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Introduction
This report is based on my site visit to the Ohio State University Center for Folklore Studies
(CFS) in Columbus from April 13-17, 2015. The purpose of the visit was to examine archival
materials at the Center to assess their scope, significance and research potential; identify
issues relating to their organization, storage, handling, condition and preservation; and explore
scenarios for improving access to the materials for educational and community benefit. The
Center aspires to build on the solid foundation already in place and further develop the archives
into a cultural heritage resource that is broadly accessible to and used by the OSU community
and outside researchers.
The observations and suggestions noted in this report are intended to help the CFS address
some of the challenges inherent in managing a large collection of diverse archival materials. My
calling attention to problematic issues should not be taken as criticism (it is not meant that way)
and is not directed at any specific persons or activities, past or present. It goes without saying
that an archives like the one at CFS is built over time by many hands and hearts, and it’s clear
in this instance that the builders care about the materials and believe them to have lasting value
to others—as cultural documentation and as fodder for research and understanding the human
condition.
Some of my ideas here are meant as a springboard for further thinking and discussion—not
as authoritative proclamations along the lines of “this is how it should be done.” My time at
OSU gave me a sense of the scope of the collections and the nature of some issues, but it was
too short for me to gain a true understanding of the motivations, information sources and behind
the scenes dynamics that are likely to be part of operating in a university setting. Apologies in
advance for any misunderstandings or misrepresentations on my part about the history of the
CFS, about the collections, or about how they are being managed. Taken together, the archival
materials are a vitally rich resource for researchers to learn about Ohio communities, regional
heritage and international cultural issues.
Site Visit
I traveled to Columbus on Sunday, April 12, 2015 and returned home Sunday, April 19. The
weekdays in between were spent examining materials at the Center for Folklore Studies located
in the Ohio Stadium. After I received an orientation to the various rooms and collections, I
perused the contents of boxes, drawers and cabinets, carrying a camera to capture information
and a notepad to jot down observations. Part of the challenge for the first few days was just
putting the pieces of the puzzle together in my mind—connecting items seen in one room with
an associated collection stored in another room. It wasn’t really possible to absorb a complete
overview of contents and organizational systems for the different collections, but I hoped to get
a sense of each by looking at a representative sampling of the materials. My job was helped by
the fact that most cartons and boxes were plainly identified with their collection names and a
brief summary of contents.
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I devoted a fair amount of time to photographing several hundred 78rpm discs stored
in a vertical wooden cabinet in order to have a visual record to refer back to since the discs
encompassed a wide range of material and included numerous items of special interest that I
wanted to remember later. My attention through the week was directed largely at documenting
storage conditions and typical content for the different collections, also noting preservation
issues for specific formats. Much of this report deals with those conditions and issues.
Throughout my visit, I was hosted and guided by CFS Archives Director, Cassie
Patterson, who provided me with essential background and contextual information, showed
me storage areas, discussed archival issues, and generally oriented me to the Center and the
OSU campus—she cheerfully answered my questions and made me feel royally welcome.
I also enjoyed several meetings and visits with Dr. Katey Borland, Director of the Center
for Folklore Studies, and discussed with her ideas relating to the Center and the archives.
Throughout the week, I was able to spend some collegial time with other faculty and graduate
students, all of whom welcomed me and helped orient me to collections and current projects.
Many thanks to the American Folklore Society for making my site visit possible and for its
ongoing work to address the challenges faced by folklore archives throughout the country.
In short, my visit was both rewarding and inspiring. I found myself thoroughly engaged
with the archives on a personal as well as a professional level, and I came away impressed
with the collection holdings. Knowing that CFS staff hope to take the Archives to another
level of professionalism by exploring standards and best practices is exciting. I wish the
Center well on its trajectory of establishing a permanent facility, refining systems, improving
storage, adding resources and attracting researchers.
Overview
“The Center for Folklore Studies Archives was established in 1960 to coordinate the diverse
research in folklore and ethnographic studies undertaken in the department and across the
university.” In 2011, Ray Cashman, then CFS Acting Director, articulated a vision for the
Center. “Completing the transformation of the existing resources into a state-of-the-art
research facility and maintaining its ongoing operations... is the first order of business.”
This assessment was prompted in part by the recognition at CFS that the Archives contains
multi-dimensional cultural documentation in a range of media formats, most of them now
obsolete; that storage conditions are not stable and may be contributing to the deterioration
of some formats; that materials are enclosed in makeshift containers that do not meet archival
standards, that playback equipment may not be adequate for preserving audiovisual media
contents; and that archival materials are only partially processed and accessible—preventing
their effective use for teaching, research, educational outreach and community engagement.
Given its significant archival holdings, the CFS is challenged to preserve its resources
and make them accessible for research. The challenge is substantial because of the large
number of audiovisual media items that are integral to the ethnographic collections. Efforts to
transform the CFS archives into a research destination cannot happen without confronting the
elephant in the room—namely, media preservation. In recent years, experts have been trying
to convey the urgency of addressing media preservation worldwide and there are predictions
of a finite window of time left in which to get the work done. Meanwhile, the availability
of equipment in good repair and the expertise for dealing with obsolete formats are both in
steady decline. Thus, the CFS not only needs to strategize for becoming a research destination,
it needs to acknowledge the urgency of preserving its media holdings that form the basis of
its ethnographic collections.
To drive home the point—and to show that the CFS is not alone—consider this statement
from a recent conference announcement. “Despite growing recognition of the complexities
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of managing audiovisual archives and the urgency of tackling the challenges, few universities
and research institutions have adequate resources to address the myriad difficulties faced by
archivists grappling to preserve and facilitate the use of this valuable documentation.” Some
of the issues facing the CFS, then, are specific to media formats while others pertain more
broadly to departmental vision and management decisions. This report looks at both, but focuses
more heavily on media-specific issues. I think the archives should be approached holistically—
that is, working to improve physical and intellectual control of the materials while keeping the
big picture in mind. The issues surrounding archives management (including preservation and
access) are many and complex, and it will be beneficial for staff to invest in continuing education
in order to become better informed about methods and solutions. The path forward into the
digital future is not an easy one for folklore archives, but the CFS should continue its efforts to
organize and safeguard its collections and advocate for their permanent value for understanding
and appreciating vernacular culture.
Scope & Significance
The most recent estimate I have seen indicates the Archives holds approximately 1,150 linear
feet of manuscript materials and audiovisual media pertaining to folk and traditional arts and
vernacular culture. The collections reflect the range of research projects, fieldwork surveys,
public and university programs, regional initiatives, exhibitions and educational outreach
activities of the CFS since its inception around 1960. In terms of scope and significance, the
following observations can be noted:
a) the materials represent more than 60 years of teaching, scholarly research, ethnographic
fieldwork, student collecting projects, departmental activities, public programs and cultural
documentation—much of it focused on Ohio arts, humanities and traditional culture;
b) the collections encompass depth and breadth of Ohio and midwest culture and also have
relevance to international issues;
c) the folklore content links historical tradition to contemporary practice;
d) the collections reflect the tribal, ethnic, religious and occupational diversity of the state;
e) the archival materials offer unparalleled opportunities for studying and appreciating Ohio’s
contributions to the national cultural fabric;
f) the collections are pertinent within and across academic fields, including but not limited to
folklore, ethnomusicology, anthropology, English, medieval literature, history, linguistics,
religious studies, performing arts, regional studies, cultural geography, architecture, digital
humanities, and others.
The CFS Archives is rich in photographic and audiovisual documentation of folk culture in Ohio,
serving as a lens through which to appreciate the diversity of life ways, traditional arts, and other
forms of expression found throughout the state. Unpublished manuscripts, photos, field logs,
data sheets, interviews and audiovisual documentation generated by folklorists and community
scholars are fodder for interdisciplinary research across the arts, humanities, cultural studies,
religious studies and social sciences. While the collection encompasses materials generated and
gathered roughly between 1960 and the present, the traditions, skills, art forms, architecture,
lore and inherited knowledge documented through ethnographic research reflects the entire 20th
century and has roots in the settlement history of the Great Lakes region, midwest and upland
south. The raw materials provide valuable context for studying and appreciating the diversity of
folk culture over time—beliefs, community heritage, family lore and traditions, superstitions,
remedies, decorative arts, material culture, vernacular architecture, occupational skills and
knowledge, master craftsmanship, woodworking, handwork and textiles, celebrations, rituals,
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ceremonies, social music and dance, ethnicity, tribal culture and community, foodways, plant
lore, verbal expressions, oral literature and storytelling, family history, religious life, and
community aesthetics.
Some faculty research based in other countries has been deposited in theArchives, broadening
the scope to include materials from Spain, Nicaragua, Ireland, the Caribbean, Afghanistan,
Vietnam, and others. In addition to fieldwork and research files, the extensive holdings of
78rpm discs in the Utley Collection represent a valuable resource for ethnomusicological
studies. Many music cultures have undergone major upheaval or disappeared altogether in the
wake of wars, disasters. modernization and changes in the political landscape. In a very real
sense, such archival materials are a “non-renewable” cultural resource.
Highlights. The Archives has many highlights, one being the Francis Utley collection of
commercially issued 78rpm sound discs that document musical genres from around the world
during an important era of development (1910-1950) for the recording industry and the global
consumer market. The discs represent an exceptional cross-section of music and should be of
considerable interest to music researchers, discographers and those studying the history and
impact of commercial recording worldwide.
The 78s include blues, sacred and jazz discs by African-American artists such as Peg
Leg Howell, Barbecue Bob, Papa Charlie Jackson, Robert Johnson, Mary Dixon, Washington
Phillips, Alex Moore, Mattie Hite, Bunk Johnson, and others. One rare Cajun-Creole record
stands out—”Two Step de Mama” by the legendary accordion player Amadie Ardoin. The
great assortment of “hillbilly” artists reads like a who’s who of oldtime southern string bands,
singers and instrumentalists: Narmour and Smith, George Roark, Kyle Wooten, Moonshine
Kate, Kelly Harrell, Uncle Dave Macon, Aunt Molly Jackson, Darby and Tarlton, Byrd Moore
and His Hot Shots, Roy Harvey, Dock Walsh, Charlie Poole and His North Carolina Ramblers,
and many others. The American urban folk scene is represented with discs by Pete Seeger,
Woody Guthrie, Cisco Houston, Leadbelly, Sonny Terry, The Weavers, and Joe Glazer. Such
artists were at the center of the folk music revival of the 1940s-1950s, and many of the discs
are on small unusual labels that were ephemeral and not widely distributed.
Over the past few decades, there has been a steadily growing interest among musicians,
discographers and historians in ethnic music recorded in the U.S. during the 1920s and 1930s.
The records shed light on the history of the recording industry, its relationship to immigrant
communities in North America, and its far-reaching impact worldwide. In addition to ethnic
music in North America, the Utley collection includes several hundred foreign 78s—from
India, Burma, Indonesia, China, Africa, Eastern Europe, Central Asia, Central and South
America, and the South Pacific. Many of these are of interest for their labels (in other languages
and alphabets) as well as their sound content.1
Utley’s correspondence and documentation relating to establishing the CFS (then called
the Archive of Primitive, Ethnic and Folk Music) promises a very interesting narrative not
likely duplicated anywhere else. Utley was probably one of only a few scholars in the 1950s
who considered commercial recordings of folk and traditional music to be worthy of academic
study. He also recognized that the discs were ephemeral—they usually went out of print after
a short time on the market. Utley’s proposal that OSU should actively collect recordings on
a large scale was innovative and perhaps unique among American universities. Paper-based
Because some of the discs are very collectible, the records should be kept secure, appraised
by someone familiar with the marketplace, and insured. Moreover, CFS should consider how the
collection fits (or doesn’t fit) the mission of the CFS in the 21st century and weigh the pros and cons of
preserving and maintaining the discs into the future. While it’s nice to have “stuff,” the discs represent
a curatorial challenge and may be expensive to make accessible. The good news is that there are no
serious preservation issues beyond treating the discs carefully in storage and handling.
1
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documentation of the Utley Collection serves as a contextual resource for understanding the disc
collection generally. Utley’s record catalogs and brochures, his correspondence with dealers,
collectors and record companies, and his receipts, purchase orders and appeals to colleagues
for assistance in building the Archives all offer an opportunity for understanding the role of
recordings in a university setting and an era-specific window on the documentation of folk music
on commercial records.
Another highlight of the CFS Archives is the roughly 150 instantaneous discs that comprise
a different component of the Utley Collection. These are records (ca1930-1955) that were
made “direct-to-disc” with a cutting machine, as opposed to the commercial mass-produced
molded discs mentioned above. The actual content of the instantaneous discs is hard to ascertain
because many of the labels are either handwritten in other languages, or fairly short with cryptic
references. Generally speaking, these discs hold high value because they are mostly unique (a
few were copied from other discs). They are unfortunately susceptible to sudden deterioration
leading to catastrophic loss due to de-lamination of the lacquer coating from the base substrate
usually made of aluminum, glass or cardboard.
A series of about 25 instantaneous discs recorded at the National Folk Festival in Washington,
DC in 1940 should be considered quite important and deserves attention sooner than later. I
checked with colleagues at the Library of Congress / American Folklife Center—they hold
other recordings of the National Folk Festival but none from the 1940 event. The event was
potentially significant, aside from its inclusion of a range of musicians and dancers from across
the United States, because it featured several African-American groups. The festival was held
at Constitution Hall, controlled by the Daughters of the American Revolution. A year earlier,
the D.A.R. had refused to allow the acclaimed vocalist, Marion Anderson, to perform there
because of her race. The National Folk Festival disc recordings, therefore, would seem to hold
some historic performances by African-Americans at Constitution Hall (the D.A.R. changed
their policy in the wake of the Marian Anderson incident). Another series of instantaneous discs
appears to document a Ukrainian Easter Ceremony in Norristown, Pennsylvania in 1944.
In other collections, Patrick Mullen’s open reel tapes of interviews with Texas Gulf Coast
fishermen are significant—they include 1970s recordings of Ed Bell, an important raconteur
from Indianola, Texas. Another reel to reel tape among Mullen’s field recordings features Robert
“Junior” Lockwood, an important Texas-born African-American bluesman who was apparently
a direct link to the legacy and music of Robert Johnson of “Crossroads” fame. Lockwood moved
to Cleveland in the 1960s and lived out the rest of his life there performing in clubs. The same
tape contains music by the David Griggs Blues Band, also a Cleveland fixture. I did a quick
online search and found the website of Jeff Rath who played bass with Griggs’ band in the 1960s
and 1970s. Rath, who appears to still be performing, has posted some audio clips of the band
prefaced by a comment that as far as he knows the clips on his site are the only recordings of the
David Griggs Blues Band. It would be worthwhile looking into the content of the Patrick Mullen
tape, then contacting Rath to solicit more information with which to contextualize the recording.
Between the Lockwood material and the Griggs Blues Band material, the tape is tantalizing
and calls for further investigation. Of course, Patrick Mullen is still nearby and could provide
particulars about the recording.
In the Ohio Arts Council Collection, I was interested to see the range of interviews done by
Katie Laur with bluegrass musicians and movers and shakers of the Ohio bluegrass scene. Paul
Mullins was a musician and important radio personality in the Ohio Valley. Rusty York was
a Kentucky native who entered the bluegrass world in the Cincinnati area in the 1950s. After
spending the 1950s touring and experimenting with rockabilly, he returned to Ohio and in the
early 1960s started his own record label, Jewel Records, which he operated until 2008. Also in
the OAC Collection, David Taylor and David Brose both recorded signifiant oldtime fiddle and
banjo players.
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Facilities
The Center for Folklore Studies is situated in one of the more unlikely venues I’ve encountered
for folklore archives—the massive concrete Ohio Stadium where thousands of spectators
gather to watch sporting events. Beneath the stands exists a network of corridors, stairways
and offices. The CFS occupies a contiguous domain comprised of several rooms on the
second floor. Together, the rooms serve as meeting space, departmental library, storage areas,
work space and an office for the Archives Director. Archival materials are stored in several
locations—in the staff work area, in Room 218e, and mostly in Room 217. The materials in
Room 217 are deemed “ready for research,” whereas, materials in the staff work area and
Room 218e are still “unprocessed” and thus, not readily available to researchers.
The main area in Room 218—I will call it the “reading room”—functions as a departmental
library, reading room, staff work area, makeshift classroom and collegial convening space. A
desk with computer serves as a locus for the archivist and student workers to enter data and
assist researchers. A large library table serves as an all-purpose work surface. The room is
shelved along two walls with books (many donated by retiring faculty) relating to folklore,
ethnography and interdisciplinary studies. The book collection falls somewhat outside the
scope of this report, but my impression is that the library is operated informally and is intended
for use within the department, not as a public resource. The library includes partial journal
runs and a series of three-ring binders holding photocopied theses and dissertations in folklore
and related disciplines.
I was not able to monitor the temperature and relative humidity of the various rooms
during my visit, but my impression is that a) there is no real climate control in place—at least
not of the sort used in libraries and archives, and b) the building climate is regulated for human
comfort rather than to optimize storage conditions for archival collections. Anecdotally, the
temperature and humidity go up and down noticeably with the seasons and outdoor conditions.
While archival materials generally need to be kept “cool and dry,” average temperature and
humidity settings designed for human comfort are permissable for most types of archival
materials. The important part of environmental control is to maintain stability—avoiding
wide swings of temperature or humidity. In many institutions air conditioning may be shut
off on weekends causing indoor temperatures to skyrocket, only to be cooled quickly again
on Monday morning. Such scenarios should be avoided in places where archival materials
are stored. It is better to maintain a constant environment twenty-four hours a day, seven
days a week (even if slightly on the warm side) than to have the temperature cycling from
one extreme to another. The issues of climate control and the relationship between humidity
and temperature are complex and beyond the scope of this report. The important point to
take away is that the CFS does not, at present, have “climate control” beyond whatever air
conditioning and heating might be in place for the building occupants.
The potential for damage to materials is already being played out in the collection of
instantaneous disc recordings where I found numerous discs at the “end-of-life” stage of
deterioration owing to delamination that can be traced, in part, to effects of the surrounding
temperature and humidity. In short, CFS should definitely be looking in the future to address
climate control issues. And incidentally, as pointed out in archives literature, setting up
environmental controls for an archives facility, whether starting from scratch or renovating an
existing system, requires input from a specialist. Technicians that service the HVAC systems
for most campus buildings probably will not have the requisite understanding or experience.
As a place to start for advice and recommendations, try contacting someone in the University
library special collections department.
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Formats
The Archives holds two broad classes of material (besides analog and digital)—audiovisual
media (mostly analog discs, magnetic media and photos, but also born-digital photos and
video) and text records (encompassing paper-based and digital files). Substantial holdings
are unpublished and documentary in nature—that is, derived from ethnographic fieldwork,
interviewing, photography, sound recording, video recording and data collection. During my
visit, it wasn’t practical to make a count of audiovisual media items because they were widely
scattered and not all were easily accessible.
Before looking at the different formats and their respective issues, it’s worth considering
the challenges posed by audiovisual media generally. From what I saw during my visit, I think
that preserving (digitizing) all the audio tape reels, cassettes, CD-Rs and videotapes currently
on hand is within the capabilities of CFS, assuming sufficient resources are directed toward that
end. Directing the resources can be justified since those media formats contain, for the most part,
unique ethnographic content that forms the basis of the core mission of CFS and the Archives.
Sound recording discs in the Utley Collection, however, represent a different class of
material. With the exception of the instantaneous discs (discussed elsewhere) the recordings
are commercially produced, which prompts the question of whether, and how, to make several
thousand discs accessible for teaching and educational purposes. The thorny legal issues
surrounding copying and distribution must be researched and evaluated, but even without legal
issues, there is still the nagging question of whether the time, equipment, expertise, effort and
expense required to digitize the discs can be justified in the context of their relevance to the CFS
mission and their “draw factor” for researchers. Converting the discs to a usable teaching and
research resource represents a major undertaking, both from a technology standpoint and in terms
of leveraging funds to do it. Digitizing discs on demand is a possibility (but it still requires having
the ability to do it) as is hiring an outside service provider. I should quickly add that I personally
consider the Utley disc collection to be one of the “jewels” of the CFS Archives. It would be
good to explore how other universities with large collections of commercial recordings—for
instance Stanford, Yale, University of California, University of Wisconsin, and University of
North Carolina—are meeting the challenge.
Since the ethnographic enterprise makes extensive use of cultural documentation, and since
that documentation involves using wide ranging media formats, it follows that CFS has a vested
interest in developing its media capabilities across the board—from fieldwork to preservation
to editing and digital storytelling. I’d like to suggest that CFS consider developing an in-house
“media lab” where the spectrum of actvities in documentation, preservation and production
could all be addressed in the context of teaching and learning. To do this would mean finding
funding, facilities and staffing—no small feat—but it would add an extremely valuable and
relevant dimension to the already strong offerings of the folklore department in the 21st century.
If CFS is not inclined to deal with outdated media and technologies, then it must confront
a hard question about how the Utley discs fits into the overall mission and whether, in fact,
CFS has the resources to provide responsible stewardship for the collection. Utley established
the collection with an innovative vision that it would be a valuable resource for teaching and
scholarship. But if the CFS today has other priorities and does not see itself realistically being
able to provide access to the extensive disc holdings, an alternative course of action is needed.
Simply hanging on to the discs indefinitely with no intention or means of making them available
does not seem wise considering the original investment, the current storage requirements and the
important historical dimension they represent for the CFS.
In July, 2015, the University of North Carolina-Chapel Hill will be hosting a conference
entitled “Audiovisual Archives in Universities and Research Institutions” under auspices of the
International Council on Archives. It might be worth sending a delegate from CFS, the better
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to understand some of the issues and network with colleagues who face similar challenges
at other universities. Furthermore, it would be an opportunity to see the media preservation
lab at the Southern Folklife Collection and to talk with the principals about the pros and cons
of setting up and maintaining an in-house studio. If nothing else, it might be an opportunity
to discuss some kind of collaborative preservation project with a university-based folklore
archives (SFC) whose collections intersect with those at the CFS in important ways, including
field recordings and extensive holdings of commercial 78s and LPs.
Lastly, if CFS anticipates becoming a repository for other folklore related collections,
it’s inevitable that those collections will contain media that needs to be dealt with. Routinely
sending such material to an outside service provider to be digitized will end up being an
expensive way to get the work done. A compromise would be to start creating an in-house
media lab to address certain formats and hiring someone to coordinate and oversee operations.
At the same time it would be advisable to create professional development opportunities for
CFS staff to attend conferences, symposia and training situations so they can be learning to
address some of the media related preservation and access challenges in the future.
And this may be a good place to reiterate the concern expressed earlier about the need to
take action soon to digitize audiovisual media holdings. On the next page, I have extracted
some salient quotes from IASA publication TC-05 Handling and Storage of Audio and Video
Carriers (International Association of Sound and Audiovisual Archives, 2014).
Many repositories store magnetic media in archival cartons and document cases. I suspect
the rationale is that the containers are “archival” and must be preferred over other solutions.
But the fact is, none of the materials used in manufacturing and assembling audio and video
reels and cassettes is “archival.” I have never seen anything to be gained by spending the extra
money to buy archival (i.e. acid-free) supplies for sound recordings made of various plastic
and metal substances. Instead, it seems better to direct the efforts and money toward creating
efficient and safe storage by consolidating like formats together and creating shelving or
