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In 1910, Robert Falcon Scott set off on one of the most ambitious
expeditions of his time, the British Terra Nova, which, with scientific
and exploratory goals, aimed to discover the territory of Antarctica.
Compiling specimens and scientific data was one of the main
objectives of this expedition, although even more important to
Scott’s team was obtaining the historic title of having been the first
men to walk the South Pole.
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(Pict. 1) Herbert G. Ponting. Chris, one of the dogs taken
to Robert Scott’s expedition to the South Pole, liste-
ning to a gramophone. National Geographic, 1911

In this photograph we can see Chris, one of the dogs taken
by Scott on the expedition, listening to a shellac record played on a
gramophone (Pict. 1). The resonance we find in this photograph with
the logo of His Master’s Voice (HMV) record label is no coincidence,
given that The Gramophone Company (later known as EMI) donated



hundreds of shellac records and two HMV gramophones to the
expedition team. This picture is a nod to the donation and, in turn,
shows that even in these extreme climatic conditions, his master’s
voice was still audible thanks to the robust gramophone technology.
In the HMV logo, Nipper the dog, obedient and servile, takes a seat
to listen to his master’s voice, whose disembodied authority remains
reproducible! (Pict. 2).

(Pict. 2) Francis Barraud, His Master Voice, 1899.

Ultimately it could be said that the fundamental goal of a
mission such as the British Terra Nova Expedition, is to transcend
the limits of human knowledge. The conquest of the unknown is
achieved by pushing manmade technological instruments to their
limits in order to measure something previously incommensurable
and give it a name.

At the end of the XIX century and with a similar ambition,
European and American ethnologists and linguists began to make
use of the documentary potential that phonographs had in order to
capture the cultural and linguistic expressions of minority ethnic
groups. The motivation behind these ethnographic studies was
largely scientific. The samples compiled by the phonograph, rendered
as fixed and quantifiable sounds, lent themselves to analytical
study. In addition, these recording expeditions had conservationist
aspirations: the imminent disappearance of these groups’ cultural
expressions was palpable and there was an awareness of the need to
protect their footprints for the future. Motivated by these ideas, Jesse
Walter Fewkes documented the Passamaquody Indian in Canada,
Alice Cunningham Fletcher recorded traditional Korean songs in
Washington D.C., Frances Densmore documented Native Americans
by commission from the Bureau of American Ethnology, Otto
Abraham and E.M. von Hornbostel recorded court music in Japan,
Béla Bartok focused on Hungarian folklore songs and Percy Grainger
concentrated on English folklore. These recordings constitute the

1 ‘It doesn’t cross my
mind to have unachiev-
able objects and, there-
fore, they rarely cause
me any frustration. Be-
sides, if you think of
it, the holy grail of the
gramophone world
would have to be one
of the golden records
travelling in the Voyag-
ers, which not even the
Emir of Kuwait can buy
(nowadays, they are
supposed to have ar-
rived to the heliosphere,
and that is too far away).
The second holy grail of
the gramophone world
would be perhaps the
Barraud original paint-
ing, His Master’s Voice,
Nipper the little dog and
the phonograph. In this
case, the Emir of Kuwait
has indeed some proba-
bility of acquiring it (at
least it is on this plan-
et), although it would
be difficult once again:
if I'm not mistaken, the
painting belongs to Sony
and [ imagine they don’t
intend to part with it.
Conversation with Anki
Toner as part of the re-
search process for the
podcast series MEMO-
RABILIA.  COLECCION-
ANDO SONIDOS CON...,
carried out over email
between Anki Toner
and Anna Ramos during
spring-summer of 2012,
http://rwm.macba.cat/
uploads/20120810/
conversation_anki_ton-
er_cas.pdf (Accessed on
03/06/2014).



foundations of the first European sound archives; at the end of the
XIX century, the first patrimonial institutions dedicated to preserving
the sounds of a world in extinction were created.?

Today these recordings can be found in the basements of these
buildings, under controlled climatic conditions, as testimonial tools
that expose the beginnings of phonography. In the same way that
Roman sculptures used wax moulds to fully preserve the features
of the deceased, a person’s presence is encapsulated within a sound
recording, not only as a reflection but also as an echo. The pressure
needed to mould in wax the Roman faces is similar to the one guiding
the needle along the waxed cylindrical surface.

Let us now divert our eyes to the portrait of Juan de Pareja
(Pict. 3), painted by Diego Velazquez in 1650 in Rome and kept in
the Metropolitan Museum of Art in New York. Juan de Pareja was
Velazquez's slave. Nowadays, this painting is more valuable than
portraits showing his master’s king, Philip IV. According to Palomino,
Velazquez's biographer, when this painting was displayed in 1650
in Rome, the painter Andrés Smidt said ‘[...] everything else looked
like painting, this alone like reality’.> Perhaps because Velazquez
knew how to position Juan de Pareja’s presence within the layers
of paint and paint the invisible space supporting a person’s reality,
this painting has been understood as ‘reality’. Something similar
to the ether, in which, it was said, Radio Pirenaica was located, or
the intrafine, the barely perceptible interval within objects, much
theorised after its conceptualisation by Duchamp.*

(Pict. 3) Jeremy Chan, Art on Art 2, 1 Sep-
tember 2008 (CC BY-NC-SA 2.0)

More important than the truth-value in Juan de Pareja’s
portrait, is the fact that the portrait of a slave has transcended

2 The Phonogramma-
chiv der Akademie der
Wissenschaften in Vien-
na was founded in 1899
and the Berlin Phono-
gramm Archiv in 1900.

3 Palomino de Castro y
Velasco, Antonio, EI mu-
seo pictérico y escala
dptica. El Parnaso espa-
fiol pintoresco laureado
[1715-1724], Madrid,
Aguilar, 1947, t. I11. Enci-
clopedia Virtual, Museo
del Prado.
https://www.museodel-
prado.es/enciclopedia/
enciclopedia-on-line/
voz/velazquez-die-
go-rodriguez-de-sil-
va-y/ (Accessed
03/06/2014).

