I. Getting started.
We all knew the Maynard Ferguson collection was a huge catch, and we were very excited to have it. I don’t think any of us had any idea quite what we were getting into, however. The first I heard of it, we were bringing over some things from Steve Wiest’s office. I had somehow assumed they’d be recordings – LPs and such.

When we got there, we found a number of large plastic containers, and four massive file cabinets, partially lined with concrete, and designed to be fire, theft, and generally apocalypse-proof. After a few attempts we realized there was going to be no moving of the cabinets – no wheeling them on dollies down an incline on a winding path from the Music Building to the library loading docks and up the freight elevators to the 4th floor. So, as I recall, we took the drawers, the plastic containers, and some boxes, and emptied them.
This was the plan:


1. Alphabetize the files by title.
2. Put the titles in score order.

3. Construct an online finding aid.
4. Put the files in preservation-grade envelopes and boxes.
5. Party like rock stars.

I vaguely remember the plan being to have the collection organized, and the finding aid in progress by the end of the fall semester in 2008. The precedent that may have been in our collective minds was the Kenton collection, which, as far as I was able to observe, was a fairly tidy operation, and Kenton himself even oversaw the sanitizing of parts prior to their donation. But as the military saying goes, the first casualty of battle is the plan. 


The contents of the collection ran the gamut of possible degrees of chaos, and where we expected about 400 charts, there were ultimately about 750. Fortunately, Steve Wiest had already organized 100, mostly early charts as completely as he could, though many pieces were still lost in the shuffle – and I presumed at that point, just plain lost.


Then there was the rest of the collection. Some charts were substantially or entirely assembled in convenient folders. But many, if not most, had to be collated item-by-item, laid in stacks on the floor so they could be placed with like parts. That is, where they were identifiable. Many pages, particularly among the older charts, were completely orphaned, with varying levels of identifying information. Those features could include anything from a union copyist’s stamp, to colored pencil or tape markings, to matching water stains. 

Of course, the older charts did have book numbers that were generally unique among themselves, so that it was possible to establish a one-to-one relationship between numbers and titles, pending cross-checks of actual musical content. I began to make notes about titles and numbers, and they proved extremely useful in reducing the stack of completely unidentified pages.


That left the issue of pages that had catalog numbers without known titles to correspond with them. One of the most exciting and unexpected discoveries in the course of working through the loose pages was on the back of a single part that had a list of tunes by category, with their book numbers! Parts of this were in Maynard’s own handwriting – it doesn’t get much more authoritative than that. There are still fragments within the collection that have only been identifiable through matching their numbers to this list – which I nicknamed the “Rosetta Stone” – and those include “Night Life” and “Soft Winds.” (SLIDE)

So, the fall semester ended with an initial assembly of parts into files, alphabetized, and a tally of the instrumentation and the present degree of completeness for each. The next step, in the spring semester was to further refine the content of the files by splitting large files of titles into their respective individual arrangements – which was quite a challenge for titles like Birdland and Rocky, which were re-arranged and re-worked a number of times – and putting the files in score order. In every step of the process, more missing pieces found homes. That is still happening, and though it happens less frequently, it is no less exciting.


The next major milestone was the assembly and release of the finding aid, which can be viewed on the UNT Music Library’s website (SLIDE: SCREENSHOTS), and that was completed by the end of the Spring Semester of 2009. Ongoing discoveries occasionally bump the numbers one way or the other, and another revision – hopefully the last major one – will follow the completion of the preservation process this summer.

The preservation process itself, which began in the spring of this year, focuses on three principles. The first is fairly obvious, and involves the secure storage of the materials in order to avoid theft, fire, floods, and other manifestations of Murphy’s Law. Accordingly, the collection is housed in a locked, alarmed archival space within the Music Library that also features an automated fire suppression system – a far cry from the outdoor shed in Ojai in which I’m told much of the collection resided for a time.


The second principle is the preservation not only of the intellectual content, but of the cultural context of the artifact in question, so that future visitors may see it as the people who used it did. That is, respecting the need to preserve a document without altering its character – “first do no harm,” if you will. In this regard, I am grateful that in most cases, no one “cleaned up” Maynard’s materials before we got them, because the information is priceless for a variety of reasons, as we’ll see on a few slides shortly.

The third and most important principle, while bearing in mind the prior one, is that an ounce of prevention is worth a pound of cure. Maynard’s collection came to us in widely varying states of repair: some charts look great, new or old. Others look like what you’d expect to find if the Dead Sea Scrolls had something to do with a jazz band. (SLIDE OF APOLLO DUES). 


Though it is less exciting than it sounds, there is a preservation concept known as “inherent vice,” which describes the limitations imposed by the quality of the materials themselves. No one, or hardly anyone could have figured in the ‘50s and ’60s, and maybe even the ‘70s and ‘80s, that this material would wind up as a prized collection in a library in Denton, Texas – so one can’t suppose anyone ever stopped to think, “Hey, is this acid-free paper?”


Accordingly, while the condition of “Apollo Dues” is exceptional, no organic product, such as paper is, exists in a static state. So our physical preservation efforts focus on slowing down the degradation of the paper by storing it in special, archival grade envelopes. Each of these are 3% calcium carbonate, in order to achieve a pH level of 8 – ever so slightly on the alkaline side of neutral, to accommodate higher levels of acidity in aging paper, and also to keep particularly acidic files isolated from their neighbors. These envelopes go in boxes of the same archival quality, which are also eminently crush-proof.
Of course, as hard as we try to prolong the life of the original artifacts, we have another avenue available to us to preserve the content of the music, and offer a very accurate and detailed representation of the originals through digital preservation. At this time, funding only permits us to scan on an as-needed basis, whether for the use of the Division of Jazz Studies in the College of Music, or for particularly fragile pieces. As with the physical items, access remains subject to approval by our head music librarian, Morris Martin. 

II. Examples.
1. One of the most exciting aspects of working with this collection is getting to handle the manuscript versions of some of Maynard’s most famous tunes. It’s all the more awesome an experience when they’re tunes like this, which I’ve gotten to play over the years in school and on gigs, like MOT, which I got to play in my first semester of college, or, of course, Rocky. (SLIDE).
2. As historical documents, the notated music only tells half the story on the band parts. Set lists, performance notes, and little comments and drawings offer insights into the performance practice, the personalities of the performers, and snapshots of life in the band.  (SLIDES: Willie note, Marcia score, Set list, Simple life tune list, recording info).
3. No one could have imagined the joy the random and often off-color doodles and other additions would bring to a simple graduate library assistant so many decades later. (SLIDES: Let’s Face the Music (2), My Foolish Heart (2), Great Guns, Teddy.)

On that note, no discussion of the collection would be complete without considering its impact on me. The cliché that it’s been life-changing actually applies here. Deciding what you want to do in life is somewhat complicated by the fact that you don’t fully know what makes you happy until you’re doing just that. I had just finished a master’s in jazz studies from UNT and was starting the PhD program in music theory, but I was sure having a ball on my library gig, looking forward to work in the morning, and working on the Maynard project was the deciding factor. I never saw myself as a librarian in earlier days, but I found myself thinking, “I could actually do this every day for the rest of my life.” 
Not to mention the fact that, as a music lover and a jazz lover, working at the UNT library is being like a kid in a candy store in the first place. And to get to work with the Maynard collection on top of that just leaves me awestruck and profoundly grateful to have been in the right place at the right time. I’ve barely started my career, and I’ve already gotten to work my dream job. (SLIDE)
