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In our Roy Rogers Collection we put out a song—Dale Evans’ singing “Don’t Fall in Love with a Cowboy”—which is really great. But I hadn’t heard it. I’d only heard about it. To put it in the collection, I needed to contact the Country Music Foundation and, basically, I had to get Dale Evans or her family to fax over permission. They can’t make copies for anybody without permission. Which I understand. That was helpful, because we got a copy, and we found out that it was a great record. It was definitely worthy of inclusion. And it’s something that most people didn’t even know existed and was released as a single. It just fell through the cracks. Nobody knows about it. So we put it on the collection because it really was appropriate. 

You had found out about that by reading?

I found out about it through the family. They were trying to track it down. They had nothing on it. They said, “Maybe you can help us find this song.” Actually, Cheryl Rogers Barnett, who is Roy’s daughter, said, “I’m trying to find this.” Some of the relatives of Roy, the granddaughters sing in a group called the Rogers Legacy. They wanted the granddaughters to sing that song. “We know about it. My mom’s talked about it, but I have nothing on it. I can’t find any publishing on it, no lyrics, nothing. But my mom says she did sing that song.” I called the Country Music Foundation, and they were kind enough to help us out. With a letter from the Rogers’ family saying that they, indeed, authorized the duplication of the recorded song, they sent it. It’s a great song, and it now appears on our Roy Rogers collection??.

You find out about it. You hear a dub. What’s the next step? I wouldn’t think that metal parts, for example, are still available.

We’re in the midst of getting that stuff from BMG. That one, I’d have to get back to you on whether the mastering engineer Bob Fisher?? got that or not. I think there’s a tape on that, because I think it was done in the era of tape. In fact, I’m sure it was. Whether the tape is still there is another question. 
Theoretically, what we do, then, once we’ve gotten a license on the track—we’ve heard it; we like it—we get a license from BMG. Then we go through the tape-request process. Some things are old, and there are no tapes. They give you a dub off the metal part or whatever, and then we dub it onto our CD. Sometimes, they’ll dub off of a lacquer ?? or something. Occasionally, you’ll find even better quality someplace else, but generally, the record companies themselves have the best quality. What we do is listen to it and find out, if it’s from tape, does it sound good? Generally, the tapes sound good. But things that are from the pre-tape era need to go through some sort of no-noising process.

[Heros of Country Music]

Basically, it works like this. What’s our pie in the sky? What’s our dream compilation? Then we list, let’s say it’s 18 tracks. After that, we list alternates. The alternates: think of that as the B List. All of that goes into the licensing hopper, when we go for a package to be licensed. So if you don’t get things from the A List, then the B List. You fill in from that. Hopefully, you come up with a really good, well represented package of that artist or that genre.

Have that material sent to your engineer?


Right. Once we do that, and we’ve got the clearance on it, the engineer sends out the tape requests and, then, gets back, hopefully, the best quality [source] possible. Sometimes, a company can’t find a tape, or they can’t find a copy of it. And we’ll have to go to a collector to get the best quality. Sometimes because of the other company’s backlog of other requests, it might take them three months to get to our request. If we’re in a rush, especially on something that is from 78 or 45 and there is no tape, we’ll go to a collector and find the best quality [source] possible and, then, clean it up. Quite often, we do fairly well with that.

Does the engineer work up a mockup so that you can hear the proposed work?

