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Excerpt 1:

Stevie Wonder, “Living for the City,” Innervisions 
(1973)

sampled in

Usher, “Lil’ Freak,” Raymond v. Raymond (2010)
Produced by Polow da Don
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Usher, “Lil’ Freak” 
(2010), produced 
by Polow da Don
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His sister’s black, 
but she is sho’nuff pretty
Her skirt is short, 
but Lord her legs are sturdy…



Excerpt 2:

Melba Moore, “I Don’t Know No One Else to Turn 
To,” A Portrait of Melba (1977) (Example 5)

sampled in

Destiny’s Child, “Is She the Reason,” Destiny 
Fulfilled (2004) (Example 6)
Produced by 9th Wonder
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and political lyrics, because there is 
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Joseph Schloss, Making Beats: The Art of 
Sample-Based Hip-Hop (Wesleyan University 
Press, 2004), 23.
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Nas, “I Can” (2002), produced by Salaam Remi (example 8)
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Thank you !!

For my script, slides, and 
handout (with 
bibliography), scan this…

Thanks to Jon Wild, 
Nicole Biamonte, Ed 
Klorman, and Emily 
Leavitt



Example 5. Melba Moore, “I Don’t Know No One Else to Turn To” (1977), 
introduction.



Example 6. Destiny’s Child, “Is She the Reason” (2004), introduction



DJ Evil Dee

“Once you DJ … it’s like 
you automatically become a 
producer. When you take a 
record and you’re cuttin’ it 
up, when you’re blending it, 
that’s your interpretation of 
that record. You produced 
that interpretation of that 
record.” 

Quoted in Mark Katz, Groove Music: The Art and Culture 
of the Hip-Hop DJ (Oxford University Press, 2012), 122.
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MGMT, “Electric Feel,” JUSTICE remix


