
  March 2004                Riser Notes  Page 1 

President’s Notes 

Riser NotesRiser Notes   
Journal of the Melbournaires Men’s Barbershop ChorusJournal of the Melbournaires Men’s Barbershop Chorus  

  
March 2004  March 2004   

WotsOn 
March 24  Quartet Night 

April 21  Quartet Night 

May 11  MOSAIC gig: St Marks Chadstone 

May 14  Friday Special: Coaching by Cathy Rainey 

May 20  MOSAIC gig: St Johns, Camberwell 

May 26  Quartet Night 

Oct 27-31  4th Pan-Pacific Barbershop Convention (Wed to Sun), Christchurch, N.Z. 

Oct 31- Nov 3 Harmony College 

 

2005   
Oct 6-9  Change of Date: 8th AAMBS NATIONAL CONVENTION,  Gold Coast. 

   Conrad-Jupiters  Casino and Convention Centre at Broadbeach 

 

Welcome to the guests, especially the men, who at-
tended our special Guest Night on Monday 15th March 
to find out about barbershop harmony. 

What a thrill to see and hear more than sixty men on 
the risers singing “This little Light of Mine”. Several 
new men and Melbournaires were absent so if everyone 
had been able to make it the number would have been 
over 70. Wow! Wouldn’t it be great if we could build 
the chorus to this size? What a sound we would make! I 
hope all our guests enjoyed themselves and that they 
return for more fun and harmony on a Monday night. 
We have some great new songs coming up. 

Thanks to all who made the night a success. Some dis-
tributed pamphlets, some produced material, some 
turned up for photo shoots, some designed and placed 
advertisements, some organised sponsors, some took on 
special responsibilities on the night and others made it a 
success by just being there. We are particularly grateful 

to our sponsors and media friends who publicised the 
event so well for us. 

Remember that although this was a” special” guest 
night, every Monday night is a guest night and that we 
welcome guests and potential new members every re-
hearsal night. 

On another tack,- do you know of any opportunities for 
the chorus to perform. We are trying to increase the 
number of chorus gigs, so if you hear of any likely 
events please speak to Bill Bartlett or Perc Gebert and 
they will investigate whether the chorus can participate. 
We have performed at Federation Square six  times,  
Moomba, Golf Clubs, Bowls Clubs, Festivals, Rotary & 
Probus Clubs, View Clubs, Shopping Centre Openings, 
etc. We can put together an entertaining program for 
almost any situation. 

Keep the Whole World Singing 
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Your committee at work 
The February and March meetings dealt with the fol-
lowing matters: 

Chorus Development: Peter Waterworth outlined 
some suggestions for improving the chorus. We should 
identify our problems, propose solutions and set targets. 
He was asked to develop these ideas for the next meet-
ing. Peter then produced a comprehensive document 
for consideration that will be the main item of business 
for the April meeting. 

Music Premiere series: Tom has placed an order for 
this SPEBSQSA music series and the materials should 
arrive in June/July 

Jim Kahlke workshops: The Eastern Region of 
AAMBS proposed to hold a two day workshop in Syd-
ney for Musical Directors and Music Team members. 
Committee agreed to fund the attendance of Ian and 
Alan to this weekend activity. 

Christchurch Convention: A survey of members 
suggested that we would have 22 men available for the 
Convention spread over the four sections of the chorus. 
It was agreed that if our M.D. considered that this 
group could adequately represent The Melbournaires 
then the chorus would subsidise their registration costs 
($NZ230.00) but that members would have to fund 
their attendance at the optional Welcome Dinner and 
Farewell Luncheon ($NZ100.00). Ian has since indi-
cated that we will compete at Christchurch. 

Account signatories: The new account signatories 
will be Amin Rahman, Doug Moody, Roger Archman 
and Malcolm Morrison. 

Quartet program: Following the positive response of 
members to the proposed quartet program, Alan Bishop 
produced an outline of the activities for these nights. 
Committee agreed to fund monthly quartet nights but 
left the issue of funding for quartet coaching for further 
discussion at a later date. 

The Melbournaires banner: This item that was 
thought to be lost has been found in the storeroom. 

Personal Accident Insurance: Our research has de-
termined that no other choruses provide this expensive 
coverage for their members. Decision: neither will we. 

Learning tapes / CDs: It was considered time to move 
from learning tapes to learning CDs. Tapes can be gen-
erated for those members who do not have access to a 
CD player. CDs will be cheaper and simpler to produce 

and provide more comprehensive assistance to the 
learner. Mike Thorne will be our CD producer. 

Gold Coast Convention 2005: Tom announced that 
the Blenders have moved the date of the convention to 
October 6-9. The venue has also changed to the ex-
panded Conrad Jupiters Casino and Convention com-
plex. This should avoid clashes with Grand Final and 
school holidays. It should also be closer to plentiful ac-
commodation. 

Concert, 2004: Rather than have a full scale concert 
this year in a theatre it was agreed that we would run a 
Pleasant Sunday Afternoon at the church on October 
10th (provided we can get the church on that day). This 
would involve our chorus and quartets, a ladies chorus 
and quartets, and guest items. It would also provide a 
pre-convention experience for those going to Christ-
church 

Our team for Christchurch 
We WILL enter a chorus in the 4th Pan-Pacific 
Convention in Christchurch. Here are the names of 
those who have signed up so far. 

