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Walker Sampson, Bobby Prince

Walker Sampson:
Hello, Bobby Prince? 

Bobby Prince:
Yeah, this is he. 

Walker Sampson:
Hey.  This is Walker Sampson.

Bobby Prince:
Yes.  How are you doing?

Walker Sampson:
I'm doing well.  How are you?

Bobby Prince:
Oh, doing fine.  It's a rainy day this way.

Walker Sampson:
Are you in Florida?

Bobby Prince:
No, I'm in Tennessee.

Walker Sampson:
Oh.

Bobby Prince:
In the mountains of Tennessee.

Walker Sampson:
Well that sounds nice.  

Bobby Prince:
It's – it can be but I tell you what, it can be as humid as any place you might would imagine.

Walker Sampson:
Well, I really appreciate you setting aside a little time to do this interview.

Bobby Prince:
Sure.  Do you mind if I try to put you on speakerphone?

Walker Sampson:
No, not at all.  That's fine.

Bobby Prince:
It's an iPhone and it sometimes is not really very good.  Let me just see if it works.  I don't know why a Bluetooth won't work with Skype but it doesn't give me that choice.

Walker Sampson:
That's strange.

Bobby Prince:
Yeah.  Hold on just a sec.

Walker Sampson:
All right.

Bobby Prince:
Does that sound okay?

Walker Sampson:
Yeah, that sounds good.  I can hear you.

Bobby Prince:
Yeah, as long as you don't hear yourself and get into – we get an infinite loop going here.  Sometimes that can happen, I think.

Walker Sampson:
Oh, yeah.  I'll – I hope that doesn't happen but I guess we'll just stop if that – and try and restart –

Bobby Prince:
Okay.

Walker Sampson:
– if that happens.  Yeah.  Okay.  Well, I just have a set of questions to ask and I'll more or less just go down the list but, you know, if there's any digressions or anything you want to talk about, that's, of course, fine.  We're not on a strict set or anything like that.

Bobby Prince:
Okay.

Walker Sampson:
Are there any questions you have about the project or about the interview before we start?

Bobby Prince:
I don't think so.  I think it was – the – I sent you back the consent thing, by the way, just a few minutes ago so you should – you should have that.

Walker Sampson:
Okay.

Bobby Prince:
I think it explained it pretty good.

Walker Sampson:
Okay.

Bobby Prince:
I think it's a good idea. It ought to be interesting when you get it all together to see how people feel about things.

Walker Sampson:
Yeah.  Yeah, for sure.  We're looking forward to looking at the whole group of interviews and see how things turned out.  So, I guess I'll start by asking, you know, how did you get into the industry?

Bobby Prince:
Actually, it just was happenstance.  I had been interested in MIDI since it first happened because it was a great way to have an orchestra and, back then – nowadays you just need one computer and it will actually do all the synthesis stuff of the instruments, playing back of really good sampled instruments and sequencing and all that but back then, it was a matter of "Can I afford to buy one more module so I can have eight more voices going on," and if you had an eight-voice module, you were really doing well.  And anyway, I had worked on – I would stay up late at night and work on learning about MIDI and there wasn't really a whole lot of information available about it at the time, no books or anything like that and I was on – Prodigy was one of the online connections I had; the other was CompuServe, besides being on bulletin boards back then.  That was in the early 90s – the late 80s, early 90s and so I was on a board within Prodigy that was, I believe it was called "Compeers and Music" maybe or maybe – I can't remember the exact name of it, but anyway, there were a lot of people on there who were interested in using MIDI to produce music and trying to figure it out.  

And it turned out I had a little more information than – or I had discovered a little more than a lot of the people that were there but I – we'd just post to one another and say, "I've discovered this.  You can do this, that or the other."  And one day, a posting came up from a Scott Miller, and I didn't have any idea who he was, and I don't think anybody else did either, but he said he was looking for someone to do music for computer games that he distributed.  And there were a lot of wannabes on this MIDI section of the board and I figured there were a lot of wannabes everywhere on Prodigy at the time, but I – something told me, you know, "Email him," and back then it wasn't emailing as much.  I guess it was called just sending them a message or messaging them 'cause it didn't go out over the Internet as we know it.  