*‘It is necessary to say
something about the
most complex Duchamp
category of the intrafine.
Some people have trans-
lated it as ‘infraleve’ [..]
I would establish the
term intrafine. [...] The
fact that intrafine is
sometimes a visual cate-
gory and other times an
olfactory one, allows us
to imagine it spreading
to other senses. From
this perspective, a sys-
tematic restructuring of
all the texts and works
by Marcel Duchamp



beyond that of his king because of how the intrafine approximates
us to his tangible absence. In the crackling of the needle reading the
grooves on the record’s surface, we hear the event and the voice of
what already occurred. Perhaps the artificial past that is inserted
in our present through this intrafine signal can be taken as point
of departure for new historical lectures beyond the linear patterns
imposed by reproduction.

The archive within the MASE context

The MASE project began in 2006 to mark the celebration of the
‘Muestra de Arte Sonoro Espanol (Spanish Sound Art Exhibition),
curated by José Iges within the context of the Eighth Edition of the
Sensxperiment International Creation Meeting 2006 and held in
Lucena and Cérdoba. The project’s online presence through its website
(www.mase.es), also resulted from this meeting with the purpose of
hosting and disseminating a selection of works related to sound art
within the Spanish context and with the aspiration of becoming a
virtual sounding environment.

Between 2012 and 2014, a series of tasks were developed with
the intention of consolidating MASE'’s digital presence as a platform
of reference. The idea is that this platform will function as a virtual
documentation centre - arepository, archive, database and data bank
- aplace for learning and disseminating information about sound art
within the Spanish context. This virtual archive will bring together
materials from both the analogue and digital era, with a view to
making them available for consultation, dissemination and research,
promoting in this way an open, cooperative and multidisciplinary
exchange that would generate different and original narrations
about sound art’s history and presence.

With the purpose of inaugurating these narrative processes
and generating materials for this virtual documentation centre, a
series of research themes were defined to cover different existing
trends in sound art. The articles present in this publication, as is
the case for ‘phonography and soundscapes’, ‘radio art and electro-
acoustic music’, ‘history and presence of sound art in Spain’ and
‘process and conceptin sound art in Spain’ are the results. In addition
to these, specific texts have also been written, such as the one about
Val del Omar, the one dedicated to computer music or those dealing
with sound installation.

In its initial stage, the research theme of public and private
archives led by the authors of this article, identified the institutions,
cultural centres and persons dedicated to collecting sound recordings
related to the history of sound art and experimental music in Spain.
Throughout 2013-2014, they contacted the audiovisual section at

would very likely pro-
vide very interesting re-
sults. Intrafine would
be the “music for deaf
people” [..]. According
to Duchamp, intrafine
would be “using a de-
vice to collect and trans-
form all the little human
external energy mani-
festations (in excess or
wasted), such as the ex-
cessive pressure on an
electrical switch, blow-
ing out cigarette smoke,
hair and nail growing,
urine and excrement
dropping, impulsive
movements of fear, sur-
prise, laughter, tears fall-
ing, demonstrative hand
gestures, harsh looks,
arms hanging beside the
body, stretching, ordi-
nary or bloody expecto-
rations, vomiting, ejacu-
lation, sneezing, cowlick
or rebellious hair, noise
produced when blow-
ing the nose, snoring,
tics, fainting fits, rage,
whistling, yawning””.
RAMIREZ, Juan Antonio.
Duchamp. El amor y la
muerte, incluso. Sirue-
la, Madrid, 1993. p.
193-194.



the National Library of Spain, SONM (Susana Loépez and Francisco
Lopez), the Etika Matinal Archive at Laboral Centro de Artey Creacidn
Industrial (Alfredo Aracil), Sonoscop (José Manuel Berenguer),
the Centro de Creacion Experimental de Castilla-La Mancha (José
Antonio Sarmiento), Audiolab at Arteleku (Xabier Erkizia and José
Luis Espejo), and also private collectors such as Miguel Molina at the
University of Valencia, Anki Toner, Anna Ramos (Memorabilia, Radio
Web MACBA), Andrés Noarbe (Rotor) and José Iges (Ars Sonora).
This list of institutions, cultural centres and people did not intend to
be comprehensive or exclusive; in as much as this research project
was in its first stage, it is necessarily incomplete.

The main tool used to compile information about every archive
and collection was the survey, with all its inherent deficiencies.
The questions in the survey were written from the perspective of
how an institutional sound archive functions and were divided into
four sections (general questions, preservation, documentation and
access) with the aim of understanding the entire archival process.
The international community of audiovisual archivists, through
organisations such as IASA (International Association of Sound and
Audiovisual Archives), has over the last twenty years, established
operational guidelines for the profession and these were considered
as a starting point for the survey, as they would allow for comparison
across archives and collections. Once the answers were compiled, we
realised that perhaps the formulation of the questions might have
limited or predetermined the answers given.

In the first section of general questions, the following issues
were raised:

e Whatcharacteristics does your accumulation of recordings
have that encourage you to use the term collection/
archive?

e Doyouconsideryourselfa collector/archivist? How do you
describe your relationship with the collection/archive?

e What musical genres does it cover? Does it specialise in a
particular genre? Has this specialisation always been clear
or has it developed gradually?

¢ How have the fonds been gathered (acquisition, donation,
loan, own creation, exchange)?

e What would the collection need to be complete or for the
archive to stop acquiring works?

The purpose of this introductory section was to understand
the unique nature of each collection or archive and to highlight the
individuality with which the terms ‘archive’ and ‘collection’ are
used in each situation. This is relevant especially to understand how
those responsible for private collections conceive their collections or



archival and collecting activities. As a result, it was revealed that there
is an ambiguity regarding the terms archive, collection, sound art and
Spanish, which were used to articulate the questions and define the
object of study. In many answers, the terms collection and archive are
used in an interchangeable way.