configuring cabinets or boxes to hold media formats. Assuming that the archives storage area
is relatively free from dust, humidity and airborne pollutants, reel tapes are best stored on
open shelving, with boxes lined up on their edges, not leaning, but well-supported, and not
packed too tightly. Ideally, you want adequate support so it is best not to shelve a 5-inch box
next to a 10-inch box, but depending on your system, it might be unavoidable, in which case,
some rigid dividers can be strategically placed to help provide extra support so the boxes
don’t lean.
Ultimately, all analog media carriers (reels, cassettes, etc.) are destined to be digitized
and the original carriers will no longer be needed for access on a regular basis. Storage of
the carriers should protect the items from external contaminants and should provide adequate
support for fragile media. But there is, in my opinion, no real need to expend considerable
sums of money to acquire acid-free supplies to “preserve” sound recordings, with the exception
of acid-free sleeves for instantaneous discs. I do think that aging analog media need a safe
environment, however, and tapes should not be casually cast into a carton or stacked flat.
Sound Recordings—Discs
78rpm Discs. Many commercial 78rpm discs were sold in sets—that is, in albums that open
like a book, with cardboard covers and heavy paper sleeves bound at the spine. At CFS, I
counted thirty 12-inch album sets and approximately three hundred 10-inch album sets. These
are of varying thicknesses, and the number of discs inside each album varies. These 78rpm
album sets hold interest beyond the sonic content of the discs themselves—the cover art and
notes form an integral part of the record’s context and history. But the albums are potentially
dangerous for the records they hold. The sleeves that fan out inside are often pinched at
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IASA TC-05: Handling and Storage of Audio and Video Carriers (2014)
“Although digitization has been for more than a decade the accepted methodology
for preserving audiovisual content, there remains a considerable part of the
audiovisual legacy that is still stored on original carriers. The main reason is
obviously lack of funds. But also lacking is a sense of urgency to complete the
digitization of content.” (5)
“There is an ever decreasing window to complete the digitization process
before the small pool of equipment in operable condition required for the replay of
traditional formats vanishes.” (5)
All...instantaneous discs, irrespective of their particular composition, should...
be considered to be at great risk.” (12) “As their further life expectancy is
unpredictable, the recordings on such discs should be immediately transferred to
digital files before they are lost.” (12)
“Now all audio specific magnetic tape formats are, in practice, dead. Audio
recording, post production, and storage have become part of the IT (computer)
world with its specific carriers and formats.” (15)
“Contrary to widespread fears, magnetic information does not vanish with
time.” (19) “In contrast to many fears of the 1950s, metal stacks are normally not
dangerous for storing magnetic recordings.” [Grounding the shelves is essential.]
“Archives should choose those parameters that they can afford to keep 24 hours
a day all year round. Within the permissible ranges, stability is more important
than the absolute values of temperatures and humidity.” (34)
“All open reel and cassette tapes must be stored with absolute flat winding
packs only, as any stepped wind will create curled tape edges.” (35)
[Concerning CDs] “Writing on protective layers (label side) can only be done
or recordable discs and then only by using special CD felt pens. Ordinary felt pens
must not be used as their solvents may dissolve the protective lacquer.” (37)
“Ideally, a storage area should be in the center of a building, slightly elevated
from the ground floor. Such a location would permit effective and autonomous
control over all environmental factors, including temperature, humidity and water,
dust and pollution, light, as well as any stray magnetic fields. Any location at
the fringe of a building would make such control more difficult, and possibly
less effective. Any location lower then ground level makes air conditioning more
expensive, and effective prevention of water influx difficult. Vaults should be
fireproof, thermally insulated, and also protected against water influx, which may
happen for a number of reasons.” (46)
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the spine and discs are easily snapped when the pages are flipped because there is so little
“give” near the spine area. A disc snapped this way is said to have an “edge chip.” For this
reason, the albums should be stored and handled carefully, and in my opinion, discs should
be removed from the albums and stored singly in heavy paper sleeves. Disc labels, jackets
and notes should all be scanned and used for researcher access. During my visit, I noted a few
issues pertaining to storage of the 78rpm album sets. For one thing, many of them are leaning,
unsupported. It would be a good idea to relieve the weight and pressure on adjacent albums
by finding a way to keep the albums upright using some kind of sturdy spaced supports. When
reaching for a 78rpm album be careful not to pull on the top of the spine—it is easy to tear or
break the spine top edge, as is already the case with a few albums.
In addition to the cabinets where 78rpm albums are stored alongside the LP collection,
there is a tall plywood cabinet to hold single 78rpm records. The cabinet has been constructed
especially to hold records—each shelf is fitted with vertical spacers every few inches. This
is desirable to keep records from leaning and becoming warped or broken. Generally, the
literature on audio preservation discourages the use of wood shelving for records because
acids and preservatives can potentially interact negatively with discs and paper sleeves.
Plywood is considered especially undesirable because of residual formaldehyde, adhesives,
and preservatives that may off-gas and react with discs. These are real concerns in a sound
archive, but frankly, I have never seen commercially produced 78s showing adverse effects
from being stored on wooden shelves—BUT—I should hasten to underscore that this pertains
ONLY to commercially issued discs manufactured through a molding process. By contrast,
instantaneous discs, discussed next, should NOT be stored on wood shelves because they are
much more likely to be negatively affected by any off-gassing that might occur. In short, I
think the single commercial 78s can remain stored in the wooden cabinet for the time being,
but the instantaneous discs should be removed and stored elsewhere.
Some sleeves and disc labels have been numbered manually, possibly by Utley and
possibly tied to an original sequence created for organizing the discs. I doubt it is possible to
use these numbers to re-establish the original sequence, but the sleeves should be studied and
the situation assessed. Over time, it’s likely that some discs have been replaced in the wrong
sleeves, thus losing whatever the original order was. I would consult any available checklists
or card files to better understand the original sequencing and organizational system. The idea
is to see if a) there was some purposeful original sequence and b) if it makes sense to try and
reconstruct that sequence using the old lists.
The 78rpm records are relatively stable in terms of their composition, meaning they will
not deteriorate while sitting on the shelf. The main risk lies in the potential for breakage—the
discs are fragile, so handling should be kept to an absolute minimum and only by archives
staff. I suggest setting aside any chipped, cracked or broken discs that may be found. In
terms of preservation via digitization, the commercial 78s are not in need of urgent attention
other than organizing them and making sure they are stored upright on shelves with adequate
support. Other formats mentioned elsewhere should take priority, but the 78s do represent a
significant collection with some valuable and unusual discs, so even though there is no huge
rush to get everything digitized, they should not be left to languish indefinitely, and they
should be kept secure from curious persons who are not experienced in handling them.
The issue of whether to store commercial 78s in their original sleeves or transfer them
to archival acid-free sleeves is a matter of opinion and differing perspectives. While there is
nothing inherently wrong with placing 78s in archival sleeves, the sleeves are costly and there
might not be that much to gain in the larger scheme of things. Archives generally work to
counter the effects of acidic paper, and the sleeves in which 78s were sold often did have high
acid content, becoming brittle over time. On the other hand, many discs that are now over a
hundred years old have remained stored in their original paper sleeves without any noticeable
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problems. Personally, I regard the sleeves as an integral part of the artifact and prefer to keep 78s
in their period sleeves as long as the sleeves are clean and not compromised by dirt, mold, tears,
heavy creases, missing pieces, fasteners, thick labels, grease pencil writing, etc. There are cases
where ink from a sleeve has reacted with a disc surface leaving a visible “tracing” on the disc
surface, so that might be an argument against retaining original sleeves. In any case, if it does not
interfere with numbering systems, single discs can be removed from their original sleeves and
re-housed in new heavyweight paper sleeves. Do not discard the original sleeves.
Note that the Utley collection of 78s essentially consists of “antiques.” In that sense, the discs
will never be put in circulation, and will not be handled or played very often, if at all. They may
be exhibited, but other than that, they will mostly sit in storage. Occasionally, a special project
or request may come along that warrants retrieving a disc from storage and, in very special
instances, playing it. But the general approach is going to be to create a surrogate by digitizing
the sound (once) and scanning the disc and its jacket and any accompanying notes. People
wanting to access the recording will use the surrogate. Accessing the recordings for educational
content may represent a relatively short term project or goal (a few years) whereas storing the
recordings in a clean, safe, stable environment becomes an ongoing part of stewardship.
Instantaneous Discs. As mentioned previously, the instantaneous discs (there are about 150)
should be removed from the cabinet and stored separately from the commercially pressed 78rpm
discs. The two types of record look somewhat similar but are not the same—the instantaneous
discs have different handling, storage and preservation requirements. Commercial records
usually have a printed label, whereas many instantaneous discs have some form of typewriting
or handwriting on the label, or a blank label. Instantaneous discs also often have more than one
hole in the center area of the disc—turntables sometimes had extra pins to help keep the disc
from slipping under the weight of the cutting arm. Lastly, most instantaneous discs—those with
a lacquer coating—have a distinctive fragrance that soon becomes recognizable.
I can’t overstate the urgency of needing to preserve the instantaneous discs. In contrast to
commercially pressed 78rpm discs—which have a very long shelf life—all instantaneous discs
are prone to deterioration from changes in humidity and temperature and more perniciously,
from chemical breakdown of the materials used in manufacture. Discs should be carefully and
expertly digitized as soon as possible. The deterioration can be gradual—some discs show a
waxy white substance (stearates and palmitic acid) exuding from the lacquer coating—while
others may experience rapid and extreme deterioration resulting in de-lamination of the coating
from the substrate causing total irreversible loss of the recorded content.2 Several discs at CFS
have reached the “end of life” stage (severe de-lamination) and will not be recoverable. In some
cases, a disc may be visibly deteriorating but still be recoverable using emerging technology
such as the IRENE system now in use at the Northeast Document Conservation Center and
Library of Congress. Whether or not such recovery is practical and affordable depends on an
assessment of the importance of the content and the degree to which a disc has deteriorated. At
CFS, a number of fragile glass-based discs are broken. If all the pieces for a particular disc are
present, it is sometimes possible to reconstruct the sonic content using advanced technology.
For this reason, broken discs should not be discarded, on the off-chance that they can be saved.
The best approach for preserving the instantaneous discs would be to first consolidate them,
then sort them according to substrate, brand, content and condition. A database can be created to
hold technical and descriptive information, note condition and track the discs through processing
and preservation steps. The discs should be prioritized for preservation—this can be done using
Many “home remedy” cleaning methods are discussed on the Web, but none of these should be used,
and under no circumstances should CFS attempt to clean these discs themselves.
2
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various ranking factors.3 Actually, the CFS collection may be small enough that the entire
collection should be targeted for preservation at the highest ranking level, with the exception
of duplicates, of which there seem to be a few.
The 150 instantaneous discs in the Utley collection should be considered the most urgent
preservation issue facing the CFS. The fact that quite a few discs have already de-laminated
beyond recovery should underscore the urgency with which CFS should obtain the services
of an experienced reputable audio conservator who can save the sound off these recordings
before it is too late. It might be added that, in addition to the actual process of playing and
digitizing the discs, a certain amount of forensic sleuthing may be required to determine what
the content actually is and whether it is significant. Determining the “research value” of discs
with minimal or cryptic writing on the labels can be challenging, or moot. It’s worth noting that
some discs (according to annotations on sleeves and labels) are dubs made from other discs, so
this may factor into their ranking for preservation. Some discs that have totally de-laminated
apparently are copies of other discs that remain intact—the copies, while unrecoverable at this
point, do not represent a major loss as long as the original discs can be saved.
The complexity of playing back the 78rpm discs—especially the instantaneous discs—
and capturing their contents requires more than a turntable and a stylus. Only a reputable
audio technician with experience and understanding of historical recording techniques and
equipment should be engaged to preserve these discs. One does not find such people by looking
in the Yellow Pages—it is advisable to pursue a service provider through channels like the
Association for Recorded Sound Collections (ARSC) or the Recorded Sound Roundtable of
the Society of American Archivists, or the International Association of Sound and Audiovisual
Archives (IASA). These are professional organizations whose members are knowledgable
and more likely to lead to finding a qualified specialist service provider.
LPs and EPs. I did not spend much time examing the Utley collection of LPs as they were hard
to get at and many of the labels were fairly familiar to me—Folkways, Monitor, Riverside,
Prestige, Elektra, etc. In his proposal to establish “An Archive of Primitive, Ethnic and Folk
Music,” Utley revealed his vision for building a collection “for teaching and research” of LPs
and 78s that he considered ephemeral. He set his sights initially on commercial recordings
that he felt were “most likely to be quickly withdrawn from the market.” His ambition seemed
to be to build a library of recordings suitable for the study of ethnomusicology, although he
mentioned that field by name only once. His inspiration seemed to come from the Library
of Congress and the “Muséum de Traditions Populaires in Paris,” though he was also aware
of the ethnographic field recordings being acquired by the Archives of Traditional Music at
Indiana University. Utley felt that collecting commercial recordings of folk and ethnic music
“will give Ohio State a unique position in the acquisition of aural documents of the kind.”
Toward this end, Utley assembled a team of OSU colleagues to help make the case, including
several from various libraries on campus, and petitioned for funds. Rather than plow through
record company catalogs trying to guess which items might be worthwhile, Utley felt it would
be less tedious and more productive to simply place standing orders with certain labels for
everything in their catalog relating to folk and “primitive” music. In this manner, he acquired
large runs of LPs from labels like Folkways and many others.
I’m guessing the collection includes about 1200-1500 LPs. From the small sampling I
looked at, the collection includes much “authentic” material as well as lots of records by artists
from the “folk revival” of the 1950s and 1960s. The LPs are stored in wooden cabinets built
by OSU carpenters in 2000 especially for the purpose. Unfortunately, I don’t consider these
For a detailed discussion of media preservation problems and ranking factors, see FACET: The
Field Audio Collection Evaluation Tool by Mike Casey (Bloomington: Indiana University, 2007).
3
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cabinets very suitable for several reasons. They are fronted with clear plastic doors that slide in
grooved tracks. There there is too little clearance, though, and the plastic doors rub and catch on
the LP spines damaging the jackets and making it hard to open the cabinets to get at the records.
The grooved tracks in which the plastic doors slide create a raised lip—records must be lifted
and raised over the lip to get them from the cabinet, but this is difficult because of the pressure
of the surrounding discs. LP jackets are likely to be dragged across the lip, wearing the bottom
edges. Records are packed tightly in the cabinets and without any internal supports, the pressure
of discs leaning against each other is so strong it is difficult to remove an LP. All in all, while
the cabinet was custom made to hold the LPs, it would be my recommendation to remove them
to open shelving with vertical supports spaced every few inches. LPs and other vinyl records—I
saw a carton of interesting (and probably fairly scarce) seven-inch EP (extended play) vinyl
discs—tend to be quite stable chemically and thus do not pose any urgent preservation problems
while in storage. The important thing is to maintain a stable, clean environment and to be careful
when handling discs and jackets.
Sound Recordings—Tapes
Open Reel Tapes. Today, all analog magnetic media are basically considered “dead” formats and
the assumption is that all tape formats will be digitized for future use. Several collections at CFS
contain quarter-inch open reel tapes, most containing field recorded music and interviews from
the 1970s and 1980s. CFS reels are mostly 7-inch (1200’ and 1800’) but there are also 5-inch
reels (600’). The Utley collection contains a few stray three-inch reels. I did not get a full count
of the number of tape reels but saw an estimate prepared by CFS staff of somewhere around 400
reels.
There are many issues that can affect open reel tapes, but I don’t think space needs to be
devoted to most of those here. The tapes I saw were almost all in reasonably good condition—I
saw none that were excessively dirty or moldy (I saw one dusty mystery tape).
Preserving reel tapes through digitization requires playback in real time on equipment that
can accommodate the various speeds and track configurations used during the original recording
process. Sometimes that information is given by the recordist, either written on the tape box or
entered on a log sheet of some kind. But often, for whatever reason, the information is missing
and the preservation engineer must determine the speed and track configuration by mounting
the reel on a playback deck and checking manually. Similarly, tapes were often recorded on two
sides, one pass in each direction. Again, the only way to find out—if the information was not
noted by the recordist—is to check manually. These variables affect the amount of time needed
to transfer (digitize) the content, and there may be additional factors that affect the work.
Many (not all) tapes from the 1970s and 1980s have been found to suffer years later from
a chemical breakdown of the binder and coating variously called binder hydrolysis, soft binder
syndrome or sticky shed syndrome. While certain brands of tape (Ampex in particular) seem
more susceptible to this condition than others, it is not localized to just one brand or type of
tape. Sometimes inspecting the tape can give clues as to whether the condition is present, but
mostly you can’t tell by looking if there will be problems playing it back. The chance of running
into problems increases if the tape has been stored in a warm humid environment at some point
during its life. While the possibility exists that some CFS reels might have sticky shed syndrome,
most of the reels I saw appeared to have been stored and cared for well, so, for the time being, I
am optimistic that the reels will play back without problems. The condition can be remedied by
a baking process, long enough to copy a tape, but the fix is temporary and the sticky condition
will return after a few weeks.
It is a common assumption that reel to reel tapes are in danger of “disintegrating” and
that if not preserved immediately the sound will evaporate and be lost. Reels do represent a
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preservation priority, but not necessarily the most urgent. Aside from tapes afflicted by sticky
shed syndrome or deformed from cycling temperatures or moldy from being stored in humid
surroundings, the main concern is with the technology itself. As with all analog media, the
availability of working machines in good condition is declining, along with parts and people
to maintain and repair them. So the urgency comes more from the need to get the work done
while equipment can be procured and less from the idea that the sound will evaporate if the
tapes are not digitized immediately. Tapes that are clean and evenly wound and stored well
should last for decades. Tapes recorded in the late 1940s are still playable now, sixty-five
years later.
In short, I think it makes sense for CFS to pursue having all of the open reel tapes in the
different collections digitized soon, but I don’t view the situation as a crisis the way I do with
the instantaneous discs. Digitization of open reel tapes needs to be done by an experienced
person working with good equipment—a deck with gentle transport and braking systems are
important. Meanwhile, storing the reels in a room where the temperature and humidity can be
kept roughly between 60-72 degrees Fahrenheit and 45-50% RH should be fine. As with all
magnetic media, err on the side of cool and dry as opposed to warm and humid. My impression
is that Room 217 is suitable, however, I was not there in the summer, so I don’t know what
the reality is in terms of temperature and humidity. When scouting for a new facility for CFS,
climate control should be part of the wish list, at least for archival media storage areas.
Cassettes. Quite a few collections include standard compact cassettes, but because they are
widely scattered—in cabinets, cartons, drawers, envelopes, shoeboxes and tucked in files—
there was no practical way to get a count. A rough guess would be between 2,000 and 2,500
cassettes, including ~200 microcassettes, a small variant format once used in telephone
answering machines and for dictation using handheld “palm recorders.”
By far the largest percentage of cassettes are found in the Student Projects Collection.
The standard treatment for student projects, since most are submitted as papers, is to file the
papers in folders in file cabinets. When students submit supplementary material on cassette,
the cassettes are separated and stored in one of two aging office type drawer cabinets with
shallow drawers. Student papers are assigned a number and associated cassettes are labeled
with the same number, keeping the two items linked. An Excel spreadsheet generated by
CFS archives workers contains information about more than 9,000 student projects, including
project title, genre, index terms, professor, year, course number, release form confirmation
and other data elements. However, the spreadsheet does not seem to indicate whether or not
the project includes associated media such as a cassette. Possibly, that information might be
noted on a cover sheet tucked into each project folder, I’m not sure. In any case, it seems to
me a good idea to develop a database in which to track information specifically about CFS
media holdings if such a database doesn’t already exist.
Getting back to the cabinets, each shallow drawer holds two rows of cassettes, front to
back. The cabinets were no doubt once convenient given the size of the cassettes, but both
cabinets are now almost overflowing—in some drawers cassette shells have been slid into
the space along the edges and others have been placed flat on top of other cassettes. I suspect
the reason is that tapes were processed after the drawers had been filled and rather than
shift the entire collection to insert a few tapes, the tapes were simply slipped into whatever
drawer that number belonged in, whether there was room or not. Over time, this practice has
resulted in several very crowded drawers. Dealing with crowded drawers is perhaps merely
an inconvenience to CFS staff, but of more concern to me was the fact that hundreds of
cassette shells are stored without any protective case, often with the tape opening face up
in the drawer. In all likelihood, students submitted their cassettes without any case—many
inexpensive brands of cassettes used to be packaged in poly-bags of three or more and there
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was no case. During my visit I saw literally hundreds of unprotected cassettes stored in various
locations, and I am concerned about the risk of tape damage. The solution is to purchase a supply
of polystyrene “norelco” type cases and make sure that every cassette is housed in a case.
Adding new cases to hundreds of cassettes is going to increase the space needed to house
them, and since the cabinet drawers are overflowing, it will pose a dilemma. My suggestion is
to consider abandoning the old shallow drawer cabinets and instead, place cassettes (in cases)
in archival gallery print boxes that hold 50-60 tapes each. I won’t dwell on why I think that is
preferable, but it makes working with the cassettes, and moving them, much easier. A more
elegant, but costly, solution would be to purchase specially made media storage cabinets that
can hold more than a thousand cassettes in cases, one layer deep, in beautifully sliding shallow
drawers. Given the number of cassettes at CFS, one or two such cabinets could prove extremely
helpful, but archival boxes can also work.
During my site visit, I noted that cassettes scattered through the Archives, rarely if ever
had their erase-protect tabs punched out. These tabs, located on the spine of the cassette shell,
control the ability to record on the tape in question. If the tabs are intact, the tape responds to
a cassette player’s RECORD function, allowing recording to take place. This means a cassette
can be inadvertently erased if the machine is accidentally put into RECORD mode. For this
reason, in archives, it is standard practice to punch out the tabs on cassettes so they cannot be
unintentionally recorded over. Punching out the tabs is easily done using the tip of a ballpoint
pen. I recommend systematically punching out the tabs on every cassette in the CFS archives.
There are work-arounds to make a cassette recordable again if the need should arise, but that
seems a highly unlikely scenario at this point.
In closing this section, given the quantity of cassettes at CFS and the fundamental role they
play in collections, I strongly recommend that CFS take a big picture view of the cassettes and
recognize that they constitute a preservation priority. I have not discussed the issues of content
or recording quality for the cassettes, but these issues are mostly moot since the cassettes form
such an integral component of the extensive Student Projects Collection. The recording quality
and the research value of the content will vary wildly, but I do not think that these are criteria to
be concerned with before undertaking large scale digitization of the cassettes. I would proceed
on the assumption that everything is worth preserving—the same assumption used already in
addressing the student papers.
The first order of business, then, for the cassettes is to address the storage issues by obtaining
protective cases and consolidating the cassettes in a single location. The tapes heaped in cartons
in Room 218e need to be integrated with the other cassettes, even if the content or authorship is
not presently known. A system can be devised for flagging unidentified items. Once all cassettes
have been rounded up into a single storage area and placed in protective cases (a dedicated
workspace will be needed) physical control can be addressed by assigning numbers to every tape
and setting up a database to track cassettes and other media through a “shelf list.” With a way
to see the entire holdings, decisions can be more easily made about how to prioritize activities
and proceed with digitization. Digitization of the cassettes will be a long process, and it needs
to proceed in an orderly careful way. Broken tapes will need to be repaired. A professional
quality tape deck (preferably several) should be used—the Tascam 122MKIII is no longer made
but a used one in good condition might still be obtainable through secondhand outlets. The
consumer grade JVC dubbing deck curently at CFS is not adequate for preserving the cassette
collection—a better unit should be obtained. At a minimum, a deck should use XLR connectors
and have level controls for the outgoing signal.
Lastly, once cassettes are digitized and the shells and case inserts are scanned, there will
be few instances where the actual tapes need to be retrieved since user access will be provided
through the digital surrogates. This means cassettes will be relegated to long term storage in a
stable environment, kept into the future but not accessed on a regular basis.