It was on Prodigy, which was dial-up.  And, yeah, it was those days. It was the early days of people getting together actually nationally for the first time.  I mean, with Prodigy and CompuServe, you were literally having a national manner of sending messages and – or international, for that matter.  And anyway, I sent him an email, which I don't have a copy of.  I wish I'd have printed one out but that just shows you what I was thinking at the time, and the next day, which was a Sunday, I got a call in the afternoon from Scott Miller.  And, to go back a little ways, about two weeks before he posted this message, I had downloaded the first game I ever downloaded which was Commander Keen, the original Commander Keen shareware version and I just thought, you know, these guys really know what they're doing.  I mean, this is – this is the cutest computer game I've ever seen and it had a lot of personality to it.  In fact, to this day, there are games that don't have the personality that that little game had.  But anyway, it was done by a company called id Software and I – that's just to let you know that I had already looked at a game that it turns out was one that Scott Miller was distributing.

Walker Sampson:
Right.

Bobby Prince:
And he – when he told me that, I immediately knew that he had something that was worthwhile, you know.  It wasn't just some piece of junk in his catalog.  And so, Scott said he had gotten, I think, close 50 responses.  I think he'd gone on CompuServe, too, and for some reason, he liked what I had said and, you know, I didn't go on and say I've done 20 games, you know.  I had done nothing for a computer game.  In fact, the equipment and the software I was using was much more sophisticated than what you needed to do music for computer games 'cause it was all in the earliest days of that, which was the – there weren't even sound blasters then.  

It was the Adlib card that didn't even have sound effects.  It didn't have digital sound.  It only had an FM synthesizer that Yamaha had designed and it was an eight-operator FM synthesizer with very limited sounds; good clarinet, good flute, horrible drums, you know.  Anything that was fluty sounding would sound pretty good on it.  Everything else sounded like a flute trying to do that other instrument.  And so I told Scott, I said, you know, "I don't have the software that's required," 'cause I – it seems to me like after he had posted that maybe I went and looked on CompuServe to see if I could get an explanation of how people were doing the music, what software they were using and I told him I didn't have the software or a sound card at the time because that's how new sound cards were.  

And he said that he was – he would send me the money to buy those two things.  So I knew he was serious about what he wanted and he decided over the phone, not hearing anything I had ever done, to get me to work on the projects and to tell the people that were doing games for him that he was distributing to contact me.  And sure enough, he sent me a check, seems to me like it was, like, for 400 bucks 'cause sound cards were expensive back then.  I think it was $250.00.  It may have been a little bit less than that but, now, that was just for music.  That wasn't for any – it was – the sound effects that were done were using that FM sound chip to make the sounds.  So it was very rudimentary, to say the best about it. 

And then I didn't hear anything for quite a while and when I say that, it was several months and one day I got a call from John Romero and they were still working for a company that did a once-a-month either game or other type of software, maybe some business software, that you could buy into it.  It was like a record-of-the-month kind of thing and they were designing games for them but on the side.  He and John Carmack and Adrian Carmack and Tom Hall were living in a house together on the lake in Louisiana and so – anyway, I talked with John and said basically they'd be sending me printed out artwork because there wasn't much sending of data back then and attachments and that sort of thing and let's see, I think about the last thing he says is, "Well, I got to go.  We're gonna take a boat out on the lake and ski," or something like that. 