In addition to outlining difficulties, the results of the survey
encouraged us to abandon a traditional archival perspective and
shift the focus of the research towards the contents of the archives
and collections surveyed. The survey drew attention to the increased
popularity of the term ‘archive’ which, nowadays and more so
in the virtual domain, is used to refer to any material grouping of
items. Nevertheless, the aim of this first stage of the research was to
identify the location of archives and collections related to the history
of experimental music and sound art within the Spanish context.

An archive is defined as an organic set of documents gathered
in a natural manner by a person or a public or private institution,
throughout the performance of their activities, which is maintained
observing original order, with the aim to serve as evidence and
a source of information for its producers, for citizens and for
history. Archives are composed of documents that, in their most
basic definition, are the combination of a physical medium and
the information recorded on it. The archive is the by-product or
natural residue of the actions of a creator; it emerges as the material
result of the activities of which it is proof. Contrary to the archive,
the collection is created as the outcome of a conscious search for
particular materials around a specific subject.®

Atthe National Library of Spain, the Legal Deposit Act 23/2011
regulates the acquisition of commercial sound recordings.® The
Order of 23 December 19577 established the administrative system
for legal deposit compliance in Spain and was groundbreaking
on an international level for designating sound and audiovisual
documents as objects of deposit. At the National Library of Spain,
sound recordings are gathered by compliance with this law and also
by personal or institutional donations, by purchase, or by exchange
with other institutions. Due to the fact that the Legal Deposit Act
does not entail any obligation or reward, it is deficient, notably
for self-published and limited editions works. If we were to search
in the National Library’s catalogue using the terms ‘sound art’ or
‘experimental music’ it is likely that we would encounter silence.

On the opposite extreme, SONM’s fonds focus exclusively on
experimental music and sound art and they have not been gathered
by legal deposit but by direct implication with the artists and the
musical scenes where this music has its origins. In the words of its
founder, Francisco Lopez, ‘This is the collection of a non-collector,
because I'm not a record collector. For more than three decades |, as
a creator, have exchanged experimental music and sound art within

5 Conversation with
Anki Toner, RWM 2012,
http://rwm.macba.cat/
uploads/20120810/
conversation_anki_ton-
er_cas.pdf (Accessed
03/06/2014).

Shttp://www.
boe.es/boe/
dias/2011/07/30/pdfs/
BOE-A-2011-13114.pdf

7 http://www.bne.es/

es/Colecciones/Adqui-
siciones/DepositoLe-
gal/LegislacionHistor-
ica/docs/DL_1958.pdf
(Accessed 03/06/2014).



international exchange and cooperation networks related to these
types of sound practices’.®

The second section of the survey inquired about preservation
of sound recordings with the intention of understanding the more
material aspect of these collections. These questions were about
format, storage conditions, preservation and digitisation. The
importance of preservation is that it is the condition for access. In
contemporary archives, preservation is synonymous to digitisation.
Carrier and sound are separable, contrary to writing and paper, so in
order to preserve sound, one can transfer its signal to a less obsolete
format. All the archives and collections consulted in this survey
pointed out the lack of resource available to digitise and make their
sound recordings accessible.

Classification of the sound phenomenon, which is evasive by
nature, is notably complex in the field of sound art or experimental
music. The existence of categories or genres is linked to the
commercial history of music and responds to the short-lived criteria
of an industry regulated by a capitalist logic, constantly re-inventing
itself in order to satisfy a novice customer. Archives must transcend
these superficial classifications and dedicate the necessary time to
describe sound recordings in a way that does justice to their singular
character bearing in mind that ‘there are issues related to cataloguing
which are too delicate to try and classify them within a regulation,
especially in regard to authority headings’.’

Aware of the lack of agreement that exists regarding the
cataloguing of sound recordings, the penultimate section of the
survey addressed this issue with basic questions such as:

e What categories is the collection divided into? How were
they established?

e Are their call numbers? What is the meaning of each letter
and number in the call number?

e What is the cataloguable unit? Recording or album?

e What information is included in a catalogue entry? Fields?
Does the catalogue include visual information about the
object?

A catalogue is a point of entry for a user, an instrument that can
open up channels of listening via key words related to the recording.
The catalogue entry is an index of the sound recording in the same
way that the recording is an index of the sound event.

There are different cataloguing rules and data models
applicable to the description of sound recordings, although a model
specifically designed for this purpose is not yet available.'?

A cataloguing system describing the event rather than the
work would come closer to the temporary reality of the sound
phenomenon and this has special relevance in experimental music or

8 Ortufio, Pedro. La Fono-
teca SONM: Musica con-
creta del mundo en el uni-
verso sonoro de Francisco
Lépez,  http://revistas.
um.es/api/article/down-
load/174051/147901
(Accessed 03/06/2014).

9 Miranda, Fatima. La
Fonoteca, Fundacién Ger-
man Sanchez Ruipérez,
Madrid 1990. P. 181.

10 The majority of sound
archives are content with
adapting MARC 21 or
AACR2 (Anglo-American
Cataloguing Rules) to the



sound art, where traditional relationships between work, event and
recording are inverted by intricate creative processes. Therefore,
when cataloguing sound art or experimental music, it is important to
describe the distinctive features of each sound event by enumerating
instruments, processes, contributors, dates and places and to bear
in mind that documentation will never replace the experience of
listening.

Finally, the last section of the survey dealt with access through
questions like:

e What s the profile of a person consulting your collections?

e What is the profile of the staff in this archive/collection?

e Are dissemination activities carried out? Give examples.

e Does the archive/collection have a digital presence? Can
the catalogue be consulted or the recordings listened to
online? What licenses are used for this?

e What would you like for your collection/archive in the
future?

e What will the archive/collection of the future be like?

These questions intend to understand the relationship
between each archive or collection and its contemporary public.
We also wanted to know how staff perceive the future of archives.
Nearly all answers agreed on what is already evident: there is a lack
of resources to develop the future archive. In order to palliate this
reality, some of the people consulted would like to see more user
involvement in cataloguing through initiatives such as metadata
crowdsourcing.

