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Message from the President / Message du président
The end of the academic year (at least
for those of us who work in postsecondary institutions) heralds the 2017
conference season. As we all know, this
year is a special year. To mark Canada’s
sesquicentennial, CAML will meet not
only with MusCan, but with two other
Canadian academic music associations,
the Canadian branch of the International
Association for the Study of Popular
Music and the Canadian Society for
Traditional Music, at the University of
Toronto’s Faculty of Music from May 25
to 27. You can find links to the CAML
program and to the conference website
on the CAML homepage. To see the
CAML sessions in the context of the
other societies’ offerings, download the
full program from the conference
website.

La fin de l’année scolaire (du moins pour ceux
qui travaillent dans des établissements
postsecondaires) annonce la saison des
congrès. Or, nous savons tous que 2017 est une
année bien particulière. Pour souligner le cent
cinquantième anniversaire du Canada, l’ACBM
se réunira non seulement avec MusCan, mais
aussi avec deux autres sociétés savantes de
musique au Canada : la section canadienne de
l’Association internationale pour l’étude de la
musique populaire ainsi que la Société
canadienne pour les traditions musicales. Cet
événement se tiendra à la faculté de musique de
l’Université de Toronto, du 25 au 27 mai. Vous
trouverez des liens vers le programme de
l’ACBM et le site du congrès sur la page d’accueil
de l’ACBM. Pour voir où se situent les séances
de l’ACBM dans le contexte de celles des autres
sociétés, veuillez télécharger le programme
provisoire du site Web du congrès.

The theme of this year’s conference is
“Canada 150: Music and Belonging.” It’s
a potent phrase that is ripe for
interpretation. As we’ve seen in the
news, who belongs where is a question
that is hotly debated: Brexit, the
US/Mexico wall, immigrants illegally
entering Canada on foot, the flood of
Syrian and African immigrants into
Europe, the rise of the far right in
Western democracies. Where does
music intersect with this politically
fraught issue? And what responsibility
do information professionals have to
play?

Le thème du congrès cette année,
« Canada 150 : Musique et appartenance », est
chargé de sens et se prête à interprétation.
Comme nous l’avons constaté en écoutant les
actualités, l’appartenance est un sujet qui
donne lieu à de vifs débats. Il suffit de penser au
Brexit, au mur séparant les États-Unis et le
Mexique, aux immigrants illégaux qui arrivent
au Canada à pied, à l’afflux d’immigrants syriens
et africains en Europe, et à la montée de
l’extrême droite dans les démocraties
occidentales. Quel est le point de convergence
de la musique et de cette question politisée? Et
quel rôle doivent jouer les professionnels de
l’information dans un tel climat?

The CAML Board felt that certain actions
and events violated the ethics of our
profession. Last February, CAML issued a
statement condemning the Quebec City

Le conseil d’administration de l’ACBM est d’avis
que certaines actions et certains événements
ont violé l’éthique de notre profession. En
février dernier, l’ACBM a publié un communiqué
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mosque shooting, which left six
worshippers dead, and American
President Donald Trump’s first executive
order banning citizens of seven Muslimmajority countries from entering the
United States. The statement was
disseminated via several listservs and is
reprinted in this issue. It sparked some
heated debate among our colleagues
south of the border; I invite you to
reread it and continue the dialogue.

condamnant l’attaque sur le Centre culturel
islamique de Québec, qui a fait six morts, ainsi
que le décret émis par le président américain,
Donald Trump, interdisant l’entrée aux
États-Unis de voyageurs en provenance de sept
pays à majorité musulmane. Ce communiqué a
été diffusé sur plusieurs serveurs de liste, et
nous le reproduisons dans ce numéro. Il a
suscité des débats houleux chez nos collègues
américains; je vous invite à le relire et à
continuer d’en discuter.

When people build a common sense of
belonging, they run the risk of excluding
not only foreigners. Groups within the
same nation can also be distanced and
disenfranchised. I recently gave a preconcert talk for the Canadian Opera
Company’s 50th-anniversary staging of
Harry Somers’ Louis Riel, in which
director Peter Hinton very consciously
and, in my opinion, successfully
integrated Métis and First Nations voices
not privileged in the original work. How
can Canadian music libraries, archives,
and documentation centres engage in a
similar dialogue? How do we enact the
recommendations of the Truth and
Reconciliation Commission to redress
the past and move forward? A major
marker like Canada’s 150th anniversary
prompts us to celebrate and critique the
past and to envision our future. Looking
over
the
conference
program,
assembled by Stacy Allison-Cassin and
the Program Committee, I am excited by
opportunities we will have—through the
presentations and the conversations this
gathering will facilitate—to do just that.

Quand les gens se créent un sentiment commun
d’appartenance, ils courent le risque d’exclure
plus que les étrangers de leur groupe. Ils
peuvent aussi se distancer de certaines
collectivités à l’intérieur de leur propre pays et
ainsi les tenir à l’écart. J’ai récemment donné
une causerie préconcert pour La Compagnie
d’opéra canadienne lors du 50e anniversaire de
l’opéra Louis Riel, de Harry Somers. Le metteur
en scène, Peter Hinton, y a sciemment intégré
(avec succès, selon moi) les voix des Métis et des
Premières Nations que l’on n’avait pas
entendues dans l’œuvre originale. Comment les
bibliothèques, les archives et les centres de
documentation musicaux peuvent-ils s’engager
dans un dialogue semblable? Comment
appliquer les recommandations de la
Commission de vérité et réconciliation du
Canada pour réparer les erreurs du passé et
aller de l’avant? Un jalon important comme le
150e anniversaire du Canada nous motive à
célébrer et à critiquer le passé, tout en
envisageant l’avenir. En survolant le
programme, créé par Stacy Allison-Casey et le
comité de la programmation du congrès, j’ai été
enthousiasmé en pensant aux occasions que
nous aurons—durant les présentations et les
discussions—de faire précisément cela.

I’d like to draw your attention to one
event in particular which marks a
departure for CAML conferences and
perhaps points to the future for our

Je tiens à vous signaler un événement en
particulier qui déroge au contenu habituel des
congrès de l’ACBM et qui laisse peut-être
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profession: the “Music in Canada at 150
Wikipedia Project.” Designed as a fullday pre-conference (Thursday, May
25th), the event aims to bring together
all those interested in improving the
coverage of Canadian music information
online.
Visit https://wikimusic.library.yorku.ca/
for more information.

entrevoir l’avenir de notre profession : le projet
Wikipédia Musique au Canada à 150. Atelier
précongrès d’un jour, qui aura lieu le jeudi
25 mai, cet événement vise à réunir ceux qui
souhaitent améliorer la diffusion en ligne
d’informations sur la musique canadienne. Pour
obtenir plus de renseignements, veuillez vous
rendre sur : https://wikimusic.library.yorku.ca/
(en anglais seulement).

The conference theme has a personal
meaning for me as well. As I wind down
my two-year term as President, I find
myself reflecting on what CAML means
to me. In 2002, when CAML last met at
the University of Toronto, I had just
applied to library school and was curious
to discover what opportunities existed in
my home and native land for future
librarians interested in music. I snuck
into one session and, to my surprise, I
met an old friend and planted the seeds
of many other friendships that have
grown over the last 15 years. CAML is a
professional association: one that has
grounded me, educated me, and
challenged me in the practice of
librarianship within the peculiarities of
our shared discipline and geography. It’s
also a committed network of colleagues.
They convinced me to attend the next
conference in Halifax and I haven’t
missed a CAML conference since. It has
been an honour to give back to a
community to which I feel I truly belong.

Le thème du congrès me tient aussi
particulièrement à cœur. Comme j’arrive à la fin
de mon mandat de deux ans en tant que
président, je repense à ce que l’ACBM signifie
pour moi. La dernière fois que l’ACBM s’est
réunie à l’Université de Toronto, soit en 2002, je
venais de faire une demande d’admission à une
école de bibliothéconomie. Je voulais découvrir
quelles perspectives professionnelles le Canada
offrait aux bibliothécaires s’intéressant à la
musique. Je me suis alors faufilé dans une
séance et, à ma grande surprise, j’y ai non
seulement rencontré un ami de longue date,
mais j’y ai aussi jeté la semence de nombreuses
amitiés qui se sont développées au fil des quinze
dernières années. L’ACBM est une association
professionnelle qui m’a procuré un fondement,
m’a formé et m’a motivé à pratiquer la
bibliothéconomie de la musique ici-même, dans
notre pays. Elle est aussi un réseau de collègues
engagés. On m’a convaincu de m’inscrire au
congrès suivant qui se tenait à Halifax, et depuis,
j’ai toujours été présent aux congrès de l’ACBM.
Je suis honoré d’avoir pu redonner quelque
chose à une communauté pour laquelle
j’éprouve un réel sentiment d’appartenance.

The continued health of our association
depends on the willingness of its
members to contribute. The CAML
Board, committee members, and
conference presenters have contributed
many hours of labour to ensure our
ongoing activities. The AGM will mark
the closure of several volunteers’ tours

La pérennité de notre association dépend de la
collaboration de ses membres. Le CA de l’ACBM,
les membres des comités et les présentateurs
au congrès ont mis beaucoup de travail pour
assurer la continuité de nos activités. L’AGA
marquera la fin du mandat de plusieurs
bénévoles et l’entrée en fonction d’autres
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of duty and the beginning of new ones. I
am pleased to announce, too, that CAML
will present the Helmut Kallmann Award
to an individual who, beyond a doubt,
has made significant contributions to
music librarianship in Canada.

personnes. Je suis également heureux
d’annoncer que l’ACBM remettra le Prix
Helmut Kallmann à quelqu’un qui, sans l’ombre
d’un doute, a contribué de façon considérable à
la bibliothéconomie de la musique au Canada.

Please join me in welcoming CAML’s
newest volunteer, Brian C. Thompson,
Senior Lecturer in the Department of
Music at the Chinese University of Hong
Kong, who is the CAML Review’s new
Reviews Editor. Though Brian has spent
over two decades across the Pacific, he
holds an MLIS from McGill University
and recently edited the collected piano
works of Calixa Lavallée. I thank him for
his willingness to step into this role.
You’ll find his first contributions as
editor in the final pages of this issue.

Veuillez vous joindre à moi pour accueillir notre
nouveau bénévole, M. Brian C. Thompson,
chargé d’enseignement à la faculté de musique
de l’Université chinoise de Hong Kong.
M. Thompson est le nouveau responsable des
comptes rendus de la Revue de l’ACBM. Bien
qu’il ait passé plus de 20 ans en Asie,
M. Thompson
détient
une
MBSI
de
l’Université McGill et a récemment édité
l’œuvre pour piano seul de Calixa Lavallée. Je le
remercie de bien vouloir remplir ce rôle. Vous
trouverez à la fin de ce numéro les comptes
rendus qu’il a révisés dans le cadre de ses
nouvelles fonctions.

Yours,

Le président de l’ACBM,

Brian McMillan
CAML President

Brian McMillan,
Directeur de la bibliothèque de musique,
Université Western
bmcmill2@uwo.ca

Director, Music Library
Western University
bmcmill2@uwo.ca

Traduction : Marie-Marthe Jalbert
Révision : Valérie Arboit
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Canadian Association of Music Libraries, Archives and Documentation Centres
(CAML) responds to recent North American acts of racism and xenophobia
L’Association canadienne des bibliothèques, archives et centres de
documentation musicaux (ACBM) réagit aux actes de racisme et
de xénophobie des derniers jours en Amérique du Nord1

In light of recent events on both sides of
the Canada-United States border, the
Canadian Association of Music Libraries,
Archives and Documentation Centres
(CAML) confirms its commitment to the
values of diversity, inclusion, and
intellectual freedom.

À la suite des événements qui se sont déroulés
récemment de chaque côté de la frontière canadoaméricaine, l’Association
canadienne des
bibliothèques,
archives
et
centres
de
documentation musicaux (ACBM) réaffirme son
engagement envers la diversité, l’inclusion et la
liberté intellectuelle.

The January 29, 2017, attack on Quebec
City’s Centre culturel islamique
challenges our perception of Canada as
a safe, multicultural society that
welcomes peoples of all faiths,
nationalities, and backgrounds. CAML
joins other academic societies and,
indeed, all Canadians in extending
condolences to the victims of this
senseless attack, their families, friends,
and community.

L’attaque du 29 janvier dernier sur le Centre
culturel islamique de Québec nous fait remettre en
question notre perception du Canada en tant que
société multiculturelle et paisible, qui accueille des
gens de toutes nationalités, de toutes croyances et
de toutes origines. L’ACBM se joint à d’autres
sociétés universitaires, de même qu’au peuple
canadien, pour offrir ses condoléances aux
victimes de cet attentat insensé, ainsi qu’à leur
famille, leurs amis et leur collectivité.

In the same spirit, CAML condemns the
Executive Order issued by United States
President Donald Trump on January 27,
2017, which temporarily bans entry into
the country by travelers from seven
Muslim-majority nations.
Librarians and archivists uphold the
creation of knowledge through free
scholarly investigation and debate. As an
association of information specialists,

C’est dans le même esprit que l’ACBM condamne
le décret émis le 27 janvier dernier par le président
américain, Donald Trump, interdisant pour un
temps aux voyageurs en provenance de sept pays
à majorité musulmane d’entrer aux États-Unis.
Les bibliothécaires et les archivistes soutiennent la
création du savoir par le moyen de recherches
savantes et de discussions ouvertes. En tant
qu’association rassemblant des spécialistes de
l’information, l’ACBM s’oppose à toute action qui
viole les valeurs professionnelles de ses membres.

This work is licensed under a Creative Commons Attribution-NonCommercial 4.0 International License.
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CAML opposes any act that violates its
members’ professional values. Already
President Trump’s Executive Order has
disrupted the work of scholars around
the world. One can imagine the chilling
effect the murders in Quebec City may
have on Muslim, and other minority
groups’, participation in Canada’s civil
and intellectual life.
Furthermore, as one of many national
branches
of
the
International
Association of Music Libraries, Archives
and Documentation Centres (IAML),
CAML values the insight and community
found in open global dialogue. We look
forward to meeting with our colleagues
later this month at the first PanAmerican Regional IAML meeting – coorganized with the US Music Library
Association (MLA) – in Orlando, Florida.
We hope all who have registered will be
allowed to attend.
Music is an art that is said to transcend
all barriers. These two deplorable acts
create barriers, psychological and
physical, to the open, free, and equal
participation in civil society, including
the pursuit of knowledge. CAML
declares its support for an open, global
knowledge community free of prejudice,
discrimination, and violence. We call on
governments to protect these principles.

Déjà, le décret du président Trump a perturbé le
travail des intellectuels partout dans le monde. On
ne peut que s’imaginer l’effet paralysant que
produira la tragédie de Québec sur la participation
des musulmans, et des membres d’autres groupes
minoritaires, à la vie civile et intellectuelle du
Canada.
De plus, l’ACBM constituant l’une des nombreuses
sections nationales de l’Association internationale
des bibliothèques, archives et centres de
documentation musicaux (AIBM), elle attache une
grande importance à un entretien universel et
libre, car il engendre des connaissances et un sens
d’appartenance. Nous sommes enthousiasmés à la
perspective de voir nos collègues à Orlando, en
Floride, vers la fin du mois, lors de la première
rencontre régionale panaméricaine de l’AIBM,
organisée conjointement avec la US Music Library
Association (MLA). Nous espérons que l’on
permettra à toutes les personnes inscrites de s’y
rendre.
On dit de la musique qu’elle est un art qui
transcende les barrières. Ces deux gestes
déplorables érigent des barrières, tant
psychologiques que physiques, et entravent la
quête du savoir ainsi que la participation ouverte,
libre et égalitaire à une société civilisée. L’ACBM se
déclare donc en faveur d’une communauté
internationale du savoir tolérante et exempte de
préjugés, de discrimination et de violence, et fait
appel aux dirigeants politiques pour qu’ils
protègent ces principes.
Traduction : Marie-Marthe Jalbert
Révision : Valérie Arboit
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Staging an International Rock Festival in Alberta: A Documentary
Reconstruction of Edmonton’s Rock Cirkus
by Brock Silversides

Abstract
This paper, delivered in a shortened form at the CAML Conference in Calgary in June 2016, details the
lead up to and production of the Edmonton Rock Cirkus in August 1979. It was the largest outdoor rock
festival held in the Alberta capital up to that time, and was successfully staged in Commonwealth
Stadium with a combination of top name international and Canadian acts, such as Peter Frampton,
Heart, Streetheart, and Trooper. Using a combination of archival documents (primarily from the Martin
Melhuish Fonds, held by Media Commons at the University of Toronto), contemporary press accounts,
and reminiscences by organizers and performers, the groundbreaking festival's background,
organization, logistics, economics, and physical production are reconstructed and discussed.

Poster for Edmonton Summer Rock Cirkus, August 1979
Courtesy of City of Edmonton Archives, EAP-53-1

__________________________
Brock Silversides (brock.silversides@utoronto.ca) is Director of the University of Toronto Media Commons.