So, next thing was I received some artwork in the mail for the next generation of Commander Keen.  Actually, it was a – let's see, it was the second and the third of a trilogy and it was just basic black-and-white printouts of artwork that I think Tom Hall had done some of it and Adrian Carmack had done the rest of it.  And I just started thinking about the game that I had already seen that they did and the way the characters moved in that and sort of envisioned what they might would do and started writing some music.  And I started designing my own FM instruments.  You could basically change settings that went directly to the sound card and would change envelopes and make things sound bright, dull, whatever and I started working on trying to make decent drum sounds.  That sound card had a melodic mode and a percussive mode and if you were in percussive mode, you had fewer voices than if you were in melodic mode.  So, I invented, so to speak, or discovered some drum sounds that would work in melodic mode, which gave me more notes on at a time.  As it turns out, a lot of the stuff I wrote, it was too big to go on the 360K 5¼-inch floppy, you know?

Walker Sampson:
Right.

Bobby Prince:
And so I would have to go in and remove notes, actually.  Like, if I had a high hat part that was doing sixteenth notes, I'd have to cut out some of those sixteenth notes and for every one, I would get so many bytes off of the final file that was saved that would make the music.  And the way they did that was a guy named Jason Blochowiak, who did some computer games that I worked on, too, back, oh gosh, it's been six or seven years ago that I last even heard from Jason, but Jason called me and said, "I'm supposed to write the music driver for this game, and can you tell me something about MIDI," and I sent him the documents that I had and basically he designed a piece of software that took the stream of data that went to the chip and it recorded that data so you can imagine that it had a lot of data in it.  You know, something was happening every few milliseconds and it was having to store that and so the songs were dependent upon, first of all, how long they were and, secondly, how many notes were in there.  So I had to go in and tweak every one of them.  They had to be real short.  I wrote several eight-bar songs, basically, that had to be non-boring and didn't sound so repetitious and it was a great exercise, really, and, you know, coming up with stuff that worked and anyway, from that, I did work for other developers that were – that actually Scott Miller had found.  

Scott put his money where his mouth was.  I think he said he had $5,000.00 left to his name and he went to find id and I don't know if you've ever heard of that story.  I'd let him tell it but it's basically that he wrote id and under a pseudonym and told them how much he'd liked their product and – I mean, their projects all the work that they had done and please contact him, you know, he'd like to talk with them and ultimately, they got enough mail from him that John Romero finally called him and that's how they really connected up 'cause they wouldn't respond to him when he said he was a distributor.

Anyway, from there it went to Wolfenstein was the next project and, really, up until Wolfenstein, I actually didn't have a computer that would run their second generation games because I had just bought the thing not that long before and I wasn't in a position where I was gonna go buy a computer if this thing didn't work out, you know, a more powerful computer.  And then it went from there to the other projects that I worked with.  I actually worked on a lot of Apogee's products.  That was Scott Miller's company at the time.  So that's really how I got into it, by just not necessarily being at the right place at the right time, but I was just following where I felt like I was happy and that was being on that board talking to other people about making music with MIDI and this other just came along.

Walker Sampson:
So, what kind of training or skill set would you say that allows you to compose music and sound effects?

Bobby Prince:
Well, I originally started out playing lap steel guitar in about the – I think it was about the seventh grade and it was a – my father was in the military and we were in El Paso, Texas.  He was at Fort Bliss and we lived off base but it was a big thing, it seems like, at the time.  There was a man who was teaching tons of kids about that age to play steel guitar, of all things, and I liked it but it wasn't a regular guitar and – but I learned to play it fairly well.  I've got a gift of just a good ear for music.  I know what fits with what.  I sort of started out singing harmony instead of singing melody when I was a kid.  I just naturally heard mostly the third above the root.  

But I developed a way of somehow putting on to the strings of that guitar what I was hearing and, you know, made up songs and also played stuff that we weren't supposed to be playing yet.  We were supposed to be playing, you know, the "Mary Had A Little Lamb" stuff.  Although, this guy was pretty ahead of his time.  He had us playing some pretty sophisticated stuff for that age, but I – then we moved back east and actually, back to the town that we had lived before we had moved out west, Athens, Georgia, which, at the time, had a lot of really good musicians in it, I mean – and, of course, this is my opinion, but it's also the truth – musicians who were much better than those that are best known for coming out of Athens.  The musicians that those guys would love to listen to and, in fact, some of them they still do, who really never left Athens.  