I like to take as much time as possible to sit down with the mastering engineer, really sit there and go over the material and listen to what is there. Most of the time, he has really great studio speakers and equipment. I like to hear what it’s going to sound like in that room. At that point I can focus my attention. I don’t have phone calls and such to deal with. I listen to it, and the engineer gives me his opinion on things. Many times, we agree; sometimes, we say, “Well, we’ll talk about.” We talk about what he thinks is good for the package and what I think works for the package. I primarily work with Bob Fisher?? on my country things. In fact, he is the guy that does 99% of my work. He’s got a good feel for that. Almost every time we agree. He’s very service oriented. He really wants me to be happy. He’ll pretty much accommodate whatever I want. In any event I’ll get a DAT ref and from that point on I’ll sit down with the DAT ref or a CDR. CDR is a little better because, when you’re driving home in your car, if you have a long commute, you can sit and listen to it. Oftentimes, you’ll have to listen to the whole song, in fact that’s what you should do, because you may find an audio anomaly halfway through the song. If you only listen to the first 10 seconds, you’re not going to catch that. A lot of times we find stuff like that. With a CDR I can hear things that I would not normally have heard in my office, just listening to the beginning of it on DAT or whatever. Sometimes you’ll have enough time where you can just sit and listen to an entire DAT uninterrupted, but in your car, if you have a decent long commute, than you definitely have time to listen. Or at home you can take it and sit down and listen. 
An important part of the process is quality control, getting whatever the mastering engineer has obtained and listening to it. You have to listen to different things. One, you have to make sure that the tracks are following the order of the last information sheet that has gone into production. That’s important. And then you want to listen for versions, make sure that if you have a song—let’s say Little Jimmy Dickens doing “Hillbilly Fever”—that there wasn’t an alternate of that and that you’ve got the right version. Sometimes, they’ll rerecord something.  Then you want to listen for quality. Are there any audio anomalies? Is there noise that could be reduced? And the overall quality. Does it sound bright? Does it sound clean? Does it sound compressed? Does it sound like there’re not enough highs or not enough lows? You listen for that, make sure that that is suitable. And then levels. You want to make sure that the levels match, that you’re not going from a loud song to something that’s so soft that by comparison people have to go and turn up their hi-fi. All of this gets into being really particular and careful about what goes out.
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It started from wanting to do a really good introduction to Bob Wills. His career was so lengthy that you really needed, at least, a two-CD anthology. That’s what I thought would sell the best, something that was a decent introduction but not a box set. The hardcore collectors may go for a box set, but that average person, who’s heard about Bob Wills, maybe he wants a good two-CD collection. 
I enlisted the aid of Rich Kienzle. We talked about the tracks. “Oh we could have this. Maybe that doesn’t work. Maybe we can leave that off. We’ve got to include this.” We went back and forth between what needed to be on there and what was the best representative track listing. Then, we turned our list over to the licensing department. It came back, and after we got the tracks cleared, we sent the track listing out to the compiler or to the person working on the liner notes. In this particular case that was Rich. Finally, the set went into production along with the artwork.

[old A&R guys; insight? When does A&R become production?]

Well, I guess in the ‘60s, especially with guys like Ken Nelson, who was a great producer on a lot of the Buck Owens material. In the early days of recordings, people knew what they wanted. The guy who was the engineer was basically the producer. But the band knew what they wanted. Later on, as the game became more sophisticated, especially in the late ‘50s, when producers—Owen Bradley, Chet Atkins, or whomever—had the ability not just to be a musician, but to have a musical sense of what really sounds good. What does the audience want? What’s good for this record? What’s good for the record company? They work in conjunction with the record company, and they became A&R producers. 
They developed a longevity of understanding the music, with people putting their faith in someone who could go out there and deliver. Before, you could put almost anything out and, depending on promotion, it would sell moderately well because it was new. As the whole thing became much more sophisticated, the demands became greater. People weren’t satisfied with, “It’s just music, and it’s all on a 78.” It was now like, “What else can we get? How much more can we get out of it?” When you get into the multi-tracking era, it became much more complex. With the advent of tape, it becomes much complex in what you can get and what you can put into it.

[gap between introduction of technology and realization of what that technology can do]

Exactly. That’s good and, maybe, sometimes bad. There’s a wonderful charm to those early recordings that have a spontaneity about them. Once of the reasons why I love them the most is because they’re unique. You get into a studio, and you count off, “One, two, three.” You record a couple of takes, and you’ve got the record. There wasn’t a lot of going into the studio for day after day after day. You got in, spent a couple of days, got it. In two weeks, it was on the charts. That was magic. But naturally, things change. It’s not always going to be like that. So as the medium becomes more sophisticated, the demands increase for other things because there’s a greater audience out there.

[Oberstein and Satherly]


Each producer has a different sensibility and is working with a different company. They had different musical tastes. One might like a lot of strings and a lot of production. Listen to what happened with Patsy Cline material. You can hear what Patsy Cline sounded like on Four Star versus what her stuff sounded like on Decca. Bradley was someone who had a vision of what Patsy Cline could be. Sometimes producers don’t want to impose that vision. They want artist to tell them what it should be. Another producer says, “I have a vision for what you can be. I’m objective so I’m telling you this is the way it is.” There were diverse visions of what could be. I think a lot of times in the early years production [on recordings] was pretty much the same because there wasn’t a sophisticated medium. They were all doing, basically, similar types of things. But as the music becomes more diverse, as you get different kinds of artists doing different kinds of things, writing their own music, then suddenly someone comes along and says, “Hey, I think I can do this with you.” You’ll find as you get into the ‘50s and, especially, the ‘60s, you’ll find much more diversification.

[Satherly documentarian?]

In his particular genre that was more a documentarian style. He hears Bob Wills and says, “I just want to capture what I hear.” Sometimes that really works well, when an artist has a sound. Listen to Marty Robbins. What more do you have to do with an artist like him? He’s great to begin with. But you listen to “Don’t Worry about Me.” You’ve got the distorted guitar in there. Someone made a conscious decision to leave that in there. That’s being a producer. You make a judgment call. You say, “That works!” As opposed to a non-distorted guitar. That when you start to hear the sophistication starting to come into play.
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