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Engineer 1
Employed to manage the complex task of confrolisf® 1
movement of sound from a sound source (pefom=®  §
instrument) to an audience or recording medium, @FF &
eers are often considered to be simply technicans ™
are, however, responsible for much more m@w |
technical matters. They are required t0 achieve I
lar sounds sought after by musicians and prodecs .8
well as understand the nature and role of ﬂlﬂ““’: !
in specific musical genres and audience %
abreast of quickly changing technologies andi g |
technical standards that allow lalge‘mg::,.poﬂ‘d‘ :
to be mounted and recordings to be |
distributed. 5
- Prior to the development of rock _m“?c’ i 3
engineers generally came from the ’“enﬂﬁc o
‘nical ranks associated with audio e‘*’”ﬂnﬂf
‘held staff positions at recording studics ™o ¥
‘ated by major recording companies- mﬂd e
t time was to ensure a technically




__4ing the operating limits of existj i
mmout ex’“‘;;d‘:;gnment dominated by craft u:iiflg?pé
,,,eﬂ" [pan rganization, the engineer’s job v =

ycratic 078 G S as often
pure? py the clock: setting up microphoncs, prepar-
go\:ern ding equipment and getting a series of
b ot ished quickl N
ing 2d 10 be accompll‘ihf_ q . Y a_nd Efﬁmently SO
talu:sthe added cost of musicians’ overtime fees wag not
i
mcﬂ;r;dt'he advent of R&B, rock 'n’ roll and rock music
Ite 19505 and 1960s, the studio climate began to
il fueled Jargely by changes in recording techno.-
an ifll dependent record labels and the entrepreneuria]
Io d; hat guided them, the recording process became
il fexible and experimental in character. The engin-
| oré oal Was t0 collaborate with producers and musi.
nssind to experiment with the materials of recording
-daorde' to achieve a new kind of sound. To attain such
_ H:,als, recording engineers worked long hours, and,
dly because the musicians associated with the new
qusical styles often worked outside the confines of the
anions, sessions typically started late at night and ended
pthe carly morning hours.
[n many instances, recording engineers became part
of independent record label production teams and were
 peshaps s responsible for the sound of some musical
styles as the songwriters, producers and artists them-
' glyes, Tom Dowd, for example, was sound engineer
 yith Atlantic Records and worked closely with arranger
i Mardin and producer Jerry Wexler. His experiments
yith microphone placement, multitrack recording and
* sound processing helped to produce some of Atlantic’s
 dasic R&B and soul hits of the early 1960s. Similarly,
' yhile the production team of Holland-Dozier-Holland is
el known as the successful songwriting partnership
iehind many of Motown'’s early hits, it was engineers
ence Horn and Mike McClain who developed an
oach to recording and signal processing that put a
que stamp on the sound of Motown’s records and
them particularly effective in radio airplay.
y the late 1960s, pop artists began spending increas-
amounts of time in the recording studio. For the
, in particular, who eventually quit the concert
gether, the studio became the primary site of
eative activities, But, while the members of the

By the early 19
changes in recordi
'fa_cilities €Xpanded from eight-
ility and beyond in the space c;
part because of the increasing
Producers, most major reco

70s, in pPart because
ng technolg

of the rapid
8Y (multitrack recording
t0 16-, to 24-track capab-
f only a few years) and in
fiemands of musicians and
-rdmg Companies had ceased
Ing facilities in favor of hiring

com i ; :
increased in numbenrle;z:ilngret::i?:i- itu?(h e Th,e e
employment for an entire s -
. : generation of young engin-
Cers: 24-track recording had become the norm in most
commercial facilities and, because automation was st{ll
not widely utilized, there was a great need for e‘;peri-
enced recording engineers as well as for assistant éngin—
tli'ers, tape operators and maintenance personnel (the
S;tsttzrrr?(i):t:}ilisc }?!i:::;g,;:i ann informal apprenticeship
ngineers could gain experi-
ence and work their way up to the status of studio
engineer).

Over time, some sound engineers were able to develop
their own ‘signature’ sound, which placed them in
demand by musicians and record labels. This enabled
some to achieve freelance status, setting up their own
recording studios or hiring facilities on a per-project
basis. Others became producers: for example, Steve Lilly-
white’s drum sounds won him an opportunity to pro-
duce for U2 in the early 1980s, and earned him both
critical acclaim and requests from other musical groups
and record labels seeking to achieve a similar sound with
their music. Still others, such as engineer Bob Clear-
mountain, used their reputation for creating unique
sounds to market original sample libraries, thus opening
up new career paths and new sources of freelance rev-
enue for themselves (throughout the 1980s, sampling
was a controversial practise, potentially bringing engin-
eers into conflict with musicians, and forcing many
engineers to negotiate, and rationalize, a personal stance
vis-a-vis sampling activity; see Porcello 1991).