What is certain is that sound archives as institutions will have
to be rethought from our time, one that is precarious and digital but
also from the novel possibilities provided by real time data exchange
and the impending review of copyright regulations for audiovisual
material.

‘Sound, the way in which it occurs, the manner in which it
becomes present, is always a problem for an institution, since it
creates listening dynamics that have to be highly controlled in order
to enable user access or to allow a visitor to experience a work of
sound art...so, for me, an ideal institution is yet to come’.!?

The history contained within archives

‘We do have built-in recorders: memory. This is what computers

don’t have enough of, and we also don’t always have access to the far
corners of our living memory. I guess that is what all the passion for
recording is about. Without memory, we would have no consciousness
(even if we don’t know what consciousness is, exactly)’'?

Pauline Oliveros

required needs of sound
records. There are mod-
els designed for audio-
visual contents such as
FIAF (International Fed-
eration of Film Archives
Cataloguing Manual), Ar-
chival Moving Image Ma-
terials: A Cataloguing
Manual (AMIM?2), and for
sound, Variations3, devel-
oped by Indiana Univer-
sity and focused on clas-
sical music cataloguing,
BIBFRAME, developed
by Library of Congress
and modelled on RDF
(Resource  Description
Framework), and PBCore
and EBU Core, designed
from the radio indus-
try. More information is
available at http://www.
loc.gov/bibframe/pdf/
bibframe-avmodeling-
study-may15-2014.pdf

1 Interview with José Luis
Maire, within the sessions
on documentation and
new musical disciplines
(sound art and exper-
imental music) organ-
ised by AEDOM (Spanish
Association for Musical
Documentation) in Ar-
teleku on 14 December
2012, http://www.artel-
eku.net/es/entrevista-jo-
se-luis-maire  (Accessed
03/06/2014).

12 Frere-Jones, Sasha. The
Recording Angels, New
Yorker, April 14, 2014.



The brain was the first format onto which sound was recorded.
The first recording and reproduction technologies emerged as
technological instruments within the disciplines of physiology and
otology, not because of the small capacity of memory or writing to
store data. Visualizing speech for the deaf or studying the mechanical
operation of the ear were some of the projects which encouraged
the development of recording and reproduction technologies.!* In
1857, Edouard-Leon Scott de Martinville registered a patent for
the phonautograph, the first instrument capable of recording and
reproducing sounds transmitted through air. Although Martiville's
phonautograph and the more primitive chronophotography by
Etienne-Jules Marey were based on different chemical processes, the
traces which voice and moving points of light left on paper had a
surprisingly similar appearance (Pict. 4).
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(Pict. 4) On the left hand side, a vocal recording made with
a phonautograph and, on the right, a chronophotography
experiment. They are both from the end of the 19% century.

In both cases, wave movement fixation had been achieved
and at a certain point, this gave way to aesthetics of the sequence.
Cinema and comics, as well as sound fixation technologies, deal with
the recording and assemblage of series. Both can be understood as
an adaptation of artistic languages to a conception of modern time.'*

Let’s now look into the possible relationship between sound
fixation technologies and comics. The first time that a speech bubble
appeared in a comic, was in the comic strip ‘The Yellow Kid’ (Pict. 5).
Up until then, words had appeared on the yellow camisole that gives
a name to the character but on this occasion, that speech bubble
came out of what was then a talking machine. These machines, from
the same family as those owned by the master’s of Chris and Nipper,
had the capacity to preserve the voices of the past in wax. In the
comic, the word recovers its sound through a circular shape that
suggests a visual conceptualisation of time and is similar to the first
phonographic formats.

13 ‘The model of the ear
on which Scott based his
phonautograph emerged
over the first half on ni-
neteenth century. In that
time, hearing became a
distinct object of knowle-
dge. It became a scien-
tific problem in its own
science: otology. The hu-
man ear affixed to the ear
phonautograh’s  chassis
thus offers a route into
another tributary current
in the much more diffi-
cult to build even twenty
years earlier. It is an arti-
fact of otology’s institu-
tionalization and, with it,
a new orientation toward
hearing and the ear itself’.
STERNE, Jonathan. Audi-
ble Past, Duke Universi-
ty Press, Durham, 2004.
P.51.

1 “There is a very famous
Bergson theory based
on the assertion that po-
sitions in space are in-
stantaneous breaks in
movement and that true
movement is something
different from the sum of
positions in space. Never-
theless, we have noticed
that this theory improved
towards another one,
more profound, where he
no longer declared that
positions in space were
instantaneous breaks in
movement but, more pro-
foundly, that movement in



THE YELLOW KID AND HIS NEW PHONOGRAPH.

A Farce, a Comedy and a-Tragedy, All In One, Showing How, In Every Case, Murder Will Out, and Virtue is Its Own Reward.
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(Pict. 5) Richard F. Outcault. The Yellow Kid and His
New Phonograph, New York Journal, October 25, 1896

Why don’t we use a comic to start telling the story of sound
recordings? It would seem appropriate as they emerge almost in
parallel. Certainly, as was the case in the visual field in the 1980s,
this integrated discourse could raise concern with some, as it might
be perceived to trivialise art. Therefore, before we start with the
trivial, let’s analyse the genealogy on which sound art is generally
based.

For, on, before, Fluxus. Centro de Creacion
Experimental, University of Castilla-La Mancha

When we speak about genealogy, there is no need to draw on
philosophical concepts; it would be enough to picture a genealogical
tree like the ones used for centuries to illustrate the history of royal
families. If we observe the ‘art tree’ depicting the 20™ century,
beginning with historical avant-gardes, sound would need to look for
its ancestors in Dad4, NeoDada or Fluxus, or in recognisable visual art
formats, such as sculpture or installation. We even encounter what
seems like a concert presenting itself as a ‘sound performance’ even
though the term ‘performer’, similar to an interpreter, originates
simultaneously in theatre and music. What would it happen if,
instead of visual art, we spoke about spatial or sequential arts, or
about mechanical reproduction?

space is a temporal break
in progression or du-
ration. DELEUZE / IM-
AGE MOUVEMENT IM-
AGE TEMPS. Cours
Vincennes - St Denis:
Bergson, proposiciones so-
bre el cine - 18/05/1983,
http://www.webdeleuze.
com/php/texte.php?-
cle=80&groupe=Im-
age%20Mouve-
ment%20Image%20
Temps&langue=3.