This work is licensed under a Creative Commons Attribution-NonCommercial 4.0 International License.
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The Partners
On August 26, 1979, Edmonton’s Commonwealth Stadium played host to that city’s first large-scale
international rock festival. Christened “The Summer Rock Cirkus,” it looms large in the memories of
many Alberta music fans who came of age in that decade. The festival was organized, produced, and
promoted by Lumado Enterprises Ltd. of Westmount, Quebec in conjunction with radio station K-97. At
first glance, it makes little sense that a Quebec-based company would stage a rock festival 3,000 km to
the west. But a seemingly random series of events, including radio programs, writing projects, consulting
jobs, and fortuitous personal interactions, led inexorably to this result.
Lumado was comprised of three partners: Doug Pringle, Martin Melhuish and Lucien Richard. Pringle
was born in Calcutta, the son of a British shipping executive, and was educated in South Africa, Belgium,
and England. He moved to Boston in the mid-1960s, and was about to return to England when he visited
Montreal. He was taken with the city, and on a whim, applied to Sir George Williams University (now
Concordia). He was accepted, and immediately became involved in student activities, including “TV Sir
George” and “Radio Sir George,” where he quickly assumed the roles of announcer and program
director.
With his in-depth knowledge of the current music scene, especially in Britain, and his brief student
experience in broadcasting, Pringle was able to convince Geoff Stirling, the owner of the easy listening
and money-losing CKGM-FM (later to be CHOM), to let him program and host a four-hour show
dedicated exclusively to full-on progressive rock. Starting in October 1969, it was immediately (and
unexpectedly) successful, and within three months, the station had completely gone over to the newly
labelled “Tribal Rock” format. Other young and hip disc jockeys were hired, and the traditional ways of
doing things were thrown out the window. The DJs regularly played entire sides of albums instead of the
two- to three-minute singles. They occasionally aired live performances by local bands such as
Harmonium. They frequently did the between-song patter in both English and French, a practice that
ended when some of the French language stations complained to the CRTC.
Most of the DJs were into spiritualism and meditation—thus the change of the station’s call letters to
incorporate the mantra “OM” after Pringle and Stirling returned from a pilgrimage to India. The DJs felt
disdain for any form of authority, and the inmates were soon running the asylum. According to one
article:
Pringle cheerfully pleads guilty to charges of self-indulgence, elitism and naivete. In 1969, he
and his fellow DJs were totally ignorant of the radio business. . . . Pringle remembers an
announcers’ meeting to discuss whether to do time checks on CKGM-FM. The vote was no
because “giving the time would put listeners into reality, and that was a bummer.”1
In an odd reversal of roles, the DJ collective decided which advertisers they deemed acceptable for the
station. There were numerous businesses clamouring to advertise on the new format, but few were
1. "Hippie Daze of the '60s Paved Way for Today's Yuppie Pros," The Gazette [Montreal, QC], Oct 21, 1989, H1.
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allowed to give the station their money. For example, the DJs did not want beer ads as “we were all
smoking dope,”2 and they did not want automobile ads because cars “polluted the atmosphere.”3
Record stores were sometimes acceptable:
We had Sherman’s, the record retailer, advertising with us at one point, that was until they put
in a turnstile into their store. . . .This was cause for an immediate group meeting and, in the end,
Sherman’s ads got dropped because we felt this showed a lack of trust in their fellow man.4
With a business approach such as this, it goes without saying that the station was not as profitable as it
could have been. Pringle was the ringleader for all these changes, and built up a large and dedicated
following of listeners. Melhuish recalls Pringle’s appeal:
He walked into Montreal, and he was God! Everybody considered him that. First of all, the
English accent; the fact that he talked some French on the air, which they loved; the fact that he
was almost like one of the guys that they adored—he actually worked with T. Rex—and he just
had charisma. Hair down to his ass—he was just a rock star.5
He also emceed concerts, and sat on juries for popular music competitions.
Pringle took a sabbatical in 1974 and 1975 and moved to London, UK. There he met members of the
British broadcasting and musical fraternity, and even had a hand in co-producing several album tracks
for Marc Bolan’s T-Rex. Hoping England would be the promised land for progressive rock, he was quickly
disillusioned. Instead, he found it completely overshadowed by trendy “Pop” music such as glitter rock
(Gary Glitter, Slade), soccer rock (Bay City Rollers), and the beginnings of the dreaded disco. He returned
to Montreal and CHOM, and wrote an article entitled “London Makes Montreal Look Good” for the
Montreal Gazette in July 1975.
Pringle became even more convinced of the role of progressive rock in radio. He continued to program
it, expanded his audience, and for the rest of the decade appeared to have the magic touch. Word
leaked out about this new “guru” of the airwaves, and soon other Canadian broadcasters started to ask
his advice on revamping their programming. It would not take long for Pringle to realize these informal
consultations could be turned into further income.
Martin Melhuish came to the music industry from a different on-ramp. Born in Penzance, UK, his family
immigrated to Toronto when he was a pre-teen. A budding guitarist, he played in several teenage bands
such as Chateau Clique, and The Jeff Davis Highway (which of course had no one named Jeff Davis in it).
Being slightly more ambitious and entrepreneurial than most his age, he also formed his own
2. Martin Melhuish, “A History of the Early Days at CHOM-FM,” accessed May 2, 2016,
www.alanrhodes.com/journals/appendix8.html.
3. Ibid.
4. Ibid.
5. Martin Melhuish, interview with author, March 20, 2015.
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management company and non-union booking agency called Britannia Enterprises in 1968. He was
seventeen.6
Meluish was equally fascinated and frustrated by the Canadian media and its half-hearted, if not
outright reluctant, coverage of popular music. But rather than just complain, he plunged in headfirst. In
1969 he started to acquire his reputation as a writer and reviewer for the underground newspaper
Tribal Village. Taking the role of a young radio reporter, he covered the famous three-day Strawberry
Fields Festival at Mosport Park outside Toronto in August 1970 for local stations CKEY and CKFH.
As he recalls:
I guess because I came from England and there was a lot of press out there like . . . Melody
Maker, Disc and Music Echo . . . New Musical Express—I mean there were all of these amazing
papers that wrote about nothing but popular music, and they were thick papers, and there
wasn’t one in Canada.7
There was one of course—RPM—but it contained solely Canadian content and was intended more for
the Canadian music industry itself, not the general public. Melhuish continued to talk with people in the
industry about the need for another music magazine. That led to the founding of Beetle magazine which
featured both Canadian and international content for the general music-loving public. Melhuish:
That was interesting because I did the first one myself. . . . I basically did it myself, and I’d never
laid out a magazine, I’d never written an article, I’d never done anything. So the first one came
out, and it looked like I didn’t know what I was doing!8
Even so, it was considered significant enough to get a mention in Billboard in December 1970: “Canada
now has its own national rock music newspaper, a bi-weekly, Beetle. The 16-page tabloid was unveiled
this week by its founders, Archie Macdonell and Marty Melhuish. It is being distributed by Metro
News.”9
His editorship led to several significant meetings:
Except for a couple of freelance people, it wasn’t a paid gig. Even photographers . . . were
coming and wanting to get involved—they just wanted to see their stuff in print. . . . Second
issue . . . that sort of worked out. We moved on . . . did the third issue. This was where I met
Ritchie Yorke and everything changed, because Ritchie was already on the international scene,
he was already writing for all these New Musical Expresses.10
6. Martin Melhuish, interview with author, March 20, 2015.
7. Ibid.
8. Ibid.
9. “Beetle, Tabloid, Debuts in Canada,” Billboard, December 19, 1970, 57.
10. Martin Melhuish, interview with author, March 20, 2015.
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Yorke was an important influence for Melhuish. Then Canada’s foremost rock music writer, he was a
regular correspondent for the major Canadian newspapers: the Globe and Mail, Montreal Star, Ottawa
Journal, Toronto Telegram, and Winnipeg Free Press. As well, he wrote for numerous music magazines
such as Melody Maker and New Musical Express in the UK, Zoo World, Hit Parader, and Rolling Stone in
the United States and RPM in Canada. In 1972 Melhuish and Yorke decided to start their own magazine,
which actually ended up as three, each more sophisticated and better funded than the last. First came
Pop which only lasted two issues, then Grapevine which went for five issues, and finally Rainbow, which
became another legendary but short-lived Canadian popular music magazine. Melhuish and Yorke were
the co-editors and chief writers. They were, however, dependent on stringers from every region of
Canada, so the content of Rainbow (subtitled “Canada’s International Music Paper”) was a dynamic mix
of domestic and international music news.
In 1973 Melhuish moved into the big leagues of music journalism. He was first recruited by the New
York City based Modern Stereo & Hi Fi Guide as its Canadian contributor. In the fall of that year he
replaced Yorke as the Canadian editor of, and main Canadian writer for Billboard, the most-respected
music industry magazine. He contributed updates to the section “From the Music Capitals of the World”
in every issue, and also wrote, edited, compiled, and promoted an annual insert on the state of
Canadian music. Never one to enjoy an unoccupied moment, he also contributed occasional articles to
RPM, and then agreed to become the Canadian editor for the Florida-based Zoo World, and the same for
the Texas-based Performance.
Melhuish had always been interested in the Quebec rock music scene, especially since it had been
woefully under-reported and under-appreciated in English Canada. His frequent trips to Montreal in
search of music news, concerts and interviews made him appreciate its approach to arts and culture.
Melhuish visited often, soaked in the good feelings, and needed little convincing to relocate in the fall of
1976:
I already had this sort of emotional connection to Montreal because it’s a European city, and my
wife and I had gone there a number of times . . . so by 1976, it was a magic year, because the
Olympics were in Montreal; the PQ got in, which I couldn’t give a crap about, even though all the
English people in Montreal were freaking out because they thought they were going to be hung
from the posts! So I made the decision: I’m going to Montreal. And I started getting involved
with all the music guys, like Bob Segarini.11
Melhuish continued his editorship of Billboard (“the Billboard office was in Thursday’s Pub on Clinton
Street!”), and further ingratiated himself into the Montreal music community. His house in Westmount
became a communications centre, a studio, a party house, and a home away from home for musicians:

11. Martin Melhuish, interview with author, March 20, 2015.
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I had a house in Montreal – the infamous 7 Burton Avenue that was profiled in a two-page
spread in the Montreal Gazette for the number of music industry figures that later became
major executives or stars in the business that I had given refuge to over the years.12
Segarini remembered it well:
Martin’s house in Montreal became a haven for musicians and musos, both local and touring,
and a crash pad for the lazy, stoned, or destitute players that had a friend and fellow music lover
in Marty, who took in everyone that needed a place to hang. Even a teenaged Erica Ehm spent
time there before moving to Toronto and a still flourishing career in the entertainment
business.13
Melhuish’s first foray into book publishing occurred as chief writer on the project ultimately entitled
Century of Sound, a commemorative book issued by Studio Un Deux Trois Limitée (a.k.a. Studio 123) to
celebrate the 100th birthday of recorded sound. He took the next logical step into the ranks of music
industry writers with his following project later that year. He begins the story:
Ritchie Yorke was still around . . . because we started talking about books, and Ritchie had a
contact with Methuen Publications, and sold them on the idea basically of doing a brand called
Rock Books. There was going to be Led Zeppelin, which he got exclusive access to. . . . He called
me one day and he said “You know, you were telling me about how Bruce [Allen] keeps calling
you up and raising shit about how Canada doesn’t give a shit about his band—what about a BTO
book?” Okay, sure—called the band, no problem. Went out [to Vancouver] and got that
together.14
With full support from Allen and Randy Bachman, Melhuish wrote Bachman Turner Overdrive: Rock is
My Life, This Is My Song which was released in 1976. It established Canadian rock music as a topic worth
taking seriously, and for Melhuish serendipitously established a new friendship. Methuen sent Yorke
(with his The Led Zeppelin Biography) and Melhuish together on a national promotional book-signing
tour, and as Melhuish recalls: “When Ritchie and I went and did a publicity tour, one of the stops was
hometown Montreal, and that’s where I met Doug [Pringle—who interviewed them on his CHOM show],
and immediately we were like brothers—we had all of this stuff in common.”15
Within months Melhuish and Pringle, the two hyperactive friends, founded a company called Primel
Motivations to amalgamate and harness all their experience, knowledge and aspirations, and to engage
in a plethora of music-related activities. Under the Primel umbrella they started to manage several

12. Martin Melhuish, e-mail message to author, July 16, 2012.
13. Bob Segarini, “The Story of the Segarini Band,” accessed May 12, 2016,
https://bobsegarini.wordpress.com/2012/08/27/segarini-the-story-of-segarini-band-chapter-one/.
14. Martin Melhuish, interview with author, March 20, 2015.
15. Ibid.
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Montreal artists, the first three being bilingual singer Nanette Workman (who had just issued her album
Grits and Cornbread), Stanley Frank (who would shortly put out his first album S’cool Days), and The Pin
Ups (featuring a young bass player and singer by the name of Sass Jordan).
They also produced commercials and jingles. Melhuish remembers that Pringle “had a company called
Mediacollage [Studios], which was a little studio meant for doing jingles and ads for syndicated radio.”16
The two expanded that by assembling radio specials on the histories of bands, written by Melhuish and
hosted by Pringle. Two 1976 productions in particular were syndicated across the country—The April
Wine Radio Special, and The Heart Radio Special.
And their most influential endeavor was about to be born: an ongoing radio program entitled The
Pringle Program. It evolved from Pringle’s local CKGM program into Canada’s premiere showcase for
progressive rock music. Not only did it become the program of choice for first airings of new musical
releases, but it also featured exclusive interviews with the artists. It began in May of 1978 and quickly
became a nationally syndicated weekly four-hour radio event. It was jointly written and assembled by
the partners. Melhuish recalls:
It was just based on the fact that we were both music nuts, and he had a great voice and a great
personality and the whole thing. And it was also a time when there was a dynamic going on
between AM and FM. The AM stations were starting to get kicked a little bit by the FM stations
who were programming all of this AOR [album-oriented rock] rock. So Doug figured there’s got
to be a dynamic here with the AM stations at least that may want this show. So we started
talking about it around ’77, and it took a long time to get together. . . . We had to put a network
together; we had to put the sponsors together. It was an expensive show to do. . . . Album rock
wasn’t being done on AM. But the way it turned out, we actually picked up some FM stations
too.17
Much of the interviewing and scripting was done in the home office on Burton Avenue in Montreal
where the partners’ record library was located, but the taping and final editing was generally done in
Toronto at the CKFM Studio for St. Clair Productions, a subsidiary of Standard Broadcasting. Melhuish
wrote an accompanying weekly syndicated “Pringle Program” column on general music news which was
published by the Sun newspaper network. Even though they were convinced that this could be the
answer to the contemporary lull in rock music broadcasting, the complete package succeeded beyond
their wildest dreams. It exploded in popularity, and broadcasters scrambled to sign on. Billboard
mentioned the show in an article “Canadian Radio: Professional, Successful and Profitable” published in
January 1979:
In Toronto there is the “Pringle Program,” hosted by Doug Pringle and produced by Martin
Melhuish. The four hour mix of album cuts, artist interviews, record reviews, news and features
16. Martin Melhuish, interview with author, March 20, 2015.
17. Ibid.
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is carried by 54 stations nationally and the next step is to take it into the U.S., says executive
producer Dave Hammond.18
The biggest selling point, and arguably the most popular segment of the program, was the interviews.
Melhuish and Pringle thought it might raise their profile to go beyond Canada’s borders to gather these
interviews. Both attended the major 1978 rock festivals in the United Kingdom and the United States
(notably California Jam II in March and Texxas Jam in July) as part of the press corps to do interviews.
They then started to make monthly trips to the two countries to have in-depth talks with artists who
they felt were on their wavelength. Some who appeared on the show in the incredible debut 1978-79
season included Alice Cooper, Atlanta Rhythm Section, Bee Gees, Kate Bush, Cheap Trick, Joe Cocker,
Devo, Electric Light Orchestra, Fleetwood Mac, Foreigner, Marvin Gaye, Genesis, Jethro Tull, Journey,
Kansas, Little River Band, Loggins & Messina, Dave Mason, Meatloaf, Eddie Money, Moody Blues, The
Motels, Ted Nugent, Pablo Cruise, Graham Parker, Pink Floyd, Suzi Quatro, Rush, Santana, The Sweet,
Supertramp, Toto, Van Halen, Bob Welch, Gary Wright, as well as three Beatles: John Lennon, Ringo
Starr, and Paul McCartney.

Doug Pringle (right) interviewing Alice Cooper for The Pringle Program, Spring 1979
Photo by Marty Melhuish
Courtesy of Martin Melhuish Fonds, Media Commons/University of Toronto

18. “Canadian Radio: Professional, Successful and Profitable,” Billboard, January 27, 1979, C32.
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Throughout this period Melhuish had also been establishing his own connections to Alberta. As far back
as 1973 he was doing promotional work for The Stampeders. Billboard reported that “a special
Stampeders World Tour newspaper has been prepared by Marty Melhuish and is being distributed to
media.”19 The twelve-page publication was given away at all points along what was, up to then, the
biggest and longest tour by a Canadian band. Over 100,000 copies made their way into the hands of
fans.20 Throughout the 1970s Melhuish regularly reported on artists and musical events from Edmonton
and Calgary. In early 1979 he assumed management duties with The Models, a new wave Edmonton
band led by Peter Bodman and David Stahl. They released their debut album on Vera Cruz Records,
working with legendary Alberta producer Wes Dakus, and were featured in several live radio broadcasts
on the new station K-97.
The third member of the Lumado team was Lucien Richard. Richard was the business brain, the one who
could tap into funding with some experience. Richard, originally from Trois-Rivières, started his career at
the age of sixteen managing rock bands and comedy groups including Les Cyniques. He soon expanded
to include promoting concerts in Quebec in the early 1970s with such artists as Tom Jones, Engelbert
Humperdinck, and a number of European stars.
Richard co-founded the Vaudreuil West Holding Co. in 1974. The company did well, and by 1977
Richard, seen as one of the rising stars in Quebec business circles, had been asked to address the
Chambre de commerce de Québec on his success, and was the subject of a glowing profile in the
Montreal Gazette in February 1978. At this point Richard had no intention of going back into the
financially inconsistent music business in any capacity.

