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THE PHRASE “sound scholarship” originated with 
Robert A. Golter, Assistant Director, Stanford University Libraries; the 
explanatory portion of the title is paraphrased from the title of Guido 
Adler’s lead article, “Umfang, Methode und Ziel der Musikwissen- 
schaft,” published in 1885 in the first number of the first volume of 
Vierteljahrschrift fur Musikwissenschaft-I 

The rationale for the term “sound scholarship” is an appeal to schol- 
ars and students to give greater consideration to the value of sound re- 
cordings as research materials. Paraphrasing Adler’s title of some 
ninety years ago provides the corollary thesis that the time has arrived 
for an assessment of the present status of sound archives and of their 
present and potential usefulness to scholarship and society; for an at- 
tempt to systematize description and location of materials; and to con- 
sider approaches to their function in education. 

Beyond this basic similarity, the reader should not look for the type 
of organization or the firm conclusions that characterize the Adler arti- 
cle. The subject of recording and diffusion of sound involves an almost 
infinite variety of material and affects all but the most isolated peoples 
as either passive or active participants. Therefore, it is imperative that 
an effort be made to come to grips with the problem of preservation 
and organization, even if in the process the number of questions raised 
far exceeds the number of answers put forward. 

Some sixteen years after Edison’s invention of the phonograph, 
Philip G. Hubert, Jr., writing in The Century Illustrated Monthly Mag-
azine, ventured the prediction: “Looking at the phonograph from the 
point of view of a person professionally interested in music, I cannot 
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see room for doubting the tremendous role which this extraordinary 
invention is to play in the future of music and musician^."^ 

In the intervening seven decades, the phonograph and other sound 
recording and reproducing devices have fulfilled Hubert’s expectations 
many times over, in quantity and quality, in ways which could hardly 
have been foreseen in the early 1890s. Although recordings of music, 
the subject of Hubert’s remarks, have captured the lion’s share of inter-
est of both the general public and of record collectors, the importance 
of preserving the spoken word and other unique historical sounds has 
been recognized from the earliest days of the art-witness the record- 
ings of Gladstone, Tennyson, Browning, and the bugler who blew the 
Charge of the Light Brigade.3 

Improvement and proliferation of recording and reproducing devices 
have brought to the listener within a single lifetime-at least for octoge- 
narians, nonagenarians, and centenarians-the cylinder, the acoustical 
and electrical “standard groove disc, the reproducing piano (and or- 
gan) roll, the wire and tape recorder, the long-play monophonic, ste- 
reophonic and quadraphonic disc, and the tape cartridge and cassette. 
With the added dimensions of live and recorded music and speech on 
radio and television, and the omnipresent portable transistor, society 
has accumulated and continues to accumulate an incalculable store of 
auditory and visual data together with almost unlimited means of diffu- 
sion. The primary means of exposure are, of course, through sales for 
home and mobile use, broadcasting, and “environmental” use-in facto-
ries, offices, reception rooms, shopping and recreational areas, and in 
public conveyances. Sources of environmental sound are most fre- 
quently broadcasts-some specially programmed for the purpose-from 
internal tape systems located in the headquarters of the complex. 

People are thus surrounded by transmitted sound during most of 
their waking hours and in some instances throughout the night by 
means of a pillow speaker. In addition are the other sounds of everyday 
life in a technological age-vacuum cleaners, washers, driers and mixers 
within the house; automobiles, police and fire vehicles, and aircraft 
from without, The sounds of nature-birds, rain, wind, the ocean-are 
generally obscured or require special attention, unless one makes trips 
to isolated areas without benefit of a transistor radio. 

What are the implications of this sonic saturation for the learning 
process? Effective instruction, as traditionally understood, requires a 
reasonably high level of attention prompted by adequate motivation. 
With sound a familiar background element, a review of motivation- 

P I  LIBRARY TRENDS 



Sound Scholarship 

attention levels may be in order. In  music, the following high-to-low 
level list is offered provisionally, subject to investigation: 

Silent reading of a score 
Conducting and solo or ensemble performance 
Member of audience-house music 
Member of audience-recital or concert 
Playing 78 rpm recordings 
Playing long-play recordings 
Playing tapes 
Watching and listening to television 
Listening to television without watching 
Listening to radio 
Background music in homes, automobiles, factories, offices, stores, airports, 

public conveyances 
Levels of attention may vary, of course, with the individual and with 

the volume or profile of sound. Studies dealing with hearing loss from 
overamplified music in confined spaces must be taken into account. An- 
other problem is the fragmentary presentation of classical masterpieces 
and the association of breakfast foods and the like with these fragments 
in radio and television commercials. 

In contrast to the negative aspects of the auditory ambience de- 
scribed above, one must in all fairness consider the overwhelming 
gains, actual and potential, that the development of sound recording 
has brought to the culture of the twentieth century. An astonishing va- 
riety of music ranging from ancient Greek to electronic compositions of 
the 1970s is available in a large number of phonorecord collections. 
Less obvious, but of considerable importance, is the number of social 
levels and “life styles” indicated by recordings. 

Speech recordings, although issued commercially in smaller num- 
bers, exhibit a similar coverage of historical time and geographical 
space. Sounds of nature and technology-birds, insects, heartbeats, rail- 
road whistles-are representative of the third group of documents on 
disc and tape. 

