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EDITORIAL 

The present issue of the PHONOGRAPHIC BULLETIN is primarily dedicated to Sound 

Archives in the Federal Republic of Germany, a theme which was also subject 

of presentation and discussion at the Annual Meeting of IASA in Mainz, Septem­

ber 1977. The four papers read during the German session are printed in full 

with an introduction and an epilogue by the chairman of the session Dietrich 

Lotichius, Head of Sound Archives of the Norddeutsche Rundfunk, Hamburg. 

I like to thank our colleagues from the Federal Republic of Germany for their 

readiness to place their papers at my disposal for publication. 

I like especially to thank Mr. Dietrich Lotichius for his great help in edi­

ting this issue of the BULLETIN and Mr. Philip Reed of the Imperial War Mu­

seum, London, for the translations in English of two of the papers. 

Part of the papers are printed in German as well. 

Dr. Rolf Schuursma, 

Editor. 
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Sound Archives in the Federal 
Republic of Germany 
SESSION OF IASA AT THE ANNUAL MEETING IN HAINZ 

13 SEPTEMBER 1977 

CHAIru.r~N: DIETRICH LOTICHIUS, HEAD OF THE SOUND ARCHIVES OF THE NOnDDEUTSCBE 

RUNDFUNK, HAMBURG 

Introduction by the Chairman 

In the course of its annual conferences IASA has, in recent years, built up 

a tradition to present contributions on sound archives in the resnective host 

countries in order to inform members corning from abroad. I think it was a ve­

ry wise decision to do so because in our archival profession we tend to work 

behind the scene and we are not doing our job in a snectacular way to attract 

public attention. It is certainly true that any archive has its commitment to 

serve the public in one way or the other. Yet how this is done, what this pre­

cisely operating machine of smooth service does in fact look like is widely 

unknown. So it's true to say that the effectiveness of an archive is greater 

the less its existence as such becomes obvious. 

To give an archive a status like this it is of course imrortant for all of us 

representing the branch of archivists to look behind our colleagues' scene, 

to try to find out more about structure, range of activities, amount and natu­

re of holdings, historical background of archives elsewhere - especially those 

which are not normally easily accessible because of the great distance unless 

international meetings open the doors. 

The topic announced for this meeting is not "Sound Archivism" in Western Ger­

many but simply "Sound Archives in the Federal Republic". The reason is that 

in our country there is no organised form of sound archivism but a great va­

riety of individual relationships of the various institutions to public, semi­

public, private areas or other. 

I will frankly admit that when I had the first contacts with the secretary of 

IASA about the shape of the present meeting I knew very little indeed about 

German sound archives outside radio and television and I was subse0uently at 

pains to suggest someone who could possibly present a sort of over-view on the 

whole and surely wide range of sound archivism in the Federal Renublic of Ger­

many. What has been possible, however, was to invite some representatives of 

various fields of sound archivism in Western Germany and I am most grateful to 

those distinguished colleagues for their readiness to accept an invitation to 

contribute. 
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But there is more that has been possible to accom~lish: though limited in 

availability of time some research has been carried out to find archives of 

all denominations existing in this country. Emerging from these efforts a 

list has been co~piled giving ~ore or less detailed information on archives 

that are not sUbject of the talks you are going to hear this ~orning. 

I better stress that this list in itself is far from being complete and I 

sincerely hope that one of ny German colleagues will feel tempted to invest 

a lot of tir.le for more research into the matter and to add t) the list as much 

items as possible to give it a better value than the one I can offer you to­

day. 

The papers that vlill be read this morning are coming from both non-radio and 

radio/TV sound archives. Perhaps for those who are confronted with radio and 

TV in this country for the first time I'd better explain that there is no 

state owned or state governed mass media syste~ in Western Germany. That means 

that we have no single nation-wide radio and TV corporation. Instead, a number 

of statutary corporations which are entirely independent units do exist and 

serve public interest in their respective areas. 

~here is, of course a forum of cooperation between these independent bodies, 

called the "Arbeitsge~einschaft der offentlich-rechtlichen Rundfunkanstalten 

der Bundesrepublik Deutschland" (ARD) or Conference of the Statutary Broadcas­

ting Corporations of the Federal Republic of Germany. Radio in this denomina­

tion does comnrise Television if covered by the individual corporations. 

It does not include, however the "ZweitesDeutsches Fernsehen" (ZDF), the second 

German TV channel which is a powerful corporation in its own right and clearly 

distinct from corporations affiliated losely to the (ARD). 
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Sound Recordings in the 
Bundesarchiv 
PROF.DR.l"RIEDRICE P. KAHLENBERG, SENIOR DIRECTOR OF THE DEPARTHENT OF NON­

WRITTEN RECORDS 1'.T THE BUNDESA.RCHIV, KOBLENZ. 

Introductory remarks 

During the 20th century it is the new dimension in the nature of archival 

material which is most significant for the development of archival holdings 

as well as of archival institutions. 

The new dimension in the nature of contempora~y i.e. 20th-century archival 

material is formed by two princi~al elements: the first is the aspect of the 

quantity of archives, the second is the aspect of new ~ualities of potential 

archival information. Recalling the discussions on the theoretical bias of 

archival work, of particular systems of records-selection and review-techni­

ques, and of record-ad~inistration activities I have to em~hasize that these 

discussions are more significant for the professional archival world of pu­

blic and state archives in Germany than any other asnect of modern archives. 

Therefore the second princi~al element, the new qualities of potential archi­

val information, has remained a "backwater" in the attention of the archi­

vists rather a long ti~e. I am sneaking of audiovisual information, and - de­

dicated to the archival provenance of this distinguished audience of archi­

vists - exclusively of sound-recordings. 

I do not feel invited to discuss the potential value of sound recordings as 

source material for historical studies. This has widely been done durins the 

century by most emin€nthistorians and methodologists of historical research. 

I only mention the contributions by Jean Thevenot to the chef-d'oeuvre of 

historical methodology of the last decade, "L' Histoire et ses ~'ethodes", 

edited by Charles Samaran in 1961. And I have to mention, that the "Verein 

Deutscher Archivare", the German Association of professional archivists, du­

ring its 1974 Annual Conference in Braunschwei~, discussed the methodology of 

the use of audiovisual archival records as historical source material inclu­

ding a remarkable report on sound recordings by Uanneliese Nig~emeyer. I re­

strict myself to the fact, that the most obvious justification on why archi­

ves should preserve sound-recordings is siDnly that this is a new material 

for the recording of human activities. The ~uestion if sound recordings should 

be kert in archives or not denends on the potential information value of the 
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potential information value of the human activity which has been recorded, 

but not all on the quality of the medium. 

Of course, in so~e instances sound recordings may be the only or the most com­

plete documentation of a discussion, of the recorded memoirs of a renresenta­

tive of public life, of politics or of the world of music and fine arts, and 

finally of an event in any field of public activities. If sound recordings 

represent the unique and original documentation, nobody will doubt the justi­

fication of its permanent preservation in archives. The interest of the histo­

rical research in using audiovisual ~rimary sources for academic studies, how­

ever, is not at all a very developed one. Even those sound recordings which co­

ver ~roceedings (for instance of a trial) which have not been recorded by 

written or printed minutes, the academic researcher might not be interested in 

editing as historical documents. He might ~uote them but he will not be keen 

enough to edit the sound recording insteaC of writing another article for one 

of our journals. This of course does not mean a lack of interest of the 

representatives of the researchunits of newspaper-agencies and broadcasting 

stations, or of a film- or even of director of a theatre who wants to make use 

of a historical sound-abstract in a film or in the new production of a contem­

Forary play etc. But since there still is a deficiency in the interest of the 

cOT,1ftmni ty of universi ty ·people in sound recordings as a source-material the 

majority of state archives in Germany is still not iQIDediately concerned with 

the preservation of sound in archives. In so far it is not exaggerated if I 

think of a "vicious circle": no broader interest of academics in sound recor­

dings, no priority for the rescue and preservation of sound recordings in the 

archives. 

Sound recordings in W.German state archives 

NeVertheless, there are sound recordings in Western German public and state 

archives, and it is a promising challenge to prepare a survey of the sound 

recorcings in the state archives and our rich and quite often very old but 

modern-minded municipal archives or in archives of nrivate institutions. In 

preparing such a survey we shall have to differ strictly between sound recor­

dings as ~rimary source material, and sound recordings as the result of oral 

history activities. Although I am not interested in underestimating the noten­

tial information value of the recorded memoires of an eminent member of the 

present society,of his former deeds and merits, I think it more imnortant and 

even more valid for the future to focus ourselves on the "primary" items. 

Two general remarks on the present situation of sound recordings in state ar­

chives ~ight be added: 

1. The amount of historical sound-recordings of any provenance which has been 

transferred into state archives is very small. The reason is that the chance 

for sound recording has been very rare indeed outside the activities of the 

broadcasting corporaticns in our country up to the end of World War II. 
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Even in most cases of official sound recording since 1945 it is the regio­

nal or state broadcasting corporation which provides the necessary t e chni­

cal installations and which stores the recorded sounds afterwards. This 

has been particulary the way in the case of the recording in sound of the 

sessions of our state parliaments in the post-war period up to the end of 

the fifties or even to the beginning of the sixties when the "Landtage" , 

the state parliaments, set up their own archival services. 

2. The late sixties are the time, when the state archives including the Bun­

desarchiv launched a systematic approach to the challenge of sound recor­

dings. The cooperation anong the archival centres and the local or regio­

nal broadcasting stations was essential. The most far developed pilot-pro­

ject I have heard of is the one which is the "Slidwestfunk" Baden-Baden and 

the archival administration of the State of Rhineland-Pfalz. 

Historical background of the sound archives in the Bundesarchiv 

The brief history of the sound archives within the Bundesarchiv does not sig­

nificantly differ from the general development. It was as early as 1952, the 

year of the beginning of the institutional activities of the Bundesarchiv af­

ter its formal foundation by a decision of the Pederal Government in Harch 

1950, that Dr. Winter, the first head of the Bundesarchiv, considered the set­

ting up of a sound archives service within the Bundesarchiv. First Dr. Winter 

had heard about the example of the sound archives of the Library of Congress, 

about similar institutions within the British Museum at London and with~n the 

Archives Nationales at Paris and already fora few years before 1945, there had 

been a central sound archives institution, the "Reichsschallarchiv", a place 

for the permanent preservation of sound Fecordings of a nation-wide signifi­

cance part of the bureaucratic empire of Joseph Goebbels in the propaganda­

ministry. And already during the first year of the institutional activities of 

the nascent Bundesarchiv in 1953, Dr. Wolfgang Kohte delivered qUite convin­

cing proposals for a future cooperation among the "\'1estdeutsche Rundfunk" and 

the Bundesarchiv as far as the permanent preservation of sound recordings of 

the sessions of the Bundestag was concerned. The aim of the inclusion of sound 

recorcings within the Bundesarchiv was discribed in the same year - 1953 - as 

to contribute to the documentation of historical-political events in Germany.~ 

z} Dr. Kohte at that time recommended 5 different main fields of interest, 

namely: 

1. sound recordings of national ceremonies, public addresses of government, 

sessions of parliament, 

2. speeches and lectures by eminent personalities of a national standard, 

3. public appearances of political leaders as well as of representatives 

of daily life ("Henschen aus dem Volk"), 

4. reports of public events of national significance, 

5. broadcasts on political subjects (highly selective). 
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In spite of these promising beginnings, however, during the following years 

the head of the Bundesarchiv had to decide in favour of other priorities and 

against the sound archives and the handling of sound recordings in the Bundes­

archiv. Recollecting the provisions of the activities of our founding-fathers 

this is convincing and only too understandable: I only have to mention the re~ 

titution of the captured German documents by the Western Allies since 1956 

with all its implications. ~he challenges in the field of conventional ar­

chives and the preferences for urgent problems in other audiovisual and non­

public archival fiel~s caused the "leaving behind" of the sound archives wit­

hin the Bundesarchiv during the sixties. But I have to emphasize that this 

was least the question of technical equipment, but dominating the question of 

staff. In so far the history of the sound archives within the Bundesarchiv can 

be winded up by the statement that all sound recordings which by one reason or 

the other had been transferred to the Bundesarchiv were accepted and stored 

but not described. Today we still lack a permanent staff member who would be 

responsible exclusively for the sound archives. Nevertheless we were able to 

catalogue the sound recordings which have been taken over into the Bundesar­

chiv during the last two years. I admit, the result is a modest one, however, 

we are proud of having convenient access to the material. Far more important 

is the challenge of the danger of deteroration of the material and of its 

preservation. Therefore we started technical archival activities for the 

restauration and preservation of the sound recordings. 

Technical proceedings 

What exactly does the technical handling of sound recordings in the Bundes­

archiv mean ? 

The aim is obvious: to handle the phonetic information in such a way that 

the physical quality of the information does not suffer at all in the course 

of time. 

