
I. Introductory remarks 

 Play “Great Guns.” 

 In many ways, and not least because it’s such a great tune, “GG” symbolizes 

everything I’ve enjoyed about this project. 

 II. About Maynard 

 Ask for show of hands: who’s hip to Maynard? 

 Maynard has a fiercely loyal fan base. For those who love him, he’s like the 

Hendrix of jazz trumpet (if you’ll pardon guitar player analogy, because I’m a 

guitarist).Those fans’ interests are in the music as artifacts, in seeing what they’ve 

heard in authentic, authoritative written form, like holy writ. I was pleased to give a 

presentation to many such fans in May at the Sherman Jazz Museum opening, in 

Sherman, Texas, but now I’m glad I get to talk more about the librarian side of the 

project. 

 As a preliminary comment, it’s not at all unusual to call Maynard “Maynard.” It is 

widely done in common use, with connoisseurs going for his own reported pronunciation 

of “May-nard” instead of “May-nerd.” To call him “Ferguson” would be like calling Miles 

Davis “Davis.” It just somehow seems awkward. 

 That said, Maynard was born in 1928 into an Anglophone Quebecois family in 

the town of Verdun, which is now part of Montreal. He started on violin, but quickly 

became recognized as a child prodigy on trumpet, performing on CBC radio. However, 

according to his daughter, Lisa, who spoke at the Sherman grand opening in May, he 



always brushed off the designation – “prodigy, shmodigy,” he said – because his mother 

made him and his brother practice. A lot. Lisa Ferguson also described how the children 

had access to a variety of musical instruments beyond their main ones, and were 

allowed to experiment with them freely. 

 Maynard left school at the age of 15 to pursue his career in music, and toured 

with several Canadian dance bands, eventually taking over one led by his brother, 

Percy. He was able to move to the U.S. in 1948, and found work with Boyd Raeburn, 

Jimmy Dorsey, and Charlie Barnet.  From 1950 to 1953, he played third trumpet in the 

Stan Kenton band, beginning an association now 60 years old; and surely, neither could 

have imagined both their libraries would one day end up at opposite corners of UNT’s 

Music Library. (They’re by opposite men’s rooms, but we didn’t plan it that way.) 

 From 1953 to 1956, Maynard worked for Paramount, and appears, among other 

places, on the soundtrack to the iconic film The Ten Commandments. At this point, it 

would certainly appear Maynard had reached the pinnacle of his career as a sideman, 

and setting out as a leader would be the next logical step. Starting in 1956, he formed 

what became known as the Birdland Dream Band in New York City. 

 The Birdland Dream Band was organized by Morris Levy, the proprietor of the 

iconic Birdland club in New York, and owner the Roulette record label on which 

Maynard recorded prolifically. The set of personnel that Levy’s venture brought together 

was an all-star lineup that included major figures such as Don Menza, Slide Hampton, 

Willie Maiden, and Don Rader, as musicians as well as arrangers, as well as others 

whose work as arrangers is amply represented in the collection. 



 Unfortunately, Maynard’s big band, which generally consisted of Maynard, alto 

sax, two tenors and a bari, three trumpets, two trombones and a rhythm section, 

eventually ran into certain economic realities, including trouble with the IRS (Mosaic). 

Maynard re-emerged with a sextet from 1965-67, and then spent a brief period in India, 

and the musical and spiritual influences of India continued to feature prominently in his 

work for the remainder of his career. Following that, Maynard spent several years 

becoming a household name in the United Kingdom, hiring British personnel, and 

appearing frequently on British television. After 1973, he moved to Ojai, California, 

which continued to serve as a “home base” for decades. I’ve been told a major part of 

our collection spent some of its time in an outdoor shed in Ojai, and for several titles, 

we’ll have the mold remediation bill to prove it. 

 Maynard continued to record, with a major hit from his recording of the theme 

from the movie Rocky on the 1977 album Conquistador, and his band continued to 

evolve under various names, including the High Voltage band in 1987, and the Big Bop 

Nouveau band in the 1990s. He continued to tour into 2006, until his death on August 

23 from complications of an abdominal infection. 

 Our collection reflects all of these stylistic and geographical periods. We have 

early charts where the staff paper is still from Canadian companies. We have 

manuscripts from the Birdland Dream Band in New York with burn marks from surviving 

a fire, music from the sextet years, Indian music at various levels of organization, the 

British band music, on its tell-tale yellow manuscript paper, the original manuscript of 

Rocky, in pencil, and titles all the way up through the last tour. This music came from all 



over, traveled all over, and in that regard, the fact that so much of it stayed even 

remotely together is remarkable.  

But that leads us to what we thought we were getting versus what we got. 

 According to the UNT press release, the collection, purchased with the help of 

funds from the Collins-Binkley foundation, which also funds the museum in Sherman, 

consisted of “400 pieces,” though as a jazz person, you’ll hear me refer to them as 

“charts.” Still, in ways you’re about to hear, “pieces” turned out to be an appropriate 

choice of words on more than one level, though the number was certainly not. It is likely, 

however, that Maynard’s death caught his organization off guard, and any intentions to 

organize the collection at some point in the future were not to materialize, at least no 

longer for the sake of a band under his direction. [SLIDE 2] 

But we all knew this 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 of Steve Wiest, who formerly 

played in Maynard’s band, now directs the distinguished 1:00 Lab Band, and had taken 

delivery of the collection in his office in the Music Building. 