While many engineers are highly skilled and dedic-
ated to their chosen profession, there is some pressure
on them to move into other roles, especially that of
record producer. Indeed, the boundaries between engin-
eer and producer are extremely fluid, and many success-

ful producers began their career as an engineer: Phil

Ramon iorex_amle,nmdoumdlyoneofmebest.
cnow e’ ! pA&Rpeopleandmcotdpmdum
e decades(having produced recorins o

of the :
e _.mmsinmtomﬂyjoeltoﬁ:e
i mﬂ egan his career in the music industry.
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Te
ide from the artistic €
do not, and, aslg; e recording can be extremely

rights bestow, i copyright law in some
lucrative. Recent Change;bfﬂngi;:‘)i’;htsr' have afforded

5, known as ‘neig ; I
ooy s ome degree of legal recognition but relatively
SHEIREER rtheless, the stature of some

cial reward. Neve ;
iirtltlg;ﬁ:;!}n the industry has allowed them occasmnalvly
to negotiate ‘points’ (percentages Of the profit in

recordings) when their records have achieved a cerFalg
level of success. The record industry has also recognize
the role played by remix engineers in. creatirllg lfnique
versions of recordings designed for use in specific indus-
try sectors, such as radio airplay and dance venues, and
some have been able to negotiate lucrative long-term
contracts with major record companies. Remix engineer
Shep Pettibone, for example, established a substantial
reputation for work he did in the early 1990s on singles
by artists such as Madonna.

At best, however, the status of the recording engineer
is still rather tenuous within the record industry. While
a few engineers have achieved artistic credibility and
independent status, many others labor away in commer-
cial studio settings, typically uninvolved in decisions
concerning musical performance, leaving those to a pro-
ducer or to the musicians themselves. They generally do
not offer aesthetic judgments (unless asked to do sd); as
their .job is to take direction and capture as ‘authentic’
il s s .

can create some tension regarding their role, how-

record P :
enjoy legal righ

ever, given the inherently aesthetic nature of judgments

of authenticity.
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- wrote both words and music for many of his bestio™ -
~songs. In the era of vaudeville (United States), Mt “j

poser of the music for ¢
also be written by the sanc:: p‘e:;f:)e lyr
ible for composing the mus;c, o H‘: 0 Ly
ously created poem or piece of Vema Congjgy Q;E‘Pw;
In European music, many of €,
of lyrics were librettists, Creating Wo[dts iy
Lorenzo da Ponte, a former Poet of ti-: for %&:”h ;
created the words for Mozart's Do e Vienneq 1}\, |
Tutte, The majority of Operettas ang Ovany; ang C:Q-
followed this strict division of Jgp,, ;‘:se L fa
and lyricist in their creation In Engl, % %D:
W.S. Gilbert provided dialog ang lm“d. ﬂleh,%‘
operettas composed by Sir Arthy, Su]?i for Mgy,
lyricists of the Broadway musicals of Wit g,
century United States includeqd Oscar { lwm% -

and Moss Hart (both partners of €l
C g

Rodgers), Ira Gershwin (with Geo;g;} ngs Richgy

WD) 3

Alan Jay Lerner (with Frederick Loewe) b
smaller number of Broadway Compose;.i Amoug ]
Irving Berlin, Noel Coward, Cole Porter le;dm?m
Sondheim. In Europe, the lyricists Tim Rice and% .
Boublil worked with Andrew Lioyd Weppe; N };
Michel Schonberg, respectively. ‘

In the field of popular Song composition, Many ey
broadsides were not credited to specific auhyg f
although some, like the seventeenth-century yy
Laurence Price, have been identified (Harker 19&7}.;;-
the eighteenth century, one convention in ity
for composers to set already published verse to ms
rather than to commission new lyrics; a similar conves ]
tion was often used in Western classical music T
exceptions, such as Thomas Moore and Robert Burs
were poets who set their own verses to music that s
often drawn from traditional Irish and Scottish soure
- During the nineteenth century, the first great popi2
songwriter in the United States, Stephen Fostr i
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