19

DAT. Digital audio tape is another format that requires urgent attention and DAT should take
priority over analog cassettes. In the 1990s, DAT was considered a professional audio media
format and it was a widely used to make high quality recordings. About a decade later, it was
discovered that DATs were not holding up well in storage and that slight deformations of the
tape or anomalies in the coating could render a DAT cassette unplayable. It wasn’t long before
DAT became an endangered format and a high priority for all studios and archives to transfer
to some more stable medium. DATs should be captured digitally using professional gear and
using whatever the built-in sample rate is, usually 48kHz/16-bit. The process can be hit or
miss, and sometimes a tape that cannot be recovered using one machine will play okay on
another machine. I did not see many DAT recordings at CFS, perhaps only a few. These can
and should be sent out to a third-party service provider for digitization as soon as is practical.
Moving Image Materials
Video. As with audio formats, video formats should also be consolidated and items of similar
format should be stored together. Simply put, store video cassettes together, and video reels
together. I don’t think CFS has a huge number of video recordings, but I did see consumer
grade VHS tapes as well as a several larger broadcast formats on cassette. The latter will need
to be sent out to a third-party service provider to be digitized.
I am most concerned about several open reel video tapes since these pre-date the cassette
formats and will probably require special handling. Not only are the low-grade vinyl cases
starting to breakdown chemically, the tapes themselves are prone to shedding during playback
and may require careful conservation attention by a video engineer. This also assumes that
a service provider can be found with working equipment for salvaging the moving image
content off open reel videos—companies are out there that do this work, but they may not be
inexpensive.
In contrast to the 1970s vintage open reel video, I also saw several miniDV video cassettes,
a miniature format that has been very popular in consumer and prosumer cameras roughly
since 2000. There are still many cameras that can play and export content from miniDV
so the format does not carry the worry that some other formats do. However, it is best not
to be complacent—the format is rapidly being replaced by other technologies and support
for miniDV won’t be available indefinitely. CFS should consider that as fieldwork materials
come to the Archives over the next decade or so, they are likely to include documentation on
miniDV tapes. Thus, it would be good to anticipate the trend ahead of time and obtain suitable
equipment now for capturing video content off these tapes.
Film. The CFS has only three films that I am aware of. Two of these are from Germany and
are possibly not compatible with equipment in the U.S.—I could be wrong about that, but
in any case, the films should not be projected. If they were to be digitized, it should be done
directly using technology and equipment developed expressly for that purpose. However, I did
a little online research and discovered that the German films emanated from the Weltkulturen
Museum in Frankfurt. The museum still exists and, from information found on their web site,
it appears that they have already digitized their ethnographic short films. Thus, CFS does not
need to do it. If and when time permits, it might be worthwhile contacting the museum to let
them know CFS has these films and to confirm that other copies exist.
The other film I saw was a 16mm film in a yellow shipping case labeled, “Simple Gifts:
Aspects of Ohio Folklore.” This was apparently produced by Ohio Bell—probably in the
1960s. I suggest contacting Tom Davenport or someone on staff at Folkstreams.net to see if
they would be interested in digitizing this film and sharing it via their web site of extensive
film offerings relating to folklore. I did a quick search on the Folkstreams site and did not see
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this film listed. Since they are continually looking for new material, they may be very interested,
and they will probably provide a complementary digital copy to CFS. An arrangement of this
sort would be a win-win since the film would be digitized and preserved, and CFS would have
access to it as an educational resource. It would not be helpful to anyone to let the film languish
in storage indefinitely, and Folkstreams seems the most likely place to offer services and advice
about what steps to take for “Simple Gifts.”
Optical Discs
CD-R & DVD. Archival literature has tended to discourage storing CDs in paper or Tyvek
sleeves. Instead, plastic jewel cases have been favored since the disc is suspended on a central
hub keeping disc surfaces from being abraded. From the perspective of an archives manager,
however, I have found jewel cases to have several issues, one being that they add considerable
bulk and weight to a large collection. While specially made media cabinets are available to
house CDs, in the past decade, it has become apparent that optical discs generally (CDs and
DVDs) are a fleeting technology and will eventually become obsolete, despite their being sold
and distributed widely now. Dye-based media (CD-Rs) also have stability problems, and as such,
they are not reliable for long term storage of data. For that reason especially, I don’t think that
CD enclosures are a hugely important issue.
The time to pay attention to CD-Rs is now—with the goal being to get content off the discs
as soon as possible and stored in a reliable digital hard drive or server environment. Given that
CD-Rs are susceptible to deterioration even sitting on the shelf, they have never been considered
a suitable longterm storage format for use in archives. Many discs have been found to become
unplayable in a few short years from problems with the organic dyes used or oxidation of the
metal reflective layers. In short, even though CD-Rs are “digital,” I recommend viewing them
as an already obsolete format and taking steps in the short term to capture their contents by
migrating data to computer hard drives. The discs may die tomorrow or remain playable for
several more years, but given that discs often give no warning and a user is simply confronted
with a screen alert—”disc not readable”—it behooves the archives manager to anticipate the
demise of content stored on CD-Rs and to take steps sooner than later to ensure that discs are
copied and the contents protected. Since this is the goal, it makes little sense at this point to
invest major time and money to safeguard the actual CD-R media.
To me, it makes sense to capture the data and then, if there is no other protective case, store
CD-Rs in paper or Tyvek sleeves. CDs and CD-Rs come in an astonishing range of enclosures,
sleeves, cases, boxes—from cardboard to plastic. It can be challenging to house a collection
of CDs comprised of discs in many types of enclosures. Commercially published CDs (they
are molded plastic) cannot be re-housed easily because they usually include valuable graphics
and other information. Of course, it is desirable to protect discs from scratches and dust and
fingerprints, so I do recommend using some kind of sleeve (paper or Tyvek) or jewel case. At
this point, however, I would not go to great lengths to safeguard CDs as if they were the crown
jewels. Instead, extract the data to a computer hard drive and devote efforts to protecting the
extracted files.
Extracting the data from a large collection of CD-Rs may require several types of CD drives
including both a slot drive of the type found on many Apple laptops and iMacs, also a front
loading tray drive often found in older desktop computers. Tolerances for CD media are very
tight and the paper labels that are sometimes affixed to the surface of a CD can cause problems
in slot loading drives. You may have much better luck playing such CDs in a tray loading drive.
I did only a cursory inspection of CD-Rs at CFS, but many of those I saw had been labeled
with a Sharpie® or felt marker across the top surface of the disc—this was (and is) a widespread
practice. Unfortunately, the use of Sharpies and office type marking pens has caused problems
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since some inks are acidic and can affect the metallic reflective layer immediately beneath the
top-coating layer. Archival and audio preservation literature recommends avoiding the use
of such markers, and instead, using a water-based marking pen designed for labeling optical
discs (Sharpies made for CD labeling are now readily obtainable). For CD-Rs, information
should be written small around the outer circumference of the disc since data is read from the
inside (near the hub) to the outside. Writing at the edge minimizes the likelihood that data
written to the disc will be affected.
Other AV Media Formats
Many student projects include other types of media—I noticed scores of microcassettes, and
some collections contained minidiscs. Microcassette was a popular format for a number of
years owing to the conveniently small size of the recorders. The sound quality was never
optimal (tape moved at the very slow speed of 15/16ths ips) and was often poor, depending
on what equipment was used and how the recording was made. In order to play these back,
it is necessary to have a machine from which one can capture an outgoing signal, usually
through a headphone jack. Along with regular cassettes and CD-Rs, microcassettes should be
transferred as soon as possible—the equipment to play them may not be available a few years
from now. The same goes for minidiscs, for the same reasons.
Photographs
Slides. Slides are associated with several collections and, because of their distinctive format,
many have been stored separately in shallow metal cases designed to hold slides singly in
rows. Most slides that I saw stored in this manner carried some form of identifying label,
either a self-adhesive label affixed to the slide mount, or information written on the mount.
The metal cases usually were labeled with the collection and range of slide numbers contained
inside.
The Lake Erie Fishermen Collection includes several carousel trays loaded with slides.
Since preservation literature recommends against projecting original slides, the trays are
necessarily obsolete and are no longer needed. I suggest removing the slides and re-housing
them in a manner consistent with other slide storage at CFS. Since slides in a carousel tray
may have been purposely arranged for a slide show (perhaps accompanied by a cassette sound
track) it may be necessary to devise a system for noting the arrangement of the slides. The
archivist should try to determine if the show itself needs to be preserved. If the slides appear
to be a random assortment and no script or narration is located, there may be no need to go to
the effort of preserving the sequence.
Two approaches to housing slides are to a) keep them stored with their parent collection or
b) separate slides and store them all together in a central location. Storing slides (in slide pages)
with the parent collection makes it easier to examine them in the context of the other materials
such as photo logs. On the other hand, it is probably a good idea to discourage researchers
from handling the slides at all, in which case it may be preferable to separate them and store
them in one location. Having slides stored together by format probably would make any large
scale digitization process more efficient. If storing slides separately, the archivist must devise
an effective way to make sure individual slides stay linked to their parent collections and that
photo logs and other documentation can be easily matched to the slide pages.
Archivally safe clear high-density polypropylene slide pages can be purchased either
punched with holes for a binder or with metal hangers that permit the pages to hang in a file
cabinet drawer. Using file drawers can be a space-saving way to store slide pages but unless
the user can stand at the drawer and pull pages one at a time, metal hangers make the pages
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heavy and awkward to handle. Rigid polypropylene pages are also available and these can be
used in conjunction with a file cabinet dedicated to slides.
Another option is to use reinforced archival folders (the same kind used to house manuscript
materials) and to place no more than five slide pages in each folder. The folders are then stored
in standard archival document cases and placed on open shelving. This can be efficient because
no storage furniture is needed other than adequate shelf space, and it makes it easy to integrate
slides with other materials in the parent collection. If this method is used, however, care must
be taken to support the folders inside the document cases—if the folders are allowed to sag, the
weight of the plastic slide pages will cause them to slump and become deformed, and slides may
slip out of their individual holders.
If slides are stored in pages—as opposed to singly in a box or shallow drawer—choose a
heavy gauge for the pages. The extra weight and stiffness makes it easier to handle the page.
For a helpful discussion of slide storage options, see “Handling and Preservation of Color Slide
Collections” by Henry Wilhelm (in The Permanence and Care of Color Photographs, 625-654).
The entire volume can be downloaded for free at the Wilhelm Imaging Research website.
Digitization of slides is a pressing yet challenging part of an overall preservation plan for
archival holdings. To make use of slide collections in the 21st century, the images must be
digitized and the digital images used as surrogates for access. But capturing slide images through
scanning (or photography) is only a first step in making the images usable. The images can
be viewed on a computer, but most raw scans are marred by dust specks that will need to be
digitally cleaned up. The clean-up work (which can include color correction and sharpening)
can be extremely time consuming depending on the lengths one wishes to go to—some software
can perform dust removal automatically with varying results. Digitizing slides can transform
a collection of limited usefulness and accessibility into a usable resource, so I do recommend
exploring methods, costs and workflows. Many archives are turning to DSLR cameras as a
means of capturing slides, rather than using a dedicated slide scanner or a flatbed, both of which
tend to be very slow. But slide capture set-ups can be complex and potentially costly. When
faced with thousands of slides, the only viable option is one that permits quality work to proceed
at a fairly good pace, with a reasonable per unit cost.
At CFS, I did learn that groups of slides have been sent to a campus media services facility
to be scanned, but I don’t recall seeing the scanning specifications. My impression is that campus
services are able to accommodate small requests, whereas the CFS is sitting on thousands of
35mm slides. It goes without saying that a plan should be developed for addressing the large
scale digitization of slides.
During my visit, I did not think to ask how staff provide access to digital images, but I
believe the digital image files are stored with related collection files in a collection level folder
or directory. It may be that folders of images can be viewed using Adobe Bridge or some other
software. I am not sure if slides are described at the item level, series level, or collection level—
or if they are described at all. If staff want to view sets of images or perform a batch process to
all their digital image files, I am not sure how they go about it, since digital images are scattered
widely across directories. As long as staff and researchers need only to see images from one
collection, this may not be an issue. It is not clear if, or how, metadata pertaining to photos is
embedded in the image files.
There are a number of standalone cataloging software programs for managing image
collections (Phase One Media Pro is what I use with Mac OS X). Most programs have limitations
and should be evaluated carefully to assess their suitability. Portability to the web also needs to
be explored. Some institutions work with large service providers to create searchable visual
online catalogs (CONTENTdm, Luna Imaging, etc.). These facilitate online access but involve
subtstantial commercial subscription fees.
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Prints and Negatives. Color slides and negatives have color stability issues and should be
digitized as soon as feasible. However, black and white 35mm negatives and prints are
relatively stable, assuming they are housed in safe enclosures and handled carefully. Of all
the preservation challenges at CFS, black and white film negatives and associated prints
probably represent the least worrisome. This is not to say that negatives and prints should
not be digitized—creating digital surrogates permits user access while minimizing potential
damage from handling originals. In my experience it is somewhat easier to digitize 35mm
black and white negatives than to do the same for color slides. Digitizing color film negatives
is quite challenging, and because of inherent problems with color film stocks and developing
processes, color film negatives and prints do not have the stability of their black and white
counterparts. In terms of preservation, then, color slides, negatives and prints should take
precedence over black and white.
Manuscript Materials
Most archival documents at CFS are paper-based—the term “manuscripts” refers broadly
to all manner of unpublished paper documents in an archives. Sheets and pages tend to be
stored in file folders at CFS, while thousands of file cards (3x5 and 4x6) are stored in cartons,
shoeboxes, envelopes, metal recipe boxes and library “card catalog” drawers. My main
observation is that none of these materials are housed in archival enclosures. Aging paper is
housed in a wide range of worn envelopes, packets, binders and office type file folders. Even
recently processed student projects are placed in standard office folders. In short, storage for
both manuscripts and card files is makeshift. Presumably, budget limitations have made it
necessary to economize and use whatever enclosures are available or inexpensive. Ideally, if
funds can be found, all manuscript materials at CFS should be “re-housed,” that is, transferred
to archivally safe enclosures. For most paper documents that means acid-free folders, cartons
and document cases. Standardizing on an approach—say, housing all papers in legal-size fulltab reinforced acid-free folders stored in standard document cases—will lead to more efficient
use of storage space and make for consistent methods of labeling and handling.
In perusing several of the cartons destined to be added to the Genre Collection, I noted
that file cards and papers—which have been undisturbed it seems for years, are showing the
effects of less than optimal storage. Cards housed in aging card file drawers are tightly packed
and hard to access. Where cards are still clustered in cartons, old rubber bands once holding
packets of cards are broken and disintegrating. Folders containing papers are slumping in
their cartons because of inadequate support and folders and papers are noticeably bent and
deformed. In some instances, pages are yellowing and aging fasteners are still affixed. In
short, the materials slated for the Genre Collection need some attention—the papers should
be re-housed in archival folders after fasteners are removed. Labeling and numbering also
needs to be implemented. File cards should be removed from their packets and stored in boxes
designed to hold the cards. Some thought needs to be given to how best to keep groupings
intact. Ideally, the cards can be scanned for ease of access, while originals are consolidated,
then kept in storage.
Storage
The three main storage areas are the work room, Room 218e and Room 217. Materials in the
work room are mostly there to be processed by staff and student workers, with the exception
of the Utley disc collection which is stored in the workroom permanently. Room 218e is
a small room with shelving for storing unprocessed collections, unidentified materials, and
supplies. Room 217 holds collections that are organized and ready to be used by researchers.
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Audiovisual Media Digitization Priorities
VERY URGENT