Recordings of music and speech, whatever the date of the score or 
literary work performed, are, of course, products of approximately the 
last eighty years, although efforts in the direction of re-creation of ear-
lier music and speech practices are not to be discounted. These record- 
ings constitute the documentation in sound of music and speech prac- 
tices of the twentieth century (and the last decade of the nineteenth) 
and as such are a primary resource for the study of a major aspect of 
the culture of this period, 
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In spite of the vast wealth of sound available on disc and tape and 
over the air waves4-and many programs of educational value are 
broadcast by both commercial and subscriber-supported stations-opti- 
ma1 use of sound recordings is unlikely to be realized until the organiza- 
tion, listing and location of the materials achieves a condition of uni- 
versality approaching that, for example, of the written and printed ma- 
terials in the field of music. 

The first steps in preservation for use are collecting and organizing. 
Collecting has in some cases preceded organizing by many years, since 
collecting requires space and transportation; organizing requires spe- 
cial knowledge and continuous labor. In the course of the history of 
sound recordings, archives have been established by educational insti- 
tuitions, private individuals and groups, and by commercial, industrial, 
scientific and governmental organizations, European archives go back 
to the beginning of the century, and are found in all the larger and 
in most of the smaller countries of that continent. In the United States 
the sound archive is a more recent development; the larger collections 
have been organized only in the last fifteen years. 

Definition of the purpose of archives, or of a particular archive, may 
be a simple matter in general terms but in specific details it may offer 
complications. Broadly speaking, an archive of sound should coIlect 
rare and unique recordings on all common physical media: cylinders, 
discs, tapes. From the point of view of content, it may embrace many 
types of music and the spoken word, or it may restrict its collecting 
policy to a single category, such as “classical” vocal music. 

Problems of establishing workable collecting policies arise most fre- 
quently in connection with certain gray areas. Should an archive keep 
only one, or should it keep two copies of every recording? Should an 
archive put all its disc recordings on tape and then put the discs in dead 
storage? Should long-play transfers of acoustic discs be collected? 
When a stereo performance-new or rechanneled-is issued, should the 
original monophonic recording be retained? To what extent, in an ac- 
ademic environment, should popular music be collected? 

In order to place these problems in some kind of perspective, it is 
necessary to see the history of recorded sound as a longitudinal and 
latitudinal continuum, equating the longitudinal aspect with the chro- 
nological history of manufacturers, labels and numbers, and the latitu- 
dinal with the variety of content. Of itself the exhaustive documentation 
of the longitudinal aspect will presumably give us the complete history 
of the recording, but it is the latitudinal aspect that reveals the re- 
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sources for instruction and research. Ideally, each new archive would 
base its acquisition policy on a consideration of avoiding areas culti- 
vated by already established archives, and build up specialties of its 
own. To some extent this has occurred in practice; few archives would 
attempt to duplicate the collections of ethnic music at Indiana Univer- 
sity and at the University of California, Los Angeles. But there are im- 
portant justifications for some measure of duplication. Early vocal re- 
cordings ( to  1909) are of such importance that all except the highly 
specialized archives will acquire everything within this category and pe- 
riod, Further, it is valuable for all archives to have at least a representa- 
tive collection of early recordings as tangible or at least visible artifacts 
in the history of recorded sound. Even more compelling is the consider- 
ation that no copy of an out-of-print recording should be discarded un- 
til it has been ascertained that identical copies in good condition are 
held by other archives. 

In general, the European archives enjoy public support, and therefore 
have been able to organize and catalog their collections, to offer ser- 
vices, and to produce publications. In the United States, archival con- 
ditions range from Yale University’s Historical Sound Recordings Pro- 
gram, a well-organized and going concern, to collections of historical 
recordings placed in storage for an indefinite period awaiting the avail- 
ability of funds. There are also “unrecognized archives,” out-of-print 
long-play recordings interfiled with in-print discs in listening room or 
home-use collections. Libraries that “tape all the discs we buy” often 
set up archives (without acknowledging the fact) by using only the 
tapes and keeping the discs in dead storage, retrieving them only when 
new dubbings are required. 

If carried out systematically, the building of archival collections im- 
plies both positive and negative controls. Positive control stems from 
the availability of adequate acquisition funds, of housing, and of per- 
sonnel to sort, organize and catalog. Negative control has to do with de- 
clining unwanted materials, and preferably referring them to another 
archive. Both types of control are, of course, dependent on the formula- 
tion of an acquisition policy. Is the archive to be a general one, or is it to 
be restricted to several categories of material, or perhaps one category? 
Is the decision to be based on content or medium (disc, cylinder, 
tape)? Limitation to a given physical medium appears to be unduly 
restrictive, except where the content itself is recorded almost entirely 
on that medium, as with certain singers of the “Golden Age.” 

