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CASSETTES AND CREATIVITY

The Beatles' record producer CGeorge Mar-
tin once said, “Every third person I meet is
either a record producer or trying to
become one."™ It is just as likely that now
every third person is also releasing (realiz-
ing) their music on cassette tapes. Though
there exist mass media which can reach
more people at once, the cassatte’s extraar-
dinary rise to prominence among both
musicians and fans illustrates its suitahil-
ity for consumer and producer uges, What
follows is a briefhistor y of the cassette and

The

its use, along with some examples of
music recorded and released on cassettes,
Butbefore going any further, several terms
need to be defined,

The term Cassette Underground, as it
is used in this essay, refers to & vast inter-
national network of musicians and music
fans who create and consume music via
cassettes. They exist largely in oppesition
to the traditional music induskry not only
by virtue of their adoption of cassettes over
the vinyl recording, but alsoin their rejec-
tion of the musical values prevalent in
mainstream music. Cassettes allow musi-
cians to become the ultimate modern one-
man band—not only because casseties
allow easy access to multi-track recording,
but also because they are a mass medium
that allows individual contrel,

Casselte technology has quickly
empowerad those without access to tha
mass media. Middle Eastern revolution-
aries have long been aware of the power of
Cassettes for spreading propaganda. A
report in World Fress Review notas that
the significance and extent of [cassettes]
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became apparent for the first time in 1979 when cassette tapes
were the medium by which the Iranian revolution spread across
the country...Some of thase who have achieved stardom without
ever having their work off cially broadcast have becoma more
famous than artists whose work is presented on official radip and
television,

Likewise, cassettes have enabled followers of the Grateful
Dead (“Deadheads™) to pass amang them cassette copies of con-
certs, a "bootleg” recording industry that thrives in the U.S, and
abroad. The pirating of recordings is also a problem for record
companies: illegally copied tapes of a Michasl Jackson LP, neatly
peckaged, are available in Heng Kong for halfthe cost of the legit-
imate article. In both cases the implications for copyright are great.
The "home taping” controversy has raged in one form or another
(and one medium or another) for years, and is complicated by the
ease of use and low cost of cassette technology. A fellow named
Errol, in Negril, Jamaica, forinstance, makes a living from his cas-
sette recording studio. Errol makes cassettes of reggae music from
records he buys in Kingston and New York and sells them to
tourists,

assette

On a different level, hundreds, perhaps thousands, of small
“record”™ companies exist whase solp business iz releasing cas-
settes—usually containing music by one of the awners of the com-
pany. To call them companies usually presumes forethought on
the part of the ewners. Most such cassette-only labels start with no
thought whatsoever, They come into existence when a person,
usually a musician, records music that (s}he wants to release to the
public. By far the most convenient and inexpensive way is to
make cassettes of the music and sell/give them to friends, acquain-
tances, record stores, etc,

But itis not simply ease of production that makes cassettes the
key medium for independent (ron-major-label) music. Several other
reasons for the cassette’s prominence must be taken inlo account,

THE TAFE CARTRIDGE

Recording cariridges weare developed in 1930, but it was not until
RCA announced in 1958 that it had developed a tape cartridge that
would hold thirty minutes of sound and retail for about a dollar
mare than a stereo disc that the tape cartri dge gained widespread
use RCA's cartridge was the precursor to the 8-track cartridge
ﬁs!ve]l:lpr.‘d by Lear Jet and RCA. Although B-track tapes were mass-
produced in the 1660's and 1870°, they did not find aceeptance
among consumers. The B-track cartridge was bulky, unreliable, and
difficult to record with. A form of the 8-track cartridge became stan-
dard equipment for the radio ind ustry, for announcements, station
identifications, and advertisements
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The most widely accepted tape cartridge format to date, the
cassette, was introduced by the Philips company in 1964, To
ensure standardization of the cassetie format, Philips gave up the
manufacturing rights to anyone wanting to produce cassettes, pro-
vided they used Philips’ specifications. ™ By 1965, several com-
panies were making cassette recorders, and reviews ware favor-

Steve Jones

sble. High Fidelity mapazine wrote that *[a cassette recorder)
achieves real portability by using & miniature self-loading car-
tridge rather than by merely duplicating in condensed from the
basic design of larger, conventional machines...It is hard to imag-
ine how operation could be simpler."®

Cassettes were relatively inexpensive compared {o both LPs
and reel-to-reel tape recorders (a sixty-minute tape cost approxi-
mately $1.50 in 1968 *, and, as shown by the wide variety of peo-
ple reportedly using them, were easy to operate. Recording was
no longer solely in the domain of the hi-fi enthusiast. Business
Week called cassette decks a "music maker for the masses." The
sound guality was good, with mosl cassette decks able to repro-
duce frequencies from 50 to 10,000 Hz." In 1968, the Dolhy noise
reduction system was adapted for use with casseties, reducing
tape hiss and improving dynamic range.