FLUXUS (ITS HISTORICAL DEVELOPMENT AND RELATIONSHIP TO AVANT-GARDE MOVEMENTS)

Today It is fashionable among the avant-garde and the pretending avant-garde to broaden and obscure

the definition of fine arts o some amblguous realm that includes practically m-ym»g Such broad-

mindedness although very convenient in shortcutting all analytical thought, has heless the

disadvantage of also shortcutting the semantics and thus communication through vorts. Eliminsion of
s makes art nonexistent as an entlty, since It is an opposite or the existence of a non-ar that

defines an as an ertity,

5|m fluxus activities occur at the border or even beyond the border of ar, it s of umost Importance

comprehension of flucus and its development, that this borderline be rationaly defined.

Diagram no.1 attempts at such a definition by the process of eliminating categories not believed to be
within the realm of fine arts by people active in these categorles.

DEFINITION OF ART DERIVED FROM SEMANTICS ANQ APPLICABLE TO ALL PAST AND PRESENT EXAMPLES.

(dafinition follows the process of elimination, from broad categories Lo narrow category )

INCLUDE ELIMINATE

T ARTIFICAL: 1 human creation natural events, objects.

sub o un-conscious human acts, (dreams, sleep, death)

non essential to survival pudn:hm ot e, busig, wilie, oo,
inance of health, securl

s e e

2. NONFUNCTIONAL:
LEISURE

non essential to material progress
games, jokes, 3pots, fine ans,*

3. CULTURAL all with pretence to significance,

y. seriousness, greatness,
ion of mind,
alve, exclusiveness.

only.
Tiray, taetie, e, Kimi

aames, jokes, gags, spots.

education, documentation, communication ( language |

* R ity shows 1t the e pople v Iisre e s Ul concar o 1 ese e actvtes
ctivities in qum, sports and fine arts. ameng aristocrats versus coal mi

Dictionary definition of fine arts: "an which is concerned with the creation nfm-m u imagination

I s for L o Sake 220 o el i 1t iy of i ober oduead

Since n.< hi nnnal development of fluxus and related movements are not linear as a chronologlcal
be, but rather planometrical, a diagram would describe the development and
Thatonships m mum efficiently.

Diagram no.2 (relationships of various post~ 1?59 avant-garde movements )

Influences upon various movements i y the source of influence and the strength of influence

(varying thicknesses of connecting links),

‘Within fluxus group there are 4 categories indicated:

1 individuals active in similar activities prior to formation of fluxus collective, then becoming active
within fluxus and still active up to the present day, (only George Brecht and Ben Vautier fill this

category );
2) Individuals active since the formation of fluxus and still active within fluxus;
3) individuals active independently of fluxus since the formation of flucus, but presently within fluxus;
4 llﬂlvldul!s active within fluxus since the formation of fluxus but having since then detached themselves
lowing motivations
2 anticallective atitue, excessive individualism, desive for pecsana oy, geima dona conplex
(Mac Low, Schmit, Williams, Nam June Paik, Dick Hi igi),
) St oiin Tl sraupe olfaring reser SUbHEny (Pl Kosut,
<) competitive atitude, forming rival operations (Higgins, Knowles, Paik).
These categories are indicated by lines leading in or out of each name. Lines leading away from the fluxus
column indicate the approximate date such individuals detached themselves from fluxus.
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In Spain, this sound genealogy can begin to be explained
through Miguel Molina’s research projects related to historic avant-
gardes at the University of Valencia®® or in the archive of the Centro
de Creacion Experimental (CDCE)*® at the University of Castilla-La
Mancha in Cuenca. This archive, which is accessible online, serves as
evidence of the activities (radio, festivals, conferences, exhibitions,
presentations, publications on CDs and books, magazines on paper
and CDs and virtual galleries) that took place around the course
‘Other artistic behaviours’, taught by Jose Antonio Sarmiento at the
University of Fine Arts in Cuenca from 1989.

Within the maze-like CDCE webpage, if we navigate to the
‘sound art’ section, we will find another designated ‘archive’. Within,
the following names are listed: Giacomo Balla, Hugo Ball, Lloreng
Barber, George Brecht, Francesco Cangiullo, Fortunato Depero,
Esther Ferrer, Raoul Hausmann, Juan Hidalgo, Dick Higgins, Joe
Jones, Alison Knowles, Takehisa Kosugi, George Maciunas, Walter
Marchetti, La Monte Young, Man Ray, Filippo T. Marinetti, Ay-0, Yoko
Ono, Nam June Paik, Ben Patterson, Luigi Russolo, Erik Satie, Mieko
Schiomi, Kurt Schwitters, Karlheinz Stockhausen, Wolf Vostell,
Robert Watts, and Zaj.

The importance of Zaj as an artistic group is documented
throughout this publication but in summary, it is based on their
ability to conceive a music of action without shying away from
absurdity and nonsense.

Many sound art histories would like to have Zaj as a father.
The interesting thing is that Zaj was also very careful when talking
about its parents. As with everything made by Zaj - half serious,
half joking -the ‘zajography’ (Pict. 7) talked about its grandfather
and grandmother (Marcel Duchamp/Rosse Selavi), its father (John
Cage), the family friend (Erik Satie) and the family friend’s friend
(Buenaventura Durruti). In this ‘zajography’, Zaj are Juan Hidalgo
and Walter Marchetti, although at other times there would be more
members, such as Esther Ferrer or Jose Luis Castillejo.