Musical director: Ian Lushey 

Leads:  Royce Amiet 
  Roger Archman 
  Mike Bindon 
  Alan Bishop 
  Phil Elsbury 
  Abe Kornblum 
  Amin Rahman 
  Bill Rennie (possible) 

Basses:  Bruce Addis 
  George Arundel 
  Bill Mather 
  Paul Newham 
  Tom Smith 
  Malcolm Tighe 
  Peter Waterworth 

Baritones:  Frank Blackham 
   Richard Fisher 
   Doug Moody 
   Mike Pratt 

Tenors:  John Webb 
   Lecky Webster 

There’s room for others too. 
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These are some of the key memories for me of the 
weekend workshop. Saturday was the highlight - a 
workshop with 6 ‘volunteer’ quartets - and it was clear 
that this is Jim’s forte! He’s a great music judge with an 
excellent ‘ear’ plus loads of coaching experience. He 
believes fervently in ‘the quartet experience’, and em-
phasises constantly the Q in SPEBSQSA. For him, a 
chorus is just a large quartet, and many of the coaching 
ideas he has for choruses stem from that assumption. 
That’s why he believes everyone should have the quar-
tet experience and he feels sad if the chorus placements 
on the risers mean that some guys miss out on that ex-
perience by being in the middle of one voice part. He 
also favours arranging the positions on the risers in 
quartet ‘units’ so that the sound is more uniform. 

So here are some JB thoughts about quartet sing-
ing, and remember that he applies these to choruses 
also: 

• The lead is the key, and must make every 
note ring with the doh note (root note of 
the chord) 

• The harmony voices (note the wording!) 
tune to the lead – he even said “If we tune 
to the basses, the chorus/quartet will al-
ways be flat by the end of a song!” Not 
sure why but that’s what he said. 

• A quartet stands on 4 legs – balance, into-
nation, vowel matching, synchronisation 
– each one needs practice 

• Harmony parts should reduce the conso-
nants, leave those to the lead 

• Generally we need more sound from the 
2 lower voices – bass and baritone 

• Songs have several ‘remember’ points – 
particular places to concentrate on for in-
terpretation and/or accuracy. For example, 
key changes and tempo changes are there 
in the arrangement for a reason. Find that 

reason and ‘milk’ it for effect.  

• React to each other in the quartet – show 
that you are a group singing together 

• Keep the energy level high through to the 
ends of phrases 

• The lead should lead, and the others 
should follow his phrasing, and interpre-
tation 

• If you are not happy with part of an ar-
rangement, change it! The judges don’t 
have the music; they judge only what we 
sing to them. 

Now some ideas for practices: 

• Voice warm-ups AND head warm-ups 

• Don’t spend time on individual parts, 
emphasise the group sounds and group 
exercises 

• Start the practices with simple activities, 
build up to most challenging work about 
a third of the way through a practice, 
then taper off.  

• Finish with your best song! 

• Record and listen always 

• Sing monotonic (not monotonous!) 
songs to practice vowel matching i.e. all 
one note 

• Then maintain tune-up chord through-
out a song 

• Try to make it all sound like one voice 

• Practice all 17 vowels (?!) – make them 
yours! 

 

A weekend in Sydney with JimBob Kahlke 
The committee asked Musical Director Ian Lushey and Assistant Director Alan Bishop to attend a two-day workshop 
organised by AAMBS Eastern Regional Board on the musical leadership of a chorus. On the Saturday, the focus was 
on quartet development; on the Sunday it was chorus development. Jim Kahlke was the Music Judge at the 3rd Pan-
Pacific Convention in Melbourne in 2001 and is one of SPEBSQSA’s recognised experts. Alan Bishop reports... 
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 Do you know what that means? How good is your 
“just intonation”? 

Most of us are familiar with the sound produced by the 
notes on a keyboard. We recognise that when two notes 
are played together some combinations produce a pleas-
ing sound (harmony or consonance) and others pro-
duce an unpleasant sound (a discord or dissonance). 

We generally don’t stop to wonder whether the sounds 
might be MORE consonant if we varied the pitch of 
one of the notes just a little. And that’s a pity! 

It’s a pity because all the chords (except octaves) on a 
keyboard are just a little out of tune. The keyboard is 
tuned to what is called the Equally Tempered Into-
nation. This allows a piano to play pieces in different 
keys and still sound in tune. It would be pretty hard to 
sell pianos if they could only play consonant chords in 
one key so the tuning modifications of Equally Tem-
pered Intonation make commercial sense.  

However, the pitch of the notes of a piano do not repre-
sent all the possible sounds that can be made.  On a pi-
ano, each octave is divided into twelve equal steps of 
pitch. But our vocal chords allow us to slide up an oc-
tave gradually increasing the pitch until we reach the 
target note so we actually sing hundreds of different 
notes. The human voice doesn’t have the constraints of 
piano tuning. 

Long ago, it was noted that if identical strings under the 
same tension were set into vibration pleasing harmonies 

were created when the string lengths represented a sim-
ple ratio. For example, sounds that are an octave apart 
can be played if a string is reduced to half its length 
causing it to vibrate twice as fast. Anything that vibrates 
will cause pressure waves in the surrounding air and 
when those pressure waves hit our ear drums we per-
ceive the result as sound. The more vibrations per sec-
ond, the higher the pitch of the sound. Pitch is there-
fore described in terms of “frequency” – cycles per sec-
ond. 

When chords are perfectly tuned, the contributing 
notes combine to create notes of higher pitch that add 
to the harmony of the chord. In barbershop, we call this 
“expanded sound”  or “making the chord ring”. And 
since we can’t really tune the chords PERFECTLY on 
the keyboard with its limited number of notes we prefer 
to use what is called just intonation. 

