
May 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  
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The Sunday afternoon concert at Applewood was a 
great success. The audience loved it and Applewood 
management rated it the best musical afternoon they 
have had. As a result, we have been invited to provide a 
Christmas Concert on Sunday 12th December. 

The new staging for "Brother Can You Spare a Dime" 
worked well. The coats, scarves and hats together with 
Phil Elsbury's fire drums set the scene. It all helped to 
make us feel part of the human suffering of the Depres-
sion years and we sang the song with real feeling. The 
informal afterglow after the main show seemed to add 
to the afternoon. Rodger Evans & Peter Waterworth 
took some super photos and these have been passed on 
to Applewood. Applewood will use them in their own 
Newsletter. 

We enjoyed another Cathy Rainey coaching night in 
May at the Surrey Hills Neighbourhood Centre. We 
were put through a vigorous warm-up that combined 
singing with movement. Cathy offered some ideas for 
interpretation of the songs we are likely to take to 

Christchurch and some of these are already being im-
plemented in "Let The Rest Of The World Go By". 

Four new men have passed their auditions. A warm 
Melbournaires welcome goes to Robert Findley 
(tenor), Sean Runacres (lead), Kevin Smith (lead) 
and Bob Bryant (bass). Several other new men are pre-
paring for their auditions so the number of men taking 
to the risers for our shows will be growing. A larger 
chorus allows us to offer a more impressive sound and a 
greater dynamic range in our singing. It also supplies us 
with a larger pool of talent to assist with the many tasks 
that have to be performed both on and off the stage. 

Paul Newham and Len Nayler are recovering from op-
erations at the moment. Bill Rennie has been suffering 
from severe sciatica that is limiting his activities. 
Malcolm Morrison has an operation pending. Our 
thoughts are with them and we wish them all a speedy 
return to good health. All the best guys. 

  

WotsOn 
June 23    Quartet Night 

July 12     MOSAIC gig: St Marks, Chadstone 

July 21     Quartet Night 

Aug ?       Coaching night with Gary Wulf 

Aug 25     Quartet Night 

Sept 22    Quartet Night 

Sept 24    MOSAIC gig: Tesselaars Tulip Festival  
10.30am to 4.00pm 

Oct 6       MOSAIC gig: Tesselaars Tulip Festival 
10.30am to 4.00pm 

Oct 20     Quartet Night 

Oct 24     Melbournaires Concert: Pleasant Sun-

day afternoon, Deep Creek Uniting C. 

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

Oct 31- Nov 3     Harmony College 

Nov 24        Quartet Night 

Nov 28        MELBOURNAIRES gig: Bacchus 
Marsh Anglican Church fundraiser 

Dec 1          MELBOURNAIRES gig: Boronia li-
brary, 7.00 – 8.00pm 

Dec 8          Christmas Breakup at Alfred’s Home-
stead, 6.30pm for 7.00pm, $30 

Dec 10        MOSAIC gig: Mont Albert Probus, 
Eastern Golf Club, lunchtime 
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Dec 12          MELBOURNAIRES gig: Applewood Christmas Concert 

2005 
Oct 6-9          8th AAMBS NATIONAL CONVENTION,  Gold Coast.  

Conrad-Jupiters  Casino and Convention Centre at Broadbeach 

The April and May meetings dealt with the following 
matters: 

PanPac4: Dm reported that Amin and Lecky have with-
drawn from the team and Bill Rennie may also have to 
withdraw. New member, Robert Findley, is a possible 
addition. New members should note that we only have 
to perform two songs at the convention and one of 
those will be the audition song “Let The Rest Of The 
World Go By”. The uptune will be decided shortly. The 
PanPac team will need to be available for some special 
rehearsals later on. About half the team have indicated 
that they will stay on for Harmony College. 

Annual Concert: The church was unable to make our 
preferred dates available so Sunday October 24 was 
chosen as the best of the available dates. This is the 
Sunday before the Christchurch convention so it will 
provide an opportunity for the Christchurch team to 
perform their two songs (and the full chorus can strut 
its stuff too along with our quartets). 

Applewood sponsorship proposal: A proposal has been 
presented to Applewood and received enthusiastically. 
Whether this translates into sponsorship will be a deci-
sion for the company. 

Membership: Malcolm reported that Phil Joubert was 
still working  on Monday nights and unable to attend 
rehearsals. 

Chorus music: Doug reported that all the chorus music 
had now been converted into the coloured format and 
new folios would probably have very little of the “old-
style” music in them.  
“The Masquerade Is Over” has been purchased and 
needs to be learnt by the practice quartet. Some learning 
CDs have been produced. 

Christchurch subsidy: This shall be $190 AUS which, 
given the exchange rate, will probably be just a little 
more than the basic registration fee. Nearly $4000 was 
withdrawn from our term deposit to cover the cost of 
the subsidy. 