But, anyway, Athens was a bed of rock-and-roll at the time and there were all sorts of people.  There was Jerry Lee Lewis wannabes and Elvis wannabes when he hit, and – well, he had already hit at that time.  And there was just a lot of that kinda thing going on and when I was in the ninth grade, they had a senior talent show and the senior talent show had a four-piece group that was a guitar, bass, piano and drums that played a really very simple guitar piece but I went, "I'm gonna play that kinda guitar."  You know, "I'm gonna drop the –".  I was playing rock-and-roll on the steel guitar back then in bands.  But I started learning guitar and if you really learn guitar the right way, I mean, other than using your ear, which is the way I learned everything, just took a record apart and learned what they were playing, was to learn the chords, too.  And in doing that, you have to learn chord structure, what tones in a scale make up a particular kind of a chord and I just got to where I was good at that.  

I didn't really care too much for reading music though I knew how but I'd rather use my ear and, of course, everybody was doing it then.  The Ventures were real big then and they sold more guitars than anybody else, I'm certain.  I mean, they sold tons of guitars.  Everybody wanted to play "Walk Don't Run" on the guitar.  And, anyway, I also was in the high school band so I picked up things from that and I just played in a lot of bands.  I actually played in some jazz groups and played some for musical theater, which required reading music but, you know, once you read it and learned it, you didn't have to read it real time. 

I mean, I just memorized it and played what I was supposed to play.  And just played in a lot of bands.  My brother is also a musician and a singer and we had tons of bands over the early years of our life and, basically, I continued to play in bands even through – that's how I paid for college and a good bit of graduate school and law school. It was extra money, you know, besides jobs that I worked at and that kinda thing.  So – but, it's mostly self-taught, but self-taught, that's not true.  I had a gift of a great ear for music, listening to a chord and knowing what it is, you know, which is a big battle when someone's trying to learn, especially to play by ear, and also singing.  

I sang in the barbershop quartets, which you have to know harmonies, especially if sing anything baritone, which is the note that sort of everybody leaves out when they're singing harmonies.  And that further honed my ear, you know, for chording and things like that.  So – but one doesn't learn on one's own.  Freddie King was one of my first guitar teachers and back then, I had a – it was 33 1/3 records, although I did have a tape recorder that I could record a record to and slow it down, but of course it went to half speed, which meant it was an octave lower.  So you had to, you know, listen to it an octave lower to hear exactly what he was doing.  And what you did is developed a drag your thumb on the record.  With the right amount of saliva, you can drag it and actually slow it down.  Of course, you change the key but it's not so slow that you don't still hear the nuances but you hear all the little things that are going on without it being so slow.  

So, I'd take things apart and I took songs apart for doing – I did karaoke well before there was such name for people to sing by. I'd, you know, build an orchestration in the early days of MIDI and with as many voices as I had, I'd try to make it sound as much like the record as I could and that's really, really good training because you have to listen to one part at a time and also burst my bubble on a lot of my favorite songs 'cause I actually heard that they had a lot of mistakes in them, and then all I did was hear mistakes from then on.  That's basically over-answering your question.

Walker Sampson:
No, that's a very good answer and very good to know.  So, what would you say your title is in the game industry?

Bobby Prince:
My title –

Walker Sampson:
Or your job title in the game industry.  How would you –

Bobby Prince:
Well, you know, there's never really been a good one for it because nobody really headed toward composer and that's sort of – I mean, that's sort of what you do but you know it's much more – well, nowadays, that's what they do, you know.

Walker Sampson:
Right.