Instantaneous discs

URGENT		

DAT

HIGH		
HIGH		
HIGH		
HIGH		
HIGH		
HIGH		

Cassette tapes
Microcassette tapes
MiniDiscs
VHS video / Broadcast video formats
MiniDV video
CD-R / DVD-R

MODERATE
MODERATE

Open reel tapes
35mm color slides

LOW		
LOW		
LOW		
LOW		

Commercial 78rpm discs
Vinyl LP & EP discs
Black and white photo prints
Black and white photo negatives

The unprocessed and unidentified materials in Room 218e represent a sizable backlog of
manuscripts, student projects, faculty research and fieldwork documentation, also journals and
books waiting to be accessioned and added to current holdings. The cartons and piles on open
shelving contain hundreds of media items including cassettes and open reel tapes. Many of the
cassettes are connected to student projects, but since many are poorly labeled, CFS staff have
segregated these as “problems” to research and resolve—meaning, the tapes need to be identified
and re-connected intellectually to the student projects they are associated with. How feasible
this will be remains to be seen. I saw several cartons completely filled with a loose jumble of
cassettes, many of them missing protective cases, and some showing damage and deterioration,
such as missing pressure pads or broken tape. At present, many archival materials (those stored
in the workroom and in Room 218e) are at-risk, or at the very least unusable, because they are
stored precariously in a disorganized state in corrugated cartons and acidic folders and envelopes.
The materials need curatorial attention, namely arrangement and description and re-housing for
paper files and photos, and proactive digitization of aging audiovisual materials—warehousing
analog magnetic media is not a viable preservation strategy.
I noticed in Room 217 that some cartons used for storing collections were half-empty. If
media such as reel tapes, cassettes and video tapes were removed and stored in a separate location,
the remaining file folders could be re-housed more efficiently. If collections were numbered,
and if folders carried their respective collection numbers, they could be stored contiguously in
numerical sequence by collection, even if folders from two or more collections were stored in a
single box. Boxes could be filled completely, reducing the total needed shelf space. Freeing up
shelf space would make room for adding newly arrived materials in the future.
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Collections
General Comments. Owing to limited space here, I will discusss specific issues for only a few
collections. In addition to paper and photos, most CFS collections contain audiovisual media
of some kind. Collections noted but not discussed in detail in this report include the Lake
Erie Fishermen Project, Appalachian Ohio Project, Teaching Aids Collection, Slang Journals,
Latinos in Ohio Project, New Harmonies, Key Ingredients, and the Copapayo-Columbus Sister
City Collection. Additionally, the Archives holds field and research collections deposited by
OSU faculty reflecting scholarship and fieldwork done in the U.S. and other countries by Dan
Barnes, Katherine Borland, Erika Bourguignon, Rosemary Joyce, Margaret Mills, Patrick
Mullen, Dorothy Noyes, Terence Odlin, John Stewart and perhaps others. Some of the tapes
and written materials may be in foreign languages posing an additional challenge creating
paths to accessibility. For more about some of these collections see the photos accompanying
this report.
Ohio Arts Council Collection. The OAC Collection holds materials generated through
projects carried out by contracted fieldworkers between 1977-1983 and reflects ethnographic
fieldwork that combines interviewing and data collection with various types of audiovisual
documentation—photography, sound recording, videography. A graduate archivist, Christina
Bendetti, has been working with the OAC Collection during the past year or two, organizing
materials, describing the series in greater detail, scanning materials and arranging for
digitization of slides and sound recordings by third party service providers on and off campus.
Individual projects covered a wide range of topics, although music seemed to be a focus
of interest. Broadly speaking, the documentation covers fiddle contest performances in
Eastern Ohio documented by David Taylor; interviews and performances by southwestern
Ohio bluegrass musicians recorded by Katie Laur; folk craftspeople in Southeastern Ohio
documented by Christianne Vanderplas; traditional arts, religious practices, and everyday
life in Cleveland’s Orthodox Russian community documented by Nikolai Burlakoff; the
Gladden community folk festival in Columbus recorded by Dudley Radcliff and Dennis Aig;
interviews with members of the Second Regiment Marching Band recorded in Columbus by
Alan Govenar; a slide-tape presentation on the St. Theodosius Russian Orthodox Church in
Cleveland prepared by Gregg Sepic; interviews on foodways from the Cleveland Russians
project recorded by Annette Fromm; central Ohio traditional music recorded by David Brose
and Tim Lloyd; western Ohio folklore documented by Sandy Rikoon; the German community
of Fryburg, Ohio, documented by Harriet Carr; eastern Ohio fiddle makers documented by Jim
Good; southern Ohio folklore documented by Sandy Rikoon and Patrick Mullen. Additionally,
a project titled “Say Amen: Portraits of Southern Ohio Folklife,” featured a series of radio
segments produced by David Brose based on field recordings by Robert Cantwell, David
Mould and Jack Shortlidge.
In reviewing some of the OAC materials and related documents, it struck me that CFS
staff are relying on the original reference number system put in place by the OAC at the time
the material was generated in the 1970s. While it is often a good idea in an archival setting
to preserve the order devised by the creators of materials, in this case, it seems to me that the
OAC numbering system is cumbersome and difficult to manage when making lists and and
labels and otherwise working with the collection. The system is fairly understandable, but
when the OAC tapes are viewed or listed in relation to other recordings in the CFS Archives,
the OAC system seems too complicated. It might be possible to impose a simpler numbering
system on the tapes and other materials, and this could dovetail with a numbering system
imposed across the entire CFS media holdings.
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Francis Lee Utley Collection. Perhaps the cornerstone of the CFS Archives is the Francis Lee
Utley Collection, comprised of two main series—a manuscripts series and a sound recordings
series. At the outset, it should be clarified that some of Utley’s papers are housed in the University
Archives while more than 160 boxes were transferred to the CFS after 2004. The boxes are are
now stored on open shelving in Room 217. A finding aid for Utley’s Papers at the University
Archives shows mostly correspondence and personal papers neatly organized into series. A note
in the finding aid explains the rationale for transferring some materials to the CFS while keeping
other materials at the University Archives. The entire Utley collection (probably not the disc
recordings) was transferred to the University Archives on Sept. 16, 2004, from the OSU Rare
Books and Manuscripts Department. The collection included Utley’s research reference files
comprised largely of photocopied articles—these materials were transferred in March 2008 (156
boxes) and March 2010 (9 boxes) to the Center for Folklore Studies.
In essence, staff at the University Archives weeded photocopied material from Utley’s
papers, a fairly standard practice in archives, justified by the fact that such published material
can usually be obtained by researchers from original sources in other libraries and archives. In
any case, the University Archives handed these files off to the CFS and now it falls to the CFS
to store the 160+ cartons and manage access to their contents. The CFS has prepared a 96-page
box inventory at the folder level. During my site visit, I should have taken more time to explore
these boxes. I did take a cursory look, but since it confirmed what I had already suspected from
reviewing the box inventory (it is posted on the CFS website) I concluded that the material was
indeed primarily photocopies and non-critical research files.
The fact that the CFS is now responsible for storing and providing access to these files
means the Center has a very large space requirement. The fact that most of the folders contain
photocopied articles means that they lack the unique research value that most archives like
to have to attract researchers. The University Archives’ assessment that the articles did not
need to be retained with Utley’s other papers reflects a careful decision based on archival
management policies. It could be argued that there is value in having such a large collection
of articles assembled in one place—Utley certainly labored (or his students did) to obtain or
make the copies. That said, photocopied articles have virtually no value except the value of
the information they contain. CFS could scan the articles and discard the paper and not be any
poorer for having gotten rid of the bulk. In fact, the Center would be richer because it would not
need such a large space in which to house the cartons. Since the CFS has no proprietary rights to
the materials, it cannot impose any restrictions on their use, or gain any advantage from housing
and providing access to the folders. Add to this the question as to how many researchers or
OSU students are pursuing scholarship in Utley’s areas of specialization from the 1940s-1960s.
From my perspective, it looks like a lot of material to manage and be responsible for, with very
low return. I suggest that CFS reflect on the efficacy of keeping the Utley research files in their
current form—this is a hard question. If the decision is to keep them, it might make sense to rehouse the files in standard filing cabinets. In any case, CFS should not allocate precious funds to
purchase archival supplies to house photocopied articles.
Student Projects Collection. With “more than 10,000 cataloged student and faculty projects
that span over five decades of research at Ohio State,” student projects comprise the largest
collection in the CFS archives. Completed as class assignments, most projects are in the form of
typed papers that are often accompanied by supplementary media items such as cassette tapes,
compact discs, minidiscs, DVDs or videotapes. After being assigned an identifying number,
papers are entered into the archives inventory database, then filed in regular office type file
folders in file cabinets in Room 217. Audio and video media are removed from the folders and
stored separately. Photographs are usually left in the folders with the student paper. During
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my site visit, the work room contained a number of file cabinets containing student projects
awaiting processing. Processing is carried out mostly by student workers who organize the
papers by year, semester, and course; assign project numbers; check to make sure consent
forms are present; remove staples and other fasteners, and remove tapes and other bulky items
from the folders. Skimming the title and the paper’s content, the worker generates keywords
and genre terms that are entered in the database as a means to retrieve papers by subject. I
believe terms and keywords are drawn from an in-house list (I did not see it). Additionally,
there was mention of trying to use the American Folklore Society’s Ethnographic Thesaurus
in the future.
Currently, CFS uses a large bank of file cabinets in which to store the student projects
collection. While this works reasonably well for departmental needs, I respectfully suggest
that the entire collection could be beneficially re-housed in legal-size reinforced archival
(acid-free) folders and standard document cases stored on open shelving. The present office
type file folders are not very sturdy and are made of low grade card stock. Storage in the
cabinets (folders are not supported) is leading to sagging and leaning that is deforming some
of the materials. Adding hanging folders (there are none now) would add a tremendous
amount of bulk and weight and would not be an archival solution. In short, I suggest shifting
away from standard office type furniture and folders and leaning instead toward archival
storage in reinforced acid-free folders and document cases. Standard cases (10”x15”x5”) will
offer greater support. They will also permit researchers to work with folders away from the
storage area, such as at a work table in a reading room, rather than pulling folders from the file
cabinet and then having staff refile them later. Of course, purchasing 10,000 archival folders
and a supply of document cases to implement a re-housing project represents a substantial
expenditure requiring some planning and a funding source.
When reviewing unprocessed student projects in the work room, I noticed that many
folders contained CD-R media that were unprotected—no sleeves or jewel cases. A goal for
managing the collection would be to systematically remove all media (including CDs and
DVDs) from the folders and store media by format in a separate location, keyed by number
to the associated student paper. Some of the folders also contain photographs. These should
be sleeved in safe archival enclosures (clear polyester, polypropylene or acid-free paper) and
finding aids for the Student Projects Collection should indicate which folders contain photos.
Slides and other forms of media should be removed and stored separately, while maintaining
an intellectual link to the project via a numbering system.
Folklore Genre Collection. According to a CFS collections overview, the Folklore Genre
Collection consists of “boxes of filing cards and student papers categorized by genre ...
collected by OSU students.” The cards and papers are derived from courses taught by different
instructors, in different years, in different departments. Because of their primary focus on
genres and folklore collected at the item level, they appear to form a logical collection, even
though they originated from different sources. I am a bit puzzled as to why some student
papers are slated to be added to the Genre Collection rather than to the Student Projects
Collection. Surely, many papers already in the Student Projects Collection also relate to genre
classification and contain similar items of collected lore?
From an archival perspective, this collection represents what I would call an “artificial”
collection, that is, a collection of materials brought together because of some shared
characteristic or subject rather than a shared origin. There is nothing inherently wrong with
assembling materials this way, although in theory it runs against the archival principle of
keeping materials together based on their origin. I suspect the Genre Collection collection
may have been created in the first place as a way of dealing with the accumulation of file cards
used to hold and organize collected folklore.
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The cards reflect an earlier era in the folklore discipline, an era where beliefs and sayings
and other bits of lore were noted from “informants” and compiled on cards to facilitate sorting,
classifying, and comparing at the item level. One box contains material dating from 1968-1973
derived from an anthropology class, and some of the informants belonged to immigrant and tribal
communities. Collecting done by students in the context of coursework was classified according
to “genre” and, after being submitted and graded, was added to an ever-growing collection of
folklore that formed a research resource at the department level. Because genre cards reflect
a distinctive approach used during an earlier era of academic folklore, they shed light on the
field—its focus and its methods. Needless to say, they also still contain the raw informational
content collected by students and scholars which continues to be of interest today. Even though
the trend in academic folklore has been toward more complete ethnographic contextual studies
and away from comparative studies using isolated “specimens,” the assembled pool of folklore
items lends itself well to the digital world of today. Because the cards are uniform in shape and
size, they are well-suited for digitization, and once scanned, cards might be subjected to OCR
(optical character recognition) to facilitate searching and computer-based sorting and analysis.
University District Oral History Interviews. The University District Oral History Collection is
housed in Room 217. The collection consists of 40 clasp-type manilla envelopes of different
sizes provisionally filed in a carton. The envelopes contain documentation (transcripts, logs,
indexes and CDs) and release forms pertaining to interviews done in 2008 with residents of
the University District neighborhood in Columbus. The project was carried out by students in
an English course (367.05) taught by Professors Modan and Cashman. A sheet with processing
instructions from Ray Cashman gives insights into how the materials were supposed to be
handled. Apparently, they were supposed to be duplicated to form two complete sets, one for
CFS and the other for the University District archives committee. For the most part, envelopes
contain documentation for one interview, but some envelopes might contain documentation for
more than one interview. I would re-house the UD Project paper documentation in archival
folders and store them in standard document cases on open shelving.
Ohio Valley Folklore Research Project Collection. This collection is listed on the CFS web site
as “Ohio Valley Folk Publications,” but the title should probably match the name of the project it
documents—the Ohio Valley Folklore Research Project. On the other hand, the publishing entity
is in fact “Ohio Valley Folk Publications,” so it might be appropriate to use that for the collection
title. I would just be consistent and use the same title in all references. The collection consists
of three 3-ring binders holding a series of published essays in booklet form, with each booklet
housed in its own plastic sheet protector. I did not count the essays and do not see a count given
in CFS collection guides, but the publication dates range from 1956-1963.
The collection has the appearance of being unique because of the idiosyncratic manner
in which the booklets are bound—each is stapled along the spine with front and back covers
made from wallpaper, probably cut from wallpaper sample books. According to a blurb in the
collection about the compiler, David K. Webb, the booklets were printed “on a little old Gordon
press or a spirit duplicator.” Thus, while print runs may have been limited, the booklets were in
fact “published.” For that matter, judging from additional information in the blurb, it’s possible
the booklets at CFS are even “reprints” or a later edition of earlier works. Title pages in some of
the booklets indicate they are part of a numbered “New Series.” A quick Google search shows
that copies of booklets in this series show up in library collections across the country and can
even be purchased through bookseller sites on the Web. So while they are a bit unusual, and
while they present a mild preservation concern, the collection is not entirely unique, thus it
probably should not rank terribly high on the list for preservation efforts. That said, the holdings
at other libraries should be researched since it’s possible the collection at CFS may be more
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extensive (or less) than elsewhere. Alternatively, CFS could attempt to identify all issues in
the series, then locate missing issues to form a complete run.
I recommend a) preparing a complete bibliographic inventory, and b) removing the
booklets from the binders and re-housing the entire collection in reinforced archival folders
stored in standard document cases on open shelving. Housing the booklets as they currently
are, while protecting them from fingerprints, risks damage each time a booklet is removed
and reinserted into its sheet protector. I also suggest scanning the collection in its entirety, so
digital surrogates can be used for access. Since scanning will require very cautious removal
of staples, a project like that should be well-planned and carefully executed. A collection
summary on the CFS web site refers to an online collection, so perhaps some scanning has
already been done. For more information by David Webb’s grandson see: http://folkfinder.
tripod.com/index.html.
Collection Control
Physical Control. At CFS, there seems to be limited physical control over the archival
materials. As a general rule, it is usually preferable to have some information about all of
the holdings as opposed to extensive detailed information about only some of the holdings.
With a few notable exceptions such as the Student Projects Collection, Ohio Arts Council
Collection, and Francis Utley research files, there appears to be no comprehensive numbering
system or hierarchical arrangement of collections and series. This makes it challenging to
maintain control over the physical materials at CFS, which is especially important with
audiovisual media. By “physical control,” I mean the ability to see at a glance the sum total
of the media holdings and to be able to know the format, location, general content, and
status of those materials. Whether or not CFS decides to store all media items in a central
location (as suggested elsewhere) I still think it would be beneficial to have a single overarching numbering system for all media, superimposed on whatever internal sequences might
already exist in a given collection. Instead of dealing with idiosyncratic systems in different
collections, there would be a repository-wide numbering system applicable across all the
collections together.
Inellectual Control. In general, it is probably easier to establish physical control over
collections than intellectual control. Intellectual control is rooted in metadata that provides
“access points” for holdings, such as creators, dates, locations, and subjects.4 Some collections
at CFS do include inventory lists, but these are sometimes minimal with little in the way
of explanatory or contextual information. For instance, in the Lake Erie Fishermen Project
Collection, I saw a list of interviews, but the list gives only the names of interviewees—
researchers have no way of knowing (from the list) whether the interviews cover topics
relevant to their research interests. The massive Francis Lee Utley Collection includes a 96page folder inventory arranged by box number. The list gives folder headings, presumably
as assigned by Utley, but no other information about the nature of the contents. This is not
meant as criticism—many archives do not describe their holdings beyond the level of folder
headings because of the time involved. I am simply calling attention to the challenges of
intellectual control.
CFS has, in fact, created a text-based overview of its major collections (what I would call a
collections guide) and staff is actively preparing detailed descriptive finding aids for the Ohio
Arts Council and Copapayo-Columbus Sister City Project collections, but I am not aware
Metadata and cataloging, while critical elements in managing and providing access to archives,
are complex topics and, unfortunately, beyond the scope of this report.
4
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of a master database or catalog that enables staff or researchers to access materials via specific
search parameters. Opportunities to improve collection-level access will be forthcoming when
the CFS participates in the American Folklore Society’s National Folklore Archives Initiative in
2016. As part of that project, CFS staff will be using a cataloging template to create consistent
records for each collection and the records will be compliant with national standards such as
those delineated in DACS—Describing Archives: A Content Standard, (Society of American
Archivists, 2nd ed., 2013). The result will be improved internal intellectual control as well as
enhanced online discoverability of CFS holdings at the collection level.
Provenance. I was pleased to see that CFS is observing the principle of provenance, a tenet
of archival theory and practice that says materials should be organized in intellectual units
(collections) according to provenance, that is, preserving the origin and context in which
records were created and used rather than mixing materials based on some shared characteristic
or artificially applied classification. Thus, materials derived from the Ohio Arts Council are
treated as a unit distinct from other materials that might seem similar in content or scope but that
derive from some other person, entity or project. The only place where this principle was not
being observed, I noticed, was with the Genre Collection. It appeared that materials from several
collections were in the process of being integrated together into a single collection because they
shared a common theme, namely they were folklore items collected and classified according to
folklore genre. In this instance, it has apparently been decided that the content of the different
groupings should take precedence over keeping materials together according to their origin.
This is not really a problem in some situations, and it is fairly common to find such “artificial”
collections, that is, artificially assembled to facilitate access or classification or research. I’m
not opposed to establishing the Genres Collection, but I would pause before going ahead, to
make sure that losing the original context for the materials won’t be regretted later. In any case,
I would make sure to track the origin of the different series that are being brought together make
up the Genres Collection.
Original Order. A second archival principle is “original order.” This stipulates that when materials
arrive in the archive in some discernible order or sequence created by the donor or creator, that
order should be preserved so the intentions and uses can be better understood. However, it seems
that most materials have arrived at CFS via many routes and without any discernible internal
order. When that is the situation, it falls to the archives to impose a logical order so at least the
materials can be used in some capacity. With fieldwork and cultural documentation, I normally
try to reconstruct a chronological sequence using dates gleaned from media and text documents
and labeling of containers. But it’s permissible to use some other unifying element such as
format—or a combination of elements with which to construct an organizational framework for
a collection.
Digitization
The CFS sometimes arranges with the campus-based ASC Technology Services department
for format conversions such as VHS-video to DVD or cassette to CD-R. From the ASC Tech
Services department web page: “We provide Arts and Sciences units with the information
technology support services they need to achieve their strategic goals.” While I did not have
a chance to investigate the range of services offered or equipment used, my impression is that,
because the ASC Technology Services serves the entire university, CFS orders are generally
small and spaced out in time so as not to place a burden on the ASCTS. The conversions are
probably intended to provide convenient access options rather than create permanent longterm
digital surrogates following preservation best practices.
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The foregoing discussions assume that audiovisual content should be digitized by a
qualified technician familiar with archival goals, standards and procedures. Equipment should
be high quality and well-maintained. Since there are very few archives degree programs where
a student can receive hands-on training in audiovisual preservation, it can be hard to locate
qualified personnel to carry out the work. Machine playback can damage media irreparably
if misapplied. Thus, I recommend that CFS directors assign the work of extracting and
digitizing audiovisual content from discs, tapes and optical media to someone well-versed in
the technology, who has knowledge of and access to pro-level gear, who understands archival
objectives for recovering audio and/or video, and who is meticulous and attentive to detail
while able to manage and sustain projects over extended time periods. Media preservation
often involves format-specific conservation activities and these should be done carefully and
responsibly by a knowledgeable person.
I was told that some of the Utley Collection 78rpm discs have been digitized in-house.