Having received sound recordings in the Bundesarchiv, either as gramophone­

records or as magnetic tapes or even as sound wire the material is checked 

and a brief report is given on the technical condition of the material as 

well as on the contents of it. This in order to decide on the priorities of 

the further technical handling of the material. 

In case of original items the next is to transfer the original sound to a 

magnetic tape at full track and at a speed of 19 cm/sec. 

In the case of fading layers we try to transfer the sound-information without 

any additional handling of the material, simply in order to rescue the ohone­

tic information from its definite destruction. 

In all cases we are able to filter leaking noises, to improve the technical 

quality of the sound information, but definitely without changing its ori­

ginal character. 
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During the different transfers of sound information from one tape to the 

other the parasitic noise level increases. All these noises which may take 

the form of rumble, hum, crosstalk, clicks, pops, buzzing and hiss are re­

duced by using a noise recuction system such as the Dolby-system. 

The technical equipment of the sound archives in the Bundesarchiv is the 

following: 

- there are three professional tape recorders prepared to handle material 

with different speed from 9.5 cm/sec. up to 76 cm/sec. and for different 

tracks; 

a record player, again a professional version, for different needles, dif­

ferent speeds and different directions; 

- a mixing desk, to influence the sound level by cutting extreme low or high 

sounds (14 channels and a sum-level); 

- a sound clarifier, in order to influence all frequencies; 

- two Dolby-stretchers, a noise reduction system in order to reduce the para-

sitic noise level. 

finally I should not forget to mention that all magnetic tapes which are 

earmarked to be stored permanently receive a defined sound signal (i.e. 1000 

and 10.000 cycles/sec.). This helps to control the physical condition of the 

phonetic information in future. 

My colleagues and I think it urgently important that we do not cease in con­

tinuing the transfer of the original sound recordings to magnetic tane in 

order to be able to preserve the sound in its original quality. Therefore a 

recorc or a tape can never be used in the Bundesarchiv without having gone 

through the "safety procedure", the transfer to tapes for the researcher. 

Collections of sound recordings 

What kind of sound recordings can be found within the Bundesarchiv? 

The holdings of the Bundesarchiv sound archives run up to a total of 4500 

single items, of which about 1000 ite~s date back to the period before the 

end of World War II. The holdings are generally described in the Bundesarchiv 

manual which was published in a 3rd edition quite recently ("Das Bundesarchiv 

und seine Best~nde", G. Granier, J. Henke, K. Oldenhage, Boppard/Rhein 1977, 

pages 771 to 773). Here I restrict myself to giving some hints on the nature 

' of the pre-1945 material: 

- A first group consists of sound recordings of eminent political leaders or 

statesmen: I only mention here the voice of Kaiser Wilhelm II (1904) and 

the voice of General Hindenburg (1914), both the oldest items in the Bun­

desarchiv sound archives. 

- The second group of sound recordings refers to political parties. That means 

that we have a number of ~ost interesting items of the late Weimar period of 

the "Deutschnationale Volkspartei" which was a rightwing nationalistic narty, 

dominated and widely paid by Alfred Hugenberg, one of our "press-czars". 
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Furthermore there are ite~with BrUning and with Austrian party leaders. 

The major part of the sound recordings, however, dates back to the activi­

ties of the national socialist party, which not only dominated a l2-years 

period of our history but also boasted of its historical importance. This 

is the reason why the party organisation was quite keen in setting up col­

lections of sound recordings of the speeches of rerresentatives of the 

Nazi-party at various occasions. 

The sound archives within the Bundesarchiv serve as a specialized branch for 

the archival handlins of sound recordings as they ori0inate from the insti­

tutions and administrative bodies of the federal government. This is the main 

activity of the branch: 

To handle sound recordings as public records, as official state documents for 

the Bundesarchiv. The most eminent recorded sound documentation of the Fede­

ral Republic of Germany, however, the sound recordin0s of the Bundestag, will 

be preserved permanently in the archives of the Parliament and will be repre­

senteG only by selected examples within the Bundesarchiv. But besides the par­

liamentary sphere there are many sound recordings of other official conferen­

ces and meetings of the government which have been handed over to the Bundes­

archiv by different ministries, agencies and departments. Of course, I have 

to mention legal r~aterial, i.e. the minutes and sound recordings of procee­

dings of the "Bundesverfassungsgericht" at Karlsruhe in selected trials. 

The most spacious group of sound recordings of the present period is formed 

by all kinds of material created by information activities i.e. public relation 

activites of the governmental information agencies. The Bundesarchiv will have 

to take care of the sound recordings of the two broadcasting stations control­

led by the "Deutschlandfunk" and the "Deutsche Welle" at KBln. In both cases 

principal agreements have been settled between the Bundesarchiv and the 

broadcasting services but there still remains the efficiency in handlin0 the 

appraisal work and the selection of the material to be proved. 

Finally the Bundesarchiv never ceased to take care of sound recordings of 

non-public provenance, dating back either to single associations or to indi­

vidual personalities or to political party organisations. Particulary the 

sound recordings which have been given to the Bundesarchiv by the descendants 

of high ranking civil servants, party leaders, members of parliament or pro­

fessors of a nation-wide standard are quite remarkable. Although these mate­

rials mostly originate from broadcasting stations, they form in many cases 

already now a unique legacy, since the original recordings of the 40's and 

50's in the sound archives of the broadcasting corporations have in many ca­

ses been subject to destruction. 

Conclusion 

Winding up I should like to emphasize that the problems of the sound archives in 

the Bundesarchiv are not primaril" related with the bulk of material. Neverthe­

less I have to apologize on behalf of the Bundesarchiv that at this moment it is 

not able to cope with all kinds of researcher interests as we should 
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like to do. The reason is our extreme shortage in staff. As I stated before 

I think that the archival activities concerning sound recordings in the state 

archives of the Federal Republic of Germany including those of the Bundesar­

chiv are still in their very beginning. 
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The German Music Archive 
DR. HEINZ LANZKE, DIRECTOR OF THE DEUTSCHES ImSIKARCHIV OF THE DEUTSCHE BI­

BLIOTHEK, W.BERLIN. 

(TRANSLATED BY PHILIP REED, IMPERIAL WAR MUSEUM, LONDON) 

In contrast with other countries in Europe, Germany has never had a National 

Sound Archive (Phonotek) to make a complete collection of the vast output of 

sound recordings produced in this country. Even tfie great libraries of Ger­

many have totally ignored the sphere of disc recordings. It would seem tha~ 

until the Second Horld War hardly anyone in Germany, apart from German Radio, 

properly appreciated the i~portance of sound documentation and gave due re­

gard to its value as historical evidence of the musical styles and recording 

methods of the past. 

Co~ercial records in H.Germany sound arch~v-es 

The first changes in this field did not cone until the 1950's, when {and I am 

here speaking solely of West Germany} a number of various plans of action were 

made and realised in the realm of music and sound documentation. Among these 

were the following: 

- The "International l1usfc Library" - ("Internationale Musikbtbliothek"), esta­

blished in Darmstadt in 1948, began its documentation of music of the 20th 

century; 

- The "German Broadcasting Archive" r'Oeutsches Rundfunk Archiv"}, established 

in Frankfurt in 1952, began to add to its archive not purely radio recordings 

but also a large collection of published sound recordings; 

- The "German Musical History Archive" ("Deutsches Musikgeschichtliches Archiv"), 

established in Kassel in 1954, assembled on microfilm documents on the ori­

gins of early German musical history (ca. 1450-1700) and made the collection 

available for research; 

- Finally, the "German Music Sound Archive" ("Deutsche '1usik-Phonothek"), es­

tablished in Berlin in 1961 (which! shall discuss later in ~ore detail), 

took the first step towards a national Sound Recordings Library and became 

the basis of the German Music Archive {"Deutsches Musikarchiv"} which is 

my subject today. 

The Gernan Music Sound Archive set itself the task of establishing a collec­

tion of every musical record ins commercially produced in Germany, keeping two 

copies in each case; one for archival purposes and one for active use. 
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The Archive also endeavoured to provide indexed docume n tat ion of the r ecor­

dings and to ma k e them available for scientific and arti stiC purpos e s. This 

development only became possible because the Germa n gramophone records in­

dustry supported the library in its work and provided, free of charge, al l 

the records which the Arch ive wished to add to its collection. 

The Archive took only gramophone records of music and , in effect , only a se­

lection of these, since popular music was large l y precluded from the scope 

of the collection. The West German national library (that is the German Li­

brary ("Deutsche Bibliothek") in Frankfurt), however, was beginning at about 

the same time to collect literary and other nonmusic gramophone recordings, 

so that there is now a collection of at least a representative selection of 

t he German record production for every year since about 1960. 

De spite these achievements there remained a demand to go further. A complete 

collection of all newly produced sound recordings, which would include popu­

lar music, was still called for. Owing to limitations of staff and space, the 

then Music Sound Archive (Musik-Phonothek) was unable to take on this task 

and a decision was therefore taken to establish a bigger institution which, 

in close collaboration with the German Library, would collect and document the 

whole field of music by recordings, music prints and publications on music, 

inc luding scores and texts. The name of the German Music Archive was thus 

born and the personalities and inst itutions connected with it then endeavour­

ed to win over the a ppropriate authorities to its plans . As ever, this was 

only partially successful. ~levertheless, this larger institute was eventually 

established as a section of the German Library in 1970 but, as in the case of 

the Husic Sound Archive, it remained situated in Berlin. As originally con­

ce ived it was to collect sound recordings and musical prints (scores), but 

publications on music would continue to be collected by the German Library 

in Frank furt. 

In line with the subject of my renort, I now rronose to deal with the two re­

maining aims of the German Busic Archive as they relate to its Sound Arch i ve . 

The collections of the German Music Archive 

The collections of the German Husic Archive have their foundation in lega l 

statute . Eve ry producer of commercial sound reco rdings in Germany is bound by 

l a w to provide the Ge rDan Music Archive automatically, and free o f charge . 

with a copy of every recording published . This process works large l y without 

dif ficulty, prob l ems usually only a rising amongst smaller publ isher s and 

scientif ic soc i et ies, museums etc . which only produce records infreque ntly 

and are not aware of the obliga tion u pon them to d epos it copies with the Ger­

man Music Archive of a ll new publicat ions in the Federal Republ ic of Germany . 

Requests are also made to other German sreak ing countri e s to denosit sample 

copies with the archive in order to achieve as comp lete a collection as pos ­

sible . 



-13-

Faced with such a vast amoun~ of material the German music archive could 

not immedia~# begin to take the whole range into its collection. Thus, it 

i ncludes no singles, nor any of the cassette products which were the last to 

appear on the market. Plans, however, have been made to acquire both singles 

and cassettes as soon as possible. It is not yet clear whether we shall 

acquire a copy of every cassette or just those which contain recordings not 

appearing on disc. Any information on the procedure adopted in other Natio­

nal Sound Archives would be welcome. Clearly the question of space is an im­

portant factor in considering these ideas. On average, the Archive at present 

acquires approximately 7.000 published gramophone recordings per year (about 

8.500 discs), a figure which would presumably increase appreciably if casset­

tes and single records were also to be acquired. Thus the present total of 

sound recordings held by the archive (about 80.000 items plus a few video­

discs would increase at an even greater rate than before. Regardless of how 

these issues are resolved, one can at least say that disc recordings publis­

hed in this country are at last being regularly collected in one central ar­

chive as comprehensively as possible. 

At the very outset of its work the Music Archive was faced with a very diffi­

cult question; was it worthwhile to build un an historical collection by 

just a selective representation of productions of the past since the vast 

number of records produced over the years were no longer completely availa­

ble. When the question arose it was decided to opt for a selective histori­

cal collection. Historic recordings of every kind were acquired by donation 

and by purchase and are still being added to the Archive's collection, which 

has now reached a total of about 20.000 of these items (approx. 18.000 shel­

lac discs, the remainder consisting of metal discs, cylinders and pianola 

rolls). This collection can now be regarded as one of the largest of its 

kind in this country, and one which those who use and visit the archive find 

to be among the most interesting. 

I should like to sum up the theme of "Collecting and Archival Preservation" 

in this way: the number of sound recordings held by the German Music Archive 

has reached a total of around 100.000 items. This remarkable figure is, as 

I have already indicated, not exclusively a reason for rejoicing among those 

involved. The German Music Archive, still without a permanent building of 

its own, is expected to reach the peak of its storage capacity by 1980. 

On top of this it fac e s problems of staff shortages, particularly in the 

field of cataloguing and indexing (documentation). 