The Idea
However, in early 1979 Richard was contacted by an anonymous Quebec financier who asked if he knew
anyone who could organize a rock festival. He did indeed, and when he was informed that the silent
partner was willing to front $650,000, he quickly got in touch with Pringle.
Melhuish weaves the tale of the festival coming together:
One day, not long after The Pringle Program had taken to the air, we got a call from a financial
guy by the name of Lucien Richard, who had known Doug during his CHOM days. He said he had
a businessman who wanted to invest more than a half-million dollars in a rock concert at the
Olympic Stadium in Montreal. Could we do it? Doug and I talked about it for about 10 seconds
and decided it was well within our talents to do that . . . !21
As quickly as they said yes, sober second thought kicked in. They realized if they did this, they would be
encroaching on someone else’s turf. That person was promoter Donald Tarlton of Donald K. Donald who

19. “From the Music Capitals of the World,” Billboard, February 24, 1973, 42.
20. Ritchie Yorke, “Daily Press Seen Hindering Artists,” Billboard, July 14, 1973, 59.
21. Martin Melhuish, e-mail message to author, July 16, 2012.
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dominated the Montreal market. Melhuish: “We didn't feel comfortable stepping on his toes as we both
knew him and considered him a friend.”22
Fate stepped in a week later:
We got another interesting call – this time from Edmonton from an AM radio station that was
running The Pringle Program. They had just got an FM license for an album-oriented rock station
but realized they didn't have anyone in the immediate organization that had the expertise to
really make the format work. Somebody said: “what about that English guy we have on Sunday
nights on our station?” They asked Pringle to come out to Edmonton, and when he returned he
had the job as their consultant. He had also seen Commonwealth Stadium out there and called
me to say that it might be just the place for a multi-artist concert though there had never been a
concert of any kind at the venue. In our entrepreneurial minds we also realized that a concert
like this would make a great launch for the station which had the call letters CIRK-FM. Wasn't
much of a jump to come up with the name Edmonton Rock Cirkus for the proposed event. We
spoke to Lucien – he spoke to the investor who was quite happy to take the show on the road.
We started a company called Lumado (Lucien, Marty, Doug).23
The three partners in Lumado Enterprises appeared to have endless energy, an extensive insider
knowledge of the music industry, friends and colleagues in every corner of the industry, an unarguable
record of success at almost everything they had attempted, still a bit of idealism, and a willingness to
take on anything. And unlike many promotion companies, they also had an eager silent partner with a
large wallet (his identity remains a closely guarded secret to this day—all that Melhuish can recall is that
he had some investments in the St. Hubert chicken restaurant chain).
It was proclaimed at the time that this was to be the first rock festival in Edmonton’s history, but that is
clearly not the case. Multi-band concerts and festivals had been a regular part of the Alberta capital’s
popular music scene for at least fifteen years. Examples are easy to find, especially in the 1960s, most
organized by local promoter Benny Benjamin. For example, “The Holiday Hullabaloo,” held December
29, 1965 at the Edmonton Gardens, featured the Kingbeez, Li’l Davey & the Drastiks, The Lords, Tony
Lewis & the Birmingham V, Judy Singh, Bob Jones, Hans Staymer, and The Pussycats. A five band festival
was held in Jasper Place Sports Centre in September 1966, showcasing local acts Wes Dakus & The
Rebels, The Nomads, Willie & the Walkers, Barry Allen, and Calgary’s Shades of Blonde. “Woodward’s
Salute to Youth” was held at the Northern Alberta Jubilee Auditorium on August 25, 1967, and featured
Dino, Desi & Billy, The Guess Who, Willie & the Walkers, and Barry Allen & The Southbound Freeway. On
March 3, 1968, Edmonton Gardens hosted a rave-up with The Who, local bands Warp Factor, The Heat,
The Young Ones, Willie & the Walkers, and Winnipeg’s Sugar ’n Spice.

22. Martin Melhuish, e-mail message to author, July 16, 2012.
23. Ibid.
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The largest and most memorable festival was a two-day outdoor concert held in Renfrew Park (a
baseball stadium) on July 7-8, 1968. It was called The Orange County Pop Festival for a number of
California bands that were to have headlined, including Country Joe & The Fish. None of them made it
over the border (recreational drugs may have been involved), and all the final talent was Canadian. The
festival, organized by Benjamin and Wes Dakus, still had a strong lineup and went ahead anyway. The
acts included Vancouver’s Tom Northcott and the Syndicate, My Indole Ring, and Papa Bear’s Medicine
Band; a lone Saskatchewan representative called The Mozart Group; and a palette of local bands such as
Barry Allen and Purple Haze, The Young Ones, Shame Tree, The Heat, St. James Infirmary, Warp Factor,
International Dateline, The Circus, Martha Strange, The Graeme Waifers, and the Harrad Experiment.
A second Orange County Pop Festival was held the following July and included Toronto’s Buckstone
Hardware; two Vancouver bands, Jason Hoover and The Fox; two Calgary bands, Happy Feeling and
Gainsborough Gallery; and three Edmonton bands, Russell Thornberry with Denim & Lace, Coloured
Rain, and the Angus Park Blues Band. There was no similar event in the 1970s that had lived up to the
Orange County festivals, and that may be the cause for the festival amnesia.

The Partner and the Venue
A major partner in the upcoming festival was the radio station CIRK-FM, better known as K-97. It was the
FM affiliate of the long-established AM station CJCA. Although it had existed since 1975 as CJCA-FM, it
had recently re-branded itself as AOR (album-oriented rock) to appeal to both a younger and wider
audience. The station was managed by Terry Strain, and the first program director was Neil Edwards.
The original disk jockeys included Bruce Kenyon (also music director), Gerry Siemens, Kelly Huxtable, Jim
Hees, Joanne Wilson, Ted Kennedy, and Dave Korchin. Under its new moniker it returned to the
airwaves on May 4th, 1979. It was given full promotion in Billboard:
The Midwestern Canadian city, long one of Canada’s top concert and album buying markets,
now has its own AOR station. . . . The new format debuted with “It’s Only Rock and Roll, But I
Like It” by the Rolling Stones. One of the first moves the station made was to hire Doug Pringle,
thought by many to be Canada’s top AOR programmer and personality, as a full time consultant.
. . . The station plans to be presenting major rock shows in the market. To kick off the format, 20
billboards were rented and newspaper advertising has been utilized.24

24. “Edmonton Gets New AOR Outlet Known as K-97,” Billboard, June 30, 1979, 18.
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Advertisement for K-97 radio station, August 1979
From Edmonton Rock Cirkus Official Souvenir Program

K-97 hit the ground running. It aired live broadcasts of local bands from the Riviera Rock Room. It also
sponsored, assembled, and pressed the annual “home-grown” albums that spotlighted local talent. And
of course it aired the much-respected Pringle Program. But it was still the upstart, and needed to make a
name for itself. Recalls Bruce Kenyon:
We went on the air in May or June with none of us at the station really having a clue as to
running a rock station. At the time we were running the syndicated Pringle program, and Doug
being the seasoned pro he was, we hired him as a consultant. Best move we ever made. He
righted the ship and pointed us in the right direction. With our first ratings book we had an
audience of about 30 thousand, and our main competitor was CHED whose audience was over
400 thousand . . . a huge uphill battle. Pringle felt that we needed to make as big an impact as
we could, and since we had a limited promo budget, the idea of the Rock Cirkus came about.25
Pringle, as a consultant and advisor, quickly built up a solid relationship with the management and staff,
and naturally wanted them to succeed. The joint vision then included the biggest rock show ever held in
the Alberta capital, along with the biggest, loudest marketing campaign ever mounted by an Edmonton
radio station. By the first week of June 1979, the partnership between Lumado and K-97 was sealed and
K-97 initiated the promotional efforts.

25. Bruce Kenyon, e-mail message to author, June 18 2012.
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Lumado and K-97 knew they had to have a roomy venue to properly carry out the event they
envisioned. There were five possibilities open to them: the Jubilee Auditorium, the Kinsmen Field House,
Northlands Coliseum, Clarke Stadium, and Commonwealth Stadium. The Jubilee Auditorium, built in
1955, was undoubtedly the classiest and most comfortable of the venues, but only had a seating
capacity of 2,500. This was a mere drop in the bucket of the audience they were envisioning. The
Kinsmen Field House, located in the river valley, was opened in 1968 and was the venue for many of
Edmonton’s most memorable rock concerts such as Led Zeppelin (1969), Vanilla Fudge (1969), Frank
Zappa (1971), Painter (1972), Kiss (1974), Queen (1975) and Rush (1977). However, it was designed as a
multi-purpose room, and its acoustics left many critics and audiences howling about the unsatisfactory
sound. Next was Northlands Coliseum (later renamed the Skyreach Centre, and currently Rexall Place). It
was a 16,000 seat hockey arena that was built in 1974 for the Edmonton Oilers and the lacrosse team,
the Edmonton Rush. While it had a proven record for rock concerts such as The Who (1976), Rush (1978)
and Rod Stewart, Jethro Tull and Van Halen (1979), it still was too small for the event Lumado and K-97
had in mind.
The outdoors then beckoned: there was Clarke Stadium, built in 1938, with a seating capacity of 20,000.
While it had charm, it had certainly seen better days. Edmonton’s newest big-crowd venue,
Commonwealth Stadium, finally became the logical choice. It had been constructed the year before, just
in time for the opening of the Commonwealth Games in August 1978. Located in the east central
neighbourhood of Norwood at the corner of 112 Street and Stadium Road, it was owned and operated
by the City of Edmonton. Upon completion of the Commonwealth Games, it immediately replaced
Clarke Stadium as the home of the Edmonton Eskimos. With a fixed seating capacity of 39,000 (and up
to another 4,000 on the stadium floor), a 3 ½-storey scoreboard, a glass-fronted Communications Centre
for press, and easy access to the LRT subway, it was second only to Montreal’s Olympic Stadium as a
Canadian sports venue. The choice could not have been clearer.
The Rock Cirkus was to be the first music festival held in Commonwealth Stadium, and it was by no
means a given that the event would be acceptable to Commonwealth management. Lumado started
negotiations early with the venue, and immediately realized they were neither wanted nor trusted.
Recalls Melhuish:
This was the home of the Edmonton Eskimos and coach Hugh Campbell was not interested in
having a bunch of rock 'n' rollers anywhere near his playing field. We made the point that it was
a public space and could be used by anyone. We realized we had some work to do, so Doug and I
headed out to Edmonton with our assistant for what might have been about a month. We
rented a house and we started to work the media to get the public on our side. I made a side trip
to Calgary, which we knew was going to be an important market for us if this came together.
Believe me, the folks out west were none too pleased seeing an organization come in from
Quebec to promote rock concerts. The press could be fairly brutal . . . 26

26. Martin Melhuish, e-mail message to author, July 16, 2012.
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An internal Lumado report was compiled detailing various aspects of the venture on June 6, 1979, and a
copy can be found in Melhuish’s archive. The pages dealing with Commonwealth Stadium give
interesting information on what the promoters had to deal with. First, the administration at
Commonwealth did not initially feel comfortable with an open-ended schedule: “Mike Kelly seemed to
be very retiscent [sic] about holding a festival as compared to a concert. He said that he wouldn’t like to
see the “concert” run more than three hours. Obviously that is something that is going to need serious
discussion.”27
Then under the cost section were the possible financial arrangements with Commonwealth Stadium:




The cost of the stadium based on 55,000 (the maximum they will allow) is their cost
($75,000) plus $10,000 or 15%, whichever is greater.
They require $2,500 deposit 90 days before the concert and the balance of the deposit 60
days before the concert date. This is obviously flexible.
Based on 35,000 people at the stadium, the cost to us is their cost ($50,000) plus $10,000 or
15% whichever is greater.28

The stadium’s responsibilities included the ushers, police and other security, liaison with Edmonton
transit, the stadium clean-up, and utilities. The report conjectured that “overtime payments and the
building of steps to and from the infield is not included in the price but I think is their responsibility. We
should get that clarified. Our responsibilities are a tarp for the field, security fencing at the stage and
insurance as well as the stage, lights and sound.”29
Finally, the stages of approval were spelled out:
A) We have to get approval from the Department of Parks and Recreation for the type of event
and date
B) The contract has to be recommended to the Commission Board
C) City Council Approval
D) Finalize negotiations30
The Lumado team got to work immediately on several fronts. Firstly Melhuish and Pringle set up offices
in the Edmonton Plaza Hotel where they typically worked twelve-hour days. As they would end up living
in the city for the next two months, they arranged to produce The Pringle Program in Edmonton for the
duration. Next was the selection of talent. There was an amazing array of bands and artists touring
North America that summer, and the team wanted to get at least two top acts supplemented by some
mid-level acts and one or two local bands as well.
27. “Edmonton Rock Cirkus – Initial Report, June 6, 1979,” Martin Melhuish Fonds, #2013.005, Media
Commons, University of Toronto Library.
28. Ibid.
29. Ibid.
30. Ibid.
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The Lineup
The previously mentioned internal report of June 6, 1979 noted that the Beach Boys were available.
However, since they asked up-front for $150,000, they were quickly off the table. The other bands
mentioned in this first go-round included Van Halen, Dire Straits, Rickie Lee Jones, Goddo, and Dual
Exhaust. Another undated projected budget document in Melhuish’s archive incorporates potential
payments to Alice Cooper and to the Atlanta Rhythm Section, so they were obviously strong candidates
during the selection process.
Lumado knew they needed at least one international act to headline. Both Pringle and Melhuish came to
that decision quickly: they wanted British singer and guitarist Peter Frampton. His reputation was huge,
and he was already touring the United States that summer. Melhuish explains:
Peter Frampton had done his Frampton Comes Alive show everywhere but we knew he hadn't
done it in Edmonton. That's what put him at the top of our list. We actually hadn't met him prior
to the concert but a good friend of both Doug and mine was Quebec singing star Nanette
Workman. Doug managed her for a while, and she lived with me at 7 Burton for a time. She and
Frampton had both worked with French star Johnny Halliday and they had had a brief fling.
Nanette's life is a movie . . . 31
Frampton had star power—of that they were in no doubt. He had started his career with The Herd in
1967. He was always a “pretty-boy,” and indeed had been given the title of “Face of ’68” by the teen
magazine Rave. It was the kind of notoriety he did not appreciate, as it made his guitar prowess seem
somewhat less than serious. Therefore in early 1969 he co-founded the down and dirty rock band
Humble Pie with Steve Marriott. They issued a number of top-selling albums, and were known especially
for their Performance: Rockin’ the Fillmore, which had gone gold in the United Kingdom, the United
States and Canada. Personality clashes led to Frampton leaving Humble Pie in 1971. For several years he
stayed under the radar, writing and recording as a solo artist. But in 1976 he put out another monster
double live LP entitled Frampton Comes Alive. It quickly topped the RPM charts in Canada as well as the
Billboard chart in the United States for 10 weeks (and stayed on that chart for an unheard-of 97 weeks).
It sold six million copies in the United States that year and was voted album of the year by Rolling Stone
readers. By 1984 it had sold six times platinum.
It was an incredibly hard achievement to follow, and Frampton did not even try. His next album I’m In
You (1977), while reaching platinum status, was generally considered a serious stumble. Then in 1978 he
starred in the Robert Stigwood film Sgt. Pepper’s Lonely Hearts Club Band with the brothers Gibb. For
many of his long-term fans, it was the loss of his last shreds of credibility. Just after its release, Frampton
was removed from the public eye when he was involved in a serious car accident in the Bahamas. He
broke an arm, and took half a year to recover, during which he wrote very little. The spring of 1979 then

31. Martin Melhuish, e-mail message to author, July 17, 2012.
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saw him return to the recording studio with the less-than-stellar LP Where I Should Be, and he slowly
eased back into the world of touring. By August he was travelling around the southern United States.

Peter Frampton promotional portrait, 1979
A&M Records
Author’s collection

As the potential cornerstone act, the members of Lumado were willing to do almost anything to attract
him. They offered to pay him more than any other band on the bill, and as an act of good faith, they
were also prepared to offer him a degree of creative control over which other bands would appear and
over the day’s sequencing. A copy of his contract is still extant, and it gives a clear idea of the concerns
(and mutual distrust) between artists, managers, and promoters. Dated July 19th, the primary document
confirmed a payment of $100,000 (US currency), and if more than 55,000 tickets sold he would get 25
cents of every dollar earned “after $1,100,000.” As well it guaranteed Frampton “sole star billing,”
“choice of playing positions,” and “final approval of all supporting acts.”32 There are also two separate
and very wordy riders, one five pages and the other six pages in length, which give a fascinating insight
into how tour agreements were negotiated in the 1970s.