In just intonation each note of the scale has a frequency 
that forms a simple ratio with the root note of the scale. 
The diagram compares the frequency of notes on the 
just and equally tempered intonation scales in the key of 
C. The table on the next page shows the ratio of fre-
quencies of notes on the just intonation scale to the root 
note of the scale. An examination of this data shows that 
the second and fifth notes of the just scale are slightly 
sharper than these same notes on the equally tempered 
scale whereas the third, fifth, sixth and seventh are 
slightly flatter. The minor seventh (barbershop seventh) 
is significantly flatter. 

In tune with barbershop singing 
Doug Moody gets out the reference books to interpret the jargon 

“Barbershop singers adjust pitches to achieve perfectly tuned chords in just intonation while remaining true to 
the established tonal centre,” says Dr Greg Lyne in his definition of barbershop harmony. 
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The problem for barbershop singers, and particularly 
keyboard players, is one of getting used to the different 
sound of the tuned chords in just intonation. Equally 
tempered chords may sound more lively, sharper, and 
have a buzz to them whereas the just chords will have a 
ring when upper harmonics are created but the chord 
may seem to have less life as there is less “interference” 
between the notes.  

The melody singers – usually the leads – should sing 
their part remaining true to the tonal centre or key of 
the music. This is the so-called “horizontal tuning”.  
The harmony parts then tune to the melody line in just 
intonation to create “expanded sound”. This is referred 
to as “vertical tuning”. 

If the root and fifth tones are sung accurately on the just 
intonation scale and predominate in volume then 
some measure of expanded sound will result even if 
other tones are not quite in tune. 

Balancing the chords – Volume Relationships 
The most consonant intervals are those with the smallest 
numbers in their ratios – unison (1:1), the octave (2:1), 
the perfect fifth ((3:2), and the perfect fourth (4:3). 
Other intervals – thirds, sixths, minor sevenths, ninths, 
etc. - are less consonant and produce harmonics that are 
dissonant with the harmonics of the root and fifth of the 
chord. They should therefore be sung more softly. This 
principal applies to all singing parts.  

However, over-riding this consideration is the require-

ment that the melody should be clearly defined but not 
so loud as to sound like a lead soloist with a backing 
group. (In the special case where there really is a lead 
solo the total volume of the harmony parts should 
match that of the melody line.) 

Higher notes are easier to hear than lower notes and this 
must also be factored in. This is a particular problem for 
the baritones who are sometimes singing below the leads 
and some times above them even in the same bar. The 
advice to baritones is “to sing loud enough to fill each 
chord without drawing the listener’s attention away 
from the melody line.” (Baritones, of course, find this 
advice rather hard to accept.) 

In summary: 

� The melody singer maintains a volume level in 
accordance with the interpretive plan for the 
song. 

� Higher notes should be sung with less volume 
than lower notes 

� The harmony parts must allow the melody to be 
easily distinguished. 

� Unison, octaves, fourths and fifths should be 
sung with relatively more volume 

� Thirds, minor sevenths, sixths, ninths, etc. 
should be sung with relatively less volume 

Well, it’s simple really. You just have to know which 
note in the chord you are singing, then listen to the mel-
ody volume and adjust your volume appropriately, bear-
ing in mind that if you have a note higher than the mel-
ody note you should back off a little to let the melody 
come through. And do all this while singing accurately 
and with precision producing those target vowels per-
fectly. In a chorus, it is necessary to take into account the 
total volume of the section but the numbers in the sec-
tions usually reflect the relative average volume of the 
notes the section is required to sing.  Oh, and don’t for-
get to gleam and use all your presentation skills. 

But don’t let any of this detract from the fun of singing 
with the other guys. 

References:  

“Just Intonation Explained”  by Kyle Gann, (internet) 

“Improving Vocal Techniques Through The Warm Up” 
by Mel Knight, SPEBSQSA 

“Sound For Ensemble Singing” edited by Joe liles, Bill 
Rashleigh & Jim Richards. SPEBSQSA 

Frequency Ratios of notes on the Just Into-
nation Scale 

Interval Just Frequency Ratio 

C – C (Octave) 523.3 / 261.6 = 2:1 

C – B (Major 7th) 490.6 / 261.6 = 15:8 

C – B-flat (barbershop 7th) 457.9 / 261.6 = 7:4 

C – A (Major 6th) 436.0 / 261.6 = 5:3 

C – G (Perfect 5th) 392.4 / 261.6 = 3:2 

C – F (Perfect 4th) 348.8 / 261.6 = 4:3 

C – E (Major 3rd) 327.0 / 261.6 = 5:4 

C – D (Major 2nd) 294.3 / 261.6 = 9:8 

C – C (Unison) 261.6 / 261.6 = 1:1 
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Quartets don't grow in your chapter by accident. They 
grow and mature in a chapter that plants quartet seeds, 
spreads quartet knowledge like nutrient and cultivates 
quartet growth with care and attention.  

Why do chapters exist without active quartets? How can 
a chapter improve its quartet activity? Why do good 
quartet men leave the chapter and become inactive? 
This article will address these problems and give you 
some tools to cultivate your own garden of quartets.  

As the co-director of the Singing Buckeyes in Colum-
bus, Ohio, I have seen how an active quartet program 
can make a big difference in a chapter. We have always 
had active quartets, and currently have members taking 
active roles in 18 quartets.  

In the Johnny Appleseed District contest last spring, our 
quartets earned five places in the top ten, including four 
of the top five finalists. This doesn't happen by accident, 
and the benefits to the chapter are enormous. The more 
quartets you have, the more community exposure you 
generate, thus creating an atmosphere for growth in 
your chorus. Your members learn to sing better, and 
recruiting new singers becomes much easier.  