This brings me immediately to my next point; namely the use made of the ar­

chive's holdings and the related question of their documentation. The majo­

rity of those who use the archive come from scientific and artistic circles; 

the collections are also occasionally consulted by music lovers, perhaps in 

search of certain recordings o f nostalgic interest. The remainder consult 

it for particular musical interpretations or rare recordings; certain sound 

documents needed for radiO broadcasts and stage productions; and recordings 

of historical background music. 
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Enquiries addressed to the German Music Archive, from within Germany and from 

abroad, are probably not different from those addressed to other sound arch ive & 

They consist mainly of requests for discographies of individual nersonaliti es ; 

enquiries concerning dates of particular recordings and publications; and re­

quests for detail s of the repertoire of particular performers of music etc .. 

Of course, these tasks can only be dealt with satisfactorily if the holdings 

of the archive are properly documented and archived. However, apart perhaps 

from the realm of radio archives, there is probably no record archive any­

where which has at its disposal a staff and resources large enough to carry 

out a complete documentation of a large archive 's substantial holdings. 

Bibliography and Documentation 

This key question contains two major facts when considered in relation to the 

German Music Archive; namely the bibliographies and the documentation aspects. 

As part of the German National Library the archive is obliged, within the 

framework of the national bibliography (the "Deutsche Bibliographie") to pu­

blish regular lists also of the "copyright items" which it has acquired under 

~e depot legal. It becomes clear at once that the very juxtaposition of the 

terms "Library ", "Archive" and "Bibliography" (i.e. index of books) makes spe­

cial considerations and definitions necessary in relation to the type of mate­

rial involved. 

So far there have been relatively few examples which may act as precedent 

when considering the format which should be adopted in listing entries for 

sound recordings in the bibliography of a National Library. If one accepts the 

term "Bibliography" as a guide in attempting to give an up-to-date listing of 

all library holdings - and apart from books the lists should describe maps, 

musical publications, films, micro forms etc. - then this means that the Sound 

Archive section of the National Library must list in regularly published in­

dexes, every published gramophone record which it has acquired and brought in­

to the archive. At this pOint opinions differ as to whether this should b e done 

in accordance with l ibrary or archival rules, i.e. according to bibliographic 

or discographic conventions. In each case, of course, the rules can be defined 

and interpreted in different ways. 

The bib~iographic aspect can be taken to mean that the entry of an index has 

the predominant function of describing the pub lication as a whole . In acco r­

dance with the basic practice devised by the International Federation of Li­

brary Associations (IFLA) concerning the descrintion of library holdings 

(the so-called "International Standard Bibliogranhic Description") a preCise 

description or itemisation should be given of the external appearance of a 

publication : main title page, inside title page , supplements such as brochu­

res or full scores , plus the names of those involved in the publication 

(such as the author of text annotations ) . In general, also the content of the 

publication can be established from these data. If this is not adequately 

ach iev ed then supp lementary notes may be added . 
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The other aspect, the documentary aspect, takes as its primary object the 

content of a publication and a complete description of whatever individual 

works it may contain. The relationship of an individual recording item to 

a particular publication is of secondary inportance only. 

When in 1974 the German Music Archive began to publish its index of recor­

dings the bibliographic aspect was the most proninent aim. Records were lis­

ted like any other item in the national bibliography. The obvious question 

which was raised - whether one should provide a !)recise listing of individu­

al publications such as the numerous record albums containing individual re­

cordings with their vast array of details of titles, composers, performers, 

lenght of recording and so on - was hardly relevant because one had to con­

sider the number of personal required just to manage the basic (i.e. biblio­

graphic) description. More important, the range of data needed for a more 

detailed documentation of the contents could not be derived from those that 

were supplied by pure bibliopgraphic description. 

This position has now changed to the advantage of the documentation work. 

Following improvements in both personnel and organisation, entries in the 

record index of the German Bibliography now take into account both of these 

aspects. Only in extreme cases, such as an album of records containing 50 or 

60 single titles, a conplete list of contents cannot be supplied. It is quite 

obvious that these efforts are work-intensive and therefore expensive. If one 

considers not only the continuous influx of new naterials and their documen­

tation, but the hold~ngs of the archive as a whole - how many individual works 

are contained in approximately 100.000 items of sound recordings, how many 

names of composers and interpreters have to be listed - then it becomes ob­

vious also that the object of the exercise cannot be achieved by using tradi­

tional nethods. The possibilities offered by data processing now come into 

play of course and the concept of a central data base comes closer. A state 

institution which is not involved in "life and death" issues such as medicine 

or environment protection, but which is involved "only" with music, suffers 

severe difficulties of course in persuading the relevant authorities to pro­

vide the necessary financial resources. We are left with the impression, how­

ever, that with the proposal of such a rational concept, the realisation of 

such plans in this country is certainly possible in future. 

Conclusion 

From all this one can conclude that the German Music Archive is not to be 

considered as something complete and finished with. A continuous influx of 

new material is certain. It is to be hoped that the historical collection, 

which is already considerable, can still be expanded. Above all, however, it 

is to be hoped that progress can be made in the field of documentation, in 

order that the archive's holdings can at last properly benefit all those who 

take an interest in them. We hope, finally, to profit and learn from the ex­

periences made by institutions elsewhere. 
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Das Deutsche Musikarchiv 
DR.HEINZ LANZKE, DIREKTOR DES DEUTSCHEN MUSIKARCHIVES DER DEUTSCHEN BIBLIO­

THEK, Ttl. BERLIN 

1m Gegensatz zu anderen euroDaischen Landern hat es in Deutschland bislang 

keine nationale Phonothek gegeben, die die doch sehr umfan~reiche Produkti­

on an Tontragern in diesem Land komplett gesammelt hatte. Auch die grossen 

deutschen Bibliotheken liessen den Bereich der Schallaufnahmen fast vollig 

ausser acht. Es scheint so, dass bis zum 2. Weltkrieg in diesem Lande ausser­

halb des Rundfunks kaUft1 jemand die Bedeutung der tonenden Dokumente und 

ihren Hert als historische I3elege fur das Husikleben und den Auffuhrungs­

stil einer vergangenen Zeit recht erkannt und beachtet hatte. 

Konunerzielle Tontrager in vl.Deutschen Schallarchiven 

Eine ~nderung bahnte sich erst in den funfziger Jahren an, als auf dem Gebiet 

aer Musik- und Tontragerdokumentation - ich habe mich im folgenden auf den 

westlichen Teil Deutschlands zu beschranken - verschiedene Aktivitaten ge­

plant und realisiert wurden. Dazu gehoren: 

Die "Internationale flusikbibliothek", seit 1948 in Darmstadt, die Dokumente 

zur Husik des 20. Jahrhunderts sammelt; 

das "Deutsche Rundfunk Archiv", seit 1952 in Frankfurt, in dem ausser rund­

funkeigenen Aufnahmen ein reicher Bestand an Industrietontragern archiviert 

ist; 

- das "Deutsche Husikgeschichtliche Archiv", seit 1954 in Kassel, das die 

Quellen zur alteren deutschen t1usikgeschichte (ca. 1450 - 1700) auf t-1ikro­

filmen sa~~elt und fur die Forschung bereitstellt; 

schliesslich die "Deutsche Musik-Phonothek", seit 1961 in Berlin, auf die 

ich hier kurz eingehen will, die einen ersten Schritt in Richtung auf eine 

nationale Phonothek darstellte und Grundlage fur das Deutsche Musikarchiv 

wurde, von dem hier ja die Rede sein soll. 

Die Deutsche Musik-Phonothek hatte sich die Aufgabe gestellt, von den in Deutsch­

land erschienenen kommerziellen Husikschallplatten je 2 Exemplare zu arch i­

vieren (1 ArchivstGck, 1 Stuck fur die Benutzung), in einer Dokumentation zu ve~ 

zeichen und fur Vlissenschaftliche und kunstlerische Zwecke bereitzustellen. 

Diese Arbeit war nur mo~lich, weil die deutsche Phonoindustrie dieses Vorhaben 

unterstutzte und die Platten, die die ?honothek in ihren Bestand aufnehmen 
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wollte, kostenlos zur Verfugung stellte. 

Erfasst wurden ausschliesslich Musikschallplatten, diese im Effekt auch nur 

in Auswahl, da die populare Musik weitgehend ausgeklammert blieb. Da jedoch 

die westdeutsche Nationalbibliothek, die Deutsche Bibliothek in Frankfurt, 

etwa zur selben Zeit mit der SaITnlung von literarischen und anderen Nicht­

Musik-Schallplatten begann, ist die Schallplattenproduktion dieses Landes et­

wa ab 1960 zuraindest in Auswahl laufend gesammelt worden. 

Trotz eines gewissen Fortschrittes erschien das Erreichte unbefriedigend. 

Eine vollstandige Erfassung aller neuveroffentlichten Tontrager einschliess­

lich solcher mit popularer r1usik erschien unabdingbar. Da die damalige Musik­

Phonothek dazu aus personellen und raumlichen Grunden nicht in der lage war, 

wurde beschlossen, ein grosseres Institut zu errichten, das in enger Verbin­

dung mit der Deutschen Bibliothek den ganzen Bereich der Husik, also Tontrager 

Musikdrucke und das Musik-schrifttum erfassen und dokumentarisch erschliessen 

soll te. Dami t war der Name "Deutsches ~·1usikarchi v" geboren, und die an diesef'l 

Vorhaben interessierten Personlichkeiten und Institutionen versuchten nun, die 

zustandigen Behorder fur ihren Plan zu gewinnen. Das gelang, wie stets, nur 

zum Teil. Immerhin kam es 1970 zur Grlindung dieses grosseren Institutes, das 

als Abteilung der Deutschen Bibliothek zurgeordnet wurde, seinen Sitz aber 

wie die Phonothek in Berlin behielt. Von den vorgesehenen Aufgaben blieben 

Tontrager und Musikdrucke bestehen, das Musikschrifttum wurde weiterhin von 

der Deutschen Bibliothek in Frankfurt erfasst 

Von den beiden verbliebenden Aufgaben greife ich nun im folgenden entsprechend 

unserer Themenstellung die Aspekte heraus, die sich auf das Schallarchiv im 

Deutschen Musikarchiv beziehen. 

Die Sammlung des Deutschen Husikarchivs 

Grundlage fur die Sammlung des Deutschen Husikarchivs ist eine gesetzliche 

Pflichtstuckverordnung. Jeder Hersteller von kommerziellen Tontragern in die­

sem Lande ist Verpflichtet, von jeder Veroffentlichung ein ExeMplar freiwillig 

und kostenlos an das DBA abzuliefern. Diese Arbeit geht im wesentlichen rei­

bungslos, Schwierigkeiten machen nur kleinere Firmen sowie wissenschaftliche 

Gesellschaften, Museen usw., die nur gelegentlich Platten herausbringen und 

von Ihrer Abgabeverpflichtung keine Kenntnis haben. Ausser den Neuerscheinun­

gen aus der Bundesrepublik Deutschland werden auch Veroffentlichungen aus den 

anderen deutschsprachigen Landern als Be1egstucke erbeten und so vollstandig 

wie moglich erfasst. 

Angesichts der grossen rulle des Materials konnte auch bei der Sammlung des 

Deutschen Musikarchivs nicht sofort mit einer vollstandigen Erfassung begon­

nen werden. Es fehlen noch die Singleplatten sowie die inzwischen neu auf dem 

Markt erschienenen Cassetten. Es ist geplant, dieses Haterial sobald wie mog­

lich mit einzubeziehen. 
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Ob dabei samtliche Cassetten gesammelt werden sollen oder nur solche, zu de­

nen keine parallele Schallplattenveroffentlichung vorliegt, ist noch nicht ge­

klart, Informationen uber die Praxis in anderen nationalen Phonotheken waren 

sehr hilfreich. Dass bei diesen Oberlegungen Kapazitatsfragen eine wichtige 

Rolle spielen, ist selbstverstandlich. Der durchschnittliche jahrliche Zugang, 

der zur Zeit ca. 7.000 Schallplattenveroffentlichungen mit ca. 8.500 zugeho­

riqen Platten umfasst, wurde sich vermutlich deutlich erhohen. Auch der Ge-

"samtbestand an modernen Tontragern - inzwischen rund 80.000 und einige weni­

ge Bildplatten - wurde noch rascher anwachsen als bisher. 

Unabhangig davon, welche weiteren Entscheidungen zu diesen Fragen getroffen 

werden: man kann davon ausgehen, dass die in diesem Lande veroffentlichten 

Schallaufnahmen nunmehr endlich in grosstmoglicher Vollstandigkeit laufend in 

einem zentralen Archiv erfasst werden. 

Eine sehr schwierige Frage stellte sich zu Beginn der Arbeit der Phonothek: 

hatte es Sinn, eine historische Sammlung zu beginnen, d.h. an stelle des nicht 

vorhandenen kontinuierlich gewachsenen Bestandes wenigstens guerschnitthaft 

die Produktion der Vergangenheit zu rekonstruieren? Diese Frage ist seiner­

zeit positiv beantwortet worden. Durch Geschenke und Kaufe kamen und kommen 

historische Tontrager aller Art in den Archivbestand, der nunmehr rund 

20.000 Einheiten erreicht hat (ca. 18.000 Schellackplatten, das ubrige Metall­

platten, Walzen, Klavierrollen). Diese Sammlung kann wohl als eine der gross­

eren dieser Art in unserem Lande angesehen werden, fur Benutzer und Besucher 

des Archivs ist dieser Bestand der am meisten interessierende. 