32. “Peter Frampton Contract – Rock Cirkus, 19 July 1979,” Martin Melhuish Fonds, #2013.005, Media
Commons, University of Toronto Library.
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The first rider agreed that Frampton would be paid 50% of his fee in advance, that the artist receive
“adequate private bathrooms and dressing room facilities, all dressing rooms to be air-conditioned,”
“one tuning room with 100 volts A.C. outlets and one hospitality room.” There was a prohibition against
any filming, recording, or broadcasting of Frampton’s performance without the express written
permission of the artist. In the event that this was done accidentally or otherwise, the producers had to
agree to immediately pay Frampton $50,000 in damages.33
Frampton was given “the first right of set up for all instruments and properties used in the presentation”
and the guarantee that “aforesaid instruments and properties shall not be moved, relocated and/or be
used by any other than road/production manager of the vendor.” In addition, Lumado agreed “to
undertake the affirmative obligation to use its best effort to prevent the sale of unauthorized
merchandise in the immediate vicinity of the site of the performance.”34
The second rider, called the “Indoor Technical Rider,” spelled out the stage and sound requirements and
technical specs. Then there were specific demands for the site preparation including access, security,
and communications. And, as is frequently the subject of much-deserved mockery in touring band
riders, there were the hospitality room demands. For Frampton’s band and friends, the rider demanded:
2 bottles Soave Bolla
2 bottles Valpolicella
3 cases Heineken beer
½ case Club Soda
1 case Coca Cola
1 case Canada Dry Ginger Ale
3 bottles Moet & Chandon Champagne
Assorted Fruit Juices (Fresh Squeezed)
1 gallon Spring Water
1 gallon milk
2 quarts Lime Gatorade
8 quarts Perrier
Hot Water Boiler

Earl Grey Tea
Honey/Lemons/Brown Sugar
1 Salad Bowl (for 15 people)
1 Fruit Bowl (for 15 people)
1 Cheese Tray with Crackers (for 15 people)
1 tray Fresh white turkey meat
2 loaves whole wheat bread
Butter/Mayonnaise/Mustard/Salt/Pepper/etc.
Hot Cups
Cutlery
24 bath size towels
IceCorkscrews

And for his road crew:
Breakfast – coffee, tea, milk, fresh orange juice, Dr. Pepper, Cokes, Sprite, cereal, donuts, bread and
toaster, jam & jelly
Lunch – deli spread of assorted meats, cheeses and breads, mustard, mayonnaise and trimmings such as
tomatoes, onions, lettuce, and drinks – 2 cases Dr. Pepper, 1 case Coke, 2 gallons milk, 1 case
Heineken, 1 case Michelob
Supper – entrée, 3 vegetables, bread, salad and dessert, drinks (2 cases Dr. Pepper, 1 case Coke, coffee,
tea, 2 gallons milk, 2 cases Heineken, 2 cases Michelob)35

33. “Peter Frampton Contract – Rock Cirkus, 19 July 1979,” Martin Melhuish Fonds, #2013.005, Media
Commons, University of Toronto Library.
34. Ibid.
35. Ibid.
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One of the first Canadian acts to sign on was the Winnipeg-based Streetheart. A merger of two talented
but underrated prairie bands, Witness and the Great Canadian River Race, they were originally fronted
by vocalist Kenny Shields and guitarist Paul Dean, and included Daryl Gutheil (keyboards), Matthew
Frenette (drums) and Ken “Spider” Sinnaeve (bass). They had begun their rise to prominence in 1977. In
1978 they released a stunning debut album Meanwhile Back in Paris. The momentum faltered
somewhat when Dean and the band parted company in September 1978. However they replaced him
with John Hannah, recorded the highly anticipated follow-up LP Under Heaven Over Hell (with the wellknown single “Hollywood”), and kept going. Their first album subsequently went gold, and early in the
new year, Streetheart took part in one of the first Canadian simulcasts when their February 23 concert
at Toronto‘s famed El Mocambo was aired by both CITY-TV and CHUM-FM.
The band had been touring for most of 1979: a prairie tour in March and April, their first Atlantic
Canadian tour in May and June, and again across the prairies leading into Ontario and Quebec in July
and August. They had played at the Triple Tripper Rock Concert in Athabasca, Alberta, on Canada Day,
but had made their biggest splash at a Montreal nightclub, Le Pretzel enchainé, on August 21 and 22,
and at Ivor Wynn Stadium in Hamilton on the 24th. They were in top form, battle-hardened and
musically tight, and they already had a core group of fans waiting for them in Edmonton. Journal writer
Graham Hicks was in their corner: “Streetheart is a nitty-gritty all-out rock and roll band. One has to be
partial to the band, as it burst out of the Western Canadian rock circuit less than a year ago. Streetheart
is working at a grueling pace, touring every two-horse town in Canada, to solidify its reputation.”36
Trooper were next to come on board. This Vancouver-based band, led by vocalist Ra McGuire and
guitarist Brian “Smitty” Smith, had started as the obscure Winter’s Green in 1967. In the early 1970s
they had changed their name to Applejack, and their energetic stage show (as well as promotion efforts
by their manager Sam Feldman) brought them renown on the West Coast. They caught the attention of
Randy Bachman, who signed them to his Legend Records label in 1975, produced their first LP, and
convinced them to change their name yet again to Trooper. The other band members included Tommy
Stewart (drums), Frank Ludwig (keyboards), and Doni Underhill (bass).
1979 was a big year for the band. In June they won a Juno for “Group of the Year.” They released two
albums that year as well, their fifth studio album entitled Flying Colours, much of which had been
recorded in Edmonton’s Sundown Studios. It contained two big hits: “3 Dressed Up as a 9” and “Janine,”
which would go on to be their biggest chart hit ever. They had also just released their greatest hits
album Hot Shots prior to the festival, and it was breaking big. Even so, there was discord in the Trooper
camp, and it turns out they were not an original choice for Lumado. Recalls McGuire:
The Runaways were supposed to have our slot but they cancelled at the last minute. The
promoters (Marty and Doug) called Bruce Allen Talent in a panic . . . looking for someone to fill
in. Sam brokered the best fee we'd been paid to date for the slot.37

36. Graham Hicks, “All Systems Are Go for the Rock and Roll Cirkus,” Edmonton Journal, August 22, 1979, G8.
37. Ra McGuire, e-mail message to author, July 11, 2012.
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Heart followed shortly after. They were formed in 1975 and led by the Wilson sisters Ann (vocals) and
Nancy (guitar). The other members were Roger Fisher (guitar), Howard Leese (guitar), Steve Fossen
(bass), and Michael Desrosier (drums). Although all the members were from the United States, they had
moved to Vancouver and recorded their first album Dreamboat Annie for the Canadian label Mushroom
Records. From this, two monster singles hit the radio waves: “Dreamboat Annie” and “Crazy on You”.
Their refreshing combination of hard rock, folk and heavy metal appealed to both teenage boys and
girls. They released their second LP Little Queen in 1977 which featured the dynamic singles “Barracuda”
and “Heartless.”

Heart promotional group portrait, 1979
Portrait Records
Author’s collection

Two Heart albums came out in 1978: Magazine at the beginning of the year with their old label
Mushroom Records, and Dog and Butterfly at the end with their new label Portrait Records. Heart was
at the tail end of their almost six-month long, seventy-seven city “Dog and Butterfly” Tour when the
Rock Cirkus offer was made to them. June had seen them in Little Rock, Tulsa, Fort Worth (“Texas Music
Festival”), New Orleans, and Denver. At the beginning of August they had appeared at the “Japan Jam”
in Kanagawa. Heart was surprisingly easy to land. They were going to be in the neighbourhood anyway
with a concert at Calgary’s Stampede Corral on August 23rd, and had a tentative date at Edmonton’s
Northlands Coliseum the following evening.
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Their Calgary concert left mixed feelings. Herald writer Brian Brennan was impressed with segments:
The band cooked with fire, as one of their recent songs puts it, for about the first half hour or so.
Ann Wilson, squealing about “kicking the role thing,” went for the collective male jugular with a
succession of fiercely melodramatic rockers – High Time, Heartless, Devil Delight and Straight
On, which has to be the best pop-rock tune she has recorded in four years. Then everything died
for another half an hour while the band meandered through a turgid selection of ballads from
the Butterly [sic] side of their yin-yang Dog and Butterfly album. However a driving rocker called
Crazy On You woke the house up in time for the customary standing ovation.38
But ultimately he came to the conclusion that “Led Zeppelin leftovers, mushy folkie fare and the
shrieking voice of lead singer Ann Wilson are not quite enough to make for a performance that
nourishes the spirit.”39
Heart’s manager, Ken Kinnear, recommended another band from his “stable” for the Cirkus. Melhuish
remembers: “Heart was a natural, because Doug and I knew them. So it was just a matter of dealing
with their manager, and Ken said, “Sure, will you also take the Dixon House Band?”40 The Dixon House
Band originated in Vancouver in the early 1970s, and also had ties to Seattle and Heart. The original
lineup consisted of Edward Dixon House (keyboards and vocals), Chuck Gardner (guitar), James Kenfield
(bass), and Fred Zeufeldt (drums). Producer Mike Flicker (also Heart’s producer) came across guitarist
Chrissy Shefts in a Seattle cover band, and convinced the band that they needed her hot guitar style and
visual impact.
With their new recruit, the Dixon House Band released their first, and what was to be their only album
called Fighting Alone in 1979. It was somewhat grandiose, even pretentious, concept material. As one
profile put it:
Dixon’s writing all has a point to it. The world of the crusader, of love and loyalty and human
endeavor despite its cruelty and suffering of life, is constantly mingling in the musical world of
Dixon House, affirming his quest for something beyond human existence. Dixon himself explains
“. . . I’ve always been interested in art and history and wanted to do something that had stability
to it. History is a foundation everybody can relate to. By interweaving that with exploring
relationships, we wanted to transcend time. And music is our icon.”41
In addition the band had recently supported Heart on one leg of their 1979 American tour, and opened
for them at their Calgary date on August 23rd.

38. Brian Brennan, “Heart Concert Could Do Better Than Zeppelin Leftovers, Mushy Fare, Shrieks,” Calgary
Herald, August 23, 1979, A21.
39. Ibid.
40. Martin Melhuish, interview with author, March 20, 2015.
41. “Dixon House Band,” Rock Cirkus Souvenir Program, unpaginated.
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Although Melhuish does not recall Frampton personally using his creative veto at any time, they still had
to go through Frampton’s agency with their final selections before they could conclude the deal. Paul
Smith of Premier Talent sent a telegram to Melhuish on July 26th emphasizing:
Please remember that there is no firm contract until the other acts have been submitted to and
approved by Peter Frampton therefore you may not, repeat may not advertise or promote the
proposed date until you have written approval from Premier Talent of Peter Frampton’s
contractual agreement.42
On Wednesday August 1st, the three Lumado partners staged the first official press conference to
announce the tentative lineup and ticket prices. One reporter cornered Richard:
Today’s announcement follows seven weeks of negotiations and the signing of a 27-page
contract with the city for rental of the stadium. All details have been worked out, says Richard.
“It shouldn’t be that different from 42,000 fans at a football game.” Lumado will open a
permanent office in Edmonton, Richard says. “Any money we might make will stay in the
province. We will recycle it into more productions.” It is going to cost $750,000 to produce, and
will go on, rain or shine.43
The Edmonton Sun got the news out immediately. That day Pat Burns announced in his column
“Periscope” under the heading “Send in the Clowns” that his readers should “get ready for the
Edmonton Summer Rock n’ Roll CIRKus. . . . Those cute people down at CJCA have come up with an
interesting name for their big K-97 music stomp next month – can we expect three rings of spills and
chills?”44 He then goes on to report that “they’ll be announcing today that Peter Frampton has been
confirmed, along with Heart. Trooper and Streetheart are likely to sign soon, and Prism is a remote
possibility.” He reported that Heart cancelled a scheduled date at the Coliseum to make the Cirkus on
the 26th, and ended with the less-than-enthusiastic “That’s it . . . you can wake up now.”45
K-97 and Lumado published the official lineup in their ad in the Sun on August 3. The next-to-final
lineup, then (in the order in which they would appear), was The Dixon House Band, Streetheart, Peter
Frampton, Trooper, and closing the show, Heart. The promoters knew they still were adding one last act,
but left that as a question mark teaser. The ticket sales were given over exclusively to Mike’s Ticket
Office (10062 Jasper Avenue) and their price was fixed at $20 per.
Several members of the local press were initially skeptical of both Lumado and of the musical lineup.
Graham Hicks of The Journal voiced the first doubts:

42. Telegram – Paul Smith (Premier Talent) to Martin Melhuish (Lumado), July 26, 1979, Martin Melhuish
Fonds, #2013.005, Media Commons, University of Toronto Library.
43. “Peter Frampton Coming,” Edmonton Journal, August 1, 1979, D15.
44. Pat Burns, “Periscope,” Edmonton Sun, August 1, 1979, 12.
45. Ibid.
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Putting on first-rate rock and roll shows is a demanding, complicated, professional business.
Alberta only has two promoters working in the province that have proved to be consistently
good at presenting their acts – Vancouver’s Perryscope Productions, and Calgary’s Brimstone.
MGM and Gold and Gold Productions are reasonable. White Rose Productions used to handle
mid-sized acts, but haven’t done much of late. Yardbird Productions in Edmonton is treated with
respect by everybody in and out of the business. Nobody else has the track records of the above
companies. And when greedy businessmen get into rock concerts, beware! They spoil it for
everybody else.46
He went on to put the spotlight on Lumado:
Speaking of festivals, a couple of eastern professionals are moving into Edmonton for the first
big outdoor show at the Commonwealth Stadium, Aug. 25. Lucien Richard has done many shows
in Montreal, and is backed by rock media types Doug Pringle and Martin Melhuish. Funny . . .
I’ve always thought those that made their living writing about rock and roll shouldn’t have
money or time invested in promoting groups or concerts. It’s called conflict of interest.47
James Adams, also of the Journal, expressed doubts, but his were on the choice of acts:
Couldn’t they get anyone more exciting? That was the reaction [on] Wednesday to the
announcement that Peter Frampton and Heart would head the K-97 Summer Rock Cirkus Aug.
26. The day-long concert, set for the fabulous Commonwealth Stadium, marks the first big
promotional gambit for CIRK, which has been blasting album-oriented rock over the FM
airwaves for three months now. . . . right now there’s a general feeling among rock cognoscenti
that Frampton is essentially a journeyman rocker, not a major artist, someone who happened to
be in the right place at a particular low point in rock history. Will the kids, then, pay $20 each for
the thrill of hearing Mr. F. play the ditties from his bestselling record? Or will they shun “the
pretty pop rocker” as a has-been.48
He then voiced his hesitations about the event itself:
Another up-in-the-air factor has to do with the entire rock festival format. To date, outdoor
gatherings in Alberta have not been especially successful, the recent Athabasca Jam being the
classic example. Can 55,000 rockers be coaxed into an enclosed-yet-exposed environment that
will be patrolled by a sizable corps of Edmonton’s finest? Doug Pringle, pop columnist,
syndicated disc jockey, K-97 consultant and one of the Cirkus organizers, thinks everything is
going to be all right. But then he has to: after all by 12:01 a.m. Aug. 27 he and his partners will
46. Graham Hicks, unidentified article in Martin Melhuish Fonds, #2013.005, Media Commons, University of
Toronto Library.
47. Ibid.
48. James Adams, “James Adams on Television and Radio,” Edmonton Journal, August 3, 1979, I-7.
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have spent between $800,000 and $1 million (courtesy of a Montreal business consultant,
construction executive and restauranteur [sic]) in the attempt to pull the project off.49
Pringle put on his best smile for Adams and declared that the concert “would be one giant party . . . with
people getting off on people . . . really . . . people are going to be surprised at how smoothly the thing
will go off.”50
The last artist to sign on and fill in the blank was Eddie Money. Born and raised Edward Joseph Mahoney
in Brooklyn, he originally trained to be a police officer like his father. However, music took hold of him in
the late 1960s. He moved to California and sang with several obscure bands. He emerged as a solo artist
in 1977 when he released his first solo album on Columbia Records, simply called Eddie Money, which
included a pair of huge radio hits, “Baby Hold On” and “Two Tickets to Paradise.” His second album, Life
for the Taking, came out in 1978 with two more singles, “Can’t Keep a Good Man Down” and “Maybe
I’m a Fool.” His popularity had plateaued by this point, although that perception was not yet in the air.
He also was no stranger to Edmonton audiences: earlier that year he had played two sold-out shows at
the Jubilee Auditorium. Opined Graham Hicks: “He is a strong performer, however, his songs have a
distressing tendency to sound alike.”51

Eddie Money promotional portrait, 1979
Premier Talent Agency
Author’s collection

49. James Adams, “James Adams on Television and Radio,” Edmonton Journal, August 3, 1979, I-7.
50. Ibid.
51. Graham Hicks, “All Systems Are Go for the Rock and Roll Cirkus,” Edmonton Journal, August 22, 1979, G8.
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Melhuish recalls, “We played Eddie Money a lot on The Pringle Program, “Two Tickets to Paradise” and
all that stuff. And he was available, and at a good price, and it seemed to make sense. We did some
market research in Edmonton, and his records had done very well, so it just seemed to make sense.”52 In
addition, he was also represented by Frampton’s agency Premier Talent out of New York.

The Preparations
With the sixth act secured, it seemed like everything was finally coming together. Tom Elsworthy of the
Sun wrote on Thursday August 23rd:
For those anticipated 50,000 youth who will pour through those Commonwealth Stadium gates
Sunday the show promises to be a quality one. They will be listening to the best sound system
and watching the best stage that money can buy. That translates as Bill Graham’s FM sound
equipment and the Vikon outdoor stage used by such performers as Supertramp in its open air
concerts. As Pringle puts it: “We didn’t want to come into this size of show and use anything but
the very best.” Obviously proud of the set-up the talkative promoter added “This is definitely the
best sound system ever to hit Edmonton.”53
Elsworthy continued:
So if the weather co-operates and it looks like it will . . . the Cirkus should rock its way over the
top in a big way. This is the largest show ever staged by a totally Canadian outfit and confidence
is running high. Both Melhuish and Pringle foresee an annual Cirkus-type event. In fact plans are
already in the works for next year’s show. Names are not available yet, but the stadium will
become a future home of any such event.54
Not all the problems were revealed to the press. Melhuish recalls with an evil chuckle:
Three days before the show, the trucks arrived with the stage. We could see Hugh Campbell
watching from high up in the stadium. The first truck rolled in and sank to its axle as it hit the
turf. Not good! We ended up covering the whole field in plywood and a tarpaulin that we had
trucked in from Boulder, Colorado.55
The staging was constructed by the American company Vikon, who had previously staged numerous
outdoor shows: Pontiac Stadium (Detroit), Soldier Field (Chicago), Angel Stadium (Anaheim), the LA
Coliseum (Los Angeles) and Gene Hooks Field (Winston-Salem, NC)—all with capacities of 70,000-80,000
people. They knew what they were doing.