Speaking candidly, it is probably not a good idea to continue this unless the person doing the
transfers has a fair amount of experience working with 78s. Although the CFS owns a recent
vintage USB turntable fitted with a Shure M78S cartridge, I saw only one stylus which is
not enough of a selection to accommodate all records. According to the Shure website the
M78S comes with a 2.5 mil stylus for playing 78rpm discs. But 78rpm groove sizes vary
with different historical periods, different labels and different wear conditions. Audio archives
usually keep an assortment of styli on hand ranging from 1 mil to 5 mil. Styli are further
characterized by their shape—spherical, conical, elliptical and truncated elliptical (designated
TE). Playback engineers often use a microscope to optimize the fit of a stylus with the groove
of a given disc. It can also be advantageous to use a good phono preamplifier with adjustable
EQ to match the frequency response curves employed by record companies. Using the Shure
2.5 mil stylus and routing the turntable signal via USB to a computer may capture sound from
the disc and may be enough for a researcher to be able to listen to a song, but the “one size fits
all” approach is not doing the records justice. I don’t necessarily think the discs should only
be dubbed by someone with an audio engineering degree, but I do think it is wise to assign the
work to someone with know-how and appropriate equipment.
Technical aspects aside, it’s worth considering also that many of the 78s at CFS may
not actually need to be digitized since there is a good chance they have been reissued at
some point—perhaps several times. This is likely to be the case with the blues, hillbilly
and jazz records where the reissue market has been prolific. The foreign records may be a
different story since probably only a small fraction have been reissued to date. In any case, my
recommendation would be to hold off doing anything with the Utley collection of 78s until an
experienced person can be engaged to help procure better equipment and supervise the work,
perhaps training a new generation of students to do this type of work in the future.
Disaster Planning
CFS has a disaster plan, an accomplishment that puts it light years ahead of many folklore
archives. I was impressed that on the page detailing Initial Response actions that Number 5
was “gather information about the Folklore Archives (in Ohio Stadium)” and that this entailed
reporting on the condition of the room [218] and its contents and deciding if “recovery /
restoration activities need to begin immediately.” Even more significantly, the Number 1
priority action on the Process List is to “maintain the Folklore Archives.” The instructions say
that staff should “ensure the continued operation and maintenance of the Folklore Archives
(in the Ohio Stadium) including walk-in patrons and working in the collection.” An added
note marked “Important” indicates that staff must respond to any damage occurring at the
Archives location within 4 hours of “notification of damage” otherwise “staffing and operating
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this location is a low priority (within two weeks).” I’m not sure I completely understand the
implications, but perhaps, if staff do not assess the situation or declare an emergency within
4 hours of being notified, University authorities will consider CFS a low priority and devote
attention elsewhere.
It is beyond the scope of this report to analyze the disaster plan in detail, but after commending
CFS for having such a plan in the first place, I have a few observations. 1) The document appears
to be somewhat out of date; 2) I suggest adding the Archives Director to the list of staff to be
contacted in an emergency—the Archives Director is the person in the best position to be able
to explain and assess issues that may have bearing on recovery activities relating to the archival
collections; 3) Some of the highlighted action steps in the Plan appear to have been entered as
recommendations or potential actions (“determine these items in advance of a real incident”)—I
wonder if the planned activities have actually been carried out? 4) All staff and relevant university
authorities should be made aware of the nature of the archival holdings and that they represent
“non-renewable resources,” meaning most of the holdings cannot be replaced by purchasing
new goods. Further, the audiovisual media are very fragile and susceptible to damage from a
range of activities that might seem appropriate to a lay person or a safety officer responding to
an incident. In the event of a fire, more damage to the collections may result from applying water
hoses that drench the premises than would have occurred from flames in a relatively contained
location. CFS staff (those whose names are in the chain of command) are advised to seek out
and become familiar with literature pertaining to disasters in library and archives settings; 5) In
the event that media materials become wet or damp, it is necessary to take steps immediately to
ensure they are not damaged further. Mold can start to form quickly, so materials may need to
be refrigerated or freeze-dried to prevent mold growth. There are companies who specialize in
recovery of media subjected to water, fire, smoke, soot, and other kinds of damage, and it would
be a good idea to contact some and ask about their services. The important thing is to recognize
that acting quickly can make all the difference.
Grants
The path to creating a truly public resource within the context of an academic department is not
entirely clear to me, but models could probably be identified and emulated. To attract grants,
it will benefit CFS to be able to point to a user base beyond the university. In a letter to Dean
Shanda dated March 8, 2012, Ray Cashman mentioned that the primary users of the CFS archives
were OSU students and faculty, with outside researchers numbering “one or two a year.” In
April 2015, CFS directors expressed the wish to expand the Center’s constituency and become a
research destination for scholars beyond the OSU community.
While the Student Projects Collection and Francis Utley Collection research files comprise
the largest collections at CFS, these may not in themselves be compelling enough to draw
researchers in significant numbers. It seems to me that folklore archives collectively need to be
able to point to real world uses of their materials, the better to identify the kinds of materials
researchers are looking for and to make a case for preserving and providing enhanced access
to ethnographic archival holdings. By implementing best practices and encouraging scholars
to deposit primary research materials, a kind of momentum develops—holdings enhance a
repository’s stature; reputation generates interest; increased scholarly research helps expand the
user base; and the archival resource (CFS) becomes more valuable as a university asset.
In order to carry out preservation and access projects, CFS will probably need to apply for
grants. Funding sources need to be explored and project ideas need to be fleshed out, addressing
specific details. It is beyond the scope of this report to delve deeply into grant opportunities
for archives related projects at CFS, but it does seem that there are some good possibilities for
funding. CFS should think creatively about how best to leverage currently available funds to
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increase support through foundations and agencies. Two possible grant opportunities are a)
the Ohio History Fund (OHF), and b) the Ohio Historical Records Advisory Board (OHRAB).
Ohio History Fund. According to the Ohio History Fund website, their awards range from
$2,000 to $20,000 and projects can last up to two years. A 60/40 match is required, with the
applicant providing 40% of project costs. The OHF grant program covers projects relating
to archives, collections, digitization, oral history, and other areas. Eligible applicants include
Ohio non-profits, educational institutions, and university archives and special collections. One
of the programs is aimed at projects relating to “Programs and Collections”—support is given
to projects that further the study, recordation, interpretation, publication and dissemination of
historical information, engagement of communities in history, or conservation of historical
collections and archives. Projects that can be funded under this category could include, but
are not limited to, public programs, exhibits, care and management of archival materials and
artifacts, digitization of collections, oral history and other activities. Note that projects can
relate to “care and management of archival materials and artifacts,” and also “digitization of
collections.”
Possibly CFS could use funds from one of its private donors as match to leverage more
funds from the OHF to underwrite a significant project addressing CFS archival collections.
This certainly seems worth exploring. If CFS contributed $10,000, OHF could be approached
for $15,000 to help with a $25,000 project.
One thing to note is the OHF expectations that applicants will pay attention to professional
standards and guidelines. The site provides links to various professional organizations where
such guidelines are available. For archives projects, applicants are referred to a Standards
Portal on the Society of American Archivists web site where there are several more links to
information about facilities, digitization and preservation. OHF Guidelines can be downloaded
from the web site.
Ohio Historical Records Advisory Board. Another avenue to explore is the Ohio Historical
Records Advisory Board (OHRAB). According to their web site, “funded projects include
organizing and preserving historical records and cataloging and digitizing records for
improved access.” The awards are generally small—$2,000 or less, but the money could be
used to target some specific collection or series. In 2015, OHRAB awarded $2,000 to Kent
State University to “provide access to the Kent State Shootings Audio Archive.”
Both OHF and OHRAB probably expect that projects will relate directly to Ohio, so
any proposal should target Ohio-specific materials such as the Ohio Arts Council Collection,
the Lake Erie Fishermen Collection, the University District Interviews, Latinos in Ohio,
the Appalachian Ohio project, possibly the Student Projects Collection—but not the Utley
Collection or any of the materials reflecting work done in other countries—unless there is a
way to frame those in a way that aligns with the funding guidelines.
Another approach would be to create a broader project but allocate funding to select parts
of the project in keeping with various funders’ guidelines. For instance, CFS could target audio
preservation across the board by applying to an Ohio funder for support relating to Ohio field
recordings and to the GRAMMY Foundation for support targeting other sound recordings. I
think it likely that CFS could get some grants to address preservation but only if proposals are
well-planned and carefully tailored to meet funders’ guidelines. I also think writing successful
archives grants depends heavily on the applicant’s willingness to a) educate themselves about
archival methods and best practices, and b) work with experienced reputable partners to
achieve the outcome. As an example, CFS might propose to digitize some portion of its audio
collection while agreeing to deposit the original recordings in a climate controlled facility at
the end of the project. This could be framed positively as as a win-win situation.
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Archives Space Requirements
The CFS is planning to relocate to a new space sometime in the next twelve to eighteen months,
although a new location has yet to be identified. Going forward, it will be helpful to be able to
articulate ideal space requirements for establishing the CFS in new quarters. Various ideas have
been floated thus far—some staff have weighed in with their wish lists outlining functions that
should be accommodated in a new facility. The envisioned facility would include space for the
CFS Archives as well as space configured for other departmental needs—staff offices and a
public space that can be used for social events, exhibitions, presentations, small classes, special
projects, community outreach, and intimate performances.
My suggested approach would be to separate CFS departmental functions—the administrative,
teaching, collegial and social aspects of the Center—from the archives functions—those
pertaining to storing, processing, preserving, cataloging and providing research access to archival
materials. “Professionalizing” the archives means embracing certain methods, expectations
and best practices, including maintaining a secure, climatically stable storage environment and
observing established protocols for accommodating researchers. Thus, the needs of the CFS as a
departmental “center of gravity” are potentially quite different from the preservation and access
needs of the CFS Archives which, hopefully, will serve a broader constituency. Perhaps the best
way to accomplish the dual aims would be to seek quarters where the two could co-exist in close
proximity without being totally integrated.
In terms of a facility for archives, there are numerous practical considerations—climate control
being one. In a letter to Dean Shanda dated March 8, 2012, Ray Cashman said, “preservation of
the... materials would benefit greatly from climate controlled space, if it becomes available in
the future.” If at all practical, CFS should lobby proactively for climate controlled storage for its
archival collections. If sophisticated climate control seems like an unattainable goal, CFS could
work strategically with one of the University libraries asking them to provide long term storage
for audiovisual media and other sensitive materials once digitization has been carried out—after
which presumably CFS will not need routine access to originals.
It seems to me that CFS actually might be better off side-stepping the complexities and
costs associated with setting up and maintaining a true archival facility. Developing a working
relationship with another library or archives on campus would solve two important things. One,
having access to a climate controlled repository where original materials can be deposited will
make it easier to write grants since the climate control issue will no longer be an Achille’s
Heel as it often is for small folklore archives. Two, the overall footprint needed to house the
CFS Archives would be reduced as materials are digitized and moved into long term storage
elsewhere on campus.
To clarify this vision somewhat—at the outset, CFS would retain all the media it currently
holds and launch a program to digitize sound tapes, optical discs, slides and photos. As digitization
was carried out over time, batches of media would be moved into “dark storage” at some other
OSU facility. Some materials—for instance, the Utley Collection of LPs and 78rpm discs—
could remain housed at CFS because they are not as sensitive to climate issues as magnetic
media. The strategy should be very beneficial to CFS, but it remains to be seen if a University
library or archives would be willing to “warehouse” CFS media once it has been digitized.
Regarding climate control and other aspects of archival facilities, CFS staff may want to
consult two publications available through the Society for American Archivists, a) Archival and
Special Collections Facilities: Guidelines for Archivists, Librarians, Architects and Engineers
edited by Michele Pacifico and Thomas Wilsted (2009) and b) Planning New and Remodeled
Archival Facilities by Thomas Wilsted (2007). These can be purchased on the SAA web site. See
also resources on Thomas Wilsted’s web site: http://www.wilstedconsulting.com/.
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Criteria to think about when scoping out potential locations for CFS and its Archives
might include where the Archives would be situated in a building. A space located in the
interior of a building would, theoretically, make it easier to control temperature and humidity
than a room along the building perimeter with big windows, skylights or exterior walls. Other
than being concerned with climate control, the main considerations for an archives space are:
that it is secure from intrusion by unauthorized personnel; that storage areas can be restricted
to staff access only; that ventilation systems keep air flowing through the storage areas; that
lighting can be controlled to protect materials against fading from UV exposure; that storage
is preferably above ground as opposed to below ground (to reduce the risk of flooding); that
the space is not beneath or close to plumbing or electrical network hubs (to avoid possible
leaks, magnetic fields, electrical interference or fire risks); to avoid locations close to food
processing areas; and that floor load-bearing capacities are sufficient to carry the weight of
collection materials.
Media Preservation and Access Studio. Lastly, one significant additional consideration to
think about is including space that could be configured as an audiovisual media preservation
lab—assuming that CFS is interested in setting up some in-house capabilities in this area. The
function of a media lab or studio would be threefold: a) to preserve (digitize) media formats
in the CFS Archives (and possibly for other Ohio entities) according to accepted standards; b)
to make service copies and courtesy copies as needed by donors and departmental staff; and
c) to serve as a resource for students processing field documentation or working on production
projects such as films, videos, podcasts, digital storytelling, etc. Since preservation and
production are two different undertakings, it would be desirable to have enough space to
accommodate both activities. The media lab / studio should be a space that can be isolated
from other processing areas. The room would, ideally be able to accommodate a range of
playback equipment, be able to be acoustically insulated, be free from excessive dust and
airborne pollutants, be at a distance from sources of electrical interference, be able to be wired
for Internet access, and have adequate AC power and outlets. The lab should be in fairly close
proximity to a room or area with enough shelf space to store audiovisual media securely in a
stable climatic environment.
The costs of establishing a media preservation studio are likely to be substantial, although
such a venture can be developed in stages, adding capabilities as funding becomes available.
The main costs would be hiring someone to oversee operations, setting up the space initially,
and procuring supplies and equipment (much of it used). It might be well to compare the
anticipated costs of hiring outside contractors to digitize all the media now at CFS with the
costs of setting up an in-house program. Contractor fees often reflect overhead, insurance,
equipment repairs and upgrades, transportation, shipping, and other expenses. By contrast,
being able to handle media preservation in-house might offer cost savings. Being able to
generate low cost service copies on short notice for staff, patrons, donors, or interviewees
would be a tremendous convenience. Large projects could be carried out over extended
periods without needing to worry about logistics. The current backlog of unprocessed reels,
cassettes and CD-Rs could be addressed directly and efficiently.
Having an in-house audiovisual preservation lab could dovetail nicely with resources
aimed at student and faculty documentary fieldwork and other projects. Safety backups and
working copies could be made easily. Formats could be converted for different purposes.
Students could learn practical non-linear editing or study issues of cultural representation
through media. CFS staff could produce promotional materials for events and departmental
programs. Students could edit short videos for You Tube, prepare podcasts, create instructional
screencasts, and generally take advantage of a wide range of media related preservation and
production activities for teaching, learning and sharing.
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Recommendations
Archival Principles. My first recommendation is to continue to follow two fundamental principles
that guide archivists in their work: a) provenance and b) original order. Observing provenance
means keeping materials together based on their origin and their relationship to each other in
the context of being created or used. Materials may share a common subject, but if they came
from different sources, they should be kept separate and not intermingled. Preserving original
order assumes that meaning is derived from and reflected in the order in which materials were
kept before arriving at the archives. Wherever possible, archivists are supposed to keep the
organization of the records intact and simply provide a clear “finding aid” that explains what
the ordering system is and how users should navigate it. In many instances, however, archives
receive materials that do not have any discernable order, in which case, it falls to the archivist
to analyze the materials and impose a logical order that can be used by others to work with the
collection. My impression is that most collections at CFS never had any original order, or if they
did, the order has been lost along the way. Part of the challenge is imposing a new order on the
materials while maintaining internal relationships and groupings. CFS staff appear to have done
this, keeping collections distinct for the most part.
Collection Control. I think it would be beneficial to improve control over the big picture at this
point and then zero in on specific areas to address. In that sense, the goal is an organizational
framework that subscribes to the old maxim, “a place for everything—and everything in its
place.” The easiest way to accomplish that is to focus first on defining collection units and
assigning collection numbers to those units. By numbering your collections, you have a way
of ordering and identifying things. Create a short abstract of each collection giving the scope,
dates and formats of each collection (much of this has been done). It can be helpful to store all
audiovisual media together arranged by format in a designated location. Consolidating media will
reduce the bulk of the files and make it easier to efficiently house the paper-based (manuscript)
materials. Media can be tracked in a dedicated “shelf list” database set up for the purpose.
Preservation & Digitization. In the short term, CFS should direct its efforts to scan paper
documents and cards. I suggest engaging someone outside CFS to help create a media digitization
strategy and possibly to oversee and/or carry out the work, either in-house or as a contractor.
The Utley instantaneous discs are by far the highest priority and most urgent, but these will
require specialized treatment. Open reel tapes, cassettes and CD-Rs should be digitized within
the next year or two if possible—LPs and 78rpm records can wait. Digitization should observe
current archival standards and best practices for imaging and audio capture and use professional
grade equipment in good condition. A strategy for digitizing thousands of color slides should be
developed—black and white negatives and prints are less urgent but probably easier so may take
precedence. Generating high quality digital surrogates is an important stepping stone to access.
Access. The purpose of developing and maintaining the Archives is to create a resource that people
will use. Staff must first know what the materials are and how to find them—this is reflected in
the systems for organizing and numbering collections and associated media. Holdings then need
to be delineated in hierarchical finding aids and described in catalog records. CFS participation
in the AFS National Folklore Archives Initiative in 2016 will lead toward online discoverability
of collections. Digitization efforts will facilitate access to documents and media and permit CFS
to accommodate distance users. Some collections will need to be screened for privacy issues and
restrictions which can be communicated to researchers via catalog records. Access should be
governed by ethical guidleines and written policies. CFS may be able to participate in a regional
archives consortium that would broaden exposure and potentially increase research use.
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Recommendations
a) Organize collections using a hierarchical approach to maintain context and
original order where feasible (i.e. observe basic archival principles);
b) Seek funding to underwrite preservation activities and to transform the raw,
currently at-risk materials into a more usable public resource following archival
principles and methods. Funding can be directed at supplies and specific
projects, but should also be used for staffing and other operational aspects of
developing the archives—in short, the archives is the project;
c) Improve physical and intellectual control by assigning collection numbers and
numbering all media items—work to gain physical control of the backlog;
d) Consolidate media items into a single management system using format codes,
item level numbering, and a database to track holdings;
e) Create a preservation prioritization strategy and identify at-risk media ASAP;
f) Preserve the Utley instantaneous discs as soon as possible by hiring a qualified
expert service provider—this is urgent as the discs are de-laminating;
g) Improve cassette storage by supplying clean cases for all and relocating from
overcrowded file cabinets to gallery print boxes stored on open shelving;
h) Obtain archival supplies in which to re-house manuscript holdings;
i) Digitize the Student Projects Collection in its entirety;
j) Digitize card files spanning several collections, especially the Genre Collection,
then store file cards in archival boxes;
k) Re-house manuscript materials (possibly including the extensive Student
Projects Collection) in reinforced archival (acid-free) folders and store in
archival document cases or storage cartons on open shelving;
l) CFS staff pursue professional development opportunities such as archivesrelated seminars, webinars, conferences, and workshops;
m) Hold off digitizing audiovisual media in-house and consider adding a staff
position to oversee all aspects of media preservation and access.
n) Consider establishing a media preservation and access lab or studio for
addressing aging and at-risk media holdings now and in the future;
o) Seek funding to digitize tape reels and cassettes and extract data from CD-Rs as
part of a focused effort to address obsolete formats;
p) Seek a permanent home for the archives where materials can be safely stored
and managed—consider a possible strategy of depositing original media in a
climate controlled facility on campus after CFS has carried out digitization;
q) Separate archival storage and work areas from departmental offices and teaching
and social areas;
r) Assess the overall challenges of preserving and housing the extensive Utley
Collection of disc recordings and research files;
s) Explore collaborative opportunities with OSU departments, community
organizations and academic research centers;
t) Look critically at long term issues of sustaining the archives into the future in
the context of the CFS.
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Conclusion
In pointing out “issues” in this report, I have had only the best of intentions. I heartily believe in the
vision of the CFS and the research potential of its collections, and I applaud its accomplishments
thus far in developing a cultural resource of inestimable value. The holdings are culturally rich
and historically important. The CFS staff is insightful, dedicated, sharp and eager to move
forward to implement ideas—I appreciate the opportunity to weigh in with a few ideas of my
own. I encourage staff to forge ahead in strengthening the Archives by tackling some of the big
picture issues. At the same time, I realize that many of the suggested “solutions” in this report
depend on substantial underwriting and can’t be carried out without funding. Nevertheless, I am
excited in knowing that the Center for Folklore Studies is ambitious, resourceful and capable
of building on the strong foundation it has created thus far. I look forward to seeing how things
unfold in the years to come, and I know the CFS will continue to be a destination for scholars, a
vital setting for students, and a place of memory, meaning and learning for global communities
beyond OSU.