When an acquisition policy has been formed and acquisition funds 
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are available, the archivist may seek out collections and individual 
items that will implement this policy, If funds are not available, the 
archivist will be almost entirely dependent on gifts, only a small per- 
centage of which may implement the acquisition policy. Donors of 
phonorecord collections to educational institutions usually prefer to 
present them intact, rather than have several librarians and archivists 
come in and make individual selections, The sound archivist, moreover 
is concerned with the preservation of recorded materials of all types, 
even though his or her own archive is a specialized one; he or she will 
therefore often accept materials outside the field of specialization to 
save them from discard, and in the expectation that they can be used 
for exchange or for a later outright transfer to another archive. 

The weight, bulk and fragility of historical sound materials, the ar- 
rangements for transportation and storage, add to the problems of col- 
lection building. The second horn of the dilemma is represented by the 
number of duplicates that turn up with alarming regularity. As with 
sheet music, it appears that during the first half of the century almost 
everyone bought the top five hundred discs and albums. 

When a collection is received, the recordings are ordinarily compared 
item by item with the archive’s present holdings. The best one or two 
copies from among the new and former acquisitions are retained and 
the others put in storage for sale or exchange or as gifts. With each 
matching it must be determined that the recordings placed on the sale- 
exchange list are actual duplicates, the same label, the same take. The 
ultimate test is comparison by synchronized playback, but few archives 
have sufficient funds for this type of “searching.” 

As collection building proceeds, certain refinements are likely to de- 
velop in interpretation of policy, An archive, for example, may decide 
to retain only original issues and to offer re-issues for sale or exchange. 
Such changes in policy should receive adequate publicity through jour- 
nals such as the Journal of the Association for Recorded Sound Collec- 
tions, so that archivists may keep in touch with general changes in the 
location of resources. 

A major step in the direction of a union list of sound recordings was 
taken a few years ago with the publication of A Preliminary Directory 
of Sound Recordings Collections in the United States and Canadae5 
This directory lists some 1,700 institutional, commercial, industrial, 
governmental and private collections, with annotations concerning size 
and nature of collection, availability of catalog and conditions of ac-
cess, exchange arrangements and other information. The variety of con-
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tent listed under the specialized archives provides significant insights 
into the penetration of sound recording into almost every aspect of hu- 
man endeavor. 

There are at least five general sound archives in the United States: 
the Library of Congress Recorded Sound Section, the Rodgers and 
Hammerstein Archives of Recorded Sound in the Lincoln Center for 
the Performing Arts (New York City), the Yale University Historical 
Sound Recordings Program, the Syracuse University Audio Archives, 
and the Stanford University Archive of Recorded Sound. Among special 
collections, the Archives of Traditional Music and Archives of Latin 
American Music at Indiana University are outstanding, as is the Na- 
tional Voice Library at Michigan State University. A number of smaller 
archives have recently come into existence. 

Whereas the Yale archive and the National Voice Library were es-
tablished with the acquisition of well-developed private collections, the 
Rodgers and Hammerstein and the Stanford archives are the results of 
years of collecting and storing. The Library of Congress Recorded 
Sound Section was set in motion with a program of recording American 
folk music, and developed further through its function as a semi-official 
depository for commercial recordings. At Indiana University the Ar- 
chives of Traditional Music has been built up through a number of eth- 
nomusicological programs of field recordings as well as commercial re- 
cordings. 

Private collections have also followed diverse patterns of develop- 
ment: purchase from other collectors, purchase from secondhand shops, 
exchange, receipt of gifts. Some exhibit a high degree of specialization; 
in others the joys of random collecting are apparent. Some are well cata- 
loged, others in a desultory manner. Some collectors make tapes of 
their recordings on request; others restrict playback to sessions for 
friends. Paradoxically, because they are not subject to institutional re- 
strictions, private collectors are often better sources of needed dub- 
bings than are university or public sound archives. Institutional ar- 
chives are, in fact, greatly indebted to private collectors, most of whom 
carried the burden of preservation, particularly of older and rarer re- 
cordings, long before institutions became aware of responsibilities in 
this area, 

In common with other humanistic disciplines, the field of historical 
recordings can be fully effective as a scholarly resource only when prop- 
erly documented. Beyond this lies the necessity for the proper applica- 
tion of technological means, since the visual scanning which transmits 
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written and printed data to the scholar must be replaced, in scanning 
sound recordings, by devices which reconvert physical and magnetic 
configurations into intelligible auditory symbols. 

One field in which considerable progress has been made is that of 
documentation. This term may be construed to include histories of the 
recording industry, the inventors and leaders, its technology and its 
products (phonorecords and recording and reproducing devices), its 
managerial and legal affairs, biographies of recording artists and organi- 
zations, and what is perhaps most familiar, audiographies. This latter 
term, coined by Walter Welch, Director of the Audio Archives, Syra- 
cuse University, is used here to encompass all listings, wherever found, 
of every type of phonorecord: disc, tape, wire, cylinder and player pi-
ano and organ rolls. For obvious reasons, it is more inclusive than the 
customary term “discography.” As in other fields, documentation is aug- 
mented and updated in books and periodicals. 

The history of recording has among its principal representatives the 
works of Gelatt,6 and Read and WelchS3 Special aspects of the artist 
and repertory executive have been described by Gaisberg? and O’Con- 
ne1L8 Biographies of recording artists, especially in the field of jazz, 
appear in a fairly steady flow, and these biographies are read both by 
those who know the artist through his live performances and by those 
who know him through recordings. 