52. Martin Melhuish, interview with author, March 20, 2015.
53. Tom Elsworthy, “The Cirkus is Coming,” Edmonton Sun, August 23, 1979, 15.
54. Ibid.
55. Martin Melhuish, e-mail message to author, July 16, 2012.

CAML REVIEW / REVUE DE L’ACBM 45, NO. 1 (APRIL / AVRIL 2017)

PAGE 32

The stage was set up on top of the two trailers. It measured 60 x 45 feet, and its roof was 60 x 51 feet.
There were two sound wings each measuring 32 x 16 feet, each with two levels. The sound system, all
50 tons of it, did not rest on the stage. Rather it was suspended from the top of the sound wing trusses
to project the sound further into the venue. The sound system was provided by FM Productions, the
sound and lighting division of Bill Graham Presents, based in San Francisco. It was a multi-million dollar
business serving the concert and convention circuits throughout the western United States.

Trucks unloading the stage at Commonwealth Stadium, 25 August 1979
Photo by Marty Melhuish
Courtesy of Martin Melhuish Fonds, Media Commons/University of Toronto

As these logistics were all new to the Lumado partners and there was not enough time to fully learn the
ropes, they decided to hire a seasoned stage manager and head of security to oversee all stage
activities. The most qualified person in the province was Garth “the Bear” Werschler, who was seconded
from Calgary’s Brimstone Productions.
Lumado arranged for Ra McGuire and Brian Smith of Trooper to do advance press interviews on August
23rd and 24th. The two talked to print and broadcast journalists from across Canada. For the most part
the sessions went well, but it still seemed as if Edmonton reporters preferred to keep the atmosphere
negative. McGuire recalls one interview that ended before it began:

CAML REVIEW / REVUE DE L’ACBM 45, NO. 1 (APRIL / AVRIL 2017)

PAGE 33

Marty and Doug had set us up in a hotel room and I was doing interviews one after another. One
of the interviewers – I believe, but can't confirm, he was from the CBC – asked me before his
interview if, in view of the fact that Frank had recently quit the band, I wanted to talk about
Frank during the interview. I thanked him for asking and replied that since he'd given me the
option, I'd prefer to not to have to talk about it. So he fires up his tape recorder and his first
question is: "So, Ra, before this interview you told me you didn't want to talk about Frank
Ludwig – can you tell me why that is?" Marty and Doug (who were both from a radio
background) were in the room and they both kinda froze. I spoke slowly into the guy's
microphone and said: "You [pause] Fucking [pause] Asshole. It's guys like you that make people
not want to do interviews . . ." I think he'd scrambled his recorder off before I finished the
second sentence. That was the end of that interview!56
The final step prior to the setting up was the printing of a souvenir program. Melhuish and Pringle pulled
together an attractive thirty-six page magazine-style publication, black and white with a four-colour
cover. Melhuish’s constantly positive attitude, his easy availability to the press, and genuine liking for
Edmonton won over Graham Hicks. Hicks then assisted them in composing and editing the biographical
profiles of the six acts. As he recalls:
Sure, they "won me over" . . . Good guys, funny guys, very competitive. . . . I believe we partied
together for several years [after that]. They were in it for the music AND to make a living. Oh ya,
we became good rock 'n' roll friends – both were very professional fellas.57
Also included in the booklet were group photographs of all the bands, an introduction to Edmonton and
its arts scene by Melody Reed, a review of Trooper’s greatest hits album Hot Shots by J.J. Linden, and an
article on “The New Wave and Beyond” by Roscoe Meltzer.
Security was an issue that took a considerable amount of planning as well as resources. Melhuish shared
some, though not all, of the logistics with Journal reporter Linda Goyette several days ahead of the
event:
Urbane rock fans may think they’re too old for babysitting but not everyone agrees with them.
Organizers of the eight-hour Summer Rock Cirkus Sunday have summoned an army of workers –
561 to be exact – to keep an eye on the gathering hordes at Commonwealth Stadium.
Misbehaving at Edmonton’s biggest rock concert to date won’t be easy. A special squad of 115
uniformed policemen and an undisclosed number of plainclothes officers have been assigned to
the site. The stadium has hired 200 t-shirted rugby players, “to create a liaison between the
audience and police and to report wrongdoing” according to one stadium staffer. Another 40
people, some security personnel are working for the promoters. The performers, meanwhile,
have a crew of 120 or so who will be “keeping an eye on equipment” while attending to other
56. Ra McGuire, e-mail message to author, July 10, 2012.
57. Graham Hicks, e-mail message to author, March 15, 2015.
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duties. Eighty volunteers from St. John‘s Ambulance will be stationed in three mobile units
around the stadium. . . . One Commonwealth Stadium staffer described the security precautions
as “preparing for the worst but hoping for the best.”58
Finally Inspector Ted Taylor, the “on-site incident commander” for the Edmonton Police Service tried to
reassure the public that his officers “won’t be looking for a confrontation. . . . the bulk of the people go
to a concert to enjoy themselves and not to raise hell. He advised concert-goers to leave liquor and
drugs at home and avoid trouble from eagle-eyed policemen at each gate.”59
The bands were still jockeying for schedule position until the night before the event. Melhuish
remembers the “conversations” between the Frampton and Heart reps as a verbal brawl:
The night before the show, there was a major push and pull between the management of Peter
Frampton and Heart as to who was going to close the show. When I went to bed that night they
were still arguing. That worked itself out as we knew it would.60

The Festival
Finally the day of reckoning arrived. The sun was shining and the temperature started climbing. The
Edmonton Sun, being a Sun newspaper, did its usual pandering to the baser instincts and ran a SUNshine
Girl in its morning August 26 issue. She was clad in a bikini bottom and an extremely wet Rock Cirkus tshirt accompanied by the caption “Today’s SUNshine Girl loves music. Rock on Gordana!”61 When it
came to selling tickets (and newspapers) any advertising was obviously good advertising.
Frampton’s contract explicitly prohibited any filming or taping of the event, so neither broadcasters nor
documentarians nor mobile recording studio engineers were present inside the stadium. However, a
battery of print reporters, as well as four photographers, were there to capture the happenings. The
photojournalists included Gordon Beck of the Edmonton Sun, Keith McNichol of the Edmonton Journal,
and two notable independents, Charles Hope of Calgary and Dee Lippingwell of Vancouver.
Unlike many festivals before and after, the Rock Cirkus followed a tight schedule. The Stadium could
only be used between 1 pm and 10 pm, and accordingly the show started at 1:15 pm. The Dixon House
Band started things off. Shauna Oor of the St. Albert Gazette wrote: “The Dixon House Band appeared in
electric blue and green apparel on stage. The highlight of their show was their AM song ‘Running
Scared.’”62 Graham Hicks of the Journal liked them:

58. Linda Goyette, “Misbehaving Won’t Be Easy at Sunday’s Stadium Concert,” Edmonton Journal, August 24,
1979, B3.
59. Ibid.
60. Martin Melhuish, e-mail message to author, July 16, 2012.
61. “SUNshine Girl,” Edmonton Sun, August 26, 1979, 5.
62. Shauna Oor, “Acoostyx,” St. Albert Gazette, August 29, 1979, 37.
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The opening act, the Dixon House Band, showed promise. Leader Edward Dixon House had a
memorable song, a dialogue regarding a 10 foot tall woman rocker with her Les Paul plugged
into a telephone pole, interspliced with guitar riffs from his guitarist, a slinky woman by the
name of Chrissy Shefts. Though plagued by sound problems and an extremely short set, the
Vancouver-Seattle band . . . left a good impression.63

Chrissy Shefts of the Dixon House Band
Photo by and courtesy of Charles Hope

Second up, Streetheart roared through their set and easily lived up to its reputation. Oor was impressed:
After an equipment change (the first in a long line) Streetheart took charge. They started off
with one of the best songs they do, “Under My Thumb.” Kenny Shields was, as always, fast and
fine. Streetheart also performed their most recent Top 40 hit “Here Comes the Night” and
established themselves as one of the top bands at the concert.64
63. Graham Hicks, “Canadian Bands Big Attraction of Sunday’s Cirkus,” Edmonton Journal, August 27, 1979,
D11.
64. Shauna Oor, “Acoostyx,” St. Albert Gazette, August 29, 1979, 37.
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John Hannah, Kenny Shields, and Spider Sinnaeve of Streetheart
Photo by and courtesy of Charles Hope

Hicks was generous with his praise:
The day might have been Streetheart’s, had the band been given more than a half-hour to play.
Months and months of hard touring have moulded Streetheart into a tight performing unit.
Kenny Shields, without question, was the best front man of the day. Shields is a dancer, with
gliding moves, a liquid grace that coupled with hard-edged prairie-bred rock is a strong
combination. The band is saved from becoming yet another hard-rocker by the unique playing of
Spider Sinnaeve, a thoroughly creative and original hard rock bassist. Most important
Streetheart was having fun. Trooper and Streetheart, with cheerful, fresh, and very positive rock
and roll, were more important to the success of Cirkus than any of the other bands.65
The third act to appear was the Eddie Money Band, and they turned out to be the sleeper act. Elsworthy
of the Sun wrote that “Money in particular fashioned a raw and charged show which brought the
audience to their feet. . . . an honest performer, Money works hard on stage and gives the crowd plenty
to push back against.”66 Oor was also impressed:

65. Graham Hicks, “Canadian Bands Big Attraction of Sunday’s Cirkus,” Edmonton Journal, August 27, 1979,
D11.
66. Tom Elsworthy, “A Great Bunch of Troopers,” Edmonton Sun, August 27, 1979, 15.
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The Eddie Money band was in top form. The flow between Money and the audience wasn’t as
evident as it has been in the past, but that’s to be expected with such a large and impersonal
crowd. The band’s back-up vocals have improved immensely since their appearance here last
April on ... “Gimme Some Water,” the song which, I think, is the best Eddie Money has done
yet.67
She was not finished:
They began their spot with “Two Tickets to Paradise” and went on to do “Maybe I’m A Fool”
during which Money plays the saxophone. They also did “Life For the Taking,” “Everybody Rock
n’ Roll This Place” and “Get a Move On,” a fast rock song with an unabashed disco back beat
behind it that works incredibly well.68

Eddie Money
Photo by and courtesy of Charles Hope

Frampton then stepped up, received a hero’s welcome, and proceeded to . . . disappoint. Of all bands
that day, it was Frampton who came in for the most criticism. There was a notable polarization in the
audience. Some thought he was very good. Melhuish for one: “I thought Frampton was good. I mean the
guy is a pro and at that point it was just big song after big song in his set. But he's not one who jumps
around a lot.”69 Bruce Kenyon of K-97 mused: “As much as I like Frampton, he was still doing the
Frampton Comes Alive schtick (with the voice box deal in “Do You Feel Like We Do”) and I remember
him being . . . tired sounding.”70

67. Shauna Oor, “Acoostyx,” St. Albert Gazette, August 29, 1979, 37.
68. Ibid.
69. Martin Melhuish, e-mail message to author, July 17, 2012.
70. Bruce Kenyon, e-mail message to author, June 18, 2012.
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His performance was seen to be less than half-hearted by the press. Tom Elsworthy of the Sun wrote a
few complimentary comments in the lead-in to his review and then launched into: “Which brings me to
the one major disappointment of the program – Peter Frampton. The multi-millionaire rock star
appeared merely to be going through the paces. Playing a medley of tunes from his blockbuster album
of three years back, Frampton Comes Alive, the blonde singer-guitarist came off as unremarkable.”71
Oor also mirrored this:
Peter Frampton and his band should’ve been billed “the biggest disappointment of the concert.”
They didn’t relate well to the majority of the audience and one got the feeling that the band was
both aggravated and bored. The songs were indistinct and ran together.72
She continued:
But Frampton proved one thing. Edmontonians are as susceptible to big-name artists hype as
everyone else. Frampton can still play the guitar as well as prior to his recent car crash, including
songs like “Do You Feel Like I Do” and “Baby I Love Your Way” in his line-up. There was a lot of
good guitar work but once Frampton stopped playing, he couldn’t be heard in the stands.73
Hicks was even more opinionated:
Everybody upstaged Frampton on Sunday – his 90 minutes was the biggest disappointment of
the show. As one wag put it, Frampton was a breather between Eddie Money and Trooper.
Added another: “A $100,000 breather?” Frampton’s set consisted of a long stretch of over-loud,
dull music, saved by moments of musical beauty in the voice box and guitar work on Do You.
Frampton and his three man rhythm section, plus an occasional four man horn group, were
listless, not putting emotion or effort into the first two-thirds of their concert. The best of
Frampton’s old compositions – Show Me The Way, Something’s Happening, Baby I Love You
Anyway [sic] – all suffered from lack of interest. . . . the sad fact is the man has not written a
memorable song since 1976. His new material – horns and all – is dull, without the musical
twists and turns that gave Frampton super-star status. “We shouldn’t even be paid for that set,”
one of Frampton’s own crew members said to no one in particular.74

71. Tom Elsworthy, “A Great Bunch of Troopers,” Edmonton Sun, August 27, 1979, 15.
72. Shauna Oor, “Acoostyx,” St. Albert Gazette, August 29, 1979, 37.
73. Ibid.
74. Graham Hicks, “Canadian Bands Big Attraction of Sunday’s Cirkus,” Edmonton Journal, August 27, 1979,
D11.
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Even nature was testing people’s patience. The late afternoon sun and the heat were at their zenith
during Frampton’s set. Acres of skin were being baked, and many in the audience were feeling
nauseous.
Trooper was next up, and there can be no doubt the band was in top form. Keith Sharp, editor of Music
Express, had only superlatives to share: “Trooper was nothing short of amazing. Following a lackluster
set by Frampton . . . Trooper had the crowd in the palms of their hands. They couldn’t have gotten a
bigger reception if they’d have trooped out in Edmonton Eskimo uniforms.”75 He was still hepped up in
his 2014 memoirs:
We then moved closer to the stage to witness what I rate as one of Trooper’s best-ever live
performances. I think they only played about an hour, but their onstage energy was electrifying.
I remember they did “Summertime Blues” and had the whole audience on their collective feet.76

Trooper on stage - “Rock star belts out song”, 26 August 1979
Photo by Keith McNichol
Edmonton Journal image J4692/1
Courtesy of Provincial Archives of Alberta

75. Keith Sharp, “Rock Piles,” Music Express, September 1979, 3.
76. Keith Sharp, Music Express: The Rise, Fall & Resurrection of Canada’s Music Magazine (Toronto: Dundurn
Press, 2014), 36.
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Ra McGuire remembers: “Overall the show felt like one of our very best ever.”77 They had the material:
“We had a pretty sizeable collection of hits at that point and "The Boys in the Bright White Sportscar"
had been a big hit recently – it was released on March 12th of that year – so the set, at 40 minutes,
would have been just the biggest hits.”78
And their slot in the running order turned out to be perfect. Again McGuire:
The audience reaction was overwhelmingly loving and loud. Most everyone, including the press,
seems to agree afterwards that we had killed it. As it turned out we ended up with the perfect
slot of the event. I'll explain . . . both Frampton and Heart wanted what they thought would be
the best slot for them. Frampton had decided that he wanted to play “before” us because he
wanted the crowd before it was tired out. Heart insisted on the last slot because they had an
elaborate light show that wouldn't work in the daylight. So we ended up with Peter Frampton
“opening” for us. Frampton had underestimated the crowd's stamina – we totally got the sweet
spot, energy size. The crowd was primed and ready when we came on and they went nuts. By
the time Heart hit the stage, in the dark, the crowd had finally tired a bit after hot sets. . . . So
the whole thing worked out great for us!79

Cover of Music Express, October 1979, with photograph of Ra McGuire performing at Rock Cirkus
Photo by Charles Hope
Author’s collection

77. Ra McGuire, e-mail message to author, July 10, 2012.
78. Ibid.
79. Ibid.
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Trooper seemed to grab an inordinate amount of press attention. Wrote Hicks:
Trooper, riding high on the greatest hits album, Hot Shots, was the best band of the day. Coming
after the sleepy Frampton set, Trooper’s cheerful, hard-hitting, pop-rock was as snappy as an
unexpected slap, and much more pleasurable. The band zipped through a string of hits as long
as your arm – all of which now have renewed life, thanks to Hot Shots – which sold over 100,000
albums in Alberta alone.
At 7:09 p.m., four songs into the set, Cirkus became a party. Suddenly those 40,000 people were
clapping, dancing, standing and shaking to Trooper’s music. Trooper outdid itself with a cover of
The Kink’s song, All Day and All of the Night, to be on their new album. The band updated a 60s
pop song by pushing it along at triple speed, and adding the driving drums and pulsating bass
guitar – Trooper’s trademarks.80
He also mentioned that it was a different kind of milestone for the band: “There was an extra charm to
the evening, as the band was bidding an honourable farewell to keyboard player Frank Ludwig – who is
not telling anybody he’s about to join ex-Streetheart guitarist Paul Dean . . . in the new Lover Boy
band.”81 Ludwig actually did not tell anyone he was joining Loverboy because—well—he had no
intention of joining Loverboy. Instead he would shortly join Randy Bachman in the band Ironhorse.
Contrary to the camaraderie exhibited onstage, it was not a particularly pleasant parting of the ways.
McGuire explains:
It was not a comfortable split. We had just struggled through a difficult recording session where
Frank had formed a strategic songwriting alliance with Doni and Tommy in order to write a
collection of songs to vie with the collection of songs that Smitty and I had written for the album
(the first time anything remotely like this this had ever happened) – which they had rehearsed in
secret and only presented at our first meeting with our new producer Howard Steele. Smitty and
I were gobsmacked. Recording ALL those songs and then determining which would go on the
album became a political nightmare. ('Janine' and 'Three Dressed up as a Nine' - ultimately the
two hits from the record – were two of the songs the three of them voted against, for instance!)
We finished recording that album on May 15th. Once it was definitely committed to be released,
Frank gave his notice (on August 17th) and the Rock Cirkus, as you know, was on the 26th. I
think Smitty and I did a good job of keeping up a good front for the Edmonton show. . . . It was a
bittersweet moment, considering we'd all been rock and roll brothers for five intense years.82