In any case, consider the picture in your mind if you were told you were receiving a 

400-piece library of musical arrangements. I can almost guarantee you whatever you’re 

imagining is far tidier than what awaited us.  

When we got to Steve’s office, 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. So, we moved the collection drawer by drawer, box by box. 

 I vaguely remember our intention 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 much tidier operation, and Kenton himself even reportedly oversaw the 

sanitizing of parts of extraneous and off-color markings prior to their donation (darn). 

But as the military saying goes, the first casualty of battle is the plan.  

 The contents of Maynard’s collection ran the gamut of possible degrees of chaos.  

Steve Wiest had already organized 100, mostly early charts as completely as he could.  

And some charts were substantially or entirely assembled in folders already.  

But many, if not most, had to be collated part-by-part if not page-by-page, 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. But it turned out there were 

ways of making use of almost any information, in what all but became a study in musical 

forensics. 

Of course, a potential match needed above all to make logical, musical sense 

from one page to the next: rhythm, register, notes tied over at the end of one page 

being picked up on the next, etc. But some of the features that were helpful in building a 

case for a possible match were as basic as lining up markings from where pages had 

once been taped together – and the collection is also a marvelous study in what 



happens to scotch tape, masking tape, and even duct tape over a few decades. It’s not 

pretty. 

Finding a starting point to narrow down where an orphaned page’s “home” might 

be was often as simple as noting the use of use of pencil, ballpoint pen, or heavier ink, 

or the brand of the paper. And of course, this was decades before Finale or Sibelius, 

and many copyists’ hands were distinctive enough to propose or rule out a match, even 

without ever knowing who the copyist was. 

 More substantial information could frequently be found in union copyists’ stamps, 

which gave the name of the copyist and the local chapter, with a blank where the 

copyist almost always wrote in the date the job was completed. 

 Given a pile of countless pages that were disconnected from their proper file, the 

discovery of, say, a sheet stamped December 13, 1957, that goes with another stamped 

with the same date, supported by additional physical and musical evidence, was like 

hitting a mini-lottery every time it happened. 

For the most extreme example however, even matching water stains helped 

establish a match on one occasion.  

 Of course, the older charts did have book numbers that were generally unique 

among themselves, so that it was possible to establish a 1-to-1 relationship between 

numbers and titles, pending cross-checks of actual musical content. Those numbers 

proved extremely useful in reducing the stack of completely unidentified pages. 



 Still, that left the issue of pages that had 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.” [SLIDES 3 &4] 

And that was just shuffled in with the rest of the pages, waiting to be found. 

 The book numbers and titles were an enormous help, but I eventually also found 

that even information supplied on the pages – someone’s past guess on a title or book 

number – had to be taken with a grain of salt. Even a few pages had been taped 

together in error. The best example of this issue is on the third trumpet part for “Great 

Guns,” the tune I played earlier.  

 I was asked to scan that set of parts for an arranging class, and the instructor 

emailed me shortly thereafter about something not being quite right there. The pages on 

that part were taped together decades ago, but the two middle ones on this part turned 

out upon re-examination to belong to another tune altogether: they’re from the second 

trumpet part to a tune called “Hollywood Bit.” Sure enough, I took another look through 

the file of unknown pages which, by that point, had become small enough to organize, 

and there were the two “real” missing pages from “Great Guns!” 



 That wound up solving two mysteries at once, and as a result of the taped pages, 

these arrangements can only exist intact, and in their original order, in our scanned files. 

 Later charts posed a different challenge due to the advent of the Xerox era in 

sheet music printing, and later, desktop publishing, which anticipated some issues that 

still dominate the discussion of digital documents, like: what is the “original” here, for 

preservation purposes? Can we pin it down at all? And when does or does it not 

matter? There were partial or complete backup copies made of older charts, and a 

number of charts reflect a brief love affair with the Ozalid reproduction process off of 

special, onion-skin-type paper. But more recent charts very often had to be organized 

out of a swarm of copies, copies of copies, and so forth, with all the successive markups 

on each copy [SLIDE 5].  

 An initial finding aid went online in mid-2009, which you can view at our website 

here [SLIDE 6, 7], though the item numbers have jogged around as new discoveries 

affected the tally: Organizing Maynard’s collection never ceased to be complicated, and 

it never ceased to yield surprises that affected the processes of organization and 

preservation. On the bright side, that meant that lost pieces here and there were still 

becoming identifiable, even in the very final weeks of the project. 

 You’ll recall we were told in the press release that we were receiving a library of 

about 400 charts. After all was said and done, here is what we have: 

767 band arrangements in various degrees of completion, from full arrangements to 
single parts. 

48 published arrangements, many with multiple copies. 



A collection of Thai music from the band’s tour there, at which they played for the king, 
and played his tunes – he’s an avid jazz fan – as well as several sets of Indian music 
written by Maynard in collaboration with Indian musicians. 