The field of audiography has been even more assiduously cultivated. 
The great number and variety of phonorecords that have appeared 
through commercial and non-commercial channels within the past 
eighty years provide an almost limitless resource for audiographers, 
and the results have been impressive in quantity and often in quality. 
Compilers have provided extensive coverage of large corpora of re-
corded materials using as source materials the recordings themselves, 
manufacturers’ logs and catalogs, house organs and other publications 
(including advertisements), lists and reviews in periodicals and news- 
papers, biographies of and interviews with recording artists, catalogs 
of private and institutional record collections, and general and special 
audiographies, such as the World’s Encyclopaedia of Recorded Mu- 
sic. Individual audiographies vary, of course, in completeness of the 
body of material to be covered, in format, and in completeness of indi-
vidual entry. For early recordings there are the works of B a ~ e r , ~Ben-
nett,1° Hurst,’l and Bescoby-Chambers.12 Covering the electric 78 
rpm era are the Gramophone Shop Encyclopedia and the World’s En-
cyclopaedia of Recorded Music, the latter extending into the first years 
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of long-play recordings. Since 1949 the Schwann Catalog, now the 
Schwann Record G Tape Guide has been the most durable of American 
listings of current recordings, though lacking the detail of the Library 
of Congress Music and Phonorecords. In the field of jazz, Delaunay,13 
Panassi614 and Rust15 are representative, and for the spoken word the 
audiographies of Helen Roach16 and Milo Ryan.17 

Indeed, the compiling of special audiographies-by performer, by 
composer, and by composition-is an expanding field. They are found 
regularly in such periodicals as High Fidelity and Stereo Review and 
are an important feature of such collectors' journals as Record Collec- 
tor and Recorded Sound. They appear, too, as separate publications 
from countries as far away as Denmark, Brazil, and Nigeria, and few 
self-respecting biographers and historians in the field of music fail to 
include an audiography. Since quite early, recording companies have 
provided their own sometimes elaborate audiographies for educational 
and general use; the Victrola Book of the Opera and What  We Hear in  
~Muusic~~are well-known examples, 

Here again the private collector has fulfilled an essential function in 
the documentation of recordings. An institutional type of catalog, such 
as the Library of Congress list, is generally inadequate for the collector 
of early recordings, since the types of information included do not 
cover such refinements as takes, and can hardly deal with the knotty 
problem of speeds. The catalog of Victor records now in preparation by 
W. R. Moran and others will include a great variety of detail, such as 
date and suggested speed. 

EDUCATIONAL SOUNDVALUEOF 

I t  has become a commonplace that learning takes place not only in 
the formalized structure of the public and private school, but (espe- 
cially in early years) as a result of all the sights and sounds that present 
themselves to the individual. And although most seeing and hearing is 
selective, the child has much less control over what he hears-since 
hearing is omni-directional-than over what he sees. One is reminded 
of the poem by Walt Whitman: 

There was a child went forth every day; 
And the first object he look'd upon, that object he became; 
And that object became part of him for the day, or a certain 

part of the day, or for many years, or stretching 
cycles of years. 
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Although this poem, which in some ways anticipates the ideas of 
Marshall McLuhan, emphasizes visual images, it applies equally well 
to the auditory aspects of informal education. 

The use of sound in formal education generally takes one or more of 
several forms: 

1. A complement or supplement to a wide variety of courses in music 
appreciation, history, literature, theory, and orchestral conducting 
and performance. 

2. A complement or supplement to courses in such other disciplines as: 
English, drama, foreign languages, history, political science, sociol- 
ogy, and anthropology. Foreign languages may be taught largely 
through recordings. 

3. As basic study and research material in ethnomusicology and jazz, 
replacing written or printed transcriptions. Because of the problems 
of accurate representation of pitch and rhythm of ethnic music by 
means of Western notation, recordings have long been recognized 
as a necessity in the study of music other than European art music. 
Probably the earliest scholarly use of the phonograph was in the field 
of ethnic music, as indicated by Read and Welch3 and in the recently 
published letters of BBla Bart6k.IQ 

4.As material for special projects in specific disciplines and in inter- 
disciplinary studies. Examples are background music for student 
films and music used by various peoples for hypnotic trances. 

5. As the only auditory realization of a piece of electronic or computer- 
generated music, in which there is no score in the accepted sense 
of the word, but only a set of instructions or a program. 

The increased flexibility in university course offerings, exemplified by 
freshmen seminars and undergraduate specials, has brought into being 
at Stanford University such courses as “Great Operatic Recordings of 
the Past,” taught in the autumn quarter of 1970 by Phillip Petersen of 
the Department of Spanish and Portuguese, a private record collector, 
and “Survey of Twentieth Century Popular Music in the US.” taught in 
the spring quarter of 1970by Edward L. Linotti, former Assistant Archi- 
vist, Stanford Archive of Recorded Sound, Both courses were based on 
historical recordings played on historical phonographs. 

The present use of phonorecords in educational institutions is exten- 
sive. It is based largely on currently or recently available commercial 
discs and tapes (including transfers of early discs, cylinders and player 
rolls) and on tapes especially prepared from various classroom, studio 
and laboratory sources for various curricular purposes. One common 
use of tape is that of replacing student attendance at lectures. 
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A brief survey of some of the present uses of the larger archives will 
not only illustrate the services which they are currently rendering to the 
world of scholarship, but will also give some indication of the potential 
value these archives will have when their holdings have been com- 
pletely cataloged and when they are more adequately staffed. 