"amico dei
suoi amici

(Pict. 7) Juan Hidalgo, Zajografia, 1957

’amico di

il nonno o
familia

il padre zaj zaj

5 Laboratorio de Crea-
ciones Intermedia (LCI),
http://www.upv.es/
intermedia/pages/la-
boratori/grup_investi-
gacio/components/mi-
guel_molina/grup%20
invest_miguel_molina_e.
htm. Molina, Miguel. Ecos
del arte sonoro en la van-
guardia historica espafio-
la (1909-1945) in MASE
Weekend Proms, Lucena,
2006. Available online
at http://mase.es/ecos-
del-arte-sonoro-en-la-
vanguardia-historica-
espanola-1909-1945/
(Accessed 03/06/2014).

16 Centro de Creacién
Experimental (CDCE) at
the University of Castil-
la-La Mancha in Cuen-
ca http://www.uclm.
es/cdce/ (Accessed on
03/06/2014).



In fact, although Fluxus has always been linked to Zaj, the latter
never showed much interest in belonging to the international group.
The emphatic and foundational character of the Zaj family album,
the selection of parents, reveals similarities with other foundational
histories of sound art.

José Antonio Sarmiento regrets in an interview carried out as
part of this research project, that the CDCE webpage began at the
same time as Kenneth Goldsmith’s UBU Web but due to restrictive
copyright policies and lack of cooperation and interest from the
University of Castilla-La Mancha, it did not grow at the same rate.
The CDCE’s activities were groundbreaking, especially for providing
an educational platform for sound art at a time when ‘there was
nothing’ in Spain, in the words of Sarmiento.

Continuing with a genealogy of sound art in Spain, we can
move towards the Spanish National Radio and Televeision (RTVE)
archive, which contains all the Ars Sonora programmes presented
by José Iges between 1987 and 2008, and from 2008 up until now,
by Miguel Alvarez Fernandez. To do this, we would have to use the
book commemorating its 25 years of history and, particularly, the
audio selection in the accompanying CD?” because access to the
archives is not yet available due to lack of resource. The tracks on
the publication are focused on electro-acoustic music and radio-art,
and include household names such as Luc Ferrari, Cristobal Halffter,
Luis de Pablo or Eduardo Polonio, who represent other genealogic
branches where radio is proclaimed as an essential medium.

Asaresultofhiswork on Ars Sonora and his own compositional
activity, José Iges has been accumulating a personal collection of
recordings with a focus on electro-acoustic music, contemporary
classical music, sound art and radio art. This collection is the result
of his having been intensively involved in these artistic scenes. In
the survey sent to José Iges, we asked what he would advise future
researchers of his and other sound art archives. His response was
emphatic and it would be a good idea to keep it present when
building any sound art foundational history: ‘Non-idolatrous respect
for those materials, sufficient curiosity to allow for amazement'.

Asturias

Recently, Etika Makinal’s personal archive became part of the
Archivo de Artistas Asturianos®® at the Laboral Centro de Arte y
Creacion Industrial on the occasion of the exhibition ‘Aprendiendo
de las Cuencas’, held at the same centre (Pict. 8). In an interview
led by Alfredo Aracil with Etika Makinal, member Ernesto Avelino
was asked about the relationship that his group had with industry,
machines and violence, all themes related with Italian futurism:

17 1ges, José. Ars Sonora,
25 afios. Una experiencia
de arte sonoro en radio.
Fundaciéon Autor, SGAE,
Madrid, 2012.

'8 Archivo de Artistas As-
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turianos (Accessed
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‘Violence was one of the reasons of industrial aesthetic and
it continues to be so, apart from the particular fact that my
grandfather died in 1934. He was the second one to fall. He was
aminer. He got up and took partin attacks before the first day of
the revolution, and then took part in the occupation of military
headquarters and in the Manzaneda battle. He died just after
arriving in Uviéu (Oviedo). At a family level, the revolution of
1934 is very important to me. My grandfather is one of the
Cyclops that emerged from the bottom of the Earth to attack the
heavens. All of this is part of the family and social mythology in
Mieres and Asturias. There is also an aesthetic violence which
comes from the books we read. We knew Miguel Angel Martin
and Whitehouse. This group had a great effect on me. Later, the
Marqués de Sade’s books arrived. It was an aesthetic treatment
of violence’.”

How does this violence relate to the one latent in the Fluxus
movement, in Darmstadt’s summer courses or in the Art and
Destruction seminar in London in the 1960s? Can we trace analogies?
Would it be possible to build bridges between the violence in Ernesto
Avelino’s remarks with that of Arenga a la retaguardia by Francisco
Franco, which is at the beginning of the Necronomicén by Marcelo
Expésito, published in 19847

(Pict. 8) Agustin Parejo School. Mdlaga Euskadi
Da, 1986. It is included in the Etika Makinal
group’s correspondence, archived at the
Laboral Centro de Arte y Creacion Industrial

SONM

Another archive consulted in our research has been SONM (Fonoteca
de Musica Experimental y Arte Sonoro), which was established from
artist Francisco Lopez’s personal collection. This archive is located at
the Centro Cultural Puertas de Castilla in Murcia and it represents a
unique model in the Spanish territory and on an international level, as

9 ftika Makinal. Ante
todo, calma. http://ra-
dio.museoreinasofia.
es/IMG/article_PDF/
article_a493.pdf (Ac-
cessed 03/06/2014).



its virtual presence makes its geographical location irrelevant (Pict.
9). The archive’s uniqueness is based on the cultural project that
exists around the preserved materials: through concerts, projections
and artistic and research residences, SONM promotes a creative
culture of listening beyond the records it preserves. In the words of
Francisco Lopez: ‘SONM sound archive has become an archive with
regards to its public and cultural function, without having been an
archive at an earlier stage. As previously mentioned, all this material
has been preserved as an archive, only due to my interest and creative
dedication’.?°

If we navigate the online catalogue and refine our search
from the perspective of genre, we will find intriguing categories
such as: ‘experimental’, ‘ambient/drone/minimalism’, ‘glitch/
electronic’, ‘field recording/soundscapes’, ‘noise’, ‘sound poetry’,
‘contemporary/electroacoustic’, ‘sound installation/performance’,
‘improvisation/instrumental’, ‘industrial, music pioneers’, and
‘plunderphonics/plagiarism/turntablism’.