And among other things: 

Rosters, tour logistics, itineraries 
Set lists and solo orders 
Lists from a few prior attempts at organization, beginning in early 1980s, all incomplete 
Unidentified pages and sketches 

Biographical timeline and genealogy of John Henry McLaughlin of California 

 

That was the result of the organization process .Then, there was preservation:  

The process itself, which began in the spring of this year and finally ended just a 

few weeks ago, focused on three principles. The first is fairly obvious, and involves the 

secure storage of the materials in order to avoid theft, fire, floods, mold outbreaks, 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 that outdoor shed in Ojai. 

 The second principle is the preservation not only of the intellectual content, but of 

the cultural context of the document in question, so that future viewers may see it as the 

people who used it did. That is, respecting the need to preserve a document without 

altering its character in a misguided effort to “fix it”  – “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, unlike Kenton’s, because the information is priceless for a variety of 

reasons to be discussed 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 8].  

And there are some that we found with enough mold growth to scare the 

neighbors, as well as a handful with lesser issues. Those were set apart and referred 

out of the Music Library for mold remediation. 

 Though it is less intriguing than it sounds, there is that preservation concept 

known as “inherent vice,” which describes the limitations imposed by the quality of the 

materials themselves. One factor we are up against is the natural fact that 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 – so one can’t 

suppose anyone ever stopped to think in the copying process, or on the bandstand, 

“Hey, now, 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 archival grade 

envelopes, each of which are 3% calcium carbonate, in order to achieve a pH level of 8. 

In other words, they are ever so slightly on the alkaline side of neutral, to accommodate 

higher levels of acidity in aging paper, and also to keep the pages with more inherent 

vice issues isolated from their neighbors (which starts to sound more like a city council 

issue.). Naturally, these envelopes go in boxes of the same archival quality.  



As hard as we try to prolong the life of the original copies, 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 titles like 

Apollo Dues. 

However, while it is a joy to be able to preserve the musical content, and to have 

organized it so it is usable in the first place, unlike when we received it, those pages are 

far more than mere holders for notation, and therein lies still more value – for specific 

research purposes, and in a more intangible sense as well [SLIDE 9]. Just because 

they’re so cool. 

While it is true for some newer charts, the older charts are especially rich in 

information beyond what the copyist wrote. Of particular interest are the markings in the 

music made by the performers themselves, that greater detail about how a chart was 

actually performed. Many other charts have set lists [SLIDE 10], the order of personnel 

for solos, and even information on recording sessions [SLIDE 11]. 

The charts also provide evidence of a constellation of performers and arrangers 

who came into contact with Maynard’s band, and either already were, or went on to be 

famous. They include Bill Holman, Stanley Clarke, Slide Hampton, Don Rader, Denis 

DiBlasio, Tom Garling, and even a young Chuck Mangione, likely in connection with his 

time at the University of Rochester. Therefore, anyone with a research interest in one of 



these names or others also has a stake in Maynard’s collection being organized and 

accessible – not just Maynard’s fans. 

But again, the notation is only half the story. It also holds true particularly for the 

charts that were produced before the Xerox era that they absorbed an incredible 

amount of information that was not necessarily musical at all. As the only copy for quite 

some time, these pages were also simply “something to write on,” to doodle on in 

rehearsals or idle moments, or to make the person in the next chair laugh unexpectedly. 

As a result, they give a fascinating impression of the micro-culture that emerges when 

band members play together frequently and get know each other well, all the more so 

when they have been on the road together. Little did the trumpet section in particular 

know what joy they would bring to a graduate library assistant in Denton, Texas, as 

many as five decades later. [SLIDES 12-18]. 

On that note, in closing, there are still greater considerations for which Maynard’s 

collection is of interest. For just one example, a familiar debate from which Maynard’s 

music is not exempt is whether a given selection of music qualifies as “jazz,” and 

whether that question is even interesting. Just for the moment, let’s say it is.  

To look at this collection as a whole is to find a unique and instructive view of 

selections in the context of over 50 years of compositions that Maynard’s band played. 

If there is a common thread, one may look on the collection and note the persistence of 

the American Song Book throughout all of Maynard’s stylistic periods; it was a core 

repertory among generations of players and composers that offered a common point of 

reference, though not a rigid canon of great moments in jazz from years past. 



From “Body and Soul” to “Rocky,” Maynard’s collection epitomizes jazz as the 

fusion it has always been since it coalesced from numerous musical influences at the 

turn of the last century (Fiehrer!). This is true whether it is in regard to the merger of 

“mainstream” jazz with supposedly non-jazz styles, or the fusion of musical personalities 

and backgrounds that each individual brings to an ensemble setting.  

In other words, the scope of Maynard’s collection, and his enduring appeal to a 

dedicated fan base serve further the argument that “good fences make bad jazz.” Given 

the reputation UNT has built since the 1940s for being on the cutting edge of new music 

in its jazz program, not to mention the many UNT alumni who played in Maynard’s 

band, we tend to think the collection found a fitting home. And now, after almost two 

years, it is finally organized and accessible. 

 

 