Yale University, Historical Sound Recordings Program-Use of this 
sound archive doubled during the period 1968-1970, reaching 1,200 in- 
stances of use during 1971. Special research projects using materials in 
this archive have included the following: a master’s thesis on recorded 
performances of pupils of Franz Liszt; a study on the performance of 
the music of Karl Loewe; and a course initiated by five graduate stu- 
dents on the performance of works by Chopin, Schumann and Brahms. 

Library of Congress, Recorded Sound Section-This archive was estab- 
lished in 1963, although special sound recordings collections, such as 
the Archive of American Folk Song, had been established there much 
earlier. The estimated total holdings of the Recorded Sound Section are 
500,000 items. There is a catalog of selected long-play discs, and card 
indexes and finding lists for other collections, Far less than half the col- 
lection, however, is indexed in any of these ways. Listening is generally 
handled by appointment. There are four playback stations, so that four 
signals are available at any given time. Although 5,000 shellac discs, 
including all discs of the voice of Enrico Caruso, have been put on tape, 
the Library provides controlled listening of original shellacs when nec- 
essary. Typical projects are a study of performance styles in piano con- 
certos and a study of castrato singing. 

From July 1,1970 through June 30,1971 the Recorded Sound Section 
served 4,600 “readers” (independent of the listeners) of whom 3,400 

TABLE 1 

USEFIGURES SOUND 1968-1971FOR RECORDED SECTION 

Year Number of Listeners Total Listening Time 

1968 95 160 hours 
1969 125 230 hours 
1970 189 376 hours 
1971* ca. 212 ca. 530 hours 

* Figures were projected from figures available through November 50, 1971. 
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required reference assistance. In addition, there were 5,400 telephone 
inquiries and 1,200 mail requests. Other figures are given in Table I. 

Rogers and Hammerstein Archives of Recorded Sound, New York Pub-
lic Library-This archive contains extensive holdings in all types of re- 
corded music and speech. It serves students and faculty members from 
educational institutions in the New York City area as well as the gen-
eral public. Among those using its services are actors who listen to dia- 
lect recordings to improve the reading of their roles on the stage. 

Syracuse University, Audio Archives-This archive is used by music 
students and by students of drama. The ajdoining laboratory is of spe- 
cial importance for the rerecording of early cyclinders. 

Michigan State University, National Voice Library-Here a special ap- 
proach has been taken to the problem of providing archival materials 
to students and teachers. The director, G. Robert Vincent, has pre- 
pared thirty-nine taped programs of the speech material in which this 
archive specializes. These tapes may be used in the regular listening 
rooms of the university. When audition of other materials is desired, 
controlled listening is available in the archive. 

Discussion of the current use of historical recordings raises certain 
questions concerning the reproduction of these recordings for listeners. 
The variety of types of historic reproducing devices is documented in 
Read and Welch,3 and current technological achievements form an im- 
portant part of the subject matter of periodicals such as Audio, High 
Fidelity, Stereo Review and Consumers Research Bulletin. The published 
research paper of Pickett and LemcoeZo and the article by Welch in 
this number of Library Trends deal with the preservation of phonorec- 
ords. Library applications of reproducing technology have been treated 
by Colby and JohnsorP and by Curra11.22 Added to these resources is, of 
course, the immediate advantage of the presence of sound technicians 
on campus or in the vicinity of the institution. 

Given the options, should historic discs, which form the larger part 
of most archives, be played on phonographs with which they are con- 
temporary or on the most sophisticated high fidelity equipment? Several 
possibilities exist for reproduction of acoustic discs and electric 78 rpm 
discs: one may use antique machines of the period, antique machines of 
later periods, standard current high fidelity equipment, or special high- 
fidelity equipment with variable speed turntables, filters, and styli of 
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various sizes and configurations. It is also possible to use various styli 
on the same disc synchronously, superimposing the signals on tape, in 
order to extract the maximum amount of information from the grooves. 
The decision as to speed is a knotty one, because even with score in 
hand, one cannot be certain that a given piece of music was not trans- 
posed for a particular recording session. 

Perhaps the problem of reproduction may be viewed in terms of the 
“sound ideal” of the present high fidelity era versus the “sound reality” 
of, for example, 1907. In other words, should one attempt to extract the 
signal from the disc in its “pure” form, freed from the ambience of sur- 
face noise, or try to recreate the sound as the original purchaser heard 
it? This is manifestly difficult, even with antique machines, unless one 
has in hand a mint or nearly mint copy of the recording. A related con- 
sideration is whether to accept the limitations of frequency response 
and volume imposed by early recording and reproducing devices or to 
accept the modifications brought about by any kind of electronic pro- 
cessing. The strictly historical approach (playing early discs on early 
machines) is somewhat analogous to the performance of Baroque mu- 
sic on Baroque instruments. But a strong case can be made for using 
highly sophisticated filtering equipment if the original signal (minus 
surface noise) can be preserved intact without the emasculation typical 
of early attempts to “clean up” acoustic discs. 