Ich darf das Thema "Sammlung und Archivierung" zusammenfassen: der Bestand an 

Tontragern hat im Deutschen Musikarchiv eine Gesamtzahl von rund 100.000 Ein­

heiten erreicht. Diese stolze Zahl bereitet den Betroffenen, wie bereits ange­

deutet, nicht nur Freude. Das Deutsche Musikarchiv, das noch kein eigenes 

Gebaude hat, ist etwa im Jahre 1980 am Ende seiner derzeitigen Stellkapazitat, 

dazu kommen personelle tlote, die sich besonders im Bereich der Katalogisie­

rung und Dokumentation stellen. 

Damit komme ich gleich zum nachsten Punkt, namlich zur Frage der Nutzung und 

damit naturlich verbunden zur Frage der Erschliessung der Bestande. 

Die Benutzer des Deutschen Musikarchivs kommen zum uberwiegenden Teil aus dem 

wissenschaftlichen und dem kunstlerischen Bereich; auch der Musikfreund kommt 

vor, der etwa auf der Suche nach bestimmten nostalgischen Klangen ist. Ge­

sucht werden im ubrigen bestimmte Interpretationen oder selten aufgenommene 

Werke, fur Rundfunksendungen und Theaterauffuhrungen bestimmte Klangdokumente 

oder historische Hintergrundsmusiken. 

Die Anfragen, die aus dem 1n- und Ausland an das DMA gerichtet werden, durf­

ten sich kaum von denen unterscheiden, die auch sonst an andere Schallarchive 

gerichtet werden. Hier geht es im wesentlichen, etwa bei der Erstellung von 

Personaldiskographien, urn Datierungsfragen bei bestimmten Aufnahmen und Ver­

offentlichungen, urn Recherchen zum Repertoire bestimmter 1nterDreten etc. 
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Bibliographie und Dokumentation 

Diese Aufgaben konnten naturlich nur befriedigend gelost werden, wenn die Be­

stande des Archives ausreichend erschlossen sind. Es durfte aber ausser viel­

leicht im Bereich des Rundfunks kaum ein Schallarchiv geben, das uber genugend 

Personal und Sachmittel zur vollen Dokumentation eines grosseren Archivbe­

standes verfugte. 

Fur das Deutsche Musikarchiv hat diese zentrale Frage zwei Aspekte, namlich 

einen bibliographischen und einen dokumentarischen. Das Deutsche Musikarchiv 

ist als Teil der Nationalbibliothek verpflichtet, im Rahmen der Nationalbiblio­

graphie, der "Deutschen Bibliographie", auch die als PflichtstUcke eingegange­

nen Tontrager laufend anzuzeigen. Bereits das Nebeneinander der Begriffe "Bi­

bliothek", "Archiv" , "Bibliooraphie" (= Bucherverzeichnis) macht deutlich, 

dass hier materialbezogene Uberlegungen und Definitionen erforderlich sind. 

Bisher gibt es nur relativ wenige Beispiele, in welcher Form Tontrager in die 

Bibliographie einer Nationalbibliothek eingefught 

werden konnten. Wenn man den Begriff "Bibliographie" als Hilfsbegriff fur die 

Beschreibung aller inzwischen aktuellen Bibliotheksmaterialen akzeptieren will 

- zu beschreiben sind neben BUchern Landkarten, Musikalien, Filme, Mikrofor­

men etc. - so bedeutet das fur das der Nationalbibliothek angegliederte Schall­

archiv, dass in einem periodisch erscheinenden Verzeichnis jede archivierte 

Schallplattenveroffentlichung zu erwahnen ist. Hier gehen nun die Meinungen 

auseinander, ob dies nach bibliothekarischen oder archivarischen, nach biblio­

graphischen oder nach diskographischen Regeln zu geschehen hat, wobei diese 

Regeln natUrlich verschieden definiert und bestimmt werden konnen. 

Der bibliographische Aspekt kann so aufgefasst werden, dass durch die Ein­

tragung in einem Verzeichnis die Beschreibung der Veroffentlichung als Ganzes 

im Vordergrund steht. Entsprechend den von der 1FLA entwickelten Grundregeln 

zur Beschreibung von Bibliotheksmaterialien, der "International Standard Bi­

bliographic Description", werden die aussere Erscheinung einer Veroffentlich­

ung, Haupttitelblatt und Nebentitelblatter, Beilagen wie EinfUhrungen in 

Broschurenform oder Partituren, dazu die an der Veroffentlichung beteiligten 

Personen wie z.B. die Verfasser von Begleittexten sorgfaltig beschrieben bzw. 

aufgefuhrt. Aus diesen Angaben ergibt sich im allgemeinen auch der Inhalt der 

Veroffentlichung. 1st das nicht in ausreichender Form der Fall, so konnen Er­

ganzungen gemacht werden. 

Der andere, dokumentarische Asrekt zielt in erster Linie auf den Inhalt einer 

Veroffentlichung und auf einen vollen Nachweis der jeweils enthaltenen ein­

zelnen Werke, der Bezug der einzelnen Aufnahme zu einer bestimmten Veroffent­

lichung hat nur sekundare Bedeutung. 

Als das Deutsche Musikarchiv 1974 mit der Herausgabe seines Schallplatten-Ver­

zeichnisses begann, stand der bibliographische Gesichtspunkt eindeutig im 

Vordergrund. Schallrlatten wurden wie die Ubrigen in der Nationalbibliographie 

angezeigten Materialien angezeigt. Die selbstverstandlich auch diskutierte 

Frage, ob man die ein zelnen Veroffentlichungen, beispielsweise die zahlreichen 
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Samrnelplatten mi t ihrer beang st igend grossen Zahl an Dat.en von Titeln, Kompo­

nisten, Interpreten, Spie ldauern etc., nicht doch i n voller Tiefe erschliess­

en mlisse, war insofern nicht aktuell, als das vorhandene P~rsonal gerade die 

formale (= bibliographische) Beschreibung bewaltigen konnte und vor allem das 

zu verwendende Datenprogramrn, das naturlich aus den Bedurfnissen der Buchkata­

logisierung angeleitet worden war, eine tiefere Inhaltsdokumentation zu dem 

Zeitpunkt gar nicht zuliess. 

Diese Position hat sich inzwischen zu Gunsten der dokumentarischen Arbeit ge­

andert. Die Eintragungen im Schallplatten-Verzeichnis der Deutschen Biblio­

graphie berlicksichtigen jetzt nach gewissen personellen und organisatorischen 

Verbesserungen im wesentlichen beide genannten Aspekte, nur in Extremfalle -

etwa bei einer Schallplattenkassette mit 50 oder 60 Einzeltiteln - wird noch 

auf eine volle Inhaltsangabe verzichtet. Dass diese ganzen Bemlihungen ausser­

ordentlich arbeitsintensiv und daher teuer sind, ist leicht erkennbar. Wenn 

man nicht nur an den laufenden Neuzugang und seine Erschliessung denkt, son­

dern an den gesamten Bestand - wieviele Werke sind auf rund 100.000 Tontra­

gern enthalten, wieviele Namen von Komponisten und Interpreten sind nachzu­

weisen? - so wird klar, dass man mit herkommlichen Methoden nicht zum Ziele 

Kommen kann. Hier bieten sich selbstverstandlich die Moglichkeiten der Daten­

verarbeitung an, der Gedanke an eine zentrale Datenbank liegt nahe. Eine staat 

liche Einrichtung, die sich nicht mit "lebensnotwendigen" Fragen wie solchen 

aus der Medizin oder des Umweltschutzes befasst, sondern "nurn mit Musik, hat 

es bekanntlich ausserst schwer, die benotigten finanziellen Mittel von den zu­

standigen Behorden bewilligt zu bekommen. Wir haben aber immerhin den Eindruc~ 

dass bei Vorlage eines vernlinftigen Konzeptes eine Realisierung solcher Plane 

in der Zukunft in unserem Lande durchaus moglich ist. 

Schlussbemerkung 

Aus all dem ergibt sich, dass das Deutsche Musikarchiv noch nicht als etwas 

Abgeschlossenes, Fertiges vorgestellt werden kann. Sichergestellt ist der 

kontinuierliche Zugang an Neuerscheinungen, zu wUnschen ist, dass der schon 

recht ansehnliche historische Bestand noch in einem gewissen Umfang ausge­

baut werden kann. Zu wUnschen ist aber vor allem, dass auf demGebiet der 00-

kumentation . Fortschritte erzielt werden konnen, durch die der Archivbestand 

erst wirklich nutzbringend flir aIle Interessierten eingesetzt werden kann. 

Wir hoffen, von den andernorts gemachten Erfahrungen profitieren und lernen 
zu konnen. 
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The Music Archives of West 
German Television 
GUSTAV ADOLF MOHRLODER, DEPUTY HEAD OF THE CENTRAL ARCHIVES OF THE Z\rv'EITES 

DEUTSCHES FERNSEHEN, HAINZ 

(TRANSLATED BY PHILIP REED, IMPERIAL v'JAR MUSEUH, LONDON) 

historical background 

Television started in Germany twenty five years ago. In 1952 German televi­

sion celebrated its first anniversary and, it must be said, it was late in 

doing so (or at least later than other countries). 

It was founded on the basis of the "Arbeitsgemeinschaft der offentlich­

rechtlichen Rundfunkanstalten der Bundesrepublik Deutschland" (ARD) , the 

Conference of the Statutary Broadcasting Corporations of the Federal Repu-

blic of Germany, which itself was established just two years earlier in 1950. 

This cody gave legal status to the community of independent companies which 

today comprises twelve separate broadcasting corporations. Even more than with 

radio, it was believed that the new medium - on grounds of high operations 

cos~alone - should be organised as a joint effort. Accordingly the realisation 

of television was, to a large extent (at least in respect of programming and 

broadcasting techniques) a matter of this cooperative spirit. In contrast, pro­

duction of separate prograwJes remained a matter for the individual broadcas­

ting corporations, mainly because of their wide range of location in nine dif­

ferent cities. 

The broadcasting archives formed a particular complex of their own. On the one 

hand they served as a collection Doint for broadcast programmes, theoretically 

to be made open for nationwide mutual integration. On the other hand, however, 

their function as an information centre, and reservoir for the benefit of re­

peat transmissions, led them to serve also as a quite important prop to pro­

gramme nakers in their production locations. So their functions and their orga­

nisation became tied to respective regional broadcasting corporations. It was 

largely as a result of this that the then newly established "Deutsches Rund­

funk P.rchiv" (ORA), the German Broadcasting Archive, was not conceived as a 

cor.wunal archive for German broadcasting, but primarily as a documentation­

centre, whose catalogues were to collect and store in one area all information 

from the ARD processed in the ORA for documentary and scientific use. 

With the arrival of television, their archives were integrated into the esta­

blished structure. As with many foreign television archives, those in Germany 

were sinply given the limited function of a film or videotape archive. 
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This fact, in part, led to a rather narrow appreciation of the general concept 

of a televisiunarchive. This limited view of the role of a television archive 

is to be found in an article in "Der Archivar" (1967) on the tasks of a tele­

vision archivEt and in various other writings in professional publications 

(for example, the collection of articles published in 1974 by the publishers­

firm "Verlag Dokumentation" in Pullach under the title "Hedien und Archive" 

(The Media and Archives)). However, over the years, the production requirements 

,~f television have developed in scope and this, in turn, has been increasing­

ly reflected in the scope and functions of archives and their documentation. 

Alongside the radio archives, television has developed its own archives in 

which music sections with their specialised roles have a particular place. 

In 1952, at the time of the introduction of tele~sion in Germany, the situa­

tion of radio music archives was not such that they could be considered under 

a single heading. The archives varied widely in both size and type of collec­

tions held. These differences were caused by the new start which had to be 

made in 1945, when the federal structure of government imposed by the Allied 

Powers left German radio with six different organisations. Some archives were 

given recordings of radio programmes inherited from the Weimar Republic and 

the "Reichsrundfunkgesellschaft~ theRadio Corporation of the Third Reich, 

while others were faced with the freedom and problems of a totally new begin­

ning. The fractured nature of this start essentially determined the form taken 

by the collections of music archives. The administration of the material inhe­

rited from previous decades gave rise to particular problems - questions of 

bibliographic description methods, questions of historical verification, tech­

nical quality, preservation of materials - questions related with the respon­

sibility for the inherited collections. The only radio archives which were 

free of these problems were those which made a completely fresh start. 

German television began, as it were, "right from the beginning" and their ar­

chives were initially not faced with any problems of inheritance. Such pro­

blems did not arise until later when television acquired older film producti­

onSi but these problems did not primarily concern the broadcasting corporati­

ons, still less television-music archives. 