Bobby Prince:
If you were to ask probably John Williams, who has my utmost respect, to do what I did back when I first started, he would not have done it, I would guess, knowing his generation and the fact that most people of that generation didn't grab hold of technology and embrace it, you know.  And it took a lot of computer chops to do the tweaking that was required, really to help get the first driver that id used to run the sound card.  I basically was the beta tester, or the alpha tester for it and would play things into it and sort of see what it was doing and then let the programmer know you're doing something here that's blocking some data and he'd go find what was going on.  And a lot of the early days stuff was really, you had to know a little bit about programming and a little bit about electronics and you really had to sort of be a jack of all trades, and so it's changed, of course.  Now, a person can provide a .wav file and though there are people who are providing multiple layered compositions that, depending on the engine they're using, that runs the sound, they, you know, that music changes as the game play changes.  

And those people have to be technically minded too.  And they're more than a composer.  They're an arranger also, without a doubt.  But I really don't know.  I mean, "sound guy" is what a lot of people sort of used.  You know, so-and-so is the sound guy that did whatever and, of course, I also did sound effects which was sort of neat because I could make the sound effects and the music not get in each other's way, where if someone else had been doing the sound effects, you would've had to work with that person pretty closely, in my mind, especially in the earlier days with limited – well, even today with the limited sonic capabilities of, say, the iPhone if you're not using, you know, if you're not using earphones, those sounds can't really all be on the same frequency range or else they'll just jumble together.

Walker Sampson:
Right.

Bobby Prince:
And so I was able to try to keep them separate and, you know, if there was a lot of high-pitched sound effects going on on a particular level of a game, then I'd try to keep the music more low frequency stuff 'cause it could be confusing, especially if sound effects are a clue as to what's going on in the game.  They've got to be predominant and the music can't be making – you can't have people screaming as part of the music.

Walker Sampson:
Right.

Bobby Prince:
It would be totally confusing, obviously.  But, so I did, you know, sound editing too, both on digital instruments and the FM stuff.  So, you know, I really don't know.  I mean, if you were in Hollywood, you'd have to – you'd be getting credit for quite a few things in the movie.  It would almost look like – oh, the guy from Atlanta that has been – he does a female impersonation.  He's black and it's a real outspoken woman.  I can't remember his name but his early projects, his name was the only name on any of the credits because he did everything, you know?  He wrote the dialogue.   I mean, he, lots of time, wrote some of the music.  He would do some of the sound effects so he got credit for a lot of that stuff.  So, that's a hard question to answer.  If they're just doing music then I'd say they're a composer, you know.

Walker Sampson:
Right.  So, going back to the MIDI music that you produced and talking about working with the device driver fellow, I'm definitely unfamiliar with all of that. But, as I understand it, the device driver programmer was taking that MIDI and making it digital so the computer could play it?  Is that correct?

Bobby Prince:
No, not digital.  He was making it into a stream of data that that FM sound card understood.  It was like the native language, the lowest level language that that sound chip understood, so to speak.  And so what he did, he wrote a piece of software that looked at the MIDI, looked at the timing and said, "Here's what has to happen to make that sound card replicate what the MIDI file would play if we had a MIDI player," and there was not room in computer memory at the time for them to have a full-fledged MIDI player.

Walker Sampson:
I see.

Bobby Prince:
So, this was their way of writing a small piece of code that – and it was called, I believe it was the id Music – IMF.

Walker Sampson:
IMF file, yeah.

Bobby Prince:
And I don't know what the "F" stood for.  File, I guess.  id Music File, which is, you know, that doesn't – evidently John Romero didn't name that because it would've had some second connotation if he'd a had something to do with it, you know, like BFG or whatever.  If you really knew what it stands for, you'd, you know, you'd get a different rating on your game.

Walker Sampson:
Yeah.