An answer to this, as to other problems connected with sound ar- 
chives, is that there is room in the world of sound for a variety of ap- 
proaches, and for broad experimentation. What is important is that all 
technical resources be taken into consideration and that the results of 
experimentation be known and evaluated. 

LEGALASPECTS 
Legal aspects of accessibility to archive resources are still subject to 

various interpretations, dependent not only on federal laws, but also 
on state laws. While the new copyright law protects recordings is- 
sued on or after February 22, 1972, the legality of dubbing still in- 
volves the rights not only of manufacturers, but of publishers, com- 
posers and performers and their heirs. Most archive materials are 
by definition-because of fragility and irreplaceability-not to be used 
outside the archive; tapes must often be made even for use within the 
institution. 

One procedure which appears to have some merit in meeting re- 
quests while observing principles of fair use, is to make an archival copy 
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of a disc, a disc set, or of certain parts thereof, and issue it to the re-
questor on a loan basis, with the stipulation that the tape must be re- 
turned to the archive after a certain period, In-house playbacks may use 
the original recordings (controlled by the archivist), but even here care 
must be exercised to avoid playing the same recording too often. It is 
much safer to make a tape the first time a rare recording is requested. 

POTENTIAL ARCHIVAL MATERIALSUSESOF 

Sound recording resources may be divided into three general catego- 
ries: (1)those now available in institutional and other archives and in 
private collection, ( 2 )  those known or presumed to exist but not now 
available (this would include a large percentage of the “underground 
recorded material and material in large corporation holdings), and ( 3 )  
materials yet to be recorded through the initiation of special recording 
projects. 

Except in the fields of jazz and ethnomusicology, the use of record- 
ings in research and as a basis for research has been minimal. Examples 
of books that are based on recordings are those by Hughes on Toscan- 

by Culshaw on The Ring24and by Taranow on Sarah Bernhardtaz5 
This last book contains a chapter on the voice of Bernhardt that de- 
pends almost exclusively on recordings of her voice, many of them re- 
processed by Walter Welch at the Audio Archives of Syracuse Univer- 
sity. It is an excellent example of what can be achieved in the history of 
the spoken word through the use of recordings and in cooperation with 
an archivist possessing the necessary technical expertise. 

Within the field of music, which ordinarily has the largest represen- 
tation in a general archive, there are almost unlimited potential re-
search uses for sound recordings, Some of these have been described 
by the present writer in an article published in Library Trends over a 
decade ago,26 and from a somewhat different point of view in a paper 
presented to a joint meeting of musicologists and music librarians in 
1970.27 

Considered in their totality, the combined holdings of all sound ar- 
chives throughout the world, whether or not designated by an appro- 
priate name ( such as archive, discoteca, or phonothdque ), constitute 
the essential and utlimately irreplaceable resource for the performance 
practice of music and speech in the late nineteenth and in all of the 
twentieth century to date. As Bescoby-Chambers has pointed out,12 the 
recordings of the pupils of nineteenth century masters, such as pianists 
Liszt and Thalberg, who died too early to record, undoubtledly reflect 
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some characteristics of the practice of their teachers. By extrapolation 
the historical value of the recording may therefore be extended back in 
time to at least the 1830sand 1840s. 

The authenticity of the data contained on a recording is, of course, 
dependent to some extent on the methods used in recording and repro- 
duction. Whereas the earliest recordings suffer from the technical limita- 
tions of the recording process, the most recent new recordings are a 
composite of a number of takes, with the “best” passages from each 
spliced together to synthesize a performance that has never previously 
existed as a continuous phenomenon. The scholar, therefore, must take 
into account, along with such primary factors as the authenticity of 
the printed edition used by the performer, all the details of technology 
which bear upon the music as he hears it on the phonorecord. 

Study of the performance pratices of music of earlier periods, espe- 
cially Renaissance and Baroque, is intensively and extensively culti- 
vated at a number of universities (including Stanford, Illinois, Califor- 
nia at Berkeley) and by private organizations such as the Pro Musica 
Antiqua, the New York Pro Musica, the Studio fur Fruhen Musik and 
the Concentus Musicus. The indepensable elements for reconstructing 
the performance styles and techniques are, of course, reliability of the 
scores, analytic and artistic intelligence of the transcriber and per- 
former, existence of early instruments and replicas, with some depen- 
dence on iconography, manuals of performance both early and recent, 
dictionaries of terms, and descriptions of concerts and recitals, such as 
those of Charles Burney. Performance Practice; A Bibliography by Vin- 
quist and Zaslaw is witness to the number and quality of research stud- 
ies in this fielda28 

Study based on the performance of music in the twentieth century, 
on the other hand, has scarcely been touched in academic circles, ex- 
cept as noted before, in the fields of ethnomusicology and jazz, where 
recordings, rather than scores, are accepted as source material. To a cer-
tain extent this is not surprising, because phonorecord resources have 
only recently been well organized, and then in only a few institutions. 
But as Leonard Ratner has pointed out in a talk on historical record- 
i n g ~ , ~ ~music is an art of sound, and the written and printed notes are 
basically signs to be externalized in performance. 