 

Plant the seed  
To plant the seed, you must make quartets an active 
part of your chapter program. Each meeting should in-
clude quartet singing. Here are some ideas:  

• We have a quartet du jour, made up of veterans 
as well as new members, to sing each week. We 
let new members know right away that quartet 
singing is a focus of our chapter.  

• All new members go through a one-year train-
ing period, which we call "the crash chorus." In 
this program, they learn vocal techniques and 
all the Barberpole Cat numbers. This is a good 
time to work out individual problems and de-
velop singing confidence. Then, we hold 'Pole 
Cat qualifying weekends, in which experienced 
singers and new members sing in quartets to 
earn their 'Pole Cat pins.  

• We pass out tag sheets, allow time to rehearse, 
and have a tag-singing contest, including prizes.  

• We have another contest in which quartets pre-
pare and lip-synch to the recorded music of 
champions. This is a lot of fun, and helps elimi-
nate the fear of wrong notes while developing 
performance skills.  

• We introduce new music to the chorus by hav-
ing a quartet learn the piece ahead of time, work 
out any problems, and teach the section parts. 
This keeps our quartets involved in a leadership 
position.  

• We work with octets in a variety of ways to de-
velop member confidence. Less experienced 
singers soon want to advance to a quartet. Oc-
tets as well as quartets should be a part of your 
shows. We use octets to qualify our singers on 
contest music and always enter octets in our 
district VLQ contests. After work on a chorus 
song, we then pick eight men to come up front 
and perform it. We find that any form of small 
group work plants the seeds for quartetting. 
Knowledge is the nutrient.  

• Quartets need knowledge to mature and de-
velop. There are a number of ways to spread the 
nutrient of knowledge:  

• Provide coaching for quartets at the chapter 
meeting.  

• Organize weekend coaching retreats for your 
quartets and bring in outside coaches for in-
struction. This also helps fledgling coaches de-
velop new skills by mentoring the guest instruc-
tors.  

• Send your quartets to Harmony College and 
District Harmony Schools.  

• Hire a professional voice teacher to be at chap-
ter meetings for individual voice instruction.  

• Develop your own coaches by putting them to 
work and sending them to schools for instruc-
tion.  

• Cultivate with care Cultivate growth with care 
and attention. We have a saying, "you must feed 
your tigers." In other words, talented singers 

How to sprout quartets  

Gary Wulf , Co-Musical Director of the Singing Buckeyes, from Columbus Ohio tells how his chorus develops dozens 
of great quartets.  
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must be challenged and cared for. Feed them 
jobs and responsibility. Give them plenty of op-
portunity to grow and perform.  

• Each year, the chapter should have a novice 
quartet contest. Experienced quartet men mix in 
with new singers to form novice groups. Allow 
time for these groups to rehearse and provide 
lots of trophies for the winners.  

• Provide quartet awards for service, activity and 
accomplishment at your annual awards banquet.  

• Each chapter should have a quartet support 
chairman to help organize events, put interested 
singers together and distribute sing-out oppor-
tunities.  

Once you have more quartets than you can easily use on 
your chapter show, organize an old-fashioned quartet 
parade. Charge admission and use the money for quartet 
development. Plant the seeds, feed and cultivate your 
quartets and many good things will happen to your 
chapter. Think of your chapter not as chorus singers but 
as a collection of quartet men. All the members of your 
chapter should experience the thrill of singing in a quar-
tet. That is why they joined, and that is why they will 
stay.  

These are only a few ideas for you to consider. The So-
ciety publishes other materials filled with quartet activity 
ideas. Call and have them sent to your chapter leaders. 
Take the time to sprout quartets in your chapter. 

 

 

Why you should sing in a quartet 
 

1. It's fun.  

2. You have total responsibility for your part, 
not the responsibility for the other guys in 
the chorus section.  

3. You can really ring chords! Yes, choruses 
can produce overtones, but not the lock and 
ring of a quartet.  

4. You don't have to go through a board of di-
rectors or a music committee to decide what 
you're going to sing.  

5. You don't have to go through a board of di-

rectors or a music committee to decide for 
whom you're going to sing.  

6. You don't have to go through a board of di-
rectors or a music committee for any other 
darn thing, like moves and such.  

7. Yet, if you get good, the chapter will ask you 
to sing on the show.  

8. If you're good enough to sing on the show, 
your family and friends will be more ador-
ing than if you simply sang in the chorus.  

9. Your section has unison sound! 

10. You don't have to watch a chorus director.  

11. You don't have to pander to a chorus direc-
tor, or look to him or her for inspiration, 
and all the other things choruses must do 
with chorus directors.  

12. You learn more about blend and balance 
from playing a tape recording of your quar-
tet than you could ever from a chorus direc-
tor.  

13. If you also are a member of a chorus, then 
you make the chorus better for having 
learned to sing in a quartet.  

14. You don't have to be a member of a chorus 
if that's your preference.  

15. You'll be popular with the Singing Valen-
tines Chairman.  

16. You'll sing Valentines very well.  

17. Resolving decisions about when, where and 
what the quartet will sing only requires con-
vincing the tenor. 

18. The other three singers take delight in the 
responsibility of keeping the baritone in 
only three dimensions.  

19. You get to choose your quartet costume. 
(After convincing the tenor, of course.)  

20. You get three really good friends. 
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Lorenz Hart (later 'Larry' to everyone but his mother) 
was born in 1895 to an affluent German immigrant 
family in New York. He was unusually short in stature, 
which haunted his whole life, but by contrast super-
energetic and intellectually dynamic. His talent for 
writing words to music was early evident and first put 
to serious use in teenage summer-camp shows 

These shows were also Richard Rodgers' (born 1902 to 
a New York doctor's family) start in the theatre, but he 
did not meet Larry Hart until early 1919, when intro-
duced by a mutual friend to collaborate on songs for an 
amateur club show. Rodgers, then only 16, was deeply 
impressed by Hart's seriousness and erudition in every 
aspect of lyric-writing: later he said "I was enchanted by 
this little man and his ideas. Neither of us mentioned it, 
but we evidently knew we would work together and I 
left Hart's house, having acquired in one afternoon a 
career, a partner, a best friend and a permanent source 
of irritation." 