Steve Green
May, 2015
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Figure 1. The Center for Folklore Studies is located in the
Ohio Stadium on the campus of Ohio State University in
Columbus.

Figure 2. To get to the Center, visitors and staff enter at
the side of the massive structure.

Figure 3. The CFS and its archives have been quartered
in the stadium for only a few years. Plans are to move
to another location on campus, still to be determined,
sometime within the next year or two.

Figure 4. Entering the outer stadium doors, the visitor
walks through a covered outdoor foyer surrounded by
fencing, locked gates, and steel stairways leading to the
stands.

Figure 5. Another set of glass doors permit entry to the
inner stadium where the CFS is headquartered on the
second floor.

Figure 6. Steps or an elevator give access to upper floors.
The stairway is utilitarian concrete, steel and cinder
block.
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Figure 7. Entrance to the Center for Folklore Studies on
the second floor of the stadium building.

Figure 8. The main room houses a departmental library
of folklore books and journals and also serves as a work
space and meeting space for faculty and students.

Figure 9. At the rear of the CFS space is a work room
where student assistants carry out archives related tasks.

Figure 10. The work room holds an extensive collection
established and nurtured by Professor Francis Lee Utley,
starting about 1960. A desk in the corner provides work
space for archives staff.

Figure 11. Room 218e serves as a catch-all storage area
for collection materials awaiting processing.

Figure 12. Room 217 serves as the main storage area for
processed collections—that is, materials that are ready to
be used by researchers.
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Figure 13. Sometime around 1960, with support from
colleagues in OSU libraries and departments, Francis
Utley petitioned university administrators to let him
begin acquiring commercially released sound recordings.

Figure 14. Utley recognized that commercial records
represented a wealth of material that could be used in an
educational context, but also that they were ephemeral,
often going out of print after limited availability.

Figure 15. Utley amassed thousands of LPs from all the
major labels issuing folk and traditional music, and
many small obscure labels as well. Wooden cabinets
constructed within the past fifteen years hold the discs.

Figure 16. In addition to LPs, Utley managed to collect
78rpm records as well. Some of these may have been
acquired before 1960. In any case, they represent an
earlier era, dating from the nineteen-teens to the 1950s.

Figure 17. The Utley Collection includes many bound
cardboard “albums” holding 78rpm discs, but also
several hundred single discs, many in their original paper
sleeves. These are stored in a plywood cabinet.

Figure 18. Some of the 78rpm discs have been placed
in “green sleeves,” a common replacement for torn or
lost original sleeves. The collection is a fabulous crosssection of music from the U.S, and around the world.
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Figure 19. Utley had the foresight to gather not only
American folk music records, but also releases from
other countries—Argentina, Bolivia, Chile, Ecuador,
Ireland, etc.

Figure 20. Many of the 78rpm “albums” (they fan open
with sleeves bound at the spine) are terrific examples of
packaging and graphics and should be valued for their
visual and artifact qualities in addition to the music.

Figure 21. The Utley disc collection is a treasure trove,
not only for students of folk and traditional music,
but for discographers, ethnomusicologists, and those
interested in the history of the recording industry.

Figure 22. A carton on the work room floor contains
several hundred seven-inch EP (extended play) discs—
most play at 33 1/3rpm—of music from around the
world, including many released in Europe.

Figure 23. The LP collection includes thousands from
major U.S. labels like Folkways, Monitor, Riverside,
Vanguard, Elektra, etc. but also hundreds of unusual
discs from other parts of the world.

Figure 24. LPs in the Utley Collection provide a
wonderful resource for studying American folk music,
but making them accessible without damaging originals
is a challenge the CFS will have to confront.
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Figure 25. Single 78rpm discs on this page reflect
African-American blues, a genre that has shaped music
everywhere. This is “Hobo Blues” by Peg Leg Howell on a
Columbia “Viva-Tonal” disc from the late 1920s.

Figure 26. “Mississippi Heavy Water Blues” by Barbecue
Bob, also from the late 1920s.

Figure 27. “Don’t Break Down On Me” performed by
Papa Charlie Jackson, late 1920s. Paramount Records
are coveted by collectors as the label was short lived and
recorded some of the most admired blues artists.

Figure 28. “Honeymoon Blues,” performed by Robert
Johnson. Johnson is perhaps the most revered and
mythologized blues artist in history. His records are
scarce and bought up by collectors when found.

Figure 29. “John Henry Blues” performed on the
Vocalion label by William Francis and Richard Sowell
with guitar and harmonica. I know nothing about these
artists, but records like this are hard to find today.

Figure 30. “Got the Blues Can’t Be Satisfied” performed
by Mississippi John Hurt. Hurt was “re-discovered”
in the 1960s and became a much-loved performer at
colleges and folk festivals during the “folk revival.”
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Figure 31. Utley’s 78rpm collection includes a great
assortment of 1920s southern “hillbilly” artists and string
bands. Here is George Roark playing “My Old Coon
Dog” accompanying himself on 5-string banjo.

Figure 32. This disc is a Cajun-Creole prize. “Two Step
de Mama” played by Amadie Ardoin with accordion.
Ardoin was from Louisiana and is considered today one
of the premier Cajun musicians from the 1920s.

Figure 33. “Southern Yodel Blues” by Roy Jones with
guitar. I am not familiar with Jones. Many artists
appeared under pseudonyms, so one has to do some
research to find out who the artist might be.

Figure 34. “Beckley Rag” played by Roy Harvey and
Leonard Copeland with guitars. The title commemorates
a town in West Virginia.

Figure 35. “Ohio Prison Fire” sung by Carson Robison
who wrote many topical songs based on real events. A
devastating fire occurred at the Ohio State Penitentiary in
April, 1930 killing more than 300 prisoners.

Figure 36. “Kentucky Miner’s Wife” sung by Aunt Molly
Jackson who hailed from Harlan, Kentucky. She was
caught up in coal strikes and was brought to New York
City in 1931 by union organizers to help their cause.
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Figure 37. Another genre in the Utley 78rpms is gospel
and sacred music, spanning black and white traditions.
This 1930s disc on the Bluebird label is “Conversion,” a
hymn sung by the Denson-Parris Sacred Harp Singers.

Figure 38. “I Am Born To Preach the Gospel” by
Washington Phillips, an African-American singer from
Texas who recorded less than ten sides. He accompanied
himself on an unusual and distinctive zither-like
instrument. Check out You Tube to hear this record.

Figure 39. “Just A Closer Walk With Thee” by Elder
Charles Beck—His Trumpet and Radio Chorus. I know
nothing about this artist or the Eagle label.

Figure 40. “The Horse Paweth In the Valley” by Reverend
Johnny Blakey and Congregation. Again, I know nothing
about this disc, but this is possibly a sermon rather than
music.

Figure 41. “I Intend To Make Heaven My Home” by
Moonshine Kate and Fiddlin’ John Carson.

Figure 42. “The Word Was God,” sermon with singing by
Rev. William Ransom, 1920s.
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Figure 43. Many jazz records are in the Utley 78rpm
collection, including “Drum Improvisation” by Baby
Dodds on an unusual label.

Figure 44. “I’m On My Way Down Home” by the Georgia
Cotton Pickers.

Figure 45. “Creole Song” by Kid Ory’s Creole Jazz Band
on the Crescent label.

Figure 46. “Buddy Bolden’s Blues” by Jelly Roll Morton on
an unusual label.

Figure 47. “Carolina In the Morning” by O’Brien’s State
Street Seven recorded in Hollywood, February 24, 1945.

Figure 48. An interesting test pressing by New Orleans
jazz trumpeter, Bunk Johnson, “Ace In the Hole.” A test
pressing was just that—a few were pressed so artists and
producers could hear it before releasing the record.
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Figure 49. “Talking Atom” by Pete Seeger on the Encore
label.

Figure 50. “Fifty Years in the Oklahoma Hills” performed
by Charles Hagan and Charles Shults with guitars on an
unusual label, “Farm Hand” records.

Figure 51. “The Hammer Song” (aka “If I Had a
Hammer”) sung by Pete Seeger on the Hootenanny label.
A quintessential representation of the folk revival of the
1950s and 1960s.

Figure 52. “Joe McCarthy’s Land” sung by Joe Glazer.
Glazer was a staunch union activist with the moniker
“labor’s troubadour.” There is a full Wikipedia entry
about Glazer who died in 2006.

Figure 53. “Cumberland Mountain Bear Chase” sung
by Pete Seeger with banjo on the Phonograph label. I
have never heard of the label but the song is classic Pete
Seeger.