Indeed, the evaluation of art music through its performance has been 
limited largely to record reviewers and record collectors, writing in pe- 
riodicals such as The Gramophone and High Fidelity and in books 
such as T h e  Record Book,3a and T h e  Guide to Long-Playing Records 
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series.31 Published comparisons of recordings of Beethoven symphonies 
or of the recordings of a given performer or conductor are left chiefly 
to those writing for the lay audience. 

The proposed entrance of the musicologist into the field of research 
based on sound recording should bring to bear on the study of perfor-
mance the knowledge and judgment of a trained style analyst. Further, 
the detailed description of the differences among performances of the 
same work by Szell, Toscanini, and Klemperer, for example, should af- 
ford new insights into the music itself. In this type of research it is the 
performance that occupies the center of the stage, while the musical 
score, retaining its position of authority, changes its function to that of 
reference point. This type of research usually requires also a change in 
attitude on the part of the researcher, since value judgments come at 
the end of a long chain of comparisons. 

Several research papers have been completed at Stanford Univer- 
sity that involve the use of early recordings as basic source materials. 
Among these are a study on Debussy by T ~ l l e f s o n ~ ~  and a study on 
Haydn by Hill.33 But the Hewitt and Adkins lists of dissertations are 
remarkably innocent of topics which indicate use of these resources.34 

In earlier recordings of music of the Middle Ages, and the Renais- 
sance and Baroque periods, performances are admittedly hampered by 
the use of inflexible transcriptions, modern instruments and by incom- 
plete understanding or disregard of performance styles. Even these re- 
cordings are valuable, however, as documents of the practice of “early” 
music in our own century, just as earlier histories of music are indica- 
tors of the state of scholarship in earlier centuries. 

A word should be added here about radio programs of recordings by 
individual performers, orchestras and conductors. While valuable, 
these programs are necessarily selective and ordinarily not subject to 
repeated hearings. 

SPEECHRECORDINGS 
Prose and poetry, unlike music, are not generally regarded as requir-

ing the transmutation of a written or printed text into sound, although 
reflection will reveal an element of similarity. A poem or dramatic role, 
public address or essay, may be read in as many different ways as there 
are readers. Writers in two fields, psycholinguistics and phenomenolog- 
ical hermeneutics, have emphasized the distinctions between speech 
and writing. “Among the most obvious characteristics of speech not 
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present in writing,” says Joseph DeVito, “are silence or pause, pitch, 
volume and In a different vein Richard Palmer asserts that “all 
written language calls for retransformation into its spoken form; it calls 
for its lost power. Writing language down is an ‘alienation of language’ 
from its living power-a Selbstentfremdung der Sprache, a self-
estrangement from speaking.”36 

As in music the sum of the playing of individual notes and groups of 
notes constitutes a performance style, so in speech the inflections, stress 
and groupings of words add up to a rhetorical style. Interpolations and 
more extensive departures from the printed text of a speech have their 
counterparts in troping in music, and what is totally improvised in mu- 
sic is considered extempore in speech. 

In the broad sense, recorded speech may be regarded as a comple-
ment to the written or printed word. But it is more than that. Although 
Marshall McLuhan has taken an over-assured view of the demise of the 
printed word, the very pace of communication has brought about a re- 
vival of the oral tradition of antiquity and folklore, though at  an accel- 
erated tempo. People are undoubtedly hearing-with or without under- 
standing-a larger percentage of information from radio and television, 
while perhaps spending smaller amounts of time with books, periodi- 
cals and newspapers. 

Further concrete recognition of the importance of the spoken word is 
found in the series of recordings of poets reading their own works in the 
Harvard Vocarium and Library of Congress series, and in the work of 
the National Voice Library. 

Radio and television programs are, of course, a rich resource for the 
documentation of our cultural, social and political life. News broad- 
casts and interpretations, interviews, panel discussions, dramatic pres- 
entations, documentaries, concerts, church services-all qualify as re- 
search material. It would require a special study to determine to what 
extent these resources are available to scholars and to what extent they 
are being used by scholars. Until these factors have been determined, it 
is to be supposed that radio and television programs remain largely un- 
tapped as scholarly material, although film clips and sections of video- 
tape, as well as historical voice recordings, frequently appear in special 
documentaries. 

The most complete audiovisual documentations of the recent explora- 
tions of geological and political terra incognita-on the moon and in Pe-
king respectively-are without doubt those in government and network 
archives. Portions of such recordings may appear in packages prepared 
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by producers of educational media, but here, as in similar packages, 
the selection is that of the manufacturer, and generally more suitable to 
high school and undergraduate use than for advanced study. 

A recent development in radio, and to a lesser extent in television, 
has been the talk show. The usual format is a dialog between the com- 
municaster ( a  staff member of the radio station with some skill as a 
conversationalist) and an unseen, usually anonymous caller on the tele- 
phone. Each caller is generally limited to a period of a few minutes and 
other callers may comment on previous remarks. There is generally a 
seven-second delay between phone conversation and transmission to 
permit the obliteration of obscene and slanderous remarks. 