Work soon started, striving for the all-important 'break': 
projects were developed, shows written and produced, 
but all without success until THE GARRICK GAIE-
TIES, which opened at the Garrick Theatre on May 
17th 1925 for a one-week run, but stayed for 200 per-
formances! With its leading number 'Manhattan', it sig-

nalled a new star team on Broadway.   

The partnership was instinctive and comradely, and 
ideas were worked out at great speed, Rodgers provid-
ing the melodies to fuel Hart's invention. Larry was a 
sophisticated perfectionist as a wordsmith, but endear-
ingly disorganised as a person; Rodgers, the more me-
thodical and business-like one, would take charge and 
handle all negotiations. They collaborated with various 
producers - Lew Fields on PEGGY-ANN, Ziegfeld on 
BETSY and, in Britain, C. B. Cochran on two shows 
between 1926 and 1930, in which year Rodgers mar-
ried.  

 The new 'talkies' in Hollywood beckoned them but 
only on their second stay (1932-4) were they successful, 
particularly with Jeanette MacDonald in LOVE ME 
TONIGHT, in which the memorable 'Lover' and 'Isn't 
it Romantic' are the outstanding songs. They wrote I 
MARRIED AN ANGEL for MGM, who then aban-
doned the project; five years later, Rodgers and Hart 
adapted it successfully for Broadway and then sold the 
film rights in the musical back to MGM! Rodgers was 
far less happy with Hollywood than Hart, though, and 
was glad to return to New York in 1934.  

The next years saw a stream of Rodgers and Hart suc-

The business of writing lyrics is not as simple as it might seem. Recently Richard Fisher and I collaborated in the writ-
ing of a parody for “Margie” entitled “Warnie”. This generated a mountain of emails as we argued over the use of an 
idea here or a word there. In the end, the song bore little resemblance to the initial effort (see page 12). Composers like 
Irving Berlin and Cole Porter wrote the lyrics as well as the music. Richard Rodgers relied on the talents of Lorenz 
Hart and later Oscar Hammerstein II to supply lyrics for his melodies. Amateur lyricists can but admire the talents of 
those who write the words we sing.  The information on the next few pages is obtained from various internet sources. 

Doug Moody 

  
Richard Rodgers  
 
and   
 
Lorenz Hart 
 
- a short history of their collaboration 
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cesses  ON YOUR TOES, (1936), BABES IN ARMS  
and I’D RATHER BE RIGHT (1937), I MARRIED AN 
ANGEL and THE BOYS FROM SYRACUSE (1938), 
TOO MANY GIRLS (1939), PAL JOEY (1940) and BY 
JUPITER (1942): apparently a crescendo of achieve-
ment for the two writers, but hiding - less and less suc-
cessfully - the gradual breakdown of the partnership, 
brought on by Hart's increasing personal problems. One 
last attempt was a reworking of an earlier show A CON-
NECTICUT YANKEE in 1943, but it was too late: 
Rodgers had already forged a new partnership with 
Oscar Hammerstein II in the immensely successful 
OKLAHOMA! that spring and Larry's health was dete-
riorating fast. He died on November 22nd 1943, just 
five days after the premiere of “A Connecticut Yankee” 
on Broadway.  

The partnership of over twenty years of two such differ-
ent yet brilliantly-combining talents left us twenty-eight 
shows, eight movies and over 550 songs - a legacy for 
which we are the richer and the happier. 

Some years after Hart died, a film was made of the col-
laboration beween Rodgers and Hart entitled “Words 
and Music“. A reviewer of the film stated: 

“Words and Music does have problems. It’s much 
more accurate to say that it doesn’t tell the story of Rod-
gers and Hart than that it does.  

Lyricist Lorenz "Larry" Hart was a gay dwarf, never a 
good combination, but particularly unfortunate in early 
twentieth-century America. Hart was twenty-four when 
he met sixteen-year-old Richard Rodgers in 1919. He 
took one look and fell instantly in love, an emotion that 
was not reciprocated.  

Although both men were Jewish and musically gifted, 
they had little in common otherwise. Rodgers was tall, 
athletic, and straight. He was a hard worker, aloof and 
distant. Those who knew him best always ended up ad-
mitting that they didn’t really "know" him. His one real 
enthusiasm seemed to be earning millions of dollars by 
writing dozens of great popular songs.  

Hart, on the other hand, hated working. In fact, 
Rodger’s real job was getting Larry to work. Hart loved 
to carouse, and died a furious alcoholic at forty-seven. In 
his later years, his closest companion was his pimp, 
"Doc" Bender, who supplied him with young men.” 

 

Richard Rodgers on Lorenz Hart 

(Richard made this speech at USC in November 1973. There 
was a salute to Larry Hart, and he was asked to speak)  

In my whole personal life I worked with virtually only 
two men. And through some quirk of fortune, they hap-
pened to be the two best lyric writers in the country. I 
worked with Oscar Hammerstein for many years, and 
with Larry Hart for about twenty-five. It would be aw-
fully hard for me to say which of the two was more ac-
complished, which of them had more talent. I do know 
that Larry was more difficult to work with. He was more 
mercurial, he was harder to find, he was harder to pin 
down. And when you did, it was awfully well worth it. 