Bobby Prince:
Yeah, and so it was actually just – it just streamed that data to that sound card and the sound card just then did what it was being told to do, which was make this sound or play this particular song.  Now, that was really laughable.  See, this was – things were changing pretty rapidly at the time.  The sound blaster came out and that's when I started doing the sound effects.  id had a little piece of software that John Romero, I think, had written that made really neat sound effects, even on the computer speaker.  You know, they were, what, two-bit?  I don't know.  I mean, really it was – the speaker was either off or on, I guess, and so they had done the – those effects up 'til this time but when the sound blaster came out, it had that digital chip on it that played digital audio, and so that's when I started recording sound effects on a sampling keyboard and through, actually, several pieces of software, I was able to get it into a form that would play on the sound blaster and – but anyway, now I've lost track of what your question was.  You were asking me about it being changed to digital, but no, it wasn't.

Walker Sampson:
Well, was the MIDI file a digital file that you were giving to programmer?

Bobby Prince:
No.  Do you understand about MIDI, what it actually is?

Walker Sampson:
No.

Bobby Prince:
Okay.  A real quick answer to that is imagine – you've probably seen in a museum or someplace a player piano.

Walker Sampson:
Right.

Bobby Prince:
That's what MIDI is, that roll.  The only difference is that that roll with the holes in which say, "play this particular note at this particular time for this length of time," they're not really holes, they're  – they might even be a long cut in the paper, you know.  It's a performance, a recording of a performance.  It records which, on a piano, say, MIDI keyboard, which key did I press, when did I press it, how long did I hold it, how hard did I hit it or what was the velocity of it, how long did it take it to go from full up to full down, which would tell you how hard somebody hit the key.  And so he was taking this piano roll and changing it into a format that could go to the sound card in a stream and actually set the sounds within the sound card on the fly and play them back.

Walker Sampson:
I see.

Bobby Prince:
I hope that that's somewhat clearer to you, anyway.  The only difference between MIDI and a piano roll is that it's digital, first of all, or it's, you know, the file itself is not a piece of paper, obviously, but also you can play it on any instrument by just changing the patch, it was called, and I think they might even still call them that.  But it was called a patch in the early days 'cause you actually patched it in with wires in the very early days to make different instrument sounds and you could, like, take a piano apart and say, "Okay, instead I'm gonna play it on a harpsichord," and it would play that same exact part and it probably wouldn't sound good 'cause it was written for a piano, but it would do that, you know.  So, you have multiple – in MIDI, you can have multiple channels, each one of them has its own piano roll, so to speak, and each one of them is set to a different instrument so you can have drums playing on one channel and piano on another, bass on another, whatever.  

And all of these things are played through a MIDI player, which does what Jason's software did so you didn't have to have the MIDI player.  It changed – MIDI players changed MIDI data to a stream of data that goes to the sound card to tell it what to do.  Well, Jason's software took the place of that MIDI player, went ahead and figured out what the settings were and just then the id player put that stream out to the sound card and it played whatever it was told to play.

Walker Sampson:
I see.

Bobby Prince:
Maybe that helps you see the difference there.

Walker Sampson:
Yeah.  Yeah.  Thank you.  So, how did you give your music and your sound effects to the development team?

Bobby Prince:
That's a good question.  In the early days, we used snail mail and would send, I believe, maybe the 3½-inch floppies, you know, the little plastic square you might've seen –

Walker Sampson:
Yeah.  Yeah.

Bobby Prince:
– at one time or – I mean, some computers still have the drive in it.  We may have sent those or we might've even sent the 5¼-inch 360K whopping memory, you know, floppies through the mail, but there was a guy named – I can't remember Dan's last name right now.  There was a software creations bulletin board up in the northeast and Scott Miller and Apogee Software had worked a deal with them that the developers could log on there and upload a file that could be downloaded, and my data, generally, at least before the sound effects, was very small.  A MIDI file is not big at all.  I mean, a very, very small file can have many man hours of work in it but, like any other, you know, digital data, but – so, it didn't take long for me to upload whatever I was sending to them and then they go and log on  there and they download it and I remember with id, they set up a system – and this was well ahead of its time, so to speak, where I was able to call in to a computer at their office and upload stuff to it.  

Now, that was before the general public had any connection to the Internet whatsoever, and it was all – it was probably 1200 baud then.  That's 1200 bits per second, you know, really blazing speed.  I think when we first started out, it was 300 baud.