The talk show may be regarded as a broadcast counterpart of the old 
town meeting, with tens of thousands of unseen participants represent- 
ing thousands of miles and diverse cultural, political, social and eco- 
nomic spectra. Making allowances for cranks, purveyors of trivia and 
inebriates, some of whom are screened out by the producer, and for the 
prejudices of the communicaster and interruptions by commercials, the 
talk show probably represents the most open expression of public 
opinion to date. 

While the talk show in its standard format is an example of wide- 
spread grassroots expression, it acquires special significance when 
guests (writers, public figures, and others) appear with the communi- 
caster, and in answer to questions or “off the cuff give statements 
which are not included in their writings or press reports. One program 
on the Pacific Coast is devoted to religious questions; there are three 
moderators, one Jewish, one Catholic and one Protestant. Although 
other beliefs, including atheism, have no representatives on the panel, 
their spokesmen are sometimes heard as callers. This same radio station 
reports on the basis of the ARB for October-November 1971, 88,600 
adult listeners (eighteen years old or over) Monday through Friday 
during the peak talk show hours of 6 to 10A.M. 

Radio stations customarily tape these talk programs and retain them 
for three months, in accordance with FCC regulations. A few programs 
of special merit are placed in the station archives. I t  is probable that 
private individuals make recordings of these programs selectively, but 
the existence of these “underground” recordings is not known until 
brought to the attention of an interested party. In these talk programs 
students in the field of history, sociology, anthropology and communi- 
cations have the raw materials-the word is used advisedly-for follow-
ing trends of public opinion and gaining insight into the everyday life 
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of large numbers of people, including those who are normally silent, 
but become vocal under the pressure of events and the cloak of anonym- 
ity, It is obvious, of course, that unless unlimited storage and retrieval 
facilities are available, some selective editing is in order. As files of 
newspapers are stored on microfilm, however, it should become possi- 
ble, with advances in technology, to store sound data in economical 
form. 

Oral history, in contrast to the talk show, represents a deliberate and 
formal approach to the preservation of speech, generally on an individ- 
ual basis. Here the importance of retaining the original tapes, rather 
than erasing them when typescripts have been made, should be 
stressed. Another means of building up speech collections is preserving 
talks and other programs taped for broadcast by local commercial and 
non-commercial radio stations. Some educational stations have their own 
archives, and make copies of recordings from these archives available 
for sale. 

Of sounds that are neither music nor speech in the accepted sense, 
sounds of nature, human activity, transportation, industry, and so forth, 
it may be said that the commercial recordings on the market point the 
way to opportunities for collecting and research comparable to those in 
music and speech. 

The traditional and still basic concept of a sound archive is that of a 
“classical” vocal collection preferably of the type and period circum- 
scribed by Bauerg and Hurstll in their historical catalogs. The categories 
listed in Bescoby-Chamberslz and in jazz audiographies represent 
other favorite fields and periods of collecting. It is natural, as with rare 
book collection, that emphasis should be placed on the hard-to-get and 
the monetarily and artistically valuable recordings. But a full-fledged 
sound archive, like a full-fledged library, should cover, at least selec- 
tively, all periods of sound recording, including materials that are still 
fairly commonplace. Until there is some assurance that continuing re- 
sponsibility will be assumed for certain categories of recordings, that 
union lists will be developed, and that tapes will be available under an 
inter-archive system, it is shortsighted to let recordings be dispersed. If 
space limitations preclude acquisition of recordings by one archive, a 
consortium arrangement may provide a solution. 

Phonorecord archives have the responsibility of documenting the his- 
tory of humanity and nature in sounds, as libraries have the responsi- 
bility of documentation in manuscripts and printed materials. In many 
instances sound will run parallel to the printed word or to the printed 
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musical notes; in other instances it will perform a function impossible 
for visual materials. Because sound has special temporal and spatial 
characteristics, it can further serve as a bridge between academic disci- 
plines and popular culture. It can also illustrate the relationship of 
speech to music, and may one day bring about the realization of Mantle 
Hood’s hope that all music study will embrace the principles of eth- 
nomusicology in emphasizing the supremacy of performance and the 
necessity of considering the cultural ~ontext .~’  

Problems of acquisition, preservation, documentation and educa- 
tional use of sound materials are being solved gradually, sporadically, 
and selectively. Without a generously endowed national or interna- 
tional effort, this state of affairs will undoubtedly continue indefinitely 
with positive steps dependent on a few individuals and organizations. 
The long-range objectives, based firmly on the work already accom- 
plished in the above fields, must be: 

1. an audiographic equivalent of the International lnwntory of Musi-
cal Sources, providing identification and location of all out-of-print 
phonorecords and where possible non-commercial recordings; 

2. availability of sound recordings through inter-archive loan or by
electrical transmission; 

3. development of standards for description of phonorecords;
4. specialization by archives in various types of recorded music and 

speech, with the purpose of filling gaps and developing expertise in 
special fields; and 

5. encouragement of the use of sound recordings in research, and ex- 
ploration of possibilities for historical research in the newer disci- 
plines of psycholinguistics and psychoacoustics. 

During the last decade two organizations, the Association for Re- 
corded Sound Collections and the International Association of Sound 
Archives, have come into being. It is hoped that these organizations will 
address themselves to the achievement of these and related objectives, 
so that the world of sound will take its place alongside the world of 
print as a fully utilizable resource in formal and informal education. 
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