The rapid acceptance of cassettes prompled concern from
record companies that the phonograph may be doomed. Business
Week noticed the reason:

The teen-ager, the major markel for recorded music, no longer
has to thread @ tape through a bulky and eostly plece of equipment

in his living room to make bis own music. Instead, he can snap a

blank cassetie (cost: about 52 versus $6 for & prerecorded one) into

his tiny poriable recorder..end copy two hours of music."™

What Business Week left oul of its article was that the cas-
sette could be played in the car, which was essentially home to
many teenagers. The same article quotes an executive of RCA's
record division as saying, "there are indications thal cassette sales
have adversely affected record sales.” " Cassette decks far outsold
other tape recorders by 1970.

Records were still cheapgr o mass prnﬂ veethan prc-mcmd ed
cassettes, and since cassettes were duplicated at high speeds, their
guality was at best variable compared with records. High Fidelity
noted in 1969 that they “doubt [records] will be displaced, except
possibly by some fantastic technological breakthrough which—ifit
occurs—will make all present forms of recorded material ohso-
lete.""* That breakthrough may have occurred with the compact
disc, The breakthrough that made casseties the medium of inde-
pendent music was the advent of home recording,

HOME RECORDING

Though recording on vinyl was cumbersome, il was possible to
build & small home phonograph studie, provided one could afford
it. Tape recording, however, anabled home recording studios to
flourish. The low price of tape coupled with its reusability made
it the perfect medium for those who wanted to build small studios
in their basements. More imporiant, multi-track recording’s over-

dubbing capabilities made it an ideal
medium for the solo musician, Home
recording equipment became to music
what the single-lens reflex camera was to
photography: a means for & mass audi-
ence lo pursue mass production.

The home uses of tape recording had
been recognized from the start. In 1855,
Musical American extolled its benefits:

While tape’s Inharent qualllies rec-
ommend il highly as & playing medium,
the tape recorder. a5 15 name (mplies,
gllows the musician.. to...meke bis own
recordings... You do not need io be an
expert o make a fine tape recording...

One versatile instramentalist who plays

fourteen different instruments used tape

io make his dream of heing & one-man
band come true,

Home recording got a boost in the
1870's when 4-track open-reel tape decks
became affordable. But it got its biggest
boost in the late 1970's and early 1980's,
when 4-track cassette decks with built-in
mixing boards were offered by Tascam
and Fostex.

The 4-track cpen-regl deck became
popular for home recording during the
1970's. According lo anarticle in Papulor
Electronics magazine, “reasonably good
4-channel decks [sold] for around 5600
and up."™ The article's author discov-
ered their popularity when he noticed
that electronics dealers were offering
mixing boards, microphones, and noise
reduction units in addition to the more
conventional products such as tuners,
amplifiers, and cassette decks. His con-
clusion was that 4-track tape decks “are
forming the basis of thousands of ‘home
recording studios’ often capable of turn-
ing out master tapes that rival some of the
products made by prefessional stu-
dios."™ Many 4-track tape decks became
affordeble when the bottom dropped oul
ofthe quadrophonic high-fdelity market

In April, 1977, the fizst “Multi-
Track Expo" was held in Los Angeles.
Home recording had become a recogniz-
able industry, and the home recordist an
identifiable market for manufacturers.
The exposition, which drew 4,500 reg-
istered participants, featured work-
shops like “The Musician's Home 5Stu.
dio,” and included exhibitors that had
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"I'nrmerly [been) regarded as ‘for professiona)s only, ™us
& marketing of home recording equipment w

deck alone does ot make a studio, Bryce Springsteen’s Nebroska

Was recorded on g Cassette multi-track machina, oslensibly
because Springstesn wanted to record g “pure” album (as did tha
punks), His 1ecord, however, had the benefit of 4 pProfessional
recording engineer Operating the deck, along with J‘.u'gh-quﬂJIl;r
microphones and other equipment. The appeai is nonethaless
great, becayse according to the ad, “jie obwvi