Music archives and television 

The function of music archives in respect of tele~sionwas at first limited 

to the availability of recordings of background music, that is, their functi­

ons were related largely to production and were roughly comparable with those 

of radio soundeffect .archives for the use of the production of radio plays 

and documentary dramas. An enormous and historically rich reservoir of musi­

cal recordings was readily available in the radio archives, so that at first 

television archives saw no problems in this respect. Apart from this it was 

doubtful whether television ever had a need for so much musical material. A 

survey conducted is 1965 by Infratest showed that a strong interest in musi­

cal broadcast on televison "could be assumed to exist among a maximum of 33% 
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o f the vi ewers and tha t the in t erest in most cases concerned light music of 

course.The Infratest surve y went on to say: 

"According to the results of group discussions the potential undoubted­

ly appears to exis t for television to interest a wider public in musical 

broadcast on television. The potential lies less in experimental work 

than in using television as an "educating institution" to cultivate the 

public on the one hand , and on the other to broadcast outstanding musical 

events making television viewers into an exclusive festival and concert 

audience." 

ooking back it is difficult to find evidence -that such an audience has been 

~ained in the meantime. This is not just the fault of insufficient techni~ 

cal and accoustic quality, but also of those responsible for programming who 

have shown so little interest in making greater investments in this area.The 

idea of incorporating more musical documentaries into programme schedules, 

for which it has been proved there is a potential audience,has been equally 

ignored. 

Thus the practical situation of television music archives is now, as then, 

characterised by the following functions: 

1. Predominantly the availability of light music to supply the background 

to pictures and sequences on film and videotape. 

2. The availability of sound effects. 

3. In a limited capacity the availability of serious music. 

4. In the availability of musical scores and literature. 

The provision of musical works and performances remained the domain of the 

radio. According to a survey by Peter Rochell published in Music and the Mass 

Media of Radio and Television (Mainz 1976, edited by H.C.Schmid~ page 82/83) 

purely musical broadcasting by channel I of the ARD in 1974, for instance, 

amounted to "almost nothing at all", Rochell also says: 

"The programme schemes of the "Deutsches Fernsehen" (German Television 

the ARD programme on channel I) contains no fixed slot for the category 

of "Musical transmissions". Only on religious feastdays, or about mid­

night and occasionally at weekends and generally only as "filling in" 

material, does the music lover have the chance to see a concert on tele­

vision. In 1974 a total of 15 such broacasts were transmitted, roughly 

0.5% of the total television transmission time. 

"However, the" third programmes" of the ARD corporations on channel 3 do 

have occasional and fixed slots for purely music broadcasts. But here too 

the figures are astonishingly low. Taking into account the variations in 

format of the five "third programmes" on channel 3 in West Germany, the 

purely musical programmes take up an average of between 1% and 3% of 
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total transmission time. 

The "Zweites Deut sches Fernsehen " (ZDF) , the second German TV channel , 

however, bro adc a sts about 100 hours of concert mu sic in 1974 , roughly 

3% of the tota l ZDF tr ansmission time . But even the s e figu r es ar e far 

lower than comparable stat istics for radio". 

To increase music a l broadcasting and at the same time acquire a fi xed a udi­

e nce for such broadcasts one must establish a long term broadcasting policy . 

If such a policy in favour of music lovers were to be firmly e stablishe d the 

role of the archives would, of course , also change accord ingly. 

I should like to digr e ss a little in order to look at music in films.Film is 

not such an important source of ma t erial for music archives. I n the early 

days of films, the music was compiled from already eXisting scores and 

b r o ught together with the finished film, where the modern practice is for 

i nd i v idual films and television p lays to use specially compo sed and arranged 

musica l scores. However, the field of f ilm music as a whole is so vast and 

so interesting that I should like to refer once more to the available lite­

r ature and in particular to the volume edited by H.C.Schmidt, Music and the 

Mass Media of Radi o and Television which I mentioned earlier. Among other 

thi ngs this volume contains a very thorough and illuminating examination of 

film music. A film's musical sound track is an integral part of the final 

film product and so it is kept by t he film archives and as such does not touch 

u pon the function o f televis ion music archives. This fact alone undoubtedly 

merits further discussion, perhaps even a discussion leading to action, but 

action on the question of evaluation and documentation rather than on area s 

of competence. But this is merely a hint. 

The Zweites Deutsches Fernsehen 

When the ZDF, the second channel of German television, began broadcasting in 

1963 there was for the first time in Germany a situation in which there was 

a broadcasting corporation without an associated radio station. This was a 

new situation for the field of archives also . Bhereas in the joined radio and 

t e l ev ision corporations one could simply turn to the radio archives if sonle­

thing was required f or television productions, it was now necessary to cater 

for a ll needs with corresponding archives. Thus a new type of televisionar­

chives grew up which comprised not just film archives, but also press archi­

ves, libraries, and stills and music archives. I should like to take the ZDF 

Central Archive as an example of thi s new type of multi-media television ar­

chive and investigate more closely the situation of a purely television music 

archive. 

The music archive 6f the ZDF takes over , stores, catalogues and makes ava ila­

ble all the sound recordings and documentation required b y the corporation 

(e g gramophone records, music and sound effect tapes, musical scores and 
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] itera t~re) and lend s t he se holdings f or t he purpose o f information, program­

me p lanni ng , p r oduct ion a nd tra n s mi ss ion. I t a lso a cquires f rom othe r archi­

ves , lib r a rie s and pu b lishing comp anie s , material on l o a n fo r performan c e 

(eg mu s ica l sco r e s) a nd, in i t s tech nic a l department, it comp iles sou n d r e-

c ordings (eg music and s o und effects etc. ) fo r pu rpose s of informat i on , de­

monstrations and programme production . Additionally, the music archive car­

ries out research and provides information and advice for its users. Further­

more the music archive also has a branch situated near the editorial depart­

ment which provides service at any time during the transmission period (ie 

until 23.00 hours, including Saturday and Sunday). In this section, in ur­

g e nt cases, archival material can be dubbed directly onto film (that is film 

s e ctions are fitted with a musical background immediately) . The holdings of 

the music archives stand at present at 55 . 000 discs, 20.000 tapes and 10.000 

musical publications in the form of books and other texts. The music archive 

has a staff of eleven. 

The first and most striking diff e rence between the television-music archive 

and the radio-music archive is its small scale. Because of the difference in 

its functions its holdings of musical reco rdin0s are far less comnrehensive 

as those of a radio station. Figures of 200 . 000, 300.000 or more sound record­

ings are out of the question; the necessary holdings are less than 100.000 

sound recordings and, looking ahead, it is unlikely that this figure will 

need to be passed. 

The situation in relation to staff and organisation is not qUite the same. 

The number of catalogues is not smaller, only the number of recordings which 

they contain is and therefore the number of catalogue cards or pages . The 

number of staff required in the storage section and in programme preparation 

is reduced, but other areas are more developed instead for which correspond­

ing staff is required. 

Programme service of the music archive 

This brings me to the second vital and possibly most important of all cha­

racteristics of a pure television music archive; namely its particular type 

of programme service. Here the role of the archivist becomes a little like 

that of a programme corapiler. The reason for this is simply that the editors 

wanting musical material for their productions are not generally music e d i­

tors and they do not usua l ly have the services of the musical special i sts 

required for this purpose. The archive therefore has to fill the gap and pro­

v ide specialised advice on music. This is generally the case for all rela­

tively short pieces in magazine programmes and similarly short reports (in 

the case of telev ision plays and larger musical transmissions, specialists in 

music are of course available) . Such musical advice, which entails working 

with film sound recording equipment and cutting rooms, demands a good know­

ledge and appreciation of musi c , as well as an artistic flair and technical 

skill . In some cases it also requires a great deal of research work. 
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A need for particular detailed research comes when the music is being used 

as a background for particular themes, whose special moods and illustrative 

content have to find a corresponding, ironic or contradictory counterpart in 

music. 

The finding aids of the music archive are designed to cater for such research 

work. Alongside the usual formal catalogues, you will find related summaries 

of the contents of recordings written with a view to the possible uses of 

each individual piece. One of the problems in preparing such guides is the 

unavoidable influence of subjective judgement, which can only be kept to a 

minimum by making sure that a concensus of agreed opinion is obtained. Sub­

jectivety is still bound to occur and can never be totally eradicted. It re­

mains, therefore, as a factor more or less influencing the preparation of 

content summaries and other finding aids; a factor which can not be taken a­

way entirely by prescribed standards. This is on the one hand unfortunate 

because the content summaries thus become slightly personal to the feelings 

of the individuals who prepare them. On the other hand, however, there are 

- even among archivists - those for whom a little room for creativity and 

artistic licence in giving advice on music is an intrinsic ingredient in 

their work, which they would not wish to lose. 

There are a whole variety of additional subjects which one could discuss: 

questions of fees, legal matters, working with scores, arrangements, and so 

on. However, I do not propose to go into such things, since all archives are 

probably faced with the same difficulties and problems. Similarly, I shall 

not go into the question of manipulation, even though this subject has speci~ ' 

al characteristics when considered in relation to a television music archive 

as contrary to a radio archive. In the combination of sound and pictures the 

dangers are quite apparent; indeed they can almost be said to be in the very 

nature of the progress. But that is a separate subject altogether and one 

which I must leave for an extra consideration. 

Conclusion 

Finally, I should like to look to the future; particularly to increasing co­

operation between archives and the use of electronic data processing in our 

work. The ARD and the ZDF are involved in three projects related to the last 

subject. The "Regelwerk H5rfunk Husik" -the rules for the cataloguing of ra­

dio music - has been finished and has been introduced and made obligatory in 

~he ARC. The "Regelwerk Fernsehen" - the rules for the cataloguing in the 

field of television - has been finished as well and has been introduced and 

partly made obligatory, although the planned cooperation has still not come 

about (the "Regelwerke" relate to the establishment of guidelines for a stand­

ardized cataloguing system, with simultaneous arrangements for electronic da­

ta processing). There is, in hand, another project for computer catalogue 

covering all the products of the German music industry in the field of light 

music. This will be known as the "Zentrale Schallplattenkatalogisierung" (ZSK), 

the "Central Gramophone Cataloguing System", the editorial department for 



-27-

which will be housed in the "Deutsches Rundfunk Archiv". The ARD corporation 

and the ZDF involved in this combined undertaking, are hoping that it will 

bring the advantages of electronic data processing and relieve demands on 

the title description staff of individual archives . 
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Die Fernseh -Musikarchive in der 
Bundesrepublik Deutschland 
Gl1STAV ADOLF MOHRLODER, STELLVETITRETENDER LEITER DES ZENTRALARCHIV DES 

ZvlEITES DEl1TSCHES PERNSEHEN, ~.INZ 

Historische Ruckblick 

Vor 25 Jahren war es, im Jahre 1952, als das Deutsche Fernsehprograr.un Geburts­

tag hatte, und man muss dazu sagen, dass es sn~t war, sp~ter jedenfalls als in 

anderen L~ndern. Grundlage fur die Installation des ~ernsehens war die nicht 

lange davor im Jahre 1950 gegrundete Arbeitsgemeinschaft der Rundfunkanstalten 

Deutschlands (ARD), in der die heute 12 Anstalten umfassende Gemeinschaft selb­

st~ndiger Rundfunkanstal ten sich eine Form gegeben hatte. ~1ehr noch als fur den 

Horfunk galt damals fur das Fernsehen die Oberzeugung, dass - schon aufgrund 

der hohen Betriebskosten - dieses neue ~edium nur als Gemeinschaftsaufgabe zu 

verstehen und zu organisieren war. Die Realisierung vollzog sich dann auch weit­

gehend unter dem Vorzeichen der Gemeinsamkeit, jedenfalls auf dem Gebiet des 

Prograoo~s und der Sendetechnik, w~hrend die Produktion der einzelnen Programman­

teile Angelegenheit der betreffenden Rundfunkanstalten blieb, besonders auch 

aufgrund der unterschiedlichen Produktionsorte in neun verschiedenen St~dten. 

Die Archive bildeten in diesem Zusammenhang einen besonderen Komplex. 5ie waren 

einerseits als Auffangstationen fur die gesendeten Programmbeitrage theoretisch 

durchaus offen fur eine bundesweite gegenseitige Integration; andererseits aber 

bildeten sie in ihrer Eigenschaft als Informationsquelle und Reservoir fur 

Wiederholungssendungen einen nicht unwichtigen Ruckhalt der Programmacher am 

jeweiligen Produktionsort und waren dadurch in der funktionalen und organisato­

rischen Bezogenheit auf ihre jeweilige Landesrundfunkanstalt fixiert. Diese Tat­

sache hat u.a. auch wesentlich dazu beigetragen, dass das damals neugegrundete 

Deutsche Rundfunk Archiv nicht als Ge~einsch~~archiv des deutschen Rundfunks 

konzipiert wurde, sondern primar als zentrale Dokumentationsstelle, in deren 

Katalogen die aus den Archiven der ARD kommenden bzw. im ORA erarbeiteten In­

formationen fur dokumentarische und wissenschaftliche Zwecke zentral gesammelt 

und gespeichert werden. 