Walker Sampson:
Yeah.  Yeah.  Yeah, I remember downloading Doom off of BBS and it took a long, long time.  

Bobby Prince:
Yeah, man.  You really had to want it and you had to know that it was gonna be good when you got it.  ________________.

Walker Sampson:
Yeah.  

Bobby Prince:
But anyway, and then I did work directly with id toward the end of several development cycles.  I would go and, like, stay a month.  When we were working on Wolfenstein, that's when I really first met them.  I had not met them until then.  They came and picked me up at the airport in an old car that Adrian Carmack had, and I think he was the only one that had a car.  The rest of them didn't even have a car.  

And we worked out of a – they had rented an apartment that we basically turned into an office and we'd, you know, toss the floppy – those were 3½ I know 'cause we'd toss the floppy up to – they had a loft kinda thing and I think the programmers were in the loft and they'd throw something down to us to try out, you know, and see what we thought and vice versa.  We'd throw floppies up to them, you know.  Those were the days when id would actually take time off to play Dungeons and Dragons and John Carmack was the Dungeon Master and he was really good at it.  I mean, he – of course, he's a very brilliant person.  He's got a great mind and he remembered all these details and they loved to do that.  I never really got into it.  I had more fun watching them play than I would have if I'd have been playing. 

And they all got along extremely well back then and, you know, it was – it was good times back then.  They – of course, most of them have gone their separate ways since then, which is sort of sad but maybe inevitable.  When lots of money comes into the picture, people sometimes, who are not – claim not to be money-oriented and that kinda thing, actually are.  When they actually get some, they realize, "Hey, I like this," you know, and so – but lessons that everybody learned, I'm sure, over time.  I'm a good bit older than those guys and I had already – I mean, I had already been to Vietnam and I'd already been through a lot of things.  I already had – of course, they – John Romero had two young boys back then, so – but I had already had experience out in the business world and that kinda thing and, in fact, I had gone to law school and had practiced law.  I was at the time that I started working with them and then I quit that and started doing music full time.

Walker Sampson:
Right.

Bobby Prince:
Which is what I would've rather done.  I was just waiting for my opportunity 'cause you can starve to death as a musician if you don't have work, you know.

Walker Sampson:
Yeah.  Yeah, for sure.  So, do you – would you say that you mostly work at the office or at home or by yourself or with others?

Bobby Prince:
I was – I worked all by myself other than, of course, having to get on the phone and try to work out when it sounded like the software wasn't doing its thing correctly and trying to report bugs that I saw and things like that.  Basically, I was, yeah, on my own.  At the time – let's see, at the time that I wrote the Keen stuff, the first stuff that I did, I was actually – I had bought a step van, an old step van and had converted it to a mobile recording studio and I would use it sometimes for location recording of different groups or whatever.  A lot of – a lot of church choirs want to be recorded that sing and I did a lot of that.  I'd run a huge cable into the sanctuary or whatever that I could plug the mics into and I'd be out in the truck and, you know, try to record it on a early model, an AKAI 8-track, I think it was.  I think it had 8.  It might have had 12.  Yeah, maybe 12 tracks, and that's really – that's where I – I would pull the truck out away from everything and with a long extension cord and just work on that music, you know.  

So, that's the way I was able to, I guess, get to myself to work on it, and I never really did work with any other musician.  There were instances where other than my music was used in projects and it might be – like, I sequenced a bunch of stuff that id wanted for Doom and it was, you know, like, stuff that they listened to and I believe at least one, if not more, of those got into – they actually put them into a project giving me credit for them and of course, I – the only credit I had was it was my arrangement of the particular piece.  But then Apogee also had a guy working with them who was extremely talented musician, a guy named Lee Jackson, who no longer works – well, of course, they're out of business as far as having an office, I think.  But Lee Jackson had written some stuff and he was, I think, classically trained –

 

[End of Audio]
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