Figure 54. “Poor Boy” sung by Woody Guthrie. The Utley
Collection includes many records on the Stinson label. A
fascinating Stinson discography online explains that the
label originated at the 1939 Worlds Fair in New York.
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Figure 55. The Utley 78rpms are rich in music of other
countries and cultures. This Columbia disc (probably
1920s) features a Maori choir from Rotorua, New
Zealand.

Figure 56. This disc, pressed in India, is advertised as
a “Special Rangoon Recording” (Rangoon is located
in what was then Burma, now Myanmar). The disc is
housed in a sleeve with beautiful period graphics.

Figure 57. “El Trobador” by the Trio Fiesta Con Mariachi
on an attractive label (probably late 1940s). From the fine
print, the Fiesta label was based in Los Angeles.

Figure 58. Albanian folk song on Columbia, recorded
in Albania. The Columbia green label “foreign series”
discs (designated by an “F” in the record number) are
generally excellent.

Figure 59. Disc with unknown content by the “Freedom
Music Party,” made in India. The alphabet characters are
similar to those in Figure 56 suggesting content from
Burma (now Myanmar).

Figure 60. Unknown content on the Parlophon label from
an undetermined nationality (Tibet has been suggested).
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Figure 61. An Armenian folk dance played on clarinet,
mandolin and Tumpook (drum?) recorded for the RecArt label from Los Angeles.

Figure 62. Another Parlophon disc with writing in an
unidentified language. Such discs probably were not
made for the American market but were made and sold
in Europe and Asia.

Figure 63. This record on the Radiodisque label indicates
it was recorded in Europe but pressed in the United
States.

Figure 64. A “Caucasian Quartet” (from the Caucasus
region between Europe and Asia) on a green label
Columbia disc made in England, with writing in Arabic?

Figure 65. Unidentified Asian content on the Beka label.

Figure 66. An electrically recorded disc on the Odeon
label with music from China—possibly Cantonese opera.
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Figure 67. Originally serving a utilitarian purpose, 78rpm
sleeves often are decorated with period advertising,
graphics and company logos. Much can be learned from
sleeves and they should be preserved along with discs.

Figure 68. 78rpm discs are fragile and easily broken if
not handled carefully. Many discs suffer from a kind of
breakage called an “edge chip.”

Figure 69. Some of the Utley discs, both singles and in
album sets, come with printed notes or booklets that
should be preserved along with disc content.

Figure 70. Some documentation of the Utley disc
collection is not holding up well. This list of 78rpm
records typed on low grade paper has been folded
repeatedly to where it is falling apart.

Figure 71. Example of a 78rpm disc showing years of
accumulated dust and grime. Before playing, most
records should be cleaned with a machine using special
brushes and specially formulated cleaning agents.

Figure 72. Leaning 78rpm album sets should be
straightened upright and supported with sturdy fixed or
adjustable spacers. Ideally, discs should be removed from
albums and stored separately.
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Figure 73. Example of an instantaneous disc in the Utley
Collection. The label is handwritten in another language
(Italian?). A closer look indicates this is a test pressing,
not for sale.

Figure 74. Another instantaneous disc label—Audiodisc
manufactured recording blanks.. The handwriting
indicates the content—a tango sung by Elsie Houston—
was copied from another disc, October 31, 1944.

Figure 75. A glass-based instantaneous disc. Extra holes
kept the disc stable during cutting. Content is “John
Henry” dated September, 1944. The initials “N.G.” might
stand for “no good,” meaning a spoiled recording.

Figure 76. Label from a lacquer coated aluminum disc of
Richmond, Virginia tobacco strippers, recorded at the
seventh National Folk Festival in Washington, D.C. in
1940.

Figure 77. Another handwritten label—this was part of
a series of discs marked as a Ukrainian Easter Service
recorded in Norristown, Pennsylvania in 1944. There is
no indication as to who recorded it or the circumstances.

Figure 78. A printed disc label from the Office of War
Information in Washington, D.C. Probably the content
of such discs was intended to be broadcast or to entertain
troops stationed away from home.
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Figure 79. A close examination of this label in Spanish
shows the artist was Atahualpa Yupanqui, a famous
Argentinian guitarist. Apparently the disc was copied
from another source in March, 1945.

Figure 80. I saw only one disc like this in the Utley
collection. It is uncoated aluminum, and was made by
Walter Garwick in the 1930s—African-American game
songs. This may have been copied from another record.

Figure 81. Center of a Presto (brand) glass-based disc,
content unknown. Glass discs are extremely fragile, and I
found several broken.

Figure 82. During World War II, aluminum was
unavailable for records and glass was very fragile, so
some instantaneous discs were made for the hobby
market on shellac coated cardboard.

Figure 83. Instantaneous disc in excellent condition with
label suggesting it was recorded in Panama. This actually
might have been a test pressing of a record intended for
distribution. Note the number PA-43.

Figure 84. This disc also was recorded in Panama. It
carries a number PA-31 so may be connected to the disc
in Figure 83. Content is “Callejero de mi Pueblo,” played
by El Indio Armonioso with guitars.
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Figure 85. A test pressing with space for comments by
record producers and engineers. It will need cleaning
of accumulated grime before playback. The artist is
Orquesta Acosta Calderon.

Figure 86. This disc from the Library of Congress was a
copy record made to order. The white residue is palmitic
and stearic acid exuding from the coating material—such
deterioration indicates a record should be copied soon.

Figure 87. Example of a broken “shellac” 78. Where pieces Figure 88. Another broken glass disc. Emerging
technology might allow the pieces of this disc to be
are large and fit together neatly, it is sometimes possible
reassembled and the content reconstructed using optical
to salvage the recording.
non-contact equipment. Pieces should be saved.

Figure 89. The edge of this glass disc has been stressed
causing a chip and cracks in the coating. The coating will
probably continue to delaminate and contents will be lost
if not copied soon.

Figure 90. Example of label deterioration, probably from
rubbing against other discs. When label information is
lost, it can be impossible to know the significance of the
content.
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Figure 91. Coated aluminum disc showing early stages of
delamination. The metal substrate and coating respond
differently to changes in environmental conditions. The
stress causes the coating to come off in flakes.

Figure 92. Another disc with delamination just starting at
the outer edges. Humidity and moisture can get between
the coating and the base exacerbating the breakdown of
the bond between the two.

Figure 93. This disc is very far gone. The bare aluminum
substrate is visible beneath the flaking coating. Once the
coating falls away, that information is lost and the disc
cannot be played. Record was from Australia in 1944.

Figure 94. A hopeless case. Coating has almost
completely fallen away in big flakes leaving only a clear
piece of glass underneath. Fortunately, this disc was a
copy of other 1945 folklore material still intact.

Figure 95. The handwritten annotation on the sleeve
indicates this record contained sounds of street
celebrations on VE Day, 1945, marking the end of World
War II. Alas, the coating has mostly fallen off.

Figure 96. Another view of the uncoated aluminum disc
shown in Figure 80. Marks are oxidation—deterioration
of the metal. The aluminum tends to be soft. Playing with
a heavy steel needle could ruin the record.
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Figure 97. Documentation of the Utley disc collection is
scattered in several locations. This cardboard carrying
case in Room 217 holds file folders pertaining to the
records.

Figure 98. Folders contain a range of material related
to the Utley disc collection—correspondence reveals
Utley’s interactions with dealers, collectors, label owners,
librarians and others.

Figure 99. Checklists of records show the state of the
collection at various points in time. It would be good to
conduct a new inventory to see how many of the original
discs are still with the collection.

Figure 100. Apparently the bulk of Utley’s
correspondence is housed at the University Archives.
Letters could reveal a lot about how the discs were
acquired and brought together.

Figure 101. Professionally generated library catalog cards
are another means of seeing the scope of the collection.
I did not look carefully at LPs to see if they contain call
numbers.

Figure 102. The card catalog includes item level
information from the discs, meaning LPs have been
indexed to the level of individual songs. The utility of the
card catalog needs to be assessed further.
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Figure 103. View of the Utley manuscript collection in
Room 217. Materials at CFS were transferred from the
University Archives where Utley’s correspondence and
official papers are still stored.

Figure 104. Much of the CFS Utley collection is stored in
recycled cartons on open steel shelving in Room 217.

Figure 105. Some cartons in the Utley Collection in
Room 217 have seen some wear and tear.

Figure 106. The collection is comprised largely of Utley’s
research and reference files, including many photocopied
articles.

Figure 107. It would be worth assessing the current
research value of those materials since the collection
requires considerable space to store and may hold low
interest for today’s students. Digitizing is an option.

Figure 108. I happened to open a carton at random and
found it contained several reel tapes, which made me
wonder if other such tapes might be scattered in other
boxes in the collection.

58

Figure 109. A view of Room 217 showing filing
cabinets that hold the Student Ethnographic Projects
Collection.

Figure 110. The Student Projects Collection consists
almost entirely of papers submitted as coursework—
supplemental media items have been removed from
folders and stored separately.

Figure 111. Folders are numbered and information about
each student paper—including subject terms—is entered
in an Excel spreadsheet with more than 9,000 entries..

Figure 112. The file cabinet drawers do not have any
internal support and folders are leaning. Some folders
may be bent or deformed.

Figure 113. More file cabinets are housed in the work
room where archives assistants are processing a sizable
backlog of student papers and entering information in
the database.

Figure 114. Unprocessed student papers awaiting
arrangement, numbering and data entry.
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Figure 115. Student papers filed in the work room often
contain media like cassettes and CDs. Cassettes are
removed and stored separately when files are processed.

Figure 116. Many students collected materials using
whatever technology was available and affordable. This
means the collection may contain low-fi recordings on
formats like microcassette.

Figure 117. Example of a photo album found in the
student projects. So-called “magnetic” albums with
adhesive pages can be damaging to photos, so albums
should be scanned then possibly dismantled.

Figure 118. The Student Projects Collection contains a
wide range of media formats and containers. These can
be processed by “normalizing” the type of container so
media items can be stored together more easily.

Figure 119. Student Project folders often contain release
forms and interview information data sheets.

Figure 120. Forms submitted by students contain
important information contextualizing interviews and
recording events.
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Figure 121. Miscellaneous materials from the Student
Projects Collection are stored in Room 218e. Many of
these are in limbo as they are waiting to be identified.

Figure 122. Student Project materials in Room 218e
include scrapbooks, photographs, binders, albums, and
oversize documents.

Figure 123. This “magnetic” album with deteriorating
self-adhesive pages may eventually ruin items attached
to the pages, but removing items from the album may
require special skills of a conservator.

Figure 124. Photo prints still in their original photo
processing envelope have been tucked into the back of
the album. Photos should be removed and placed in
archivally safe enclosures.

Figure 125. Color photos are beginning to come loose
from the pages that originally held them in place. It may
be difficult to reconnect photos to their captions and
those that have fallen out of the album may be damaged.

Figure 126. It would be a good idea to try to reconfigure
pages so photos and captions are matched, then scan or
photograph the pages to document the album’s layout.
Then remove items and place them in safe enclosures.
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Figure 127. Storage carton from the Ohio Arts Council
Collection containing files relating to a survey of folklore
in Southern Ohio.

Figure 128.A three-ring binder contains log sheets
carefully detailing the contents of tapes and providing
critical information about interviewees, dates and
locations.

Figure 129. Past use of the binder has resulted in some
wear and tear. A portion of the last page has been
torn off. I suggest abandoning binders except to hold
photocopied documents for convenience.

Figure 130. The OAC Collection, and others, often
contain valuable documentation of the fieldwork
enterprise. This fieldworker kept a daily journal of his
activities in 1977.

Figure 131. A detailed tape log summarizes topics
discussed during an interview in London, Ohio in 1981.
The logger has added comments about potential uses of
sections of the interview.

Figure 132. OAC fieldworkers kept careful data sheets
about the people contacted and interviewed and about
audiovisual documentation generated during fieldwork.
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Figure 133. Some OAC media have been digitized and
transferred to other formats, for instance, these CD-Rs
hold content copied from cassettes. Markings on the
CD-Rs may cause playback problems in the future.

Figure 134. Many media items at CFS, especially
cassettes, are in need of repair. I saw many broken
cassette tapes that need attention before they can be
digitized.

Figure 135. The tape in this cassette has broken inside
the shell. The shell will need to be opened which can
be tricky if the the two halves are glued—or fairly
straightforward if they are assembled with screws.

Figure 136. In contrast to the hundreds of poorly labeled
cassettes at CFS, some have been labeled quite well such
as those in this 1981 series from the OAC Collection.

Figure 137. In addition to sound recordings, many
fieldwork projects yielded photographic documentation
that needs to be identified, protected in archival
enclosures, and kept linked to other related materials.

Figure 138. Some photos have been scanned and digital
images burned on CD-Rs. Optical discs, however, are
only another temporary and vulnerable format that will
eventually disappear. Content should be extracted soon.
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Figure 139. Access to the OAC Collection is guided by
the existence of logs and indexes most of which exist in
binders.

Figure 140. Binder contents could be scanned and made
available digitally to reduce wear and tear on the pages.

Figure 141. Binders are not an ideal storage solution,
but for the time being, these negative pages seem to
be in reasonably good condition and are more or less
protected.

Figure 142. Hanging folders can be problematic when
stored in standard cartons as in the photo. Not only do
the lids not fit well, but tabs may fall off. Hanging folders
should not be needed once series have been created.

Figure 143. Newsprint that has been marked with a
collection number to make sure it stays connected to the
parent collection.

Figure 144. Example of an item level photo [slide] log
from a 1977 OAC project documenting traditional arts
in southeastern Ohio. Every slide is numbered and
described, a time consuming but helpful undertaking.
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Figure 145. Carton containing field notes from the Lake
Erie Fishermen Project Collection. Once materials have
been arranged and described permanent labeling could
be applied.

Figure 146. These Lake Erie Project files are in serious
need of sorting, arranging and re-housing in archival
folders. Materials are already being damaged from less
than ideal storage in the carton.

Figure 147. A typed folder inventory of reference files in
the Francis Lee Utley Collection. Users must peruse the
96-page list to see the scope of the collection.

Figure 148. Processing instructions tucked into boxes
and files of the Lake Erie Project show past efforts at
organizing the materials to make them usable.

Figure 149. This binder uses tabbed dividers to separate
tape logs and transcripts of interviews.

Figure 150. A cassette from the Lake Erie Project is
labeled with the series number, tape number, interviewee
name and date of the interview recording.
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Figure 151. A binder contains a handwritten tape log
from the Lake Erie Project.

Figure 152. Photographic prints from the Lake Erie
Fishermen Project are stored in a makeshift box that is
overfilled.

Figure 153. Black and white photo prints. Post-it notes
attached to each print indicate its location in the
published book that resulted from the project.

Figure 154. More documentary photos from the Lake
Erie Fishermen Project.

Figure 155. Photo prints should be sleeved singly if
possible, otherwise placed a few at a time in archival
folders. Ideally the images should be scanned so handling
of the prints is minimized.

Figure 156. Slides should be removed from carousel
slide trays since the slides should not be projected.
House the slides in standard slide pages made from clear
polypropylene or other archivally safe material.
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Figure 157. Interview logs and transcripts from the
University District Oral History Collection are housed in
office type manilla clasp envelopes arranged vertically in
a makeshift box.

Figure 158. Past processing instructions from the project
directors is helpful in contextualizing the materials and
understanding the various components and procedures.

Figure 159. Contents of the envelopes should be
transferred to archival folders. Data from the envelopes
can be scanned or copied and inserted into the folder to
preserve the information.

Figure 160. The materials from the UD Oral History
Project are clearly labeled and well documented so
should be fairly easy to re-house in archival folders and
describe in a finding aid.

Figure 161. Contents of CD-Rs should be extracted to a
hard drive since they will likely be unplayable in a few
years. Magic marker labeling on the disc surface is likely
to cause playback problems as many inks are acidic.

Figure 162. Most interviews in the UD Oral History
Project are accompanied by signed release forms making
them usable for research at the CFS.
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Figure 163. Tapes from fieldwork conducted in Texas and
Ohio in the 1960s and 1970s recorded by retired OSU
professor, Patrick Mullen, remain in limbo storage in
Room 218e.

Figure 164. Reel tapes should be consolidated to a
central location with other audiovisual media and stored
vertically on open shelving.

Figure 165. Overall, the Mullen tapes appear to be in
satisfactory condition. They should be digitized and tapes
should be put away with an evenly wound tape pack
since an uneven wind can cause edge damage.

Figure 166. Some tapes have only minimal labeling and
might require some effort to connect the reels to the
parent project. Spliced in leader tape suggests content
prepared for broadcast or an LP.

Figure 167. This generic brand “white box” tape contains
a “master” reel of “The Liberty Five and Dime Store” with
Earl Gregg talking about farming. Perhaps this refers to a
radio program.

Figure 168. A reel containing ghost stories, possibly
told in the context of a radio program. Ampex reels in
the Mullen Collection may or may not have playback
problems from a condition called binder hydrolysis.
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Figure 169. More reels from the Patrick Mullen
Collection in storage, probably derived from his
fieldwork with Texas Gulf Coast fishermen in the 1960s.

Figure 170. This reel contains an interview with Ed Bell
recorded at Indianola, Texas in 1967. From the contents
listing, Bell may have been a raconteur with stories to tell.

Figure 171. Spine labeling of the Mullen reels is sparse
but clear. The reels themselves appear to be in reasonably
good condition.

Figure 172. This reel contains recordings of the legendary
African-American Texas bluesman, Robert “Junior”
Lockwood who lived the last part of his life in Cleveland.
Also from Cleveland, the David Griggs Blues Band.

Figure 173. This reel appears to hold recordings of an
Irish band from Cleveland, also a Serbian Tamburitza
group. It’s not clear what context or project the reel
pertains to—possibly a festival.

Figure 174. Reel with African-American gospel music
recorded at the Harvest Missionary Baptist Church in
Columbus. The box is a little worn—hopefully the tape is
in okay condition.
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Figure 175. Carton containing fieldwork materials,
1972-1985, deposited by retired OSU faculty member
Rosemary Joyce.

Figure 176. Carton contains files waiting to be processed.
Past instructions reveal that some previous work was
apparently suspended.

Figure 177. Cassette tapes from Rosemary Joyce stored in
plastic shoebox type cases with index card dividers. This
series of tapes pertains to “Quilts As Social Documents.”

Figure 178. Another cassette series from the Joyce
Collection relating to “Verbal Art.” Index card dividers
are inserted precariously—a more robust storage system
is needed.

Figure 179. Some of Joyce’s cassettes may be of
considerable interest to researchers in Appalachian
oldtime music, such as this tape of the Hammons Family
recorded at a courthouse in West Virginia.

Figure 180. Joyce made recordings at the Fraley Family
Festival, an important folk music event held annually
during the 1970s near Grayson, Kentucky. All these
cassettes need improved storage and digitization soon.
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Figure 181. The CFS Archives currently has several
cartons marked for integration into a “Genre Collection.”
See the discussion of this collection elsewhere in the
report.