The SONM archive accepts donations from contemporary
sound artists as a way of increasing its fonds. Many of the records
stored in shelves in alphabetical order at the centre in Murcia can be
listened to via streaming, through their webpage www.sonmarchive.
es. This cybernetic presence has created a community of listeners
around the archive and new users register each month. The centre’s
commitment to providing access to its holdings becomes obvious
in quotes like this: ‘1 was never interested in gathering it simply
at home, in an unreachable personal collection. I believe that it is
much more rewarding for it to have public access and use, both in its
classical aspects of cultural, historic and research potential and in the
less usual aspect as recombination material, a peculiar perspective,
unusual or nonexistent in other archives, but characteristic of the
material use within these communities of independent sound
creators’.

(Pict. 9) View of SONM Fonoteca de Arte So-
noro y Musica Experimental in the Cen-
tro Puertas de Castilla at Murcia, 2012

20 Ortufio, Pedro. La Fono-
teca SONM: Musica con-
creta del mundo en el uni-
verso sonoro de Francisco
Lépez,  http://revistas.
um.es/api/article/down-
load/174051/147901
(Accessed 03/06/2014).



In this archive, alongside artists such as Valcarcel Medina or
Lloreng Barber, we can find tapes from Evol (Roc Jiménez de Cisneros
and Stephen Sharp), Ani Zinc, Orfe6n Gagarin (Miguel Angel Ruiz),
Oscar Barras, Nad Spiro or Xhed.

SONM'’s holdings are also key to understanding what was
called ‘electrodomestic music’?® - sound production developed
at home using affordable electrical equipment. Musicians such as
Macromassa, Orfedén Gagarin or the Necronomicén compilation are
examples of this type of music.

SONM would not have been able to gather its fonds without
the direct exchange between artists, firstly by physical post and
later via the Internet. Musicians and artists were exchanging much
more than noise tapes, the designs of the packages were also of great
importance and this might allow us to draw relationships with mail
art.

Sonoscop and Audiolab

The Sonoscop archive contains 7,200 experimental music works. Half
of them proceed from open calls related to the Zeppelin Festival or
from the Orquesta del Caos’ projects, both curated by composer José
Manuel Berenguer. Currently, 4,835 works have been catalogued
and can be consulted through a webpage or in person at the Centro
de Cultura Contempordnea (CCCB) in Barcelona.

The sound recordings are kept on CDs or hard drives and are
organised according to artistic criteria. The material isarranged using
tags like ‘industrial music’, ‘noise’, ‘trends’, ‘electro-acoustic music’,
‘sound landscape’, conflict and agreement’, ‘text-sound composition’
and ‘sounds without cause’, or by title, author, year, genre, music
function, instruments, interpreters, associated materials or location
in which the piece was produced.

Access to the pieces is complex: given that many of the sound
pieces are multiphonic, it would be necessary to have a specific
reproduction system. However University students and archivists
still frequently consult the archive.

In a different league, Audiolab was officially formed in 2003
as part of the Arteleku cultural centre in Guipdzcoa, with the aim
of supporting research and experimentation projects about music,
sound and listening. Nowadays, a project to make its archive publicly
available is underway and if we visit Audiolab’s webpage, we can see
that the archive section promises to soon feature recordings from
the ERTZ music festival, the project [UNJCOMMON SOUNDS 2005-
2008, developed in Latin America and the project “Copy your idols!”
2007.

21 ‘[The 1980s] began
with the legendary Es-
plendor Geométrico sin-
gle, Necrosis en la pol-
la (Tic-Tac/EG.1981).
Due to the instruments
used (magnetic tapes
and oscillators, basical-
ly), sounds were rough,
squeaky and extreme-
ly aggressive. In these
years, cheaper Japanese
material started to be in-
troduced in Spain. The
electrodomestic  music
was born’. Article se-
lected from Dossier: Es-
paiia electrénica, written
by Oriol Rossell for the
magazine VOICE n916,
http://www.arrakis.
es/~chiu/historia.htm
(Accessed 03/06/2014).
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Donostia/San Sebastian - Radio
en el Kursaal

(Pict. 10) Detail from Martin Ricardo, Radio en el Kur-
saal, Donostia/San Sebastian. Kursaal Fototeca

As part of the Audiolab activities, Soinumapa is presented
as a sound map and historical atlas of the Basque Country’s sound
heritage.

Soinumapa is not merely a map containing sounds though; it
also takes advantage of potential sound in texts and images in order
to recount a history of sound prior to the introduction of recording
technology. Soinumapa transmits the importance of sound in
language, cities, technology or nature. The map’s geographical
surface is presented as a structure that is simultaneously sonorous
and visual making diachronic readings of history possible.

Memorabilia: What is (not) an archive but indeed
makes it possible to think about one

Memorabilia is a research project developed by Anna Ramos within
the context of Radio Web MACBA and is composed of talks, podcast
and interviews with different music collectors and amateur archivists.
Radio Web MACBA, linked to the Barcelona Contemporary Art
Museum, operates as a complement and extension of the museum’s
activities.

Memorabilia publishes original radio programmes that merge
words and music from collectors of artist records (Ed Veenstra),
traditional and ethnic music (Eric Isaacson of Mississippi Records,
Mark Gergis of Sublime Frequencies, Brian Shimkovitz of Awesome
Tapes from Africa), italo-disco (William Bennett of Whitehouse),
new-age (Douglas McGowan), electronic music (Kees Tazelaar) or
from sound memorabilia collectors such as Vicki Bennett (People Like
Us), Jonny Trunk (Trunk Records) or Anki Toner. On Memorabilia,



one can also listen to the thoughts of amateur archivists like Kenneth
Goldsmith of UbuWeb or Rick Prelinger of Prelinger Archives. The
characters that appear in Memorabilia all operate on the fringes of
institutions and traditional archival theory.