80. Graham Hicks, “Canadian Bands Big Attraction of Sunday’s Cirkus,” Edmonton Journal, August 27, 1979,
D11.
81. Ibid.
82. Ra McGuire, e-mail message to author, July 10, 2012.
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The moment was made even more bittersweet as MCA president Scott Richards came up on stage and
presented the group with a quadruple-platinum award for the Hot Shots album which resulted in
thunderous applause and whistling.
The sun was well down on the horizon when the final act took to the stage. It was Heart. While
acknowledging the exhausted faces around her, Oor revealed her favouritism:
Heart is the band that made the concert worthwhile. When you take into consideration the heat
and fatigue the audience was starting to show the effects of, you really have to marvel at the
amount of enthusiasm Heart evoked. . . . Heart and the cool night air brought the concert back
into full swing. They played in the midst of a tasteful stage show and the band enjoyed
themselves, showing sincere appreciation for the crowd’s responses. They performed all the
classic songs that have made and retained their fame. Songs like “Cook With Fire”, “High Time”,
“Straight On”, “Mistral Wind” and “Dog and Butterfly” (off the album of the same name), “Magic
Man”, “Crazy On You”, “Take It Out”, “Heartless”, “Barracuda” and a few new songs like “Even It
Up” off their not-yet-released album were exciting and perfectly executed. And after giving an
excellent show, the crowd cheered them on to two well-deserved encores which they
performed with all the enthusiasm of a rookie band.83
Hicks tried to keep up his enthusiasm for Heart, but made a couple of key observations. Firstly he felt
they had succumbed to the over-the-top concert zeitgeist:
Heart gave the day a touch of class, finishing off the rock and roll Cirkus with the flashiest of
presentations, fancy costumes, elaborate lighting, fire-bombs, dry-ice, and a series of receding
drum risers. In fact the gimmickry detracted from Heart’s music. There’s a need in Heart to get
back to the basics. The performance last night was first-rate, but it hints at becoming too
entrenched, becoming increasingly reliant on mechanics, rather than its own incredible musical
and performing talent.84
He continues:
The talent is there. Only Fleetwood Mac’s Stevie Nicks can challenge Ann Wilson as the queen of
rock and roll. And Nicks has trouble staying in tune. Wilson’s voice last night was nothing short
of astonishing. Her dynamics, her power in her upper ranges, her interpretive sensitivity was a
joy to hear. The high point of Heart’s performance came in the encore, with Ann Wilson going
from a high-powered churn-out of Led Zeppelin’s Rock and Roll song, to an unparalleled
rendition of the Righteous Brothers Unchained Melody. Heart’s electricity demands were such
that 10 minutes before the concert’s end a circuit blew, plunging the stage into darkness and
83. Shauna Oor, “Acoostyx,” St. Albert Gazette, August 29, 1979, 37.
84. Graham Hicks, “Canadian Bands Big Attraction of Sunday’s Cirkus,” Edmonton Journal, August 27, 1979,
D11.
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silence. The damage found and corrected, Heart had a chance to play one last song, White
Lightning.85

Roger Fisher and Ann Wilson of Heart
Photo by and courtesy of Charles Hope

Secondly Hicks realized that their spot in the lineup affected their reception: “Heart’s appearance was
subjected not so much to criticism, but rather resignation and acceptance that they did not have the
impact they deserved to have. That was not so much because of their performance, but rather because
the audience’s saturation level.”86
Elsworthy chimed in: “Not that Heart played poorly. They didn’t. However, even with the benefit of a
handful of special lighting effects and a fog machine, they couldn’t find the groove with an audience
which had been listening to music, at this point, for nearly six hours.”87
The festival thus ended on time, and the audience started departing at 10 pm sharp.
85. Graham Hicks, “Canadian Bands Big Attraction of Sunday’s Cirkus,” Edmonton Journal, August 27, 1979,
D11.
86. Ibid.
87. Tom Elsworthy, “A Great Bunch of Troopers,” Edmonton Sun, August 27, 1979, 15.
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The Aftermath
Press reaction the following day was thoughtful, extensive and naturally mixed. Even the skeptics
admitted they had been proved wrong. Generally the concert and the venue were praised. Tom
Elsworthy of the Sun: “The first annual K97 Rock Cirkus came to Edmonton yesterday, and judging by the
crowd’s response and the ease with which this format ran its eight hour course, Commonwealth
Stadium cut its concert teeth in fine style.”88
All the reporters agreed: as far as rock festivals went, the Rock Cirkus was a success on many levels. It
was an exceptionally well-planned and organized public event with efficient and trained security. The
crowd was generally orderly and well-behaved. The feared mob violence did not occur. Police were able
to keep bottles of alcohol out of the stadium (although some made its way in, injected into oranges). A
considerable amount of marijuana was smoked, and smoked openly. The photojournalists were amused
and snapped a number of pictures of potheads. The police and security were not amused, but chose to
ignore it. One attendee robbed an Edmonton Eskimo souvenir booth with a knife, while twenty drugrelated charges were laid. And, keeping in mind the era, there was a streaker, although clearly not a very
well-coordinated one. One article related that ”a blonde-haired streaker raced across the field, made an
attempted leap at the stage, and hit his head on a steel barricade before being arrested.”89 There were
many sunburns, but no deaths, and only one injury—a young woman crushed at the gates.
The concert left its mark on Commonwealth Stadium—literally. Again Melhuish explains:
The day after the show, I remember running into sports broadcaster Dave Hodge in the lobby of
the hotel. Doug and I knew him because we would often run into him at CFRB/CKFM in Toronto
where we recorded the Pringle Program. He was laughing because it seems that when they took
the plywood, the tarpaulin and the stage off the field, there was now a slight slope in the end
zone where the stage had been. We weren’t sure if that would turn out to be a hometown
advantage for the hometown Eskimos who were about to play the Toronto Argonauts!90
Partly through planning, and partly through serendipity, the event brought together a fine blend of
1970s hard and soft rock, straightforward and progressive rock (and coincidentally very radio-friendly)
by both Canadian and international talent. The Canadians on the bill not only held their own, they
arguably proved themselves better showmen than the British or Americans. The publicity was good for
most of the bands involved. Recalls McGuire:
It was a milestone for us in many ways. It was our largest Canadian audience ever up to that
point (we'd been on a bill in New Orleans city stadium where we played for 67,000), the highest
fee we'd ever got, some of our best reviews, and a real sense that we'd stood shoulder to
shoulder with (or, if you believe some of the reviews, had blown off the stage) two
88. Tom Elsworthy, “A Great Bunch of Troopers,” Edmonton Sun, August 27, 1979, 15.
89. Chris Dornan, “Fever Pitch Reached at Sound of Music,” Edmonton Journal, August 27, 1979, B1.
90. Martin Melhuish, e-mail message to author, November 12, 2016.
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internationally famous acts. Our reviews from the Rock Cirkus show were incredibly useful for us
press-wise and our record company took the opportunity to get them around to media
everywhere. There were also a few great photos taken.91
Oor summed up:
Overall, the K-97 Edmonton Summer Rock Cirkus was a huge success. The weather was nice and
Albertans broke a Western Canadian record for an attendance of 42,000 people. Edmonton, I
believe, has established itself as THE place for rock musicians to play.”92
And it did set a record in monetary terms. Variety confirmed this in its September 5th issue under the
headline “Edmonton Rocker Area’s Top Grosser”:
Edmonton Summer Rock Cirkus, the first outdoor rock music concert held in the one-year-old
55,000-seat Commonwealth Stadium Aug. 26, has become the highest grossing rock show ever
held in Western Canada. With 35,000 paying customers at $20 a head, the gross was $C700,000.
. . . Lumado Productions, composed of Montreal financier Lucien Richard, and Canadian rock
media personalities Doug Pringle and Marty Melhuish, had not staged an outdoor rock concert
before. City and stadium officials praised the concert, which ran smoothly and without any
hitches.93
Not to be overlooked, a profit was made for Lumado, not much, but they were in the black. A next–tofinal accounting sheet dated October 11, 1979 can be found in Melhuish’s archive. The total credits
include $678,020 in ticket sales as well as $3,655 of other revenues (t-shirts) for a total of $681,675.94
The expenditures are telling—especially for the talent:
Dixon House Band – $2,326
Streetheart – $17,500
Eddie Money – $29,039
Peter Frampton – $116,340
Trooper – $40,000
Heart – $88,000
For a total of $293,205.

91. Ra McGuire, e-mail message to author, July 10, 2012.
92. Shauna Oor, “Acoostyx,” St. Albert Gazette, August 29, 1979, 37.
93. “Edmonton Rocker Area’s Top Grosser,” Variety, September 5, 1979, 98.
94. “Edmonton Cirkus – Etat des resultats au 11 October 1979,” Martin Melhuish Fonds, #2013.005, Media
Commons, University of Toronto Library.
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The expenses were outlined:
Office Expenses – $5,193
Hotel/Meals/Drinks – $21,550
Publicity – $26,056
Mike’s Tickets (commission) – $33,878
Miscellaneous – $8,190
The stage and sound vendors, professional services, and consultants:
FM Productions (sound) – $16,598
HAL-A-VA – $27,500
VIKON (stage) – $21,000
Technical Riders – $26,305
Transport – $12,360
Insurance – $7,190
Professional Honoraria – $21,404
Commonwealth Stadium received $102,366, and finally Lumado gave themselves $25,000. This left a
grand total of $5,279 profit.95 Melhuish chuckles:
The concert came off without a hitch. . . . The investor, who had shown up with his two young
kids in tow, was handed a modest check as profit and was happier than a pig in month-old
greens. He had obviously done this for his kids who I'm sure he felt he had not spent enough
time with as part of his business life. They got their little satin jackets and got to meet the stars.
. . . Mission accomplished.96
Indeed the fact that they had NOT lost money and had acquired a positive reputation was so
unexpected and so encouraging, that the partners tried to repeat their success the following summer.
The equilibrium had changed however, and Rock Cirkus II turned out to be a creative and financial
disappointment. Again Melhuish:
The following year, 1980, the organization changed. Lucien had a new partner and they
reckoned that the talent budget didn't need to be as high as it was. Doug and I vehemently
disagreed – we actually had the package of AC/DC and ZZ Top on hold. We decided we would be
paid consultants this time around. We booked what we could – given the budget – which
included Foreigner, Prism, the Ian Hunter Band with Mick Ronson, Warren Zevon, and Toronto.97

95. “Edmonton Cirkus – Etat des resultats au 11 October 1979,” Martin Melhuish Fonds, #2013.005, Media
Commons, University of Toronto Library.
96. Martin Melhuish, e-mail message to author, July 16, 2012.
97. Martin Melhuish, e-mail message to author, July 17, 2012.
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The company producing was no longer Lumado. This time around it was E.C.I. (Edmonton Cirkus Inc.).
Melhuish continues:
There were a number of things that were indicating that this might be a disaster. Instead of the
previous year where people were showing up with hundreds and fifties to pay for their tickets,
there were a lot of people with small bills and change. It was the start of a rocky patch for the
oil-based economy of Alberta. Then it started to rain, and it seemed it rained all that summer.
Commonwealth Stadium is an open-air venue and that, literally, put a damper on things. Upshot
was, it was a good show, but a lot of money was lost. Even though we personally didn't lose a
dime on the experience because of our new status as consultants, Doug and I decided that as far
as the business of concert promotion: “been there, done that,” and we went back to radio, TV
and artist management.98
There would be no Rock Cirkus III without Pringle and Melhuish.
While not factually true, most Edmontonians saw the first Rock Cirkus festival as a turning point in their
city’s reputation for international tours. Prior to this they felt that they could not convincingly play host
to an international festival, but afterwards they felt it finally put Edmonton on the touring map for midand top-flight musical acts, both Canadian and international. Mostly though, it demonstrated that
Edmonton was fully capable and qualified to stage and support a major rock festival.
Variety confirmed it in November of that year:
Distance is no longer a factor keeping rock bands out of the Alberta market. . . . Bands can do
the Vancouver – Edmonton – Calgary loop in four days, then swing down the following day to
Spokane, Wash. . . . Edmonton is no longer looked at as a secondary market.99
Commonwealth Stadium secured its status as THE outdoor venue in Western Canada, and would go on
to host many more of the notable concerts in Edmonton in the next couple of decades: David Bowie,
The Police, Genesis, AC/DC, U2, and The Rolling Stones.
Keith Sharp of Music Express appeared to be impressed with everything: the talent, the scheduling, the
weather, the venue, and even the city itself. He exclaimed in his September overview:
As much as Edmonton is maligned by its Calgary neighbor to the south, there’s something about
the Alberta capital that exudes class when it comes to staging a major event. This first became
evident to me last September when, as a member of the Calgary Herald’s sports department, I
was privileged enough to be assigned to the Commonwealth Games. You had to be there to
appreciate just how classy an event that was. So there was a great sense of déjà vu when I found

98. Martin Melhuish, e-mail message to author, July 16, 2012.
99. “Western Can. Rock Promoters Outsail U.S. Counterparts,” Variety, November 21, 1979, 98.
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myself back in that same stadium a couple of weeks ago to witness the biggest outdoor rock
festival ever to hit these parts. . . . It was possibly the classiest music event I’ve ever been to. . . .
it was almost too good to be true.100
Most Edmonton journalists remained reluctant to mention the people chiefly responsible for the
festival’s success in positive terms. It took an open-minded Calgarian, Keith Sharp, to give credit where
credit was due:
Enough can’t be said about the organizational talents of promoters Lucien Richard, Doug Pringle
and Martin Melhuish – collectively known as Lumado Productions. They and their large staff of
organizers ran the entire show like clockwork. . . . In a way, the 42,000 people who attended the
Rock Cirkus were spoiled. From now on they’re going to expect an equally high standard from
anyone else that tries to duplicate the Commonwealth Stadium event. Something that other
promoters should consider before planning to duplicate the Rock Cirkus.”101
He summed up his comments with:
The success of Trooper and Streetheart
conjours [sic] up the possibility of a true
Canada Jam featuring all Canadian groups.
Imagine what a tremendous concert could
be pulled off with the likes of Trooper,
Streetheart, Rush, Triumph, Prism and
Max Webster appearing on the same bill. .
. . Given enough time and organization,
pulling off such a nationalistic showcase is
by no means out of the question.102
The last word should go to one of the members
of the Lumado team as he was interviewed postconcert:
If I had to write a scenario before the Rock
and Roll Cirkus began, I couldn’t have
done better,” said the elated but tired copromoter and master of ceremonies Doug
Pringle. “I think we’ve proved. . . . It’s the
start of an era for rock in Edmonton.”103

Advertisement – Thank you from K-97 to
Lumado Productions, August 1979
From Edmonton Rock Cirkus Official Souvenir Program
Courtesy of Martin Melhuish Fonds, Media
Commons/University of Toronto

100. Keith Sharp, “Rock Piles,” Music Express, September 1979, 3.
101. Ibid.
102. Ibid.
103. Graham Hicks, “Canadian Bands Big Attraction of Sunday’s Cirkus,” Edmonton Journal, August 27, 1979,
D11.
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Danzas : Guitare Espagnole / Spanish Guitar.
Montréal Guitare Trio. Analekta AN 2 8791, 2017.
1 compact disc (40:57). Contents: Mediterranean
Sundance - Río Ancho (6:10) / Di Meola, de Lucía –
La Catedral (8:52) / Barrios-Mangoré – Cancion de
amor (4:25) / de Lucía – Danza del molinero (2:40),
Danza española No. 1 (3:39), Danza ritual del fuego
(3:43), Extraits de Siete canciones populares
españolas : Nana, Polo, Asturiana (6:31) / de Falla
– Our Spanish Love Song / Haden (5:57).
Compte rendu de Louis Trépanier, Université
d’Ottawa 1