Chorus development: Peter Waterworth introduced his 
white paper on this topic. Discussion of the issues he 
has raised will occupy many committee meetings this 
year.  
On recruitment and the development of new members 
it was decided: 
* to introduce a mentoring program (or buddy system) 
for new members 
* to advise members on how the program would work 
* to identify about 20 songs that would regularly appear 
in the repertoire and identify a priority order for learn-
ing them 
* to prepare a learning CD covering these songs. 
On chorus promotion it was decided: 
* to develop a brochure outlining the types of programs 
we can offer for various types of functions 
* distribute the brochure and have it available on our 
website 
* have a sample CD available of some chorus and quar-
tet material and sound tracks on the website. 
* invite a boys’ school choir to join us for a concert as a 
support act 
* offer our services to Deep Creek U.C.  
* vary the MC at gigs according to the nature of the gig 
(so we have a panel of MC’s to draw on) 

Visiting coach: Gary Wulf will be touring Australia on a 
coaching tour in August. (Gary was the presentation 
judge at the Melbourne Convention.) AAMBS has ten-
tatively placed him in Melbourne for two nights and 
suggested that the Geelong men join us on one of those 
nights.  
The committee felt that it would be more advantageous 
for the Geelong men to have their own  night with 
Gary. The other night might be used for the Christ-
church team and quartets. It was decided that we 
should hire a motel room for Gary. The final arrange-
ments will need to be discussed with the Geelong cho-
rus and AAMBS. 

 

 

Your committee at work 
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A & R: Analysis and Recommendation, often called Ag-
gravation and Ridicule.  

Afterglow: A cast party after a show.  

After-Afterglow: A smaller, more private party that 
takes place after an afterglow.  

AHSOW: Ancient Harmonious Society Of Woodshed-
ders.  

Ambigesturous: The ability to perform the choreo 
moves from either side of the risers.  

Barbershop 7th: A flat 7th chord used frequently in 
barbershop arrangements. Example: C - E - G - Bb  

Barbershop Brats: Children of barbershoppers, which 
often become members, a precious commodity.  

Barbershop Squat: A physical stance at the end of a 
song that looks amateurish and hokey.  

Barbershop Widow/Widower: The spouse of a very 
active barbershopper, who doesn't enjoy the hobby her-
self.  

Barberteens: Teenaged children of barbershoppers, 
the smartest of all.  

Barbertots: Young children of barbershoppers, also a 
precious commodity.  

Bell Chord: Notes sung on successive beats as in "Bye 
Bye Blues" by the Suntones.  

Belt: Sing loudly.  

Bipartite/Tripartite: Able to sing multiple voice parts.  

Bisectional: A person that can sing more than one 
voice part...hopefully, not simultaneously.  

Blead: A fifth voice part consisting of part lead and part 
baritone, usually sung by a member who has been ab-
sent for a while.  

Borneo Barbershop: An exercise where the bass is 
sung an octave high OR the tenor an octave low.  

Breathing Dips: Singers who breathe where they are 
not supposed to.  

Bust a Chord Same as peeling paint.  

Car-Toy: The cassette tape one carries in the car to 
learn ones part.  

Cascade: A musical device where a unison note 
spreads to form a chord, also called "waterfall".  

Chameleon: A person who can sing all four parts.  

Chestnut: An old familiar favorite song.  

Chinese Seventh: The barbershop 7th chord, where 
the tenor and lead share the seventh and root of the 
chord (like the beginning of “chopsticks”)  

Chordgasm/Chordasm: The climax of musical 
stimulation often resulting in goosebumps and raised 
hairs. See Eargasm.  

Chorditorium: A convention afterglow where non-
qualifying quartets can strut their stuff.  

Chordus Interruptus: When the director stops the 
chorus just before a paint-peeling tag.  

Chordworship: Holding a chord longer that necessary 
just to enjoy it.  

Chorus Dips: Singers who do exactly the opposite of 
what the director asks.  

Coning: Adjusting volume inversely with pitch to bal-
ance a chord.  

Cookie: A pitch-pipe.  

Crank: Sing loudly.  

Crow: A self-confessed non-singer who performs 
mundane chores nobody else wants to do. See Invalu-
able.  

Diction Dips: Singers who exaggerate the hard conso-
nants.  

Diphthong Dips: Singers who over-emphasize the 
diphthongs.  

Eagles: A politically correct term for "Crows".  

Ear Candy: An audible overtone or harmonic.  

Eargasm: The climax of musical stimulation often re-
sulting in goosebumps and raised hairs. See Chord-
gasm.  

Fettucine Singing: Sliding between notes when clean 
intervals are dictated.  

Fifth Wheel: Uninvited singing along with/near a 
quartet, considered poor manners.  

Float: Blending a part into a chord gracefully, usually 
tenor.  

Gang Singing: A collection of singers that are not an 
organized unit.  

Garbage Part: A negative term for the baritone part.  

Glimmer: An after, after, after-glow.  

Dictionary of Barbershop Terms 
Don’t know your barbershop jargon? Richard has discovered this useful lexicon for learners. 
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Groaner: A bad joke, story, or pun.  

Grundy: Same as Scissors Movement.  

Gut-Buster: A robust up-tune.  

Hang Ten: Standing on the risers with ten toes over the 
edge.  