In a conversation between Jens Heitjohann and Anna Ramos,
available on Radio Web MACBA’s webpage??, Anna Ramos describes
her understanding of the radiophonic project as an archive:

‘[..] Ilike to think that an online radio is, by definition, an
archive, or atleast that it has the potential to archive its output
on a long-term basis’.

By equating a virtual repository with an archive, we touch upon
the issue of what is and isn’t an archive and this motivates reflection
on the new temporalities, introduced by digital space, in which the
transient is confused with the permanent. Digital preservation,
responsible for securing continuity for digital objects and collections,
is riddled with unanswered questions related to formats, storage,
standards and copyright. What is clear is that we should analyse
the ways in which the transient can be made permanent, and the
meaning of permanence in the digital sphere.

‘With digital technology, the temporal focus of the category
of ‘archive’ is shifting to include the present. It is as if unspoken
but entirely legitimate concerns about the longevity of data
storage have resulted in the adoption of terminology that aims
to reassure the user’.?®

Conclusions

Recordings isolate a sound environment so it can be repeated in this
way taking ownership of another person’s time and thus protecting
sound against its own decay. Repetition is the key condition of
preservation and, as Derrida argues?* what makes the archive
process possible and impossible at the same time. Repetition is a
fever, an illness that implies destruction at the archive’s core. In the
archive, we deposit what we cannot keep in our memory, the traces,
drafts and construction materials that reveal the processes behind
many finished works.

In 2005, the journals Zehar and Desacuerdos published
contents related to archives and sound. Zehar No. 56, entitled ‘Mal
de Archivo’, began with a text by Xabier Erkizia, ‘Soinu komunak /
Sonidos comunes’. This piece of text dealt with the research experience
during the project ‘Un-Common Sounds’ which was developed in

22 Exploring, Document-
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Web Macba, The Inter-
net-Radio of the Mu-
seu D’art Contempora-
ni de Barcelona, http://
rwm.macba.cat/up-
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tra_rwm.pdf (Accessed
03/06/2014).

23 Grubbs, David. Records
Ruin  the Landscape,
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2014, P. 124 (Accessed
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2 Derrida, Jacques.
Mal de Archivo, una im-
presion freudiana, Trotta,
Madrid, 1996. Available
at http://www.jacques-
derrida.com.ar/textos/
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Latin America and which ended up generating a documentary, a
book and part of the soon-available Audiolab archive.

Desacuerdos launched a CD with a ‘selection of music
pieces’ selected by José Iges, José Antonio Sarmiento and Victor
Nubla?. This selection showcased the particular diversity of
sound experimentation with examples of conceptual art, noise or
contemporary music.

Nine years before publication of the text that concludes here,
it was already obvious that, in addition to using books or exhibitions,
history would also be recounted through the archive.

‘However, what can be surely said is that if we should
discover at any time what the problem of our time is, the first
thing we would do then would be to go to the archive and see
what we know about it, what drawing comes from the archive
about the problem contents...”?

With this text we have initially intended to point out thelocation
of the archives we can consult in order to start producing a history
of sound art or experimental music in Spain. This is of particular
significance now when these genres are becoming institutionalised
through postgraduate studies in places such as the University of
Barcelona, with its Master in Sound Art, the European University or
the Katarina Gurska Music School. We are not expecting historians
and sound artists to consult the archive with a desire to recount
histories about fathers and pioneers but rather with the curiosity
and amazement of a tourist travelling to a foreign country. The
possibilities granted by digital archives for recombination of data and
for inspiring new compositional techniques from its contents, make
the archive an instrumental place to perceive the future of music.
Or might it be that the proliferation of sound art and experimental
music archives predict quite the opposite: a slow extinction of the
possibility of experimenting with sound?

‘Because this complete availability (that the past and
the future have already been reduced to the present due to
technology), if it does not increase our knowledge, it will
indeed make us more ignorant of our own ignorance, since
we confuse ability and immediate access with knowledge or
cultural creation, when the latter can only take place where
there is room for amazement and questioning, which are the
incentives for knowledge and creative performance’.?’

Secondly, this text has intended to open up paths towards the
future sound archive, which is still to be produced. The apparent lack

%5 VV AA. Desacuerdos 3.
Actar, Granada, 2005.

26 Morey, Miguel. El Lugar
de todos los Lugares. Con-
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archivo. http://www.
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MaldeArchivo.pdf (Ac-
cessed 03/06/2014).

27 Pardo, José Luis. La hi-
pertrofia del presente,
El Pais, 7 January 2012,
http://elpais.com/dia-
rio/2012/01/07/cultu-
ra/1325890801_850215.
html

(Accessed 03/06/2014).



of resources for initiatives of a cultural nature and the complexity
and speed at which changes occur in the digital environment,
require a new institutional model that is designed for continuity and
resistant to scarcity. This kind of institution will operate above the
geographical territory, in the intermediate space between different
sound archives, facilitating a constant exchange of sounds and
resources.?® This, atleast for now, can only be done by conceptualising
the archive contents as a community, an idea that reminds us of some
‘model examples’, such as UBU.com, European Acoustic Heritage
or [un]Jcommon sounds. This model should support itself with an
exhaustive cultural programme, which promotes the creation of a
listening culture around the preserved sounds, because, if nobody is
listening, none of this will make any sense. In this model, restrictive
definitions of art, the very idea of nation, the idea of Spain, will end
up diluted forever and, seen in this way, the utopia of the future
archive is more than appealing.

28 Some of the archive
projects envisaged by the
community in which Spa-
nish operators took part
include European Acous-
tic Heritage http://euro-
peanacousticheritage.eu,
with the participation of
escoitar.org, [un]com-
mon sounds from Audi-
olab,  http://audio-lab.
org/artxiboa/uncom-
mon-sounds-2005-2008,
or the international UBU-
Web, http://ubu.com,
and with the cooperation
of projects such as Radio
Web Macba or Mediate-
letipos.net. Within an in-
ternational context, there
is DRAM, http://www.
dramonline.org