ious that ‘Paying vour
dues in the studio’ can he 3 Prohibitively Expensive proposition
Pionear's appeal is twofold, and is typical urmostmarkerjng

of home recording Equipment. First, manufacturers appeal to the
musician's i N mare about “hpw s sound truly ‘pro.
al recordings are the key to
d more impertant to the discussion g hand,
i B85 notion of “paying one’s
rewiard and garning one's
diction between having a
B musician; an investmaont of 4
hasr:nnuughnqu:pmentfurq-trar:i-:
itcomes ime to pay ona's duca.pﬂ_‘r-
ent of credir, “Paying your dugs *
ating it out night aftpr night in live
¥ bars or nightelubs, has suddenly
the basement, bedroom, ar garage

rtisement takes this theme one step fur
" the headling reags. The text ofthe
XMulti-Track Recn rder/Mixer,
You can layer your recording just as ¥ou would in g real Studin—one
trackalatime_ 5q ifyou've begn wondering where ¥ou're going to get
our first big break in MUSIE, now you know, At home, min
Rock producer Tony Viscontj rightly recognizes home
recording as an alternative tg liyve Performance-

I'm amazed at the bigh quality of the la2pes people arg bringing
me. What's mers, 2 Jng of the bettor material has comea from home
studios in England,, | balieve that with the reduction in the number of
live venues, Peopla are eregr M8 50me of the bas music around In theie
ewm homes in the form of beme demgg e

Mare than anything elss, home recording techng) ogy has
ﬂﬂ]g'a_zm enabled artists 1o Capture musical ideas on the Spur of the momeny,

in the form of dem tapes. Tascam Corporation’s David Oren noted:
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me was “unless we had the poriastudios we would not beabla o cap-

ture the dynamics of the momen! when a piece |5 crealad.” Bobby

said he's woken up a number of times in the morning end found bis
portasiudio on. He had woken up in the middle of the night, had an
idea, lurmed it on and gone for il, and gone back 1o sleap. [ know it's

a far-oul example, but had it not been for something as small, com-

pact, and easy to use & a pontestudio, Bobby would not have cap-

tured the sounds that he heard in bls bead—and that’s really what
everyone wants 1o be able 1o do: capturs the sound you hear in your
baad with the dynamics of the moment.

The boys always carried & portastudio sround with them for
demos, and @ bag of cassette tapes, and a little book that told you on
what tape at what counter numbaer you could find s piece of
music._They went into & major 24-track studic here to do an album
thres years ago, and after ach take they'd play back their portast udio
tape and see if they could get the dynamics and realism of that tape,
because that's whal they’re shooting for. Ultimately It wound up thal
the portastudio tracks weni on the album.”

Terms like “dynamics” and “realism” that were once used to
set aside live performance as something special are now used as
readily in the recording industry to differentiate recording meth-
ods. The pop music industry is thus still very much attuned to live
performance standards, if not methods.

During the early 1980°s, many records were released by rock
“groups” of one or two people. Gary Numan, Soft Cell, The The.
and others relied on multi-track recording to create their music.
Spme artists, like Peter Brown, recorded hit singles and LPs in
their bedrooms. In a poignant reversal of the typical "I owe it all
tomy manager/wife/ete.” dedication, Brown writes:

1 was an art student living outside of Chicago,and 1 su pporied
my musical habit by working esenard slore clark and a garbageman,
among other odds and ends. Today, I've had four hit singles and a
gold album [Fantasy Love Affair) on TK Records, and I've per-
formed for about a quarter of a million people, not including TV
audiences. And 1 owe it all to my bedroom Inmy parents’suburban
ranch bouse. ™
The 4-track cassette decks introduced by Tascam and Fostex

in 1980 created an unprecedented interest in home recording.
The decks, priced at 51,300, were portable, built into their own
small mixing console; they could bounce tracks, used inexpen-
sive cassette tape, and needed only a microphone or cable
plugged into a channel to tecord. The editing capabilities ware
limited, since cassette tape is thin and difficult to splice, but low
cost and portability more than made up lor that drawback. In
1085 Fostex released an 8-track open-reel tape deck that recorded
on 1/4-inch tape™' and several months later Tascam followed
with its own 8-track complete with mixing board. A host of other
manufacturers have joined in making cassette and open-reel
decks for home recording, including Yemaha, Akai, Ross, and
Audio-Technica. An 8-track cassette deck was ymtroduced by Tas-
gam in March, 1988,

1t must be emphasized that the availability of the 4-track and
other decks for home recording was not in itself sufficient to cre-
aie the tremendous demand for equipment. Several othar factors
were involved. First, electronic instruments such as drum

machines and synthesizers had been
developed to & point where they too weore
both inexpensive and small enough to
place in one’s bedroom. Second, the inte-
grated circuit made possible the reduc-
tion in size of most recording equipment
while increasing its reliability. Third, as
most recording equipment is manufac-
tured in Japan, fluctuations in the value
of the Japanese yen and the American
dollar meant that at certain times equip-
ment would be priced very favorably.