Figure 182. Typically, materials slated for addition to
the Genre Collection are in the form of card files—data
collected by students, recorded on cards and submitted as
part of course assignments.

Figure 183. The cards were submitted in all manner of
containers ranging from packets bound in string to
hinged lid metal boxes. Students used various systems for
classifying and organizing collected folklore.

Figure 184. Carton containing packets of cards. Despite
the shared format—file cards—the integrity of each
grouping should be preserved, that is, not intermingled.

Figure 185. This card box contains sayings and rhymes
copied from autograph albums and yearbooks. The
material has been categorized according to the sentiment
expressed: “I Love You,” “Friendship,” “Advice,” etc.

Figure 186. Not all cards contain folklore “items” that can
be neatly classified—some may contain research notes
from readings or class lectures. Aging fasteners such as
rubber bands are breaking down and may stick to cards.
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Figure 187. Another carton holding contents to be
integrated into the Genre Collection from various
other sources, including student projects conducted for
anthropology classes in the late 1960s to early 1970s.

Figure 188. Student project files from anthropology
courses. A folder referencing “for Genre Files” suggests
the Genre Collection may have been established many
years ago as a way of organizing student work.

Figure 189. Storage for the Genre Collection needs major
improvement. Aging materials are showing effects of
wear and tear. Ultimately, contents should be re-housed
in archival folders and boxes.

Figure 190. This folder has become deformed from
sagging in a carton with inadequate internal support.

Figure 191. More files to be integrated into the Genre
Collection. The reference to “Pucket Collection” is
intriguing since it may refer to materials pertaining to
Newbell Niles Puckett, an important Ohio folklorist.

Figure 192. Another example of topical files in need of
improved re-housing in reinforced, acid-free archival
folders.
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Figure 193. Room 218e currently holds a miscellany of
unprocessed or provisional collection materials such
as this carton pertaining to the Ohio Appalachian Folk
Culture Project from 2002.

Figure 194. These envelopes hold materials from a more
recent incarnation of the Appalachian Ohio Project.

Figure 195. Fieldwork and research materials from
ethnographic work carried out in Masaya, Nicaragua
under direction of OSU professor, Katherine Borland.
Box was hard to access so I did not see the contents.

Figure 196. Materials from the John Stewart AfroCaribbean Collection. One box I looked at had several
thousand index cards of research data.

Figure 197. Erika Bourguignon Papers. Carton contains
research files from a past OSU anthropology professor.

Figure 198. Irish Lecture Series. I did not have a chance to
examine this carton. It may contain materials from OSU
professor, Ray Cashman, who did research in Ireland, or
from the Terence Odlin Collection.
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Figure 199. Another of the miscellaneous collections
stored in Room 218e. This carton probably contains files
pertaining to the history and development of the Center
for Folklore Studies.

Figure 200. A small box labeled “Vietnam Tapes—
Originals.” Source unknown to me.

Figure 201. Box contains a torn envelope containing
cassette tapes. A name on the envelope may give a clue to
the creator / donor.

Figure 202. More cassettes (and microcassettes) are
heaped in the bottom of the box.

Figure 203. Tape documents a discussion group with or
relating to Vietnam Veterans, date unknown.

Figure 204. The Archives holds some ephemera such as
this poster advertsing a lecture-performance of Afghan
narratives by visiting professor Margaret Mills in 1993.
Oversize materials should be stored flat & protected.
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Figure 205. Several hundred cassette tapes from the
Student Projects Collection are currently stored in an
aging shallow-drawer file cabinet in Room 217. Some
have been digitized according to a Post-it note.

Figure 206. The Student Projects Collection includes
more than 10,000 papers, many supplemented by cassette
tapes. Storage in the drawers is overcrowded and many
tapes do not have protective cases.

Figure 207. Audiocassettes were never intended for long
term storage and are not considered a preservation
format.

Figure 208. All cassettes are at risk because the
technology itself is obsolete. Cassettes should be digitized
soon.

Figure 209. The collection includes many microcassettes.
Recorders tended to be cheap, and the format used a very
slow speed for recording, so fidelity of these tapes may be
of relatively poor quality overall.

Figure 210. Many cassettes throughout the CFS archives
have issues that need to be addressed. Leaders can
pull loose from the hub; tapes can be tangled, creased,
crinkled, or broken; pressure pads can be missing.
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Figure 211. Many cassettes are currently stored in limbo
in Room 218e. Some are “mystery tapes” that have
minimal labeling, and others need to be researched to
re-connect them to original projects.

Figure 212. Mystery cassettes tend to be stored in cartons
waiting for further action.

Figure 213. Cassette shells that are stored with the spine
side down leave the tape exposed to dust and possible
damage. All cassettes should be stored in clean, sturdy
polystyrene cases.

Figure 214. The adhesive holding pressure pads often
dries out over time causing the pad to fall away. Without
the pad in place, cassettes will not play. Repair involves
opening the shell to replace the pad assembly.

Figure 215. Another carton holding cassettes in Room
218e. These are awaiting action to re-associate them with
known student projects.

Figure 216. More examples of cassettes stored with
the opening face up, leaving tape exposed to dust and
possible damage.
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Figure 217. Cassettes that cannot be matched visually
with their associated projects need to be auditioned to
see if aural clues can help.

Figure 218. View showing cassettes heaped into a carton,
awaiting action.

Figure 219. Some cassettes have not been touched in
almost thirty years. This tape was sealed with masking
tape in 1986.

Figure 220. This tape, sealed in a plastic bag, dates from
1988. The paper insert seems to be turning brown,
possibly from acidic off-gassing inside the bag. It will be
interesting to see what condition the tape is in.

Figure 221. Cassettes in the Margaret Mills Collection are
stored neatly in plastic “shoeboxes” with cards inserted to
indicate the content of each box.

Figure 222. Throughout the CFS Archives I noted
cassettes with erase-protect tabs intact. This means that
tapes can be accidentally erased. In an archives setting,
tabs should be punched out on all cassettes.
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Figure 223. A carton labeled “Barnes 1995, Names Only.”
Presumably this means cassettes in the carton still need
to be matched to their associated projects, carried out by
students for OSU Professor Dan Barnes.

Figure 224. View of carton containing cassettes from Dan
Barnes’ students in 1995.

Figure 225. Cassettes at the CFS range in terms of
quality and condition, from re-cycled low-fi drugstore
brand tapes in terrible shape to nearly-new brand name
cassettes.

Figure 226. Cassettes at CFS need to be dealt with in
a careful systematic way. Tapes should be re-housed,
numbered, entered provisionally in a database (both
content and technical metadata) and digitized—soon.

Figure 227. Occasionally, one finds other materials tucked Figure 228. During the process of re-housing cassettes,
in with miscellaneous cassettes—these photos may
any associated paper documentation, such as an
document someone whose voice is heard on a tape.
envelope with writing on it, can be filed in a folder with a
matching number.
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Figure 229. Another view of cassettes in the Margaret
Mills Collection, housed in plastic shoebox cases.

Figure 230. Some cassettes are still in their original
packaging. CFS has so many examples of tape brands, it
is worth consideirng that packaging and graphics may be
of interest to researchers in the future.

Figure 231. Even though the Mills Collection contains
many brands of cassettes, the tapes are consistently
labeled (even if abbreviated) making it easier to work
with them.

Figure 232. Some of Mills’ cassettes document lectures by
scholars in folklore, anthropology, ethnomusicology: Dell
Hymes, Charles Briggs, James Clifford, Henry Glassie,
Steve Feld, Bruno Nettl, Charlotte Ross, etc.

Figure 233. Possibly lecture tapes of Margaret Mills
for a course on “Epic and Romance” at University of
Pennsylvania in 1994.

Figure 234. More of Margaret Mills’ cassettes stored
in polyethylene snap cases with short but consistent
labeling.
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Figure 235. Carton from the Ohio Arts Council (OAC)
Collection containing open reel tapes of folklore
fieldwork by Sandy Rikoon in 1979.

Figure 236. This Maxell reel in good condition
documents a fiddle and banjo contest at Jackson, Ohio
in 1980. Clear labeling helps situate this reel within the
entire collection.

Figure 237. Open reel tapes from the OAC Collection
stored in a carton in Room 217.

Figure 238. Some OAC reels were recorded on 5-inch
reels containing 600 feet of tape that would play for about
15 minutes at a speed of 7 1/2 ips (inches per second).

Figure 239. This reel from 1979 contains technical
information on the tape box. It was recorded in two
stereo tracks on a Nagra IV-S, a high quality Swiss-made
portable recorder used widely by folklorists in the 1970s.

Figure 240. White leader is seen in the tape pack of
this reel. Leader was spliced in to create gaps of silence
between segments of a radio series or tracks for an LP.
Splices may have dried out and need to be repaired.
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Figure 241. A carton in Room 218e contains tapes
marked as part of a “teaching collection.” Many of
these reels appear to contain folk songs dubbed from
commercially available LPs.

Figure 242. Some of the performers on this reel (Paul
Clayton, Ewan MacColl, A. L. Lloyd) were mainstays of
the folk revival in the U.S., England and Australia. Reels
of this sort are probably low-priority for preservation.

Figure 243. A reel seen in a box of miscellanous tapes in
the workroom contains material recorded at Ebenezer
Baptist Church.

Figure 244. Another stray reel (5-inch, 600 feet), source
unknown, contains Mexican corridos apparently dubbed
from an LP.

Figure 245. This reel recorded by David Brose in
southeastern Ohio in 1979 features noted fiddler, Ward
Jarvis, It is probably not a good idea to keep the reel
wrapped in plastic—off-gassing can be detrimental.

Figure 246. Another reel of fiddler, Ward Jarvis, recorded
by David Brose. Condition of these reels is hard to assess
until playback is attempted. They look good and may be
fine, but may also have “sticky-shed syndrome.”
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Figure 247. The outer layers of this old dusty reel are stiff
and brittle, but the tape may play okay if cleaned and
mounted carefully on a deck with gentle transport and
braking controls.

Figure 248. This unidentified reel is interesting in that
it shows that Ohio State University once had its own
“brand.” A campus-wide survey of media holdings could
turn up other material in need of preservation.

Figure 249. Odds and ends seen in the workroom include
this BASF reel recorded at 3 3/4 ips. Tape speed, length,
track configuration and physical condition all affect the
time needed to digitize a given tape.

Figure 250. The BASF reel has been stored inside a snugfitting plastic case preventing free flow of air. The reel is
showing some mold (or salts) in the form of white spots
and will need to be cleaned carefully with ventilation.

Figure 251. A stray 5-inch reel found serrendipitously
in a carton of manuscript materials in the Francis Utley
Collection contains Swedish folktales recorded in 1960.

Figure 252. The reel inside the box is unspooling but not
seriously and the condition still looks good.
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Figure 253. Slides in the Ohio Arts Council Collection
are stored in individual slots in several metal tray-cases
with hinged lids.

Figure 254. Each individual cardboard slide mount is
labeled with the collection, series, and slide number. The
range of slide numbers is given on the outside of the case.

Figure 255. In addition to a number label, some slides
carry information about persons and activities depicted
in the photo. This slide from 1977 shows quilter, Thora
Backwood, with a quilt.

Figure 256. This carton contains slides from Patrick
Mullen’s fieldwork, but it isn’t clear exactly what
collection these materials belong to.

Figure 257. The Mullen slides are mostly stored in their
original photo-processing boxes as received from Kodak.
I recommend re-housing the slides in archivally safe slide
pages and storing the pages in folders or a cabinet.

Figure 258. Mullen fieldwork slides in plastic box as
received from photo-processor. The slides do not appear
to have been labeled so care should be taken to try and
match slides to projects at the outset.
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Figure 259. Slide cases in Room 217. I recommend
shifting slides from cases to heavy guage clear
polypropylene pages that can be viewed a sheet at a time
with a light table.

Figure 260. Inside a slide case is an elaborate but
precarious system for organizing large numbers of slides.
A chart inside the lid shows the layout of slide groupings.

Figure 261. Small paper dividers are used to separate
slide groupings by subject. While ingenious, this system
overall seems very risky.

Figure 262. Not only do slides need to be handled one at a
time, should the case ever accidentally be dropped, slides
could be damaged and the entire case would have to be
re-organized from scratch.

Figure 263. When cases are tilted, sections not completely
filled are susceptible to tipping and sliding. While the
system is ingenious, in my opinion it should be replaced
by something more efficient with lower risk.

Figure 264. This case holds Ektachrome slides.
Preservation literature recommends storing color slides
and film in a refrigerated vault to retard dye-based color
shifts. Slides should be digitized for access.
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Figure 265. While I did not see very many videotapes
at CFS they still represent a preservation challenge
and should be digitized as soon as possible, especially
broadcast formats and video on reels from the 1970s.

Figure 266. Machines to play this Umatic type cassette are
still fairly obtainable and while the content needs to be
transferred, it is not as urgent as the video reels below.

Figure 267. Video reels from the 1970s require hard to
find equipment in good condition and tapes have to
be carefully cleaned and monitored to prevent binder
residue from clogging playback heads.

Figure 268. This video shot in 1978 probably was made
with a porta-pak and documents an OSU Summer
Folklore Institute performance of Mexican conjunto
music by Eddie and Filomena Cruz.

Figure 269. Reels are stored in low grade polyvinyl cases
that are showing signs of becoming sticky as plasticizer
exudes from the case material.

Figure 270. CFS will need to find an experienced and
reputable video preservation service provider to safely
transfer the contents of 1970s era video reels.
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Figure 271. Carton of VHS cassettes in rigid plastic cases.
Virtually all videotape formats should be considered
obsolete and therefore “at risk” and digitized as soon as
funding can be found.

Figure 272. MiniDV video is one of many video formats
aimed at the consumer and prosumer markets in the
early 2000s. I saw only a few of these at CFS, most in the
Margaret Mills Collection.

Figure 273. VHS tapes do not have very high quality
generally but should be preserved if the content is
determined to have longterm research value. This tape
documents a talk by Rayna Green in 1994.

Figure 274. Stack of VHS tapes on work desk—
presumably content information is being entered on a
computer, although I did not see the system being used
to record the information gleaned from spine labeling.

Figure 275. VHS tape of Ann Grimes, Ohio’s “first lady of
folk song,” presumably talking about or demonstrating
dulcimers, recorded at Granville, Ohio in 1989 by Harold
Heckendorn.

Figure 276. A VHS tape found in the Student Projects
Collection documents a family marriage ceremony,
submitted to Professor Dan Barnes in 1996.
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Figure 277. CFS does not seem to have many motion
picture films but I did see this small film probably
obtained by Francis Lee Utley. It appears to document
“treatment of the sick by medicine men” in Brazil.

Figure 278. The film appears to be 16mm but because it
is from Germany, it likely does not conform to standard
North American film guages so may require special
equipment to capture the content.

Figure 279. Box containing another reel of motion picture Figure 280. A Google search for “Encyclopaedia
Cinematographica” reveals that this film is from the
film from Germany, presumed to hold ethnographic
Weltkulturen Museum in Frankfurt, Germany.
content.

Figure 281. Preservation of this film by CFS is not a huge
concern since the Weltkulturen Museum is still very
much active and, in fact, appears to have preserved all of
its ethnographic short films.

Figure 282. This 16mm film, “Simple Gifts,” produced by
Ohio Bell may be a candidate for preservation. I suggest
contacting Folkstreams, an organization that preserves
and shares films with folklore and ethnographic content.
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Figure 283. Photos on this page show a variety of media
formats found in the CFS Archives. Each has its own
challenges for preservation and access. CD-Rs are
inherently unstable and content should be extracted.

Figure 284. Minidisc was a convenient but short-lived
format. Content is stored digitally but getting content off
the discs usually means capturing an analog signal from
the headphone jack of a mindisc player.

Figure 285. A series of miniDV videotapes from the
Margaret Mills Collection. MiniDV tapes can be played
using a dedicated deck or a compatible camera.

Figure 286. This miniDV video cassette from the
Margaret Mills Collection has content labeled
“Afghanistan Tape 13, 4-10-10.”

Figure 287. Computer diskettes pose another challenge
since most computers no longer have drives that will
read them. It’s sometimes possible to capture files via an
external USB drive, but old files may still not be readable.

Figure 288. Computer “zip disks” were another fairly
short-lived format that requires a special drive to access
the files.
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Figure 289. CFS owns a JVC TD-W111 cassette dubbing
deck. This deck is a consumer machine more than thirty
years old (they can be had online for less than $30) and
should not be used to digitize CFS cassettes.

Figure 290. The JVC TD-W111 has only RCA outputs
and there is no output level control. Most professional
decks use XLR connectivity.

Figure 291. The Audio Technica AT-LP-120 USB
turntable is equipped with a Numark headshell and pitch
control. I don’t have experience with this model but it
appears to be suitable for commercial 78s.

Figure 292. 78rpm discs vary in terms of groove widths
and it is best to keep a range of stylus sizes, from 1 mil to
5 mil, to prevent damage and optimize playback.

Figure 293. I did not inspect this turntable, but my
impression is that most USB turntables are aimed at
the consumer market. CFS could consider setting up a
professionally equipped in-house audio preservation lab.

Figure 294. The Epson Perfection series of scanners
has an excellent reputation. The bed size of the V600 is
limited to 8.5 x 11. A larger bed size (Epson 10000XL)
would allow scanning of larger items like LP jackets.
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Figure 295. As mentioned elsewhere, CFS has thousands
of file cards stored in drawers, cartons, boxes, and
envelopes. Taken together, the cards pose a challenge for
storage and access.

Figure 296. Some of the card file drawers and cabinets,
while serviceable, are definitely showing their age. It
seems wise to plan on digitizing the cards and storing
them uniformly in archival boxes.

Figure 297. The CFS card files contain wide ranging
data, from discographic and bibliographic cataloging
information to folklore genre items and research notes.

Figure 298. These file cards are part of the John Stewart
Afro-Caribbean Collection.

Figure 299. Cards in the Francis Lee Utley Collection
probably contain Utley’s research notes. It is worth trying
to evaluate the utility of these notes in terms of their
potential use for researchers in the future.

Figure 300. Genre cards from unidentified source.
Because of their uniform size, file cards are a good
candidate for scanning and should be easier to use as
digital images on a computer.
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Figure 301. Some manuscript materials in the CFS
Archives are stored in over-packed cartons making it
difficult to work with the files and putting them at risk of
tearing and creasing.

Figure 302. Files should be re-housed in acid-free,
reinforced archival folders and placed in document cases
or archival storage boxes.

Figure 303. The stained title page of this booklet from
the Ohio Valley Folklore Research Project Collection has
been in contact with a highly acidic cover made from
wallpaper.

Figure 304. Aging paper documents are darkening from
acid migration and becoming brittle and torn. Housing
documents in archival folders can counter some of the
effects of acid migration.

Figure 305. This folder has become deformed from
sagging in a carton where folders are unsupported.

Figure 306. Manuscript materials at CFS Archives should
be protected by transferring them to archival enclosures.
Storing fewer folders in document cases will make
handling safer and easier.
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