Mais qu’ils ont du rythme!
Pour leur plus récent CD, les membres du Montréal Guitare Trio (MG3) sont retournés à un
répertoire qui rappelle leurs années d’études. Lorsque leur carrière a démarré, à la toute fin du
dernier millénaire, ils étaient un ensemble à la fois extraordinaire et caméléon. Depuis, ils auront
touché à presque tous les styles, et tout ce qu’ils touchent devient dansant, fougueux ou deep.
Après avoir entrepris plusieurs projets qui les ont éloignés du répertoire typiquement classique (ils
ont exploré, entre autres, la musique d’Ennio Morricone et du group Rush), ils ont ravivé, par leur
voix originale, un répertoire à saveur latine qu’ils auraient découvert aux études. Mais, comme à
l’accoutumée, MG3 ne suit pas simplement les sentiers battus. Quand on dit que c’est un disque
plutôt classique de MG3, il ne faut pas s’attendre à le voir apprêter des pièces connues de la même
manière que le font les autres!
Commençons par l’œuvre d’Agustín Barrios Mangoré, La Catedral. Barrios demeure parmi les plus
importants compositeurs du domaine de la guitare classique. Né au Paraguay en 1885, il a poursuivi
une carrière de concertiste qui l’a amené aux quatre coins de l’Amérique latine. Au cours de ses
voyages, il s’est imprégné des musiques régionales et les a intégrées à son bagage de connaissances
de la musique classique (il était, en grande partie, autodidacte). Son catalogue de composition,
immense et toujours de grande qualité, rappelle les œuvres romantiques des salons de l’Europe du
19e siècle. En somme, il est en quelque sorte le Chopin de la guitare classique. Son œuvre en trois
mouvements, La Catedral, est sans doute la plus connue. Il a composé le premier mouvement, un
prélude, plusieurs années après les deux autres. Ce prélude portant le sous-titre « Saudade » (un
terme qu’il aurait entendu au Brésil et qui signifie nostalgie) a vu le jour durant une période sombre
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de sa vie, et l’on ressent bien sa tristesse. Une fois sa composition terminée, Barrios a commencé à
la présenter en concert comme un prélude aux deux autres mouvements de La Catedral – d’où la
tradition, chez les guitaristes, de regrouper ces trois mouvements en une seule œuvre. En ce qui
concerne la création des mouvements originaux, un jour, le compositeur se trouvait dans une église
de Montevideo, en Uruguay. Il y a vécu un moment de foi profonde tandis qu’il écoutait l’organiste
jouer du Bach. Plongé dans le recueillement, il a quitté l’église pour se balader dans les rues de la
métropole et se mêler aux allants et aux venants. Petit à petit, le brouhaha de la ville l’a tiré de sa
réflexion, et la puissance et l’énergie de la vie l’ont ému. Comme La Catedral est une pièce pour
guitare seule, les membres du trio MG3 l’ont habillée de leur imagination. Il en résulte une
prestation à la fois fidèle à la composition originale et animée d’un nouveau souffle. Leur intention
était de revoir ce joyau du répertoire de la guitare classique à la manière d’un ensemble de
flamenco. Que l’on connaisse la pièce ou non, l’on comprend bien les émotions véhiculées. C’est un
réel plaisir de l’entendre.
À l’exception d’une pièce, le reste du disque s’inscrit dans une lignée purement espagnole. La
montée du nationalisme qui a caractérisé l’Europe à la fin du 19e siècle et au début du 20e siècle a
tout de même produit quelques résultats heureux. Pensons aux compositeurs de ce pays qui sont
partis en quête d’une identité typiquement espagnole. Manuel de Falla (1876-1946) a été une
figure de proue de ce mouvement. Plus jeune qu’Albéniz et que Granados, il a repris le flambeau de
ses prédécesseurs et a allié la musique espagnole aux courants impressionnistes qu’il a croisés lors
de son séjour à Paris. Ravel, Debussy, Stravinsky, Dukas et d’autres ont laissé leur marque sur de
Falla. C’est par contre le flamenco de l’Andalousie qui est au cœur de plusieurs de ses œuvres les
plus jouées. MG3 nous livre, avec brio, des pièces qui marient toutes ces influences. Il suffit
d’écouter les premières secondes de la Danza del molinero (La Danse du meunier) pour comprendre
que le groupe interprète cette musique avec savoir-faire. Ces pièces de Manuel de Falla font partie
du répertoire classique pour les ensembles de guitares, bien qu’il s’agisse d’œuvres originalement
conçues pour orchestre. Il y a d’ailleurs une ampleur orchestrale à la prestation du trio. Encore une
fois, leur approche est un croisement entre le classique et le flamenco nuevo.
Et qui dit flamenco nuevo dit Paco! Deux pièces de ce disque proviennent de la plume du grand
guitariste flamenco, le regretté Paco de Lucía. En amalgamant des éléments du flamenco
traditionnel avec d’autres styles musicaux, dont le jazz, il a créé un nouveau flamenco. MG3 nous
offre la jolie Cancion de amor et l’excitant Mediterranean Sundance. La première pièce nous
présente le côté sensible et tendre du trio, l’autre, sa fougue et sa virtuosité. Les deux démontrent
un ensemble qui a acquis maturité et assurance.
Pour clore ce disque, MG3 interprète, de façon appropriée, une pièce du jazzman Charlie Haden,
Our Spanish Love Song. Par ailleurs, le titre de l’album, Danzas, lui convient aussi très bien!
Louis Trépanier
Université d’Ottawa
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Describing Music Materials: A Manual for Resource
Description of Printed and Recorded Music and Music
Videos. 4th ed. By Richard P. Smiraglia with Jihee Beak.
Lanham, Maryland: Rowman & Littlefield, 2017. xxi, 197 p.
ISBN 978-1-4422-7628-4 (paperback).
Reviewed by: Alastair Boyd, University of Toronto1

When I was starting out as a music cataloguer 30 years ago, I
kept a somewhat battered departmental copy of the first
edition from 1983 of Richard Smiraglia’s Cataloging Music
within easy reach. From this valuable gloss on the music
cataloguing rules contained in chapters 5, 6, and 25 of the
AACR2 cataloguing code I learned at least two things: how to
do my job, and that Smiraglia was the pre-eminent guru of
the music cataloguing world. He still is. Over the course of
four editions there have been changes to many of the illustrative examples contained in this book,
to match shifting trends in publishing, public taste, and technology. Other details have changed too.
The original title (Cataloging Music) was abandoned with the 1997 third edition to avoid
pardonable confusion with Smiraglia’s 1989 book Music Cataloging, in which he provided a broader
historical and theoretical background to his previous practical handbook. This latest edition of
Describing Music Materials has also found a new publisher, following the 2003 demise of Soldier
Creek Press. It has a new co-author; and it is also a little shorter than the previous edition by virtue
of jettisoning all references to archival music collections, on the grounds that archival description
has “evolved along a different trajectory from library cataloging” (xx).
One of the reasons for this divergent evolution is the ambivalent “wait and see” attitude of the
archival cataloguing community towards RDA (Resource Description and Access), the successor to
the AACR cataloguing rules which have prevailed in various forms—AACR, AACR2, AACR2R—for the
last 40 years. The emergence about five years ago of RDA as an increasingly widespread alternative
to AACR2 brings us to the fundamental motivation for a new edition of Describing Music Materials.
What Smiraglia calls “the exigencies of RDA” have necessitated a rewriting that takes into account
RDA’s new terminology (saying, for example, preferred title instead of uniform title, or authorized
access points instead of headings) and new rule numbers (AACR2’s rule 25.30B has become RDA’s
6.28.1.9.1).
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Notwithstanding these changes, and the RDA lingo (“record the attributes of the manifestation”),
the fundamentals of the book are the same as ever, because music cataloguing itself has changed
little in its essentials. As Smiraglia says in his introduction: “the music cataloger begins by examining
an information object, and then proceeds to record a transcription of bibliographic data…. A
physical description is formulated, and notes are made where needed to further clarify the content
of the item…. [Then] access points are formulated to serve as index entries in the catalog” (xiii-xiv).
Of course, this is the basic process for cataloguing any resource. Smiraglia points out that one of the
reasons music cataloguing in particular is such a “highly specialized and highly rewarding sort of
work” (xiii) is that music consists of sound, whose performances are events. Thus the relationship
between musical “information objects” such as scores or recordings and the musical works they
represent can be more complex than for text-based documents. The malleable nature of music in
itself can also make establishing identities for, and relationships between, certain kinds of musical
works somewhat challenging. Just how much alteration is allowed in making an arrangement of a
work for a different performance medium before we decide it has crossed a line and taken on
another identity as a related but new work? Even precisely identifying certain works can be
complicated by the Western art music tradition of employing conventional forms and their
corresponding generic titles (sonata, suite, symphony and their cognates in various Western
languages). Publishers themselves can be unhelpful: a music cataloguer needs a grasp of music
history to realize that when a publisher blandly calls a piece something like “Suite in F major for
trombone and piano by Telemann”, it has to be an arrangement, tracing the origins of which will
require poring over a thematic catalogue or two. Music publishers indulge in other vagaries—title
pages can be an inconsistent mix of several languages, or they can be completely absent,
particularly from popular music folios or recordings. Then there is the difficulty of even applying
rigid concepts like “composer” and “work” to certain popular or jazz recordings.
And so forth. The profusion of special cataloguing rules for music is the inevitable response to the
complexities of the material, and for the beginner the task of navigating these rules is not made
easier by the current structure of the RDA Toolkit. This is where Smiraglia steps in, outlining the
principles, adducing examples, and pulling together what the Toolkit sometimes scatters. Another
valuable feature of this book is its recognition that most of its potential users are still creating
catalogue records using the MARC 21 format for tagging data elements. Those who are fond of
saying that “RDA has replaced MARC” will, if they read this book, perhaps realize that they are
mixing up different concepts, like saying “soccer has replaced cable TV.” RDA tells us the rules of
the game—how to create standardized metadata—but says nothing about how it is to be accessed
or viewed. Smiraglia knows that for the present, and for several years to come, music cataloguers
will need help in embodying the precepts of RDA into concrete MARC records, and so he provides
an Appendix of 26 pages, laying out in MARC 21 format records for all the illustrative examples
contained in the earlier chapters. This is a helpful feature even for experienced music cataloguers,
given that RDA has spawned a number of new MARC fields and subfields. I should perhaps add that
readers who hope to find new instructions and examples for digital media will be largely
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disappointed. The introduction (xx) says “Multimedia packages seem not to have lasted in the
marketplace, but streaming audio and video are quite evident so examples now include those
media as well.” However, while there is one example for a streaming audio resource from Naxos,
the five video examples are for discs (four) and a cassette. There is no mention of digital downloads
of scores and parts.
We should be grateful to Smiraglia and his collaborator Jihee Beak—whose precise contribution is
nowhere acknowledged in these pages—for undertaking the task of RDA-izing the book and
realigning the rule references to conform with the RDA Toolkit as it stood at December 2015.
Between them the authors have ensured that this practical “how-to” manual can guide a fresh
generation through the intricacies, challenges, and pleasures that constitute the art and science of
music cataloguing.
Alastair Boyd
University of Toronto
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Éva Gauthier : La voix de l’audace. Normand Cazelais. [Anjou,
Québec] : Fides, 2016. 266 p.; planches non numérotées, 18
p.; illustrations. ISBN 978-2-7621-3976-1.
Compte rendu de Mireille Barrière, chercheuse
indépendante1

Géographe de formation et chroniqueur touristique connu,
Normand Cazelais explique dans son avant-propos qu’une
recherche croisée sur Maurice Ravel et George Gershwin l’a
mené à Éva Gauthier, dont le parcours hors du commun
l’incite à pousser une enquête fouillée sur cette « voix de
l’audace ». L’auteur avoue d’entrée de jeu qu’il ne possède
aucune formation musicologique (moi non plus, d’ailleurs),
mais il me paraît un mélomane averti. Accédant à une
documentation restreinte, il opte pour une biographie
romancée pour plaider la cause de son héroïne qu’il veut tirer « d’un injuste oubli » (13). Précisons
qu’avant ce livre, les travaux de Nadia Turbide sur la cantatrice d’Ottawa dans les années 1980
étaient bien connus des spécialistes de la recherche en musique. Cazelais contribuera peut-être à
ressusciter l’intérêt envers elle au-delà d’un cercle d’initiés, visant probablement l’amateur de
musique attiré par le texte de la quatrième de couverture qui vante la modernité et l’avantgardisme d’Éva. Il se peut également que musicologues et historiens de fraîche date fassent à leur
tour une découverte étonnante. Toutefois, il faudra ajouter à la bibliographie de Gauthier
Javaphilia, étude publiée en 2015 par l’ethnomusicologue américain Henry Spiller, sur la véritable
histoire d’amour entre les artistes américains et la culture javanaise, dans laquelle notre
compatriote occupe une place de choix.
En raison de son absence de formation musicale, Cazelais a adopté, selon ses propres termes, une
approche « affectueuse » du sujet, donc subjective. Des sources peu abondantes et indirectes au
surplus, écrit-il, ouvraient l’espace à son imagination, d’où l’invention de dialogues et de certains
personnages et le recours à de longues descriptions des lieux. Cette liberté d’interprétation crée
parfois le doute chez le lecteur qui se demande où commence et finit la réalité.
Le chapitre 1 de la première partie du livre s’ouvre sur le récital historique d’Éva le 1er novembre
1923 à l’Aeolian Hall de New York auquel assistait la plus grande contralto du temps, Ernestine
Schumann-Heink (18), dont la présence n’est pas fortuite. En effet, nul doute que cette interprète
de Wagner et de Richard Strauss appréciait le registre étendu et la qualité de l’interprétation de la
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vedette de la soirée, mais avait, comme Gauthier, ignoré les tabous en participant à la création de la
comédie musicale Love’s Lottery de Julian Edwards dans laquelle elle chantera à Montréal durant la
semaine du 11 septembre 1905.
Le biographe suit les différentes étapes de la vie de la cantatrice, mais dans un ordre parfois
aléatoire, usant du retour en arrière occasionnellement. Tout au long de l’ouvrage se manifeste une
femme intrépide qui sort des sentiers battus, opte pour la musique contemporaine et se passionne
pour le jazz, cette musique dégénérée pour le milieu musical conservateur. Elle veut atteindre ses
fins toute seule et ne devoir rien à personne, mais elle le paiera cher, vivant souvent dans une
situation financière préoccupante.
Parler des compositeurs et des musiciens avec lesquels elle a travaillé et tissé des liens, c’est dresser
le florilège de la musique moderne du XXe siècle. Les pages relatives à ses rapports avec Gershwin
et Ravel, qu’elle présente l’un à l’autre chez elle à New York en 1928, sont particulièrement
passionnantes. Mais ignorait-elle que son compatriote, le pianiste Léo-Pol Morin, très proche de
Ravel aussi, avait accompagné ce compositeur dans ses tournées en France et au Canada?
La deuxième partie consacrée à l’expérience javanaise m’a beaucoup plu. En effet, le lecteur ressent
le choc culturel vécu par la cantatrice nouvellement mariée, suivant son époux au bout du monde, à
Java, île peuplée d’indigènes et dont le climat tropical est lourd à supporter. Et son époux qui doit
s’absenter fréquemment pour son travail et la laisser seule! Mais la curiosité d’Éva l’emporte. Elle
découvre et explore ces musiques exotiques qu’elle veut maîtriser à la perfection, jusqu’à séjourner
au harem du sultan qui est la meilleure école d’apprentissage du gamelan. Elle relance sa carrière et
part en tournée en Asie du Sud, en Australie et aux Indes pour diffuser ce répertoire inconnu en
attendant de le faire en Amérique.
En résumé, ce livre bien écrit se lit facilement. Je ferai pourtant quelques remarques. Cazelais abuse
un peu trop des notes en bas de page, par exemple pour donner la traduction de courtes phrases
ou de termes étrangers (notes 20, 21, 23, 30, 31 et autres), au lieu de le faire dans le texte même. Il
n’a pas rendu leur véritable nom à Camille Urso (et non Curso [97]) et à Pol Plançon (et non
Planchon [108]). La place devant la basilique s’appelle San Giovanni in Laterano (et non San
Giovanni Laterano [87]).
Pour entendre la voix d’Éva Gauthier, le lecteur dispose d’un vaste choix, outre celui proposé par
l’auteur (266). Allez sur YouTube; vous serez surpris!
Mireille Barrière
Chercheuse indépendante
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Explorations in Schenkerian Analysis. Edited by David Beach
and Su Yin Mak. Rochester: University of Rochester Press,
2016. xii + 359 pp. ISBN 978-1-58046-559-5.
Reviewed by: William M. Marvin, Eastman School of Music1