THE CASSETTE AND
HOME RECORDING

Home recording’s popularity is attested
to by the number of books and magazines
on the subject that have been published
since the late 1970's. Periodicals such as
Music Technology, Electronic Musician,
Cosmo, end many others contain useful
information for the home recordist. But
perhaps better lestimony to its impact is
the number of home recordings released
in the past several years. Underground
music magazines like Sound Choice and
Option regularly review hundreds of
records and tapes created in basements,
living rooms, and bedrooms.

Jon Pareles, writing in The New
York Times, identified & “cassette under-
ground” brought about by “affordable
music technology, especially the advent
of inexpensive multi-track recorders.™
Pareles quotes Scott Becker, Option’s
publisher, as saying “we get fifty lo sev-
enty-five cassattes every month, from all
over.® Becker's emphasis is on casseties
{he does not mention records) and most
home-recorded music that reaches the
gars of the public does so by means of cas-
sette, Though several natlonal cassctie-
only distributors exist, most independent
music cassettes are purchased vih mail
prder. Independent music magazines
usually publish add resses along with cas-
selle TEVIEW S,

Saveral of the larger cassette labels,
such as Sound of Pig, Touch, Office, and
Trance Port swap artists and release com
pilation tapes regularly, and a network of
cassette artists ig well established among
independent musicians. Groups with
names like Big City Orchestra, F/i, Hate,
The Arms of Someone New, Toxic Pussy,
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and If, Bwana have cassettas regularly
reviewed in independent music maga-
zines whose readership ranges from sev-
eral dozen to several thousand, The music
these (and other) groups release ranges
from new age to hardcore, from pure pop
to pure punk, College radia stations, tra-
ditionally cpen to non-mainstream
music, often play cassettes. Somae, like
Northwestarn University's WNUR, have

shows specifically designed to shawcase
new cassetie releases.

Some of the Eroups who began
recording on cassette have achieved some
prominence in popular music, Members
of Romeo Void, for instance, are stil]
actively involved in producing cassette
releases. Craig O'Donnell, formerly of the
Sclentific Americans, swears by his Fos-
tex X-15 4-track recarder. Many musicians
use 4-track recorders as compositional
aids, to “jot down"” ideas, s

Inexpensive cassettes and cassetle
decks [especially double, “dubbing® eas-
sette decks) allow for individual control of
the means of production, If an order
comes in, the label can dub a cassette and
send it out; there is no need to keepalarge
inventory on hand. Mare imporiantly,
since cassettes can be dubbed individy.
ally, unlike records, there is no need to
spend a large amount of money manufac-
turing a thousand or more copies. And the
small size and weight of caceettes makes
them ideally suited for mailing and there-
fore for easy distribution,

T TR,

CASSETTES AND COPYRIGHT

The ease of cassette production is ultimately responsible for the
conflicts between consumers, musicians, and a recording indus-
try built upon exploitation of copyright. The biggest and most
recent controversy over copyright concerns home taping of
records and compact dises. Though beginning in the late 1970%s,
when the recording industry's sales slumped., it has takeq on altp-
gether new meanings with the development of digital recording,

The late 1870's found record companies no longer enjoying
steady, predictable sales, oharing the blame with depressed econ-
omy and a stagnant musical climate was home taping of music. Con-
cemed that home taping was cutting into record sales, the recording
industry began runni ng advertisements denounci ng home taping as
theft, and Pursuing the 1.5, Congress te amend copyright laws, Home

taping. the industry reasoned, is copyright infringement.