Die Fernseharchive passten sich der vorhandenen Struktur an. Sie waren zu­

n~chst - und das betrifft nicht nur die deutschen Archive - verwiesen auf die 

Funktion eines Film-Archivs, und diese Tatsache hat ja auch teilweise zu ei­

nem ebenso begrenzten Verst~ndnis des Begriffes eines Fernseharchivs uberhauot 

beigetragen. So war z.E. in einem Aufsatz aus dem Jahre 1967 uber die 
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Aufgaben eines Fernseharchivars in der Zeitschrift "Der Archivar" ein sol­

ches Verstandnis zugrundegelegt, und das gleiche findet sich in verschiede­

nen Aufsatzen der Fachliteratur bis heute; ich verweise in diesem Zusammen­

hang auch auf den Sammelband "Medien und Archive", der 1974 beim Verlag Doku­

mentation in Pullach erschienen ist. tJur haben sich inzwischen im Zuge der 

aufsteigenden Entwicklung des Fernsehens die umfassenden Bedurfnisse eines 

Fernsehprogrammbetriebs auch im archivarische-dokumentarischen Bereich deutli-

cher ausgepragt, so dass hier neben den Horfunkarchiven eine zweite, fernseh­

bezogene Archivschiene entstanden ist, in der auch die Fernseh-Musikarchive 

in ihrer speziellen Funktion ihren Platz haben. 

Die Situation der Horfunk-Musikarchive im Jahre 1952, zum Zeitpunkt den 

Einfuhrung des Fernsehens, war nicht einheitlich weder hinsichtlich der Gros-

se noch in der Art ihres Bestande. 

Diese Unterschiede waren bedingt durch den Neubeginn nach 1945, der dem 

deutschen Rundfunk die von den Siegermachten geforderte foderale Struktur 

mit zunachst 6 Anstalten brachte, und der einigen ihrer Archive das Programm-

erbe des Weimarer Rundfunks bzw. der Reichsrundfunkgeselischaft bescherte, 

wahrend andere mit der Freiheit und den Problemen eines totalen Neuanfangs 

konfrontiert waren. Diese unterschiedliche Ausgangslage bestimmte wesentlich 

das Profil des musikalischen Archivbestands und z. T. auch der archivarischen 

Problematik. (Die Verwaltung des Erbes der vorhergehenden Jahrzehnte warf nam­

lich ganz spezielle Fragen auf, Fragen der bibliographischen Fixierung zum 

Beispiel, der historischen Verifizierung, der technischen Qualitat, der mate­

riel len Sicherung - Fragen, bei denen die Verantwortung deutlich wurde, die 

mit dem Erbe verbunden war und von der nur jene Horfunkarchive frei waren, die 

ganz von vorn begonnen hatten) . 

1m Fernsehen, das ja insgesamt in Deutschland "von vorn" begann, gab es zu­

nachst fur die Archive keine Probleme mit belastenden Erbschaften. Diese Pro­

bleme traten erst spater auf, im Zusammenhang mit der Programmubernahme von 

alteren Filmproduktionen und betrafen die Rundfunkanstalten nicht in erster 

Linie, und weniger betrafen sie die Fernseh-Musikarchive. 

Musikarchive und Fernsehen 

Die Aufgabenstellung der Musikarchive im Fernsehen beschrankte sich ja auch 

zunachst auf die Bereitstellung von Musiktontragern mit Backgroundmusik, d.h. 

sie war sehr stark produktionell bezogen, vergleichbar etwa mit der Funktion 

der Gerauscharchive des Horfunks fur die Produktion von Horspielen und Doku­

mentarspielen. Als ein reiches, vielfaltiges und auch historisch tief gestaf­

f e ltes Reservoir von Musiktontragern standen ja die Horfunk-Archive zur Ver­

fugung, so dass ein Bedarf im Fernseharchiv im diesem Hinblick zunachst nicht 

berucksichtigt werden musste. Ausserdem war sehr zu fragen, ob denn uberhaupt 

ein solcher musikalischer Bedarf beim Fernsehen gegeben sei. Eine Untersuchung 

von Infratest, aus dem Jahre 1965, ergab, dass e in gewichtiges Interesse an 



-30-

Musiksendungen im Fernsehen "bei einer Grur~e v on maximal 1 / 3 der Zuschauer 

anzunehmen ist", wobei allerdings das Interesse im wesentlichen der "leichten" 

Musik gelte. Dazu heisst es bei Infratest weiter: 

"Nach den vorliegenden Ergebnissen der Gruppendiskussionen scheint fur 

das Fernsehen de M5glichkeit, ein gr5sseres Publikum fUr Musiksendungen 

im Fernsehen zu interessieren, durchaus gegeben. Sie liegt allerdings we­

niger im Feld von Experimenten als darin, im Sinne einer "erzieherischen 

Anstalt" sich das Publikum selbst heranzubilden und andererseits darin, 

durch die Obertragung hervorragender musikalischer Ereignisse das Fern­

sehpublikum zum exklusiven Festspiel- und Konzertpublikum werden zu las-

sen". 

RUckblickend ist kaum der Eindruck zu konstatieren, dass ein solches Publikum 

inzwischen gewonnen worden sei. Daran ist nicht nur die immer noch mangelnde 

technisch-akustische Qualitat schuld, sondern auch das mangelnde Interesse der 

Programmverantwortlichen, in diese Richtung umfangreicher zu investieren. Eben­

sowenig wurde der Gedanke verfolgt, musik-dokumentarische Sendunger starker ins 

Programm zu bringen, fUr die ein potentielles Publikum nachweislich gegeben ist. 

Die praktische Situation derFerffieh-Musikarchive ist infolgedessen damals wie 

heute durch folgende Aufgaben gekennzeichnet: 

1. Schwerpunktmassig Bereitstellung von leichter Musik zur Untermalung von 

Bildern und Bildsequenzen auf Film und MAZ. 

2. Bereitstellung von Gerauschen. 

3. In begrenztem Umfang Bereitstellung von ernste Musik. 

4. Bereitstellung von Noten und Musikliteratur. 

Die Vermittlung musikalischer Werke und Realisationen blieb Domane des H5r­

funks. Reine Musiksendungen wurden z.B. im Jahre 1974 im 1. Programm der ARD 

"so gut wie gar nicht gesendet" (Wie eine Untersuchung von Peter Rochell, 

ver5ffentlicht in: "Musik in den Massenmedien Rundfunk und Fernsehen" besagt). 

Weiter heisst es dort: 

"Das Programmschema des "Deutschen Fernsehens" (1. Programm der ARD) ent­

halt fUr die Gattung "Musik" keine festen Sendeplatz e . Lediglich an kirch­

lichen Feiertagen, zu mitternachtlicher Stunde oder auch gelegentlich am 

Wochenende - hier zumeist nur als "Flillprogramme" - hat der Musikfreund 

die M5glichkeit, einmal ein Konzert am Fernsehschirm zu verfolgen. 1m 

Jahre 1974 waren es ganze 15 Sendungen, etwa 1/2 Prozent des Gesamtpro­

gramms. 

Die 3. Programme der ARD-Anstalten verfugen immerhin uber gelegentliche 

oder feste Sendeplatze fur reine Musiksendungen. Aber auch hier liegen 

die effektiven Zahlen erschreckend niedrig. Berlicksichtigt man die unter­

schiedliche Struktur der fUnf Drittprogramme, die es in der Bundesrepublik 
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gibt, so ergeben sich im Durchschnitt etwa 1-3 Prozent am Gesamtprogramm. 

Das ZDF hat 1974 immerhin rund 100 Stunden konzertante Musik, etwa 3 Pro­

zent des ZDF-Programms, ausgestrahlt, aber auch diese Zahlen liegen weit 

unter dem vergieichbaren H5rfunkangebot". 

Eine verstarkung des musikalischen Angebots einschliesslich der Gewinnung ei­

nes entsprechenden festen Publikums ist nur durch langfristige Programmpoli­

tik zu verwirklichen. Solite eine solche musikfreundliche Programmpolitik ein­

mal Fuss fassen, wurde das naturlich auch die Archivarbeit entsprechend positiv 

verandern. Ein Seitenblick vielleicht auch auf die Filmmusik. Sie ist fur die 

Musikarchive als Produktionszulieferer deswegen nicht so bedeutend, weil nicht 

wie in den Anfangen des Films fertige musikalische Werke komnQiert und mit 

den fertigen filmischen Werken zusammengebracht werden, sondern weil in der 

heutigen Praxis fur den jeweiligen Film oder das jeweilige Fernsehspiel weit­

gehend eigens zu diesem Zweck komponierte und arrangierte Musiken Verwendung 

finden. Das Kapital der Filmmusik ist aber insgesamt so umfangreich und inte­

ressant, dass ich auch hier auf die vorhandene literaten verweisen m5chte und 

in diesem zusammenhang besonders auf den schon genannten Sammelband von Hans­

Christian Schmidt uber "Musik in den Massenmedien Rundfunk und Fernsehen", in 

dem u.a. auch uber die Filmmusik eine sehr eingehende und instruktive Untersu­

chung enthalten ist. Die Filmmusik ist integrierter Bestandteil der fertigen 

Filmproduktion und wird daher im Filmarchiv aufbewahrti sie tangiert die Funk­

tion der Fernsehmusikarchive nicht. Dieses Faktum ware sicher einer Diskussion 

wurdig, vielleicht auch einer Diskussion mit Konsequenzen, weniger Konsequen­

zen hinsichtlich der Zustandigkeit als vielmehr in Bezug auf die Frage der Aus­

wertung und Dokumentation. Aber das nur als Hinweis. 

Das Zweite .Deutsche Fernsehen 

Als im Jahre 1963 das Zweite Deutsche Fernsehen seine Sendungen begann, gab es 

erstmals in Deutschland die Situation einer Rundfunkanstalt ohne Horfunk. Das 

bedeutete fur den Archivbereich ebenfalls eine neue Situation. Man konnte nun 

nicht, wie in den verbundenen Horfunk- und Fernsehanstalten auf die Archive 

des H5rfunks zuruckgreifen, wenn fur die Fernsehprogrammproduktion etwas be­

notigt wurde, sondern es war notwendig, aIle gegebenen Bedurfnisse durch ent­

sprechende Archive abzudecken. Dadurch entstand ein neuer Typ des Fernsehar­

chivs, der neb en den Filmarchiven eben so die Pressearchive, Bibliotheken, 

Bild- und Musikarchive umfasst. Diesen neuen Typ eines bereichsubergreifenden, 

vielgegliederten Fernseharchivs mochte ich am Beispiel des ZDF-Zentralarchivs 

erortern und etwas naher auf die Situation eines reinen Fernseh-Musikarchivs 

eingehen. 

Zur Aufgabenstellung: das Musikarchiv des ZDF ubernimmt, beschafft, erfasst 

und katalogisiert samtliche fur die Anstalt benotigten Tontrager (Schallplat­

ten, Musik- und Gerauschbander), Noten und Musikliteratur und leiht diese 

Archivalien zur Information, fur Programmplanungen sowie zu Produktions- und 
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Sendezwecken aus. Es besorgt ausserdem von anderen Archiven, Bibliotheken 

und Verlagen Auffuhrungs-Leihmaterial (Noten) und stellt in seinen techni­

schen Raumen fur Informations-, Demonstrations-, Produktions- und Programm­

zwecke Tontrager (r1usik- und Gerauschbander u.a.) zusammen. Zu den Aufgaben 

des Musikarchivs gehBrt ferner die Durchfuhrung von Recherchen, Auskunftser­

teilung und Beratung seiner Benutzer. Weiterhin besitzt das Musikarchiv eine 

aktuelle, in Redaktionsnahe angesiedelte Aussenstelle, die wahrend der Pro­

gramm-Sendezeit dienstbereit ist, d. h. bis 23.00 Uhr, Samstag, Sonntag ein­

geschlossen. In dieser Aussenstelle wird in eiligen Fallen so fort vom Archiv­

material auf Cordband umgeschnitten, d. h. Filmbeitrage direkt vertont. Der 

Bestand des Musikarchivs umfasst gegenwartig 55.000 Schallplatten, 20.000 

Tonbander, 10.000 musikliterarische Bucher und andere Texte. Personell ist 

das Musikarchiv mit 11 Mitarbeitern besetzt. 

