home. I had 
accidentally tuned into Negativland's weekly radio show Over the Edge.   
 

[Negativland, 'Over the Edge: Easter War Show', 1985] 
[Negativland, 'Over the Edge: Cadillac', 1980] 

 
In an age where all my favorite pop records were already clearly electronic, studio 
based music, I'd noticed that many live bands couldn't compete with the studio 
versions of their songs. And here was a solution for how to play live in the age of 
the studio – you learn how to improvise with recorded sounds.  
 

[Negativland 'Over the Edge, Credits', 1980] 
 
Don Joyce, 1980: 'Over the Edge, yes, I'm Don Joyce and tonight Over the Edge 
has brought you Negativland, here in the studio, live. All of them. What it's been 
is four tape decks, three turntables, three cart players, three cassette decks, and 
live mics, which include the Booper, an invention of David Wills, which is 
indescribable, so I won't. A muson, which costs about $4.95, somewhere or 
other, a clarinet, a viola, guitars, sax, that's about it, various noisemakers'.   
 
Richard Lyons: 'And David played the guitar'.  
 
David Wills: 'No!' 
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[Negativland] 
 

 
[Marshall Time Modulator] 
 
 

 
Don Joyce: 'You may have heard of Brian Eno's dictum that the studio is a 
compositional tool.  Well, we support that, we agree with that, we're behind that 
one hundred percent, right?  Right!  But we don't have a recording studio, we 
have a radio station. So: use live radio as a compositional tool'. 
 
Negativland was founded in California's Contra Costa county in 1979, influenced 
by industrial music and found sound collage. 1983's A Big 10-8 Place is their 
masterpiece, a portrait of life in the soulless American suburb created with 
samples of the advertisements that depict it as a paradise, ground together with 
the noises of what it's actually like to live there. Side one tells the story of a 
family moving to Contra-Costa, and side two tells you how to get there yourself.  
 

[Negativland 'A Big 10-8 Place Part One', 1983] 
 
After that album, the music moved towards pop, as the spoken word cut-ups and 
collages began occupying the spot in the mix usually occupied by singing. The 
result was their underground breakthrough album Escape from Noise, released in 
1987. Assembled with razor blades and tape, Negativland's meticulous cut-ups 
are where the vocabulary of academic tape music finally found expression as 
something close to pop music, with a large if weird audience in mind.   
 

[Negativland 'Christianity Is Stupid', 1987] 
[Negativland 'Time Zones', 1987] 

 
By the mid-eighties, hip-hop was closing in on the national charts, and the long 
standing experimental tradition of collage as embodied by industrial music was 
moving closer to pop on its own terms. If these two threads took root in distinctly 
different cultural grounds, as collage they were in many ways responding to the 
same concerns. In 1965, the influential William Burroughs asked his audience in 
his essay 'The Invisible Generation': 'Who programs you / who decides what tapes 
play back in present time / you don't have to listen to that sound / you can 
program your own playback / cut the tapes into air / into thin air'. And in 1970, 
the infinitely sampled James Brown sang in 'Get Up, Get Into It, Get Involved': 
'You can be like a tape deck, you know / they can plug you in, say what they want 
you to say / don't let 'em do it / get involved'. At the roots, you can hear the exact 
same message that these two traditions have in common, as they inevitably rise 
to converge.  
 
I'm Jon Leidecker, and this has been the fourth episode of VARIATIONS. Thanks 
for listening.  
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