Soon after the publication of Bach to Brahms: Essays on
Musical Design and Structure (Rochester: University of
Rochester Press, 2015), David Beach has edited yet another
anthology of essays by leading Schenkerian theorists, this
time in collaboration with Su Yin Mak. A wide-ranging
collection of fifteen essays, framed with an editorial
introduction and a substantial appendix, Explorations in
Schenkerian Analysis is published in posthumous dedication
to Edward Laufer (1938-2014), a prominent musician who
studied, taught, and wrote about music using the analytic
method of Heinrich Schenker (1868-1935). The volume is organized chronologically by composer, a
logical choice given that each essay treats either a single composition, or a few works written during
the same time period. The collection reflects Laufer’s analytic predilections in that it focuses not
just on the twelve composers favoured by Schenker, but also explores secondary figures from the
common practice period, both well known (Verdi, Dvorák) and more obscure (Anton Eberl, Niccolò
Jommelli), in addition to composers who extended tonal practice in the early twentieth-century (R.
Strauss and C. Debussy). As noted in the volume’s introduction, less attention is accorded to the
high classical composers (Haydn, Mozart, and Beethoven) than is usual in such collections.
The essays need not be read in order, and there is no explicit cross-referencing among the analyses
presented here. After perusing the introduction to get a sense of the contents, readers might move
directly to the appendix, an extended interview with Edward Laufer conducted by Stephen Slottow
at Laufer’s home near Halifax, Nova Scotia in 2003. This interview contextualizes Laufer’s approach
to analysis, composition, repertoire, and pedagogy in terms of his own experiences as a student and
teacher, along with fascinating asides on major figures in musical performance, composition and
scholarship. The interview presents a warm portrait of a colleague whose absence is deeply felt
throughout the volume. The fifteen analytic contributions all gain resonance by their being situated
in the context of Edward Laufer’s work.
Several of the authors composed their material to foreground relationships with Laufer’s
scholarship and teaching. Charles Burkhart’s analysis of J.S. Bach’s C-major fugue from book 1 of the
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Well-Tempered Clavier is presented as an open letter to Laufer. In addition, Leslie Kinton, Timothy
Jackson, and Don McLean all frame their articles in terms of personal reminiscences of Laufer as a
teacher and colleague, and each author explains how his work impacted their analyses. The editors
might have intervened more to strengthen the tie-ins to Laufer’s work; one example of this is Su Yin
Mak’s own contribution, in which her prototype-based approach to sonata form is methodologically
related to Laufer’s well-known article on voice-leading in classical development sections (Studies in
Music from the University of Western Ontario 13, 1991). Also to be regretted is that beyond the
cover art, the volume does not include any of Laufer’s own analyses, either reprinted or
unpublished material. Hopefully another opportunity will emerge for his many unpublished
analyses to gain a wider audience. The final paper of the collection, by Boyd Pomeroy, tacitly
reminded this reader of Laufer’s conference presentations; both authors are well known for their
multi-paged handouts of voice-leading graphs that provide hours of post-conference study material.
The editors and the University of Rochester Press are to be applauded for the strong production
values of this volume. The many voice-leading graphs are carefully reproduced, without the all-toofrequent pixilation or dropout of staff lines found in recent music theory publications. One might
quibble with the decision to compose endnotes by chapter rather than footnotes, but in sum, this is
one of the most impressive volumes of its kind. The accuracy and visual clarity of the many voiceleading graphs by authors using differing graphing styles is particularly worthy of praise here.
As might be expected, the volume focuses on close readings of individual pieces from a perspective
of voice-leading and common-practice tonal norms. Authors are concerned with how individual
motivic details relate to larger voice-leading continuities, formal design, and narrative
considerations. Of particular interest to practitioners of Schenker’s theory will be the variety of
analytical predilections within this collection: while it is fairly certain that each author represented
here would describe themselves as a traditional Schenkerian theorist and analyst, several of the
analytic procedures found in this volume conflict with each other in terms of underlying decisionmaking processes and interpretation of the theory. This state of affairs can be traced back to
Schenker’s students, whose journal Der Dreiklang exhibited similar internal dissonance in 1937-38.
While many studies have been published in recent years focusing on specific aspects of Schenkerian
theory and advocating for one or another preferred mode of interpretation, no consensus seems to
have emerged. While it may be rather late in the game to attempt a reconciliation regarding
underlying theoretical considerations in the Schenkerian community, the lack of agreement is
certainly one area of weakness that detractors of the theory have taken note of in recent years.
A brief review cannot do justice to the many analytic and theoretical insights contained in the
essays collected here. In addition to the editors’ own fine contributions (both Beach and Mak are
well known for their analytic work on the music of Franz Schubert), highlights of the collection
include analyses by Roger Kamien (Chopin’s Prelude in B-flat, Op. 28 No. 21), William Rothstein
(Schumann’s Manfred Overture), and Matthew Brown (Richard Strauss’s “Dance of the Seven Veils”
from Salome). Among the more theoretically-driven articles, Poundie Burstein’s exploration of
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Heinrich Koch’s theory of form to uncover 18th-century norms that current theories mislabel as
deformational, and Boyd Pomeroy’s exploration of “dominant” chords on the raised and lowered
roots of that scale degree in the music of Claude Debussy, stand out for their clarity and for
breaking new ground. As with most such collections, this one provides us with a valuable overview
of current research and analytical practices by major scholars. It should be read widely by
Schenkerian practitioners, by performers and listeners interested in the specific compositions
analyzed, and by students of tonal theory. The volume serves as a fitting tribute to Edward Laufer
and his life in music.
William M. Marvin
Eastman School of Music
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Introduction to Post-Tonal Theory. 4th ed. By Joseph
N. Straus. New York: W. W. Norton & Company, 2016.
416 p. ISBN 978-0-939-38883-8 (Hardcover).
Reviewed by: Roxane Prevost, University of Ottawa1

Joseph N. Straus’s Introduction to Post-Tonal Theory
has long been an essential text for anyone interested
in studying post-tonal theory. First published in 1990,
it is a standard textbook in North American
universities, my own institution included, and provides
the basic tools to analyze atonal music, post-tonal
repertoire with tonal roots, and serial music. This
fourth edition does not only reprise the essential
content from previous editions, supplemented by new
material, but it has also been beautifully reformatted
and reorganized with music analysis as a primary focus.
As with previous editions, Straus introduces basic concepts of set-class theory, contour relations,
interval cycles, voice leading, triadic post-tonality, centricity, referential collections, and serialism.
The most dramatic change is found in the layout, with the material presented in a format that is
more accessible to students than in previous editions. Straus includes a box at the beginning of each
chapter with an outline of the main material. The discussion is supported by various musical
examples, followed by summary boxes at the end of each section. The material has been organized
more efficiently into subsections, allowing students to make connections more easily between
different elements.
In relation to actual content, Straus has reorganized the material and provided additional figures to
better present concepts. The first three chapters (“Basic Concepts of Pitch and Interval,” “PitchClass Sets,” and “Some Additional Properties and Relationships”) preserve most of the material
from the third edition, but composing-out, voice leading, and set-class space (previously atonal
pitch space) have been moved from the third to the fourth chapter. In essence, the fourth chapter
from the third edition has been divided into two chapters (in the 4th edition). The new fourth
chapter, “Motive, Voice Leading, and Harmony,” contains new sections on maximally even set
classes and contextual inversion, as well as combination cycles. All of these concepts are prevalent
in the current scholarly literature on post-tonal analysis and provide the student with the tools
needed to undertake research in this field. In chapter 5 (“Centricity and Referential Pitch
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Collections”), Straus adds new labels for the diatonic collections (DIA with the number of sharps or
flats) to align with the other scales, making it easier to reference these collections. The new chapter
6 (“Basic Concepts of twelve-Tone Music”), duplicates most of the material of chapter 5 from the
third edition and preserves most of the material from the old chapter 6 (“More Twelve-Tone
Topics”) by including it as a subsection (“Varieties of Twelve-Tone Music”). Straus omits only the
subsection on Boulez and multiplication. The material is presented in an accessible manner with
numerous musical examples, exercises, sample analyses, and guided analyses. The layout of the
prose, musical examples, diagrams, and figures is stunning.
There are, however, a few other issues to consider. First, this new edition is expensive (the
hardcover lists for US$106), partly due to the numerous copyrighted examples. Although solutions
to the exercises are available for the instructor via the publisher’s website, it is time consuming to
find recordings of so many short excerpts, some with few available recordings. For the most part,
the sequencing of the material follows a sound pedagogical approach, building on previous
material. Some sequencing concerns, which perhaps can never be resolved, do surface. For
example, the labels for R (retrograde) and RI (retrograde inversion) are not discussed until chapter 6
on twelve-tone music. Would it be more useful to introduce these labels for CSEGs (128) later when
students are familiar with these operations? Would contextual inversion be better placed in chapter
5 with the discussion on centricity? I suspect that changing the sequencing would most likely create
other issues.
As the book covers so much territory, one may find a number of inconsistencies when using it in the
classroom. For example, it would be useful to add one example of the complement for the interval
classes and mention the anomaly with the tritone, for example 1-16 (13). On page 16, a more direct
link between the information as scoreboard fashion for interval classes with the information in the
interval-class vector would benefit the discussion. Example 2-1 (44) is missing measure numbers.
There is an inconsistency with the term “trichord,” which is identified as a “three-member set” on
page 68, but is used previously, such as on page 63, and is finally defined on page 69 in the last
paragraph of section 2.8. On page 249, Straus flags the “first” point, but the student is left
wondering what is “second.” On page 257, it is not clear what the properties of the hexatonic
collection are, only that it is transpositionally and inversionally symmetrical. On page 318, Straus
asserts that “any tetrachord that excludes interval 4 can act as a generator.” This comment stands
out because he has explained concepts so clearly and meticulously throughout the book; the
student is left wondering why this is the case with tetrachords. I also question the need for a
discussion of set-class space in this textbook. Finally, I understand the need to preserve some
concepts used by other composers, such as Webern and derivation, Schoenberg and hexachordal
combinatoriality, and Stravinksy and rotational arrays, but wonder why Crawford Seeger and
multilevel rotation was included, while Boulez and multiplication was removed for the new edition.
Even with the minor concerns outlined above, Straus’s textbook offers the best “primer” for posttonal analysis. My students responded very positively to the new edition, many commenting on its
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accessibility and beautiful layout. The model analyses, which are new to this edition, serve as a
great pedagogical tool outside of the classroom. This textbook is an extraordinary resource not only
to learn the basics of post-tonal analysis, but also to get a general sense of some of the current
research in the field of music theory. Moreover, it provides varied repertoire by several composers
of different styles, making it a relevant tool for anyone analyzing post-tonal music. I highly
recommend it.
Roxane Prevost
University of Ottawa
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Just Between You and Me: A Memoir. By Myles Goodwyn.
Toronto, Ontario: Harper Collins, 2016. 379 pp. ISBN 978-144344-670-9.
Reviewed by: David Montgomery, York University Libraries1

The story arc of any rock memoir is predictable. It begins or ends
with substance abuse, there are troubled family relationships,
extra-marital affairs, betrayals, friends left behind, “musical
differences,” management conflicts, and of course, as in any
bildungsroman the vicissitude of fortune. The guitar slinger
turned raconteur is duty-bound to caution that even modest
fame comes at a price, that “rock and roll is a vicious game.” Like
the music, the memoir embraces the cliché. On his third go at
rehab, April Wine frontman Myles Goodwyn reflects, “Things
come in threes” (341).
Goodwyn tells us that the goal of his unvarnished memoir was to set the record straight, and not to
settle old scores. Neither as beloved as Rush, nor as emblematic as The Tragically Hip, April Wine was
nonetheless quintessentially Canadian. With roots in the Maritimes and Quebec, the band regularly
toured Ontario rock circuits in the early 1970s, expanding its range to the rest of Canada by the end of
the decade. It peaked in the early 1980s, with modest success in England and the US, and garnered
worldwide sales of 20 million albums—a solid career. Yet, despite winning several Juno awards and in
2010 being inducted into the Canadian Music Hall of Fame, April Wine may also be a candidate for a
quick fade. While songs such as “Weeping Widow,” “Oowatanite,” and “Roller” may resonate with the
home demographic, future induction into Cleveland’s Rock & Roll Hall of Fame is unlikely.
There are other reasons why the last rung of fame may have eluded April Wine. Once the group’s
management determined that Goodwyn lacked the looks for rock stardom, it opted for a distinctive logo
to carry the brand. As a consequence, it was not Myles Goodwyn the star but April Wine the band, and
the band’s name, intending to signal “original” or “new,” may have been ill-suited to the US market.
Furthermore, like most of Canada’s early 1970s hard rock bands, April Wine earned its success through
exhaustive regional touring. The promotion agencies that dominated these areas, like Montreal’s Donald
K. Donald Productions, were reluctant to cross the border into territory where exposure was limited and
a return on investment far from guaranteed.
Goodwyn’s personal life has been neither easy nor free of tragedy. After his mother’s death in 1959, the
guitar was his salvation. Though his hard-working father grew remote, and other family challenges came
and went, his childhood was admittedly unremarkable. Nova Scotia’s Hank Snow was a primary
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influence, along with other leading country figures, such as Hank Williams, Patsy Cline and Jimmie
Rodgers. Goodwyn picked up chords from radio and television, and occasional trips to Dartmouth
festivals with his family. His musical aspirations changed on seeing Elvis and the Beatles on the Ed
Sullivan Show. In an adolescence that veered from obsession to delinquency, Goodwyn writes of his
holding a variety of jobs while playing in a wide variety of local bands, but also of occasionally stealing
cars. In the fall of 1969, he and Jim Henman formed April Wine, and the following year left Nova Scotia
for Montreal, where Donald Tarlton agreed to represent the band.
During the early 1970s, the band went through a number of personnel changes with Goodwyn the only
constant. The band that trod the boards in high schools, bars, and small halls in the early- to mid-1970s
was not the April Wine that served as camouflage for the Rolling Stones’ infamous shows at the El
Mocambo in 1977, and appeared on the band’s Live at the El Mocambo (1977). Nor was it the polished
triple-guitar outfit that recorded “Roller” in 1979 at the now defunct but once internationally famous Le
Studio, in Morin Heights. Goodwyn addresses these personnel changes, but his version of events
requires one to read between the lines.
Goodwyn’s memoir includes enough requisite “Spinal Tap” moments to engage the fan, from exploding
cannons to miscues with border guards. Occasional reflections on the music business in Canada, such as
the impact of CRTC regulations, seem perfunctory. Music writer and journalist Martin Melhuish, known
for his work on Canadian rock, is acknowledged as an advisor to the author but passages of “historical”
relevance feel like disingenuous insertions. This is unfortunate, as these are things we want to know.
Greater detail might have helped lend insight into financial and marketing strategies, or demographic
targets, and more generally of the band’s relationship with the Donald K. Donald agency and Aquarius
Records. Goodwyn does occasionally question his record company’s wisdom, particularly regarding its
lack of support in the US market. Readers might suspect that management had a bigger influence on the
direction of the band than Goodwyn would like to admit.
The book could have used closer editing to reduce repetition, but Goodwyn’s personable, even folksy,
writing style works well. Reflections on his failed marriages and the trials of family life are not burdened
with a pedantic authorial voice. Fans may appreciate Goodwyn’s modesty, perseverance, and day-to-day
struggles. Music and concert life are, after all, shared experiences. If Just Between You and Me is not an
altogether brilliant account of 1970s rock, it is a story that will be relevant to an aging blue-collar
audience. Taken with such other works as Dave Bidini’s On a Cold Road (1998) or Bruce McDonald’s
mockumentary film Hard Core Logo (1996), Goodwyn’s memoir corroborates the unique in Canada’s
rock experience.
David Montgomery
York University Libraries
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Up in the Morning Early: Baroque Music from
Celtic Countries. Ensemble La Cigale. Leaf Music
LM 211, 2017. 1 compact disc (73:17).
Reviewed by: Dorothy de Val, York University1

Building on the growing popularity of Celtic music
and culture, Montreal-based Ensemble La Cigale’s
Up in the Morning Early features Scottish, Irish and
Welsh instrumental music from the 17th to the
19th centuries, drawing on popular composers of
the time. Often dismissed as drawing-room music
for amateurs and falling between the cracks of
traditional and art music, this is a rich repertory too often ignored.
Scotland is the dominant country in this collection. Notable are James Oswald’s so-called “Flower”
sonatas, drawn from his Airs for the Seasons, set for treble instrument and continuo. Four flowers—
poppy, hawthorn, ranunculus and narcissus—receive attention here in differing arrangements.
Movement titles—gavotte, Giga, minuet—reveal the music’s dance origins, while “Aria” and
“Plaintive, amoroso” clearly derive from song. The selections show Oswald’s command not just of
the Scottish lowland style but also a familiarity with contemporary Italian, English (Handelian), and
French music. His “Scot’s Lament,” played here by violinist Sari Tsuji against a viola da gamba drone,
evokes the highland tradition with its lilting melody and pibroch-style ornamentation, topped off by
the hallmark lowered seventh.
Oswald’s older contemporary, William McGibbon, is represented in several tracks and by the skilful
playing of Marie-Laurence Primeau on viola da gamba in a set of variations on the title piece. This is
an inspired twist on the usual arrangement for a treble instrument and continuo, but no surprise for
an instrument that was as used to playing “divisions” as the violin. The other Scottish composer
featured here is General John Reid, represented by his four-movement Sonata in G, the only sonata
in the collection. Reid, best remembered as a benefactor of the University of Edinburgh, was a
military man who also played the flute, which is reflected in the virtuosic moments in the last
movement (Giga); the Scots element prevails in the third movement. The piece transfers well
enough to Vincent Lauzer’s recorder, though one suspects Reid himself might have raised an
eyebrow.
The CD moves back into the 17th century with a selection of lute solos from the Rowallan and
Straloch Lute Books, featuring the ensemble’s director, Madeleine Owen, whose fastidious playing
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and inspired choice of tunes make this set a centrepiece of the CD. Listen for the quirky harmonies
in “Gypsies Lilt” and the flirting between major and minor in “For kissing for clapping for loving for
proveing.”
Ireland is represented by the blind harpist and composer Turlough O’Carolan. His pieces feature
Sara Lackie on baroque triple harp, whose arrangement of “Farewell to Music” showcases the
resonance and colour of the instrument against a viola da gamba drone. Elsewhere she is joined by
the recorder, as in the perky “Bob Jordan” and in the dance-like “Concerto,” where the violin
eventually joins in for the closing strain.
The harp was also a favourite instrument in Wales, here represented by Edward Jones, who lived
well into the 19th century. Stumped by the title of the first tune, “Anhawdd ymadael,” I consulted a
Welsh dictionary to find it means “difficult to depart,” which makes it effectively a lament. It is
followed by the more cheerful “Rising of the Lark” in the relative major, another set of variations
where the harp is partnered by viola da gamba and increasingly virtuosic recorder.
The collection is framed by the ensemble’s arrangement of an old favourite, “John Come Kiss Me
Now,” working from various sources and, in the final track, a tribute to the late much-loved violinist
Oliver Schroer, featuring his “A Thousand Thank-Yous,” showing that it is still possible to write
poignant music in traditional style.
The repertory is rich in memorable tunes, as composers attempted to make “national tunes”
accessible to a wider public. Released from the constraints of an earlier, authenticity-obsessed era,
we are free to choose the instruments on which to play this music and need not be restricted to the
keyboard plus violin/flute combination suggested by the sources. Groups such as the Pittsburghbased Chatham Baroque and the Baltimore Ensemble have similar instrumentation to Ensemble La
Cigale, while in Nathaniel Gow’s Dance Band, Concerto Caledonia recreates “the golden days of the
Scottish dance band,” adding smallpipes and fortepiano to a strong string mix in their CD of Scottish
fiddle music from 1761 to 1823.
It is wonderful to see a Canadian group of this calibre contributing to this vast but largely untapped
repertory of Scotland, Ireland and Wales. Clearly there was a decision not to include vocal music,
which is an important part of the Celtic tradition, particularly as it involves language. That apart,
given the research that must have gone into the making of this disc, I would have liked to see some
details on sources: though the notes give some information on the composers (easily findable
elsewhere) there was virtually nothing on where the music actually came from. Despite this
omission, I hope that readers will take note of this thoughtful and engaging compilation.
Dorothy de Val
York University, Toronto
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