Der erste und auffallendste unterschied dieses Fernseh-~1usikarchivs gegen­

uber einem HBrfunkmusikarchiv liegt in der kleineren GrBssenordnung. Der 

Bestand an Musiktontragern muss aufgrund der andersgelagerten Funktion nicht 

entfernt so umfangreich sein wie fur den HBrfunkprogrammbetrieb. Zahlen von 

700 TS oder 300 TS ·oder mehr Tontragern stehen nicht zur Debatte, der benB­

Llgte Bestand liegt unterhalb der Grenze von 100.000 Tontragern und wird auch 

auf langere Sicht nicht zwangslaufig daruber hinaus wachsen mussen. 

Nicht ganz das gleiche gilt fur das Personal und fur die Ordnungsmittel. Die 

Anzahl der Kataloge ist nicht geringer; kleiner ist our die Anzahl der darin 

erfassten Tontrager und damit die Menge der Karteikarten bzw. Katalogblatter. 

Beim Personal entfallt zwar im Magazinbereich und fur die Programmbereitstel­

lung der Bedarf, dafur aber sind andere Funktionen starker ausgebildet, fur 

die entsprechende Mitarbeiter da sein mussen. 

?rogrammservice des Musikarchivs 

Damit komme ich zum zweiten wesentlichen und vielleicht wichtigsten Merkmal 

eines reinen Fernseh-Musikarchivs, zu seiner speziellen Art des Programm­

service. Hier wachst die Arbeit des Archivars ein wenig in die eines Pro­

grammgestalters hinein. Das hangt damit zusammen, dass die Redakteure, die 

fur ihre Fernsehbeitrage musikalische Wunsche haben, selbst nicht Musikredak­

teure sind, und dass ihnen fur diesen Zweck besondere ~1usikfachleute in der 

Regel auch nicht zur Verfugung stehen. In diese Lucke muss das Archiv ein­

springen und echte Musikberatung leisten. Das gilt im allgemeinen fur die 

gesamte Menge der relativ kurzen Einzelbeitrage in Hagazinen und ahnlichen 

kurzeren Berichten. (Fur Fernsehspiele und grBssere Musiksendungen sind 

selbstverstandlich musikalische Fachredakteure vorhanden). Diese am Material 

d.h. am Film, am Tontrager, am Schneidetisch durchzufuhrende Musikberatung 

erfordert Musikverstandnis, Musikkenntnis, kunstlerisches ~infuhlungsver­

mog e n und technische Fertigkeit und ist 1m Einzelfall oft mit sehr aufwen­

dige Recherchenarbeit verbunden. Die Notwend1gkeit besonders weitgehender 

r<echerchen hangt zusammen mit der Verwendung d e r Musik als Untermalung fur 
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bestimmte Hotive, deren spezi'f isehe Stimmungen und bi Idliehe Inhal te mus ika­

liseh adaquate, ironisierende oder gegensatzliehe Entsprechungen finden sol­

len. 

Die Ordnungsmi ttel des Musikarehivs sind auf solehe Reeherchen eingestell t, 

d. h. neben den ublichen Formalkatalogen gibt es entspreehende inhaltliche 

Ersehliessungen in Hinbliek auf dem moglichen Verwendungszweek. Als Problem 

dieser inhaltlichen Erschliessung muss hier kurz erwahnt werden der unver­

meidbare Einfluss subjektiver Beurteilung, die nur sehr bedingt durch eine 

communis opinio, eine allgenein verbindliche Obereinstimmung abgesichert ist. 

Die zwangslaufig auftretende und niemals ganz auszuschliessende Subjektivi­

tat bei der Anwendung von Kriterien fur die inhaltliche Erschliessung bleibt 

immer mit einem mehr oder minder grossem Effekt ein Faktor, der nieht vollig 

aufgeht in den vorgegebenen Ordnungsnormen. Das ist einerseits sehr bedauer­

lich, da die inhaltliehe Erschliessung aus diesem Grunde immer ein wenig 

individuell und an ihren Bearbeiter gebunden bleiben wird. Andererseits aber 

gibt es aueh unter den Archivaren immer wieder Kollegen, denen der hier in 

der Musikberatung offenstehende begrenzte Spielraum fur Kreativitat und 

kunstlerische Freiheit ein wesentlieher Bestandteil ihrer Arbeit geworden 

ist, den sie nieht verlieren moehten. 

Es gibt eine Reihe von Themen, die hier noch aufzugreifen waren: Honorarfra­

gen, Reehtsfragen, die Arbeit mit Noten, Arrangements etc. etc. Ieh mochte 

Sie aber nicht mit Dingen langweilen, die wohl inallen Archiven ahnlieh sind 

und auch ahnlich schwierig und problema tisch. Auch mochte ich nicht auf die 

Frage der Manipulation eingehen, obwohl dieses Thema in der speziellen Auf­

gabenstellung eines Fernseh-Musikarehivs gegenuber dem Horfunk zusatzliehe 

Dimensionen hat. Die Zusammenfuhrung von Bild und Ton - : die Gefahr der '1a­

nipulation liegt sozusagen in der Natur dieses Vorgangs. Doeh ist das ein 

etwas heikles Sonderthema, das wohl einer eigenen Betrachtung vorbehalten 

bleiben muss. 

Sehlussbemerkungen 

Ein letzter Blick naeh vorn, auf die Entwicklungen der allgemeinen Zusaw~en­

arbeit und des EDV-Einsatzes. Hier sind bei ARD und ZDF drei konkrete Pro­

jekte im Spiel: Das Regelwerk Horfunk Musik ist verabsehiedet und in der 

ARD verbindlich eingefuhrt. Das Regelwerk Fernsehen ist ebenfalls verab­

sehiedet und zum Teil verbindlich eingefuhrt, die vorgesehene praktische Zu­

sammenarbeit steht noch aus. (FUr un sere Kollegen aus dem Ausland darf ich 

erganzen, dass es sich bei diesen Regelwerken um Riehtlinien fur die ein­

heitliche Katalogisierung handelt mit gleichzeitiger Regelung einer Daten­

ubernahme auf EDV). Dazu gibt es ein drittes Projekt: die gemeinschaftliche 

EDV-Erfassung der Produkte der deutschen Musikindustrie auf den Sektor der 

Unterhaltungsmusik, genannt "Zentrale Schallclattenkatalogisierung" (ZSK), 

derden Redaktion beim Deutschen Rundfunkarchiv angesiedelt werden soll. 
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Von dieser gemeinsamen Einrichtung erhoffen sich die beteiligten ARD-Anstal­

ten und das ZDF die Vorteile einer EDV-Verarbeitung, verbunden mit einer 

personellen Entlastung bei der Titelaufnahme im jeweiligen Archiv. 
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Radio Sound Archives in 
West Germany 
HELMUT nOLLER, HEAD or THE SOUND ARCHIVES OF THE HESSISCHE RUNDFUNK, FRAN"Y-­

rURT AM MAIN 

In my report about Sound Archives in West Germany, I shall concentrate on the 

archives of the broadcasting stations. There are, of course, other music li­

braries or collections of different institutions and organisations. They are 

concerned with their own special tasks and have, of course, their own nroblem& 

With reference to their holdings, operation and scope of activity it may be 

accepted that the Sound Archives of the West German Radio and ~elevision Or­

ganisations are the biggest in the Federal Re~ublic of Germany. 

The development of these Sound Archives is closely linked with the history 

of radio and television in this country. 

History and organisation of radio in W.Germany 

The existence of broadcasting stations in the Federal Renublic of Germany is 

a result of building up radio after 1945 which was gradually taken over by 

German administration from the former occunation forces. 

Broadcasting stations were formed under public law by the regional governments. 

Each broadcasting station got its own broadcasting statutes, its own broad­

casting board and administration council thus giving it indenendence from go­

vernment rule. 

Generally, members of the broadcasting boards are coming from different groups 

of society. They elect - for instance - the directors general and watch over 

the basic principles of the programme. 

An important feature of radio in West Germany is decentralisation according 

to the federalistic structure of the country. Under the roof of the ARD, the 

Conference of the Statutary Broadcasting Corporations of the Federal Republic 

of Germany, established by all the independent broadcasting organisations in 

1950 - we have in West Germany 9 reqional broadcasting stations, situated in 

Munchen, Frankfurt, HaQburg, Bremen, Saarbrucken, Berlin, Stuttgart, Baden­

Baden and Koln. 

These are financed by licence fees and additional commercial broadcasts in 

most cases. Since 197C, all licence fees are being collected at a centre in 

Koln. 
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The ARD is taking care of a number of common institutions and commissions 

relating to programme, engineering and economy. In addition, two organisa­

tions established ur.der federal law are members of the ARD: 

the "Deutsche Welle" (the "German Wave"} in KBln and 

the "Deutsch:.3.ndfunk" (the "German Broadcasting") in KBln. 

Altogether we have in the Federal Republic of Germany 

9 broadcasting stations with radio and televisiqn, 

2 broadcasting stations with radio only and 

broadcasting station of a special status (RIAS Berlin). 

The Second Televi~on Programme (ZDF), however, is quite distinct from the ARD. 

All the 12 regional radio stations are broadcasting three progra~es each: 

round the clock in the first channel and during the day in a second and th~rd 

channel. The "Deutsche Welle" and the "Deutschlandfunk" broadcast programmes 

in German language and a number of foreign languages to European and Overseas 

countries. A total of 10.8 Billion minutes is broadcast by all the stations 

with an extra of 2 million minutes by "Deutschlandfunk" and "Deutsche Welle" 

and 700.000 minutes by "RIAS Berlin". 

The work in the radio sound archives 

The sound archives grew up by collecting radio productions. Starting with 

small quantities, the archives grew by storage and preservation of tapes and 

records in asystematic manner. 

The different rules and methods of work in the regional broadcasting stations 

were the reason for different forms of organisations to develop. Sound ar­

chives are either part of the administration department , or of a nresentation 

or a programme department. Some of the regional broadcasting stations have a 

central archive department such as the Hessischer Rundfunk in Franfurt. 

There are different archives under its roof: document archives, books libra­

ry, television archives, historical archives, catalogues, script library,mu­

sic library, sound archives, reference library and a current sound archive. 

While the kind of organisation does not matter so much it is imnortant that 

all the archives are able to correspond to the increasing demands in program­

ming. 

Each of the broadcasting stations keeps about 200.000 to 4eQ.000 tanes and 

40.000 to 120.000 records which depends on the different operation of broad­

cast: more tapes or records or both mixed. For instance, in the Hessischer 

Rundfunk Frankfort there is an increase of 10.000 tapes and 4.000 records per 
year. 
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There is not much difference with regard to the contents of the various ar­

chives: about 70 percent are records or tares of music (in proportion 80 : 

20 light music / serious music), about 30 percent are spoken word programmes, 

lite rature, politics, sports etc. 

A catalogue of sound archives' tasks would read like this: 

1) to support all broadcasting prograQrnes of the station, 

2) to keep ready all tapes for listening, production and 

broadcast in both radio and television, 

3) to give access to commercial records and tapes, 

4) to catalogue all tapes and records, 

5) to preserve and store sound documents. 

It is true to say that most of the tape recordings are no documents at all. 

They are needed for the daily programmes. A great proportion of the records 

or tapes are of commercial origin. Only a smaller part is normally produced 

in the station's own studios while sound recordings are also coming via pro­

gramme exchange from other stations of the ARD or from foreign organisations. 

It is impossible to archive all the productions made during the year. It is 

one of the main tasks of the sound archives to select, to keep what is needed 

for repeat perforr:1ances and to erase what is not. 

A selection is applied to the commercial productions: about 6.000 records 

mainly light music - are offered by the records manufactures. All radio 

stations have special contracts with them which enable them to broadcast 

these products. Twice a week meetings of programme producers in light music 

(radio and television) are held together with sound archivists. They have to 

decide which of these records will be taken over for programme purposes. Se­

lection is imposed on all domestic productions under the aspect of a repeat 

performance in which case they will be taken over into the archive while 

others may be stored temporarily only. 

All the tapes and records which are not needed any more or those not thought 

to be important as a document will be erased. 

A good help in this way is the establishment of a current sound archive. This 

takes over all new productions, transmissions, cO!,>ies of programme exchange 

tapes or transfer recordings. All producers will be served to give informa­

tion about alien productions through listening in. This special archives nre­

vents an increase of accessions in the main sound archives. Nevertheless, 

some editors will not produce for the permanent archives such as reports of 

correspondents, reports about books and sports news. These productions are 

to be erased shortly after the event. 

Most important is the quick retrieval of all the kept tapes and records by 
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a manifold catalogue. 

The kind of systen or organisation does not matter so much, the main object 

is that all tapes and records can be found instantly . To give an example, 

musical records will be found according to composer, soloist or under sub­

ject headings. 

In addition to the filling of catalogue material all the items are put into 

an electronic data base. The catalogue group in the archive department in 

Frankfurt produces about 250.000 to 300.000 catalogue cards per year and dis­

tributes them to the main reference catalogue and to the programme depart­

ments. The catalogue cards are stored in movable "lektrievers" like pater­

noster-lifts. The tapes and records are kept in thin boxes on fixed shelves. 