He was a sort of genius. He had a way with words that 
was simply unbelievable. He could write fast when he 
wanted to write fast. And he could be painstaking when 
he wanted to be. But he was always good. His words 
were clever. They were sardonic at times. They were 
never mean. They were often funny. And more often 
than most people realize today, they were sentimental. 
As a matter of fact, the big hits of Larry's that still live 
today were his sentimental songs. Songs like "Where Or 
When" which is not only sentimental, but had a philoso-
phy. It was based on the phenomenon called deja vu. And 
Larry had been there before and made the listener be-
lieve that he had been there before. 

I'd like to tell you a story that is pretty well known. It is 
about Larry and me in a taxicab in Paris with two girls. 
Suddenly a car came out of a side street and just missed 
us by inches. One girl screamed, "Oh, my heart stood 
still!" Larry said, "Say, that would make a great title for a 
song." I called Larry a dirty name for thinking about 
work. 

The next thing I knew we were in London to work on a 
show. And I found my little black notebook with the 
words "My Heart Stood Still". I wrote a tune for it. Larry 
came into the room and I said, "I've got the tune to your 
lyric." And he said, "What lyric is that?" And I said, " My 
Heart Stood Still“. They're your words and it's my tune 
and I think we've got a song." And sure enough we did. 

With “My Heart Stood Still”, he wrote simply. The lyrics 
were monosyllabic. I don't think there is a two-syllable 
word in the whole song. The song is still sung today. 
Larry ran the whole gamut. He ran it well. He was a nice 
man. A good man. And he was kind. I loved working 
with him, and I loved him. I miss him terribly. But I did 
have the privilege of working with him and I'm grateful 
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for that. 

 

A different quote of Richard Rodgers on Lorenz Hart:  

For me, Larry Hart was a constant revelation. His intel-
lect, his enthusiasm, his urbanity and his sentiment all 
combined to give his lyrics the wit and freshness that 
helped to change the whole face of the musical theatre. 

 

Irving Berlin remembers Lorenz Hart 
My generation, you know, are all gone. As someone who 
has been around for a long time, longer than many, and 
seen many lyric writers and songwriters come up over 
the years, my opinion is that Larry Hart was the first of 
the so-called sophisticated lyric writers. But he also 
wrote words. There is a very important distinction. "Your 
looks are laughable, unphotographable." That was a clever 
rhyme, but it tells a story about what he was trying to say 
about this girl. I'm not splitting hairs, and it's not seman-
tics. 

Let's put it this way. Stephen Sondheim is a lyric writer. 
Stephen Foster was a word writer. Larry Hart was the 
first of the sophisticated word writers. The important 
thing in my opinion, and that goes for all songwriters 
and for so-called composers, is, How long do they last? 
Go back to "Manhattan," which was written over fifty 
years ago. They still play it. It's better today. It's timeless, 
because there's still a Manhattan. Larry wrote about 
Manhattan the way other people are still trying to write 
about New York. They don't do it as well. 

Now he's being criticized. I remember a few years ago 
Stephen Sondheim, a very successful lyric writer, came 

out of left field with an unkindly, an unjust interview 
about Larry Hart as a lyric writer. All I can say is that 
Larry Hart's lyrics have lasted so many years. The books 
that Rodgers and Hart wrote their songs for weren't all 
successes. Most of them were pretty bad books. But out 
of those books came very popular songs that lasted.  

You can't divorce those lyrics from Rodger's melodies. 
They're not just lyrics, they're songs. If Larry had just 
written those lyrics (which he couldn't have, because he 
was probably writing to a melody or they were working 
together) and just printed them, they'd mean nothing. 
And if you just took Rodger's melodies, as fine as they 
are, and just played them as orchestral numbers, they 
would last four hours. You see, they are songs. Larry Hart 
was a great songwriter, but I repeat, he was not only a 
lyric writer but a word writer. He had a fine education 
and could use four- and five- and six- and seven-letter 
words, and still get down to writing "With a Song in My 
Heart." I mean, he could be very simple. And very mov-
ing, when a lot of others can't be. 

Then he could write songs, very sophisticated, like "You 
Are Too Beautiful." From my point of view, the only way 
you can tell is, Look at his record. Why has he lasted? In 
the sixty-five years I've been around as a songwriter, 
we've had so many great big hits, and you don't hear 
them anymore. And many of them include my big hits. 
If there are some songs that last, there must be a reason. 
There's a quality that has nothing to do with whether 
you rhyme well or whether you've had any education at 
all. Whether you read or write music doesn't make a 
damn bit of difference. 

 

Manhattan  
from The Garrick Gaieties (1925) by Rodgers and Hart 

My Heart Stood Still 
From A Connecticut Yankee (1927) by Rodgers & Hart 

I laughed at sweethearts I met at schools 
All indiscreet hearts seemed romantic fools 
A house in Iceland was my heart's domain 
I saw your eyes, now castles rise in Spain! 

I took one look at you, that's all I meant to do 
And then my heart stood still, 
My feet could step and walk, my lips could move and 
talk 
And yet my heart stood still 

 

 

Though not a single word was spoken, I could tell you 
knew 
That unfelt clasp of hands told me so well you knew 
I never lived at all until the thrill of that moment when 
My heart stood still 

Through all my school days, I hated boys 
Those April Fool days brought me loveless joys 
I read my Plato, Love, I thought a sin 
But since your kiss, I'm reading Missus Glyn! 
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Manhattan  
from The Garrick Gaieties (1925) 
by Rodgers and Hart 

Lyrics as sung by Ella Fitzgerald 

Summer journeys to Niag'ra 
and to other places aggra- 
vate all our cares 
We'll save our fares! 