Little came of these lobbying efforts, however. In the garly
1980's, several home electronics manufacturers began marketing
dubbing cassette decks, which enable cassette duplication with
just one machine, The recording industry {in the form of the
Recording Industry Association of America, Inc.—the RIAA)
again unsuccessfully lobbied Congress, this time for a tax on dub-
bing decks. The reasoning was the same as with home taping, but
the industry went slightly further in their demands. They origi-
nally called for a tax on both single and dubbing cassette decks,
with money collected to be distributed to recording artists. The
Pay scale the industry suggested virtually mirrored the top record
charts. since presumably those artists with the highest record sales
would also have their recardings copied maost,

A bill was presented beforethe U5, House of Representatives
in 1985' that proposed a tax on blank tape and tape recorders,
Known as the Home Audin Recording Act, the bill included a
penny-per-minute tax on blank tape, a tax of ten percent of the
retail cost on tape recorders, and a tax of twenty-five parcent of the
retail cost on dubbing tape decks, Maoney collected was to ba
divided among record companies and distributed to copyrighi
ownars, but no mechanism of distribution was established,
Although the law was to exempt Individuals taping their own
records. amateur musicians, and others wha were purchasing tape
recorders for their own musical use, there was no mention of how
subsequent use would be determined at the time of purchase, The
bill, thaugh at one time tenuously connected to the Parents’ Music
Resource Center record-rating issue, was not passed by Congress,
The Washington Post reported in September, 1986, that the RIAA
was moving its headguarters 1o Washington, D.C., to better lobby
Congress for taping bills and to Pursue another legislative avenue,
source licensing for film and television music,™ (Source licensing
is primarily concerned with residual payments for composers
whese music is broadcast on television, )

It would be an understatement g say that taping is central to
Cassette culture. In his book Cut 2’ Mix, Dick Hebdige writes
about reggae and hip-hop, cultures which pursue a folk/oral tra-
dition but use cassetie technology to do so:

Al the eenter of the blp-hop culture was audie lape and raw
vinyl. The radio was only important as a source of sounds 1o be
laped... The hip-boppers “siole™ music off air and cut it up. Then

Big City Orchestra 1989 Calandar: Santa Cruz, CA USA
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0 CAsset le The big record com-
s didn't Like it L-.:1-:.' couldn't see the
d for it

Then 11 vears ago some big
vwood studios sued to keep you
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1L2ping movies and programs off the F
. (It took the Supreme Court to i :
sent the studios fram preventing you : 4
1 taping. ) 1 L:
[t's 1987 Do you feel that ! %
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recording industry is trying to get ! ?
gress to require all new digital audio ], -
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'lﬂ.p'l.l"lg chip. That « hip will prevent any “chip “15 31,1'-3_:'-" of your nghts. Or d Mail o o i 1 B4
from taping most new records, tapes  call us toll free at 1-800-282.TAPE be Home R l.‘,"jd g Ry ” i ‘r"'.;‘-"il:,""" e ol fi
discs, as well as broadcasts. for more infarmation (663-8581 in D.C. ). l},ﬁ'_x;,r;.rv,.. 0.C 2 ,fj-: Liohs E ' ? 1
These chips respond to a code Send the coupon or call nght 1 T ) i &
1e muesic that will destroy the in- away. So your nghts won't be taken ; foppose dﬂ‘"rl’:ll"lll e bl i £ 40 i 8
:Z::: inj ﬁ:—l'f'i'-‘.}' Oy misE—even on away. in‘n‘ rrdirs E-'-I. ‘rs' ;U'--’If:hlr'.:s.l.r / E r i I- :
back. i i E,
Many see this as the first step HOME RECﬁRDIHG P— -1 ] ;i
*quiring anti-taping chips in all s i 4,
rders—audio and video. RIGHTS COALITIOH j Abrd 2 b ? 'i_
And to add injury to wsult, 1= - ——y: i) ¥ 5
e'g talk of a hefty :n{ ll."- tax on audio 1-800-282-TAPE :i__ j i H o
rders and blank tapes. A coalios ul cisamers. eeiulest and § Femterr B o
Send the coupon to s at the  pirps N L i e o
e RE‘ cording I"']'L"I' Coalti II.J"| Plenetens L__'___, _________________ *______'__‘I
L}
: !
[




they broke it down Inio Its component
Parts and remixed It on tape, By doing
this thay were breaking the law of copy-
rghl But the cut*n* mix attltude was thal
no one owns a rhythm or a sound. You
lust borrow §1, use i, and give It back 15
the prapleina slightly different foem. To
use the language of Jamalcan regEae and
dub, you just “version® it. And anyene
can do & version, All ¥ou need is a ras.
satte lape recorder, & casselie, 3 palr of
bands and ears, and some Imagination.
The heart of hip-bop is In the cassetia
tecorder, the drum machine, the walk-
man, and the... ghetto blasters, These are
the machines that can be used 1o take the
sounds out onto the streste and the
vacant lots, and Into the parks...By taping
bite off air and recycling them, [they)
were sellng up a direct line to their cyl.
ture heroes..And anyway, who Invenied
music In the first place? Whoever owned
sound or spaech mn

The mix of technology and folk cul-
ture causes problems when viewed from
within the music industry, but as Hebdige
correctly asks, who owns sound, music,
and rh ﬁhm?