More than 700 reco rdings (input and output) are moved per day. 

Common activities of the radio sound archives 

The uneven development of sound archives within the stations of the ARD and 

also the need for an e xchange of experiences among sound archivists called for 

regular meetings to d iscuss common problems and try to find solutions. Since 

1966 the heads of sound archives are gathering for these purposes. Although 

we have different organisations and different working conditions it was pos­

si.ble to reach agreement on the following common tasks (partly mentioned as 

we ll in the foregoing article by Mr. MohrlGder, Ed.): 

1) Since 10 years we have a monthly exchange of light music recordings of 

our own orchestras and bands. Each station contributes a programme of half 

an hour. This we offer to the producers of music programmes. The items 

may be taken over into our arch~ves - either as single titles or as com­

plete programmes, free to repeat broadcasts once or as often as needed. 

All the stations of West Germany belong to this pool as well as about ten 

stations of foreign countries. 

2) Since 1973 we have terms of reference for the documentation of sound re­

cordings and television films. That is the result of a special working 

group of sound archivists and members of the "Deutsches Rundfunk Archiv". 

It is one of those institut i ons of the ARD with special tasks. The object 

is to collect catalogue cards of sound documents kept in the regional 

broadcasting stations. All the stations are expected to send a filing 

card of archived sound recordings to the center. 

3 ) Since 1972 we have rules for the cataloguing of music recordings on the 

bas i s of electronic data processing. That is the first step to create a 

future data base in order to exchange all data of sound recordings in the 

various stations to facilitate programme compilation. 



-39-

4) Since 1977 we have rules for the cataloguing of spoken word recordings. 

Both sets of rules were prepared by a special working group consisting 

of both sound archives and experts on electronic data processing. 

5) At the mOQent efforts are made to institute a Central Catalogue of Com­

mercial Records. A great venture. All research and cataloguing work in 

each of the regional broadcasting stations is going to be reduced consi­

derably in future. By special arrangement with the gramophone record in­

dustry the work will be done only at a central place and with the help 

of electroniC data processing. The sound archives will receive all data 

of the grammophone records through a central cataloguing office. 

Although such co~on tasks and arrangements are difficult to realize in the 

regional stations' own organisation, there is a lot of success in our ef­

forts, to solve the problems of the community. 

Problems of the future 

All archives suffer from the increase of archive material. We need more room 

for storage, more equipment, more specially educated staff. Also with new 

technical aspects such as the cassette we are confronted. Another problem is 

the proper training of our staff. Perhaps the International Association of 

Sound Archives could help us to develop guidelines for this task. 
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COlKLGDING REr1ARK BY DIETRICH LOTICHIUS, CHAIRMAN 

As a member of IASA I Qay perhans be entitled to make a short remark on our 

relationship to TV archives. Herr MohrlGder has given, in his talk, a most 

instructive insight into the work of a TV archive and I think we are aware 

of t h e fact that although television is an audiovisual medium the proporti­

on of sound archivism is not small. Therefore I would have preferred to see 

TV archives becoming n~mbers of IASA in being a true internationally minded 

body which is in fact operating along international lines. Yet to my perso­

nal regret I had to learn a few weeks ago that an "International Federation 

of Television Archives" is going to be set up and the inaugurating meeting 

of this "IFTA" is scheduled to be held in Paris in October 1977. 

The formation of this new organisation was initiated by several broadcas­

ting organisations in various countries as well as by the French National 

Audiovisual Institute (which keeps the archives of the French broadcasting 

organisations). The aiQs of the new body are described as being 

o setting up an international television archive information system 

(using jOint cataloguing or a data base): 

o studying ways and means of exchanging archival collections, especial­

ly in the case of news material: 

o choosing and conserving storage materials (films, videograms, video­

cassettes and videodiscs): 

o promoting various forms of cooperation between members with regard 

to the aforementioned points. 

The fact that the new Federation was not formed under the auspices of the 

European Broadcasting Union (in which case it would merely have been allotted 

the status of a "working party") but is going to conduct its own life as an 

independent international organisation means that it will be formed not only 

by Radio TV archives but will indeed be open to any TV archives whatsoever. 

This appears to me as having lost a battle. 
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Schallarchive in der 
Bundesrepublik Deutschland 
ZUSAI1rlENGESTELLT VON DIErRICH LOI'ICHIUS, LEITER DES SCHALLARCHIVES DES NORDDEUI'SCHEN RUND­

FUNKS, HN1BURG (DIE LISTE 1ST NICHT VOLIST1\NDIG) 

LIST OF SOUND ARCHIVES IN THE FEDERAL REPUBLIC OF GERr-1ANY CO!'1PILED BY DIErRICH LOI'ICHIUS, 

HEl\D OF THE SOOND ARCHIVES Of' THE lJOPDDEUI'SCHE RUNDFUNK, HN,1BURG (THE LIST IS NOT CCMPI...ETE) . 

Forschungsinstitut fUr Deutsche Sorache 

Abt. Phonetik / "Deutscher Sprachatlas" 

Prof. Dr. Joachim GOschel 

Philips-Universitat Marburg/ Lahn 

Kl-unrul:xJgen 28 A 

0-3550 Marburg 

Tel. 28 16 93 

Archivierung und Dokumentation von Sprache, insbesondere von Dialekten. Schallarchiv mit 

3000 - 4000 Tontragern, vorwiegend Eigenauf~en. Keine Industrietontrager. 

Veroffentlichung: 

"Die Schallaufnahme Deutscher Dialekte". 

Bestandsbeschreibung und Arbeitsbericht herausgeg. von Joachim GOschel, Marburg/Lahn 1977. 

Institut fUr Deutsche Sprache 

Friedrich-Karl-Strasse 12 

0-6800 Mannheim 1 

~2~§~b~9§§~§11§_Q§~!§~b§§_~EE§~b~~b~ 

Dr. Edel traut Knetschke 

Adenauerallee 113 

0-53300 Bonn 

Tel. 21 00 29 

GegrUndet 1932 

Ca. 8500 eigene Tonaufnahmen (190m/sec.), davon 7400 mit Dokumentation von Mundarten, 

u.a. auslandsdeutsche Mundart en. Sprachbeobachtung. 

Ca. 300 Aufnahmen Urrqangsspreche (colloquial speech). 

Ca. 200 hochsprachliche Aufnahmen (educated speech). 

Ca. 200 Aufn~~en frernder s~rachen. 

\'Jenige psychologische und JT\edizinische Aufnahmen. Ca. 130 Industrie-Schallplatten mit 

deutscher Vortrags- und Diskussionssprache. Publikationsreihe PHONAl, Lautbibliothek 

der europaischen Sprachen und r1undarten, herausgeg. von der Internationalen Vereini­

gung Sprachwissenschaftlicher Schallarchive: 

Deutsche Reihe, 
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herausgeg. yam Deutschen Spracharchiv llu Institut fUr Deutsche Sprache. 

Erschienen seit 1965: 

18 :sande, 4 Beihefte. 

(Vorgangerin dieser Reihe war "Lautbibliothek deutscher Mundarten", herausgeg. vam 

Deutschen Spracharchiv, 1958 - 1964: 35 Hefte). Kopien aller Aufnahmen konnen, ge­

gen Bezahlung, von wissenschaftlich Interessierten bestellt werden. Auch Texte zu 

den Tonbandaufnahmen sind erhaltlich (Information Uber verrugbare Texte in PHONAl) . 

~~~~~g~_~~Q~~_f~_9~~2E~Q~~~_§EE~~Q~ 
r~ als 800 Tonaufnahmen aus den Jahren 1968 - 1974 (Rundfunk- und eigene Aufnahmen) . 

220 Aufnahmen sind transkribiert. 

Ziel der Untersuchungen: 

Beschreibung der gesprochenen deutschen Gegenwartssprache. Aufnahmen und Texte wer­

den wissenschaftlich Interessierten rUr eigene Untersuchungen zur Verfugung gestellt. 

Literatur: 

"Gesprochene Sprache", 

Bericht der Forschungsstelle Freiburg aus der Reihe: Forschungsberichte des Instituts 

fUr deutsche Sprache, herausgeg. v. U. Engel und I. Vogel, Ed. 7, TUbingen 1975. 

"Heutiges Deutsch", 

Reihe I: Linguistische Grundlagen, 

Reihe II: Texte, 

beide Hueber, ~fUnchen, 1971. 

Deutsches Literaturarchiv 

Schillerhohe 

0-7142 rtarbach/Neckar 

Sammelt auch Tontrager 

peutsches Volksliedarchiv 

Arbeitsstelle fUr internationale Volksliedforschung 

Prof.Dr. R.W. Brednich 

Silberbachstr. 13 

0-7 800 Freiburg 

Tel. 744 65 

361 Tonhander und l 
758 Schallplatten insgesammt 11792 einzelne Aufnahmen. (1.6.1977) 

Tonbander enthalten Eigen- und erworbene Privataufnahmen. Forschungsbereiche ausser Volks­

lied auch Chanson, Folksong, Couplet. 

Katalogisierung nach lfd. No., Liedanfang, Liedgattung bzw. - titel, geographischer Herkunft. 

Bandaufnahmen und Schallplatten werden archiviert und wissenschaftlich ausgewertet. Nutzung 

der Tbntragers~ung an Ort und Stelle mGglich, auch konnen Kopien von Materialien abgegeben 

werden. 

Staats- und Universitatsbibliothek Hamburg 



Musikabteilung 

Dr. Bernhard Stockmann 

~borweidenstr. 40 

0-2000 Hamburg 13 

Tel. 41 23 22 56 
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Sammlung von Schallplatten mit Auinahmen aus den Bereichen r1usik, Literatur (nicht Sprach­

kurse), Politik, Zeitgeschichte, Medizin, Zoologie . 

Abhoren an Ort und Stelle ni)glieh, Ausleihen dagegen nieht. 

Bestand ca. 4500 Tontrager. 

Universitat Koln 

Musikwissenschaftliehes Institut 

Dr. Gerhard Heldt 

Albertus-~1agnus-P la tz 

0-5000 Koln 41 

Tel. 470. 22 49 

2 Sehallplattensammlungen: 

a) historisehe Abt. 

(fUr die histori­

sehe Husikwissen-

sehaft) 

b) musikethnologisehe Abt. 

(vorwiegend aussereuro­

paisehe Husik und Musik 

europaiseher Randgebiete) 

ca. 7200 Industrie-Sehallplatten 

ca. 160 Tonbander; 

ca. 3500 Industrie-Schallplatten 

ca. 500 Tonbander. 

Ausserdem Sammlung von ca. 225 \~elte-Mignon-Klavierrollen. Die TOnbander stellen zu grossten 

Teil Eigenaufnahmen des Instituts dar, in der musikethnologischen Abt. auch Mitschnitte von 

Rundfunksendungen. Nutzung der Bestande nur an Ort und Stelle, keine Ausleihe. 

Stadt- und Universitatsbibliothek Frankfurt am t-1ain 

t1usiksa.rrt!llung 

Dr. Har~ut Schaefer 

Bockenheimer Landstr. 134 - 138 

0-6000 Frankfurtjr·1ain 

Tel. 79 071 

300 - 400 Schallplatten mit Gesamtaufnahmen von Sprechtheater-Prcxluktionen deutsehspraehiger 

BUhnen und Studios, Autorenlesungen, Horspielaufnahmen. 

Aueh Spreehtheaterprcxluktionen auslandischer BUhnen und Studios. 

Nnerika-Gedenk-Bibliothek 

Blucherplatz 2 

0-1000 Berlin 61 

Ca. 21700 Schallplatten; Ca. 1400 Bandkassetten; 26 Tonbander. 



Stadtbibliothek Duisburg 

Di.isseldorfer Str. 5 - 7 

D-4100 Duisburg 

Ca. 5500 Schallplatten. 

Universitatsbibliothek HUnster 

'KrUrmer T.iJ:pen 3 - 5 

D-4400 Booster 

Ca. 580 Schallplatten. 

Bayerische StaatsbiblioL~ek 

Musiksarrmlung 

Dr. Robert HUnster 

Ludwigstr. 16 

D-8000 HUnchen 34 

14000 Schallplatten. 

'Stadtische Musikbibliothek tflinchen 

Salvatorplatz 1 

D-8000 MUnchen 2 

7200 Schallplatten. 
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Staatliche Hochschule fUr Musik und Darstellende Kunst, Berlin 

Fasanenstr. 1 

D-1000 Berlin 12 

Ca. 4200 Schallplatten. 

Ca. 600 Tonrender. 

Stadtische Musikbucherei Freiburg im Breisgau 

Karl-Ludwig Nicol 

MUnsterplatz 1 

D-1700 Freiburg i. Br. 

Tel. 216 36 72 

Ca. 2500 Industrie-Schallplatten mit Aufnahmen aus dem gesamten Bereich der E-Musik einschliess­

lich klassischer Operette. 
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