I've a cozy little flat in 
what is known as old Manhattan 
we'll settle down 
right here in town! 

We'll have Manhattan 
the Bronx and Staten 
Island too. 

It's lovely going through 
the zoo! 

It's very fancy 
on old Delancy 
street you know. 
The subway charms us so 
when balmy breezes blow 
to and fro. 

And tell me what street 
compares with Mott Street 
in July? 
Sweet pushcarts gently gli-ding by. 

The great big city's a wonderous toy 
just made for a girl and boy. 
We'll turn Manhattan 
into an isle of joy! 

We'll go to Yonkers 
Where true love conquers 
In the whiles 
And starve together dear, in Chiles 

We'll go to Coney 
And eat baloney on a roll 
In Central Park we'll stroll 
Where our first kiss we stole 
Soul to soul 

And "My Fair Lady" is a terrific 
show they say 
We both may see it close, some day 
The city's glamour can never spoil 
The dreams of a boy and goil 
We'll turn Manhattan 
into an isle of joy! 

Larry Hart’s quirky lyrics are evident here, too... 

Mountain Greenery 
From The Garrick Gaieties by Rodgers & Hart 

On the first of May, it is moving day, 
Spring is here, so blow your job, 
Throw your job away! 

Now's the time to trust, 
To your wanderlust, 
In the city's dust you wait, must you wait 
Just you wait.......! 

In a mountain greenery, 
Where God paints the scenery 
Just two crazy people together. 

While you love your lover, 
Let blue skies, be your cover-let, 
When it rains we'll laugh at the weather. 

And if you're good, 
I'll search for wood, 
So you can cook... while I stand look-in' 

Beans could get no keener  
reception in a beanery 
Bless our mountain greenery home! 

Mosquitoes here, 
Won't bite you dear, 
I'll let them sting, me on the finger! 

We could find no cleaner retreat from life's machinery 
Than our mountain greenery home. 

Shopping for a Husband 
A "Husband Shopping Centre" was opened where a 
woman could go to choose from among many men to 
be her husband. It was laid out in five floors, with the 
men increasing in positive attributes as you ascended up 
the floors. The only rule was that once you opened the 
door to any floor, you must choose a man from that 
floor, and if you went up a floor, you couldn't go back 
down except to leave the place. 

So, a couple of girlfriends go to the place to find men. 
First floor, the door had a sign saying: "These men have 
jobs and love kids." The women read the sign and say: 
"Well that's better than not having jobs, or not loving 
kids, but I wonder what's further up?"  

So up they go. Second floor says: "These men have high 
paying jobs, love kids, and are extremely good looking." 

"Hmmm," say the girls, "But, I wonder what's further 
up? 

Third floor: "These men have high paying jobs, are ex-
tremely good looking love kids and help with the 
housework." "Wow!" say the women. "Very tempting 
BUT, there's more further up!"  

And so again, they go up. Fourth floor: "These men 
have high paying jobs, love kids, are extremely good 
looking, help with the housework, and have a strong 
romantic streak. “Oh, mercy me. But just think? What 
must be awaiting us further on?"  

So up to the fifth floor they go. The sign on that door 
said: "This floor is just to prove that women are impos-
sible to please. Thank you for shopping and have a nice 
day!" 
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Verse 1: 
Here’s a song about a man we all admire 
A hero, but one with feet of clay 
We have not seen his face for quite a while, a while 
But now he’s back we know he’s here to stay, here to stay. 

Chorus 1: 
Our he-ro 
Warnie, (bm, bm) you are a cricket legend 
Warnie, you are the Prince of Sledgin’ 
You are cricket’s Sultan of Spin 
When you’re bowling, batsmen try but can’t stay in, oh 
Warnie, you play it hard but when the day-time game is through 
As the evenin’ light is dimmin’ you become God’s Gift to Women 
Oh Warnie, Warnie, you do (it’s true). 

Chorus 2: 
Oh, Warnie, you love to blow your trumpet 
Warnie, you like a bit of crumpet   
You’re a man who could walk on the water 
But just make sure you keep your distance from my daughter 
Warnie, you were quite chubby but your mum knew what to do 
To rejuvenate your chin you just popped a tablet in 
But Warnie, you landed in the poo! 

Verse 2: 
A year off cricket was the penalty, 
A holiday longer than the norm. 
A chance to get to know the wife and kids, and kids; 
Another chance to pledge that you’ll reform, you’ll reform. 

Chorus 3: 
Re-mem-ber,  
Warnie, (you phone freak man) you’re texting on the phone, but 
Warnie, (Who is it, man?) it’s prob’ly not Simone. 
Oh, don’t forget your little promise to her (you promised her) 
‘Cause blokes disparage a hero with an open marriage 
Warnie, (and then again) we read the papers but we 
Know that their reports are rarely true, and you could sue! 
When they say you’ve wronged again 
We’ll say, “Don’t you worry, Shane” 
‘Cause Warnie, you’re only being you (but you don’t have a clue) 
Warnie, you’re Aussie through and through (fair dinkum and true blue) 
Warnie, Warnie, that’s you.  

To celebrate the return of Shane Warne to international cricket and his milestone of 500 Test wickets we proudly 
ask loyal Australians  to gargle their throats, warm up their vocal chords and join us in a stirring rendition of an 
old song reborn with new words befitting the man of the hour. 