The recording industry's next lobby-
ing effort came in the wake of the devel-
opment of digital audio tape (DAT).
Regarded as the ultimate in home taping,
DAT works on the same principles as the
compact dise. Sound is sampled and
reproduced digitally, with no distortion
from copy to copy. In other words, dub-
bing & record or compact disc onto DAT
does not produce a copy. it produces a
clone, an exact replica. The threat to the
recording industry is thus greater with
DAT. Presumably some potential home
tapers were discouraged by the nojse and
hiss added to each copy generation with
analog tape. DAT produces no noise or hiss
gt all, however. And since compact discs
are digitaly recorded to begin with, DAT is
the perfect medium for copying CDs.

The problem was one the computer
software industry faced from the stari—
protecting a product that is simultane-
ously creative and unique yet by defini-
tion copyable. Ultimately, some com-
Puter software began including copy
protection devices which would cause a
program to self-destruct or prevent

copying. The recording ind ustry is opting for a similar solution
for DAT by lobbying Congress for a trade hill that would force
DAT manufacturers to include anti-copying devices in their
machines, The anti-copving mechanism would read informa.
tion from a compact disc ang respond to a message to lock a
DAT deck out of record mode. Though successfully demon-
strated in pretotypes, the mechanism is expensive and pro-
duces a noticeable difference in sound when compared to
machines without the anti-copying mechanism, DAT many fac-
turers are (at best) reluctant to raise the cost of an already expen-
sive device, and feel that the record companies should take the
initiative in preventing copying; after all, they are the anes pro-
viding the software. In February, 1988, a Congressional com-
mittee concluded that the anti-copying mechanism was not the
solution to the copyright prohlem,

The dilemma faced by the recording industry is based pri-
marily on the copying and piracy of compact discs, not records,
because CDs are virtually perfect copies of the master tapa. The
industry was slow te switch aver to com pect disc, but CD sales
have expanded phenomenally and record companies have now
firmly established the CD market, Part of the reason for theis ini.
tial sluggishness in releasing CDs lay in the large capital cost of
manufacturing CDs. Now thal manufacturing costs are falling, the
industry is immediately faced with copying and pirating prob-
lems. Record companies are also concerned that consumers will
prefer DAT over CDs sinee they can record on DAT »

The outcome may involve a compromise on the part of
the RIAA, its international parent organization the Internatianal
Federation of Phonogram and Videogram Producers ([FFI).
and the Electronics Industries Association of Japan. It is douht-
ful that legislation regarding a home taping tax or an anti-copy-
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m. "Everyone knows that!™
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ing mechanism will pass in the near future; in the case of the
former because of the difficulty establishing the taxing and dis-
tribution process, and in the case of the latter because the cur-

snt administration and Congress seem to favor a private sector
compromise.

CONCLUSION

In 1982, a friend in a rock group in Champaign, lllinois, made the
offhand comment that “in a few years kids will have more por-
tastudios and synths in their bedroom than Barbie dolls and
baseball gloves.” ™ He now lives in Denver and has a small 4-
track studio in his basement. Home cassette recording has
changed the economics of production. However, record compa-
nies have not directly responded to home recording, As Larry
Grossberg recently mentioned, record companies no longes look
for bands that have paid their dues, Instead they “go fishing” for
artists.™ This could be a response to the shift of the site of music
production brought ahout by home recording. A record company
executive is as likely to find the “next big thing” in abedroom as
in a concert hall.

Digital audio tape may have asignificant impact on the cas-
sette underground, provided the cost of DAT equipment is dras-
tically reduced. As of 1989, most DAT recorders are still priced
gver 51,000. Digital multi-track recorders range in price from
$80,000 to over 5250,000.

The audio quality of digital recordings is remarkable, com-
parable to that of compact discs (CDs). In the near future, d igital
gudio tape recorders may prove quite amenable to home record-
ing use, especially as stereo master tape decks. DATs providethe
recording quality of compact discs, though in a cassette format,
and pave the way for another revolution in recording. )€
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