“Warnie” (parody of “Margie”) 
Lyrics by Doug Moody and Richard Fisher; Music by J. Russel Robinson and Con Conrad 
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Visual Presentation - I’m Gonna Live ‘Til I Die 
This visual presentation plan for one of our songs comes from an American chorus. Some of the ideas are 
worth implementing when we sing the song. 

Note: Chorus singer should stand in middle of riser so you have some room to move. Never stand on front edge 
of riser – too restrictive. Also, move #6 simplified somewhat so that we concentrate on interpretation “fly, I’ll take 
a chance…..” executing triplet.. (Editorial note: We are usually told to have our toes level with the front edge of 

Words Moves 
1.  I’m gonna live ‘til I die 

I’m gonna laugh ‘stead of cry 
I’m gonna fill my cup until my 
number’s up 
I’m gonna live, live live until I die 

Dance step with hands up shoulder high, palms out,rock and pump 
right twice, then left, twice, right twice, etc. back home with hands 
down on “die”. 

2. They’re gonna say, “Hey, what  a 
guy! 

. 

Bring both hands up in a shouting pose, hands around face, palms out 
on “hey” Hands swing down smoothly, back home on “guy”. 

3. I’m gonna play for the sky 
I’m gonna fill my cup until my 
number’s up 
I’m gonna live, live, live until I die  

Glance upwards towards sky on ”sky” following the actor in front. 
(Creates a wave of heads lifting to the sky.) 

4.The blues will lay low 
I’ll make ‘em stay low 
They’ll never trail over my head. 

Inside hand up on “lay” waist high, palms press slowly down stopping 
on “head”. Return back home on breath. 

5. I’ll be a devil ‘til I’m an angel 

But until then Glory Hallelujah.  

Face to match devil, then angel – make it a drastic change. 

6. Dance, gonna fly,  
I’ll take a chance ridin’ high 
Gonna take this town and turn it 

Dance step, right then left snapping fingers. Hands up around ears with 
palms out on “chance” then sway back with hands higher on “high” to 
match front row move.  

Front row gather center on “but until then, but until then….”  Right hand round 
waist of man to your right, left hand free for dip down/sway back move with left 
foot and left hand down to floor first on “dance”, then right foot back with left hand 
up high on “fly” continue same for “chance ”and ”high” turning outside and re-
turning home by “sky”. This is a one unit connected move. 

7. Upside down…… Inside hand palms up from waist, press up on “upside” then press down, 
with outside hand palms down starting at waist on “down”. 

8. I’m gonna live, live, live Move out side foot back on diagonal on first “live” so chorus stands back 
to back. Bring fists up towards sky on each ‘live” with hands opening  on 
final “live”. Eyes and head look up following hands. Hands down, and 
eyes back to Director smoothly, arriving on “die”. 

9. Until I die, til I die  Outside hand up, fist and arm straight out (still standing on diagonal) 
on”til”. Sweep arm around slowly on “I” chord swipe to director (fist 
still closed). Step out with arm and body towards Audience, hands and 
palms out on 45 Degree angle, proud face. After cut-off On signal from 
director bring hands down and turn down the aisles squaring off to au-
dience. “C’est fini.”    
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Mike Bindon supplied his Aston Martin 
for a Leader Newspapers photo shoot. 
That’s Mike at the back standing guard 
while Charlie (007) Griffin attempts a 
takeover bid for the driver’s seat. Peter 
and Rob Whitmore kneel down to allow 
the sleek lines of the Aston Martin to be 
revealed. 

Our friends in real estate helped us out 
with advertising boards. 
Ray & Damien Hudson of Ray Hudson 
Real Estate in Union Rd Surrey Hills 
prepared a board that was placed in a 
prime Union Rd location outside the 3D 
Paint Store courtesy of Paul Towers. 
The sign grabbed a lot of interest on 
this busy road and shopping strip. 

Guest Night Advertising – our thanks to... 

Right: 
Roland Rentz and Michelle Mar-
tello of Philip Webb Real Estate 
in Doncaster Rd, Doncaster East, 
prepared a sign that was located 
outside Mike Thorne’s place in 
busy Park Road, Donvale.. 
 
Far right:  
Dale Rosengren of L. J. Hooker 
Real Estate in Anderson Street 
Templestowe  provided a sign 
that stood outside our home base 
at Deep Creek Uniting Church on 
busy Anderson Creek Road 
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And the result... lots of new faces enjoying a night of harmony singing 

But late last year... 

Mosaic  visited the Psych-Geriatric facility at St Geor-
ges hospital and entertained the residents. One of the 
residents proved to be an excellent lip-sync singer. 
He sang every song loudly and only slightly behind 
the chorus and was nearly in tune. But the residents 
seemed to enjoy our performance and tolerated re-
markably well the hi-jinks of the other inmates. 

And then there was the combined Christmas party 
Alfred’s Homestead was filled with Melbournaires, Yarra Ranges and Melbourne Chorus members and their part-
ners and friends for a night of fun, food and great harmony entertainment 

“Breathless”, now “The Chordsmen”, performed for the first 
time, as did the “new” Six Foot Four 
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Just about everyone was there – Arundel’s, Baker’s, 
Beer’s, Durrant’s, Nayler’s, Pratt’s, Smith’s, Tighe’s, 
Webster’s, and Wells’ to show but a few – and we all 
had a good time. 
Ian conducted The Melbournaires and the ladies 
choruses offered several items. 
Visiting South African barbershopper, Jack Bird, 
made a speech and presented the inaugural Jack 
Bird Trophy for Barbershopper of the Year to Doug 
Moody. 
Then we came together for a wind-up song. 
“Let’s Get Together Again” next year. 

Photographs by Les Beer 
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PanPac4 February Newsletter to be published as the last two pages of this newsletter 