Honker: a person who sings loudly and/or in a garish 
manner, often a bass singer.  

Hospitality Room: A party room at a convention for 
informal entertainment, socializing, and stale pretzels.  

Hum Spot: The placement of one's voice that makes 
the mask resonate.  

Kibber: An endearing term for a barbershopper that 
prefers to Keep It Barbershop!  

Laser Lungs: A singer, usually a tenor, who sings high 
notes very loudly and out of balance.  

Lead Dodging: The art of woodshedding the baritone 
part, also called Lead Avoidance  

Leaner: A person that does not have the courage or 
ability to sing on his/her own, or is not well rehearsed in 
the music.  

Mic Testers: A quartet or chorus which sings at the be-
ginning of a contest to ensure the sound systems per-
formance.  

Oh Yeah: An utterance from the chorus, when the di-
rector says "for the 2000th time, you're supposed to get 
soft here".  

Oh Yeah Song: A song with an unfamiliar verse and a 
very familiar chorus. Refers to audience's comments as 
chorus begins.  

Onion Skin: A minute adjustment in pitch.  

Opus Interruptus: When the hotel security guard stops 
you in the middle of a song, usually at 3am, Sunday 
morning.  

Overtone: A harmonic produced by proper intonation, 
tuning, and vowel formation.  

Patter: A verbose variation on the theme of a refrain as 
in "Down Our Way", also jokes and stuff between songs.  

Peeling Paint: Locking and ringing a chord.  

Pick-up Quartet: Any four singers, not an established 
quartet, singing a song they commonly know, i.e., Bar-
berpole Cat song.  

Ping: Focused, bright ringing sound.  

Polecat: Referring to a BarberPole Cat song, a collec-
tion of common songs for any/every Joe Barbershopper.  

Post: A note, long in duration, sung usually by a lead 

singer, around which a tag is formed.  

Riser Rat: Any chorus member who is not in the front 
row.  

Round Robin: An activity wherein four or more wood-
shedders sit in a circle and progressively rotate voice 
parts.  

Scissors Movement: Two voice parts that cross each 
other, while the other two voice sustain, leading to an 
inversion of the chord.  

Shoulder-Raiser: A listeners physical reaction to a 
singer who doesn't quite reach his/her note.  

Singlish: A method of singing a song as if one was 
speaking the part, phonetically connective.  

Skunk Song: A melody essentially useless for wood-
shedding purposes, because of an existing familiar ar-
rangement.  

Slab: To sing slowly through a measure chord by chord, 
also called blocking.  

Singing Around: Secretly singing with three other peo-
ple in order to establish a new/better quartet.  

Spank: Great vocal execution as in "Boy that lead 
spanks!"  

Tag: The ending of a song, too often over-arranged.  

Tag Quartet: Four singers begin a song and one by one 
are replaced by a new singer, tagged out if you will.  

Tear-jerker: A tender, sentimental ballad that evokes 
emotion.  

Tiddly: A musical embellishment, usually by a baritone.  

Toe-Tapper: An up-tune with great rhythmic pulse.  

Train Wreck: When one or more parts sing a wrong 
note and the resulting chord sounds like a railway ca-
lamity.  

VLQ: Very large quartet or mini-chorus, if you will.  

Wall of Sound: Seamless, continuous vocalization.  

Whomp-Ping Ratio: The ratio of resonance to ping in 
the voice.  

Woodshed: To improvise your part in a song, hopefully 
not melody.  

Yawner: A very boring and poor performance of a song.  

Yodel-Chord: A phenomenon in woodshedding, 
where two voices land on the same note and simultane-
ously move to the missing part.  
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The David Wright arrangement of this old song was se-
lected as our convention ballad for 2003. However, 
twenty-five years ago it was one of the Barberpole Cat 
songs – a song to be harmonised and enjoyed wherever 
barbershoppers gathered. 

The Heritage of Harmony Songbook describes it as having 
“unusual structure and fine poetry”. Sigmund Spaeth 
called it a classic, and wrote that it is “a masterpiece in 
its economy of materials, giving singers the impression 
that they are covering a tremendous range, although it is 
actually less than an octave from the lowest to the high-
est note of the melody.” 

The music was composed by Ernest R. Ball who also 
composed “When Irish Eyes Are Smiling”, “Mother 
Machree”, “Dear Little Boy of Mine”, and “Let The 
Rest Of The World Go By”. 

David R. Reed, Jr., wrote the words but little is known 
of him except that he published songs, some of which 
were sung in Broadway shows between 1894 and 1923. 

When Ball and Reed published the song in 1906 they 
little realised that their song would remain popular for 
so many years. When times were tough in the thirties 
different words were being sung to this fine old tune: 

I wander up and down the street, 
Till I have blisters on my feet. 
My belly’s empty, I’ve no bed, 
No place to rest my weary head. 
There’s millions like me wandering, 
Who are deeply pondering, 
Oh, what must we do to live? 
Shall the workers face starvation,  
Mis’ry, and privation, 
In a land so rich and fair? 
Unite, my Fellow Men, unite! 
Take back your freedom and your right 
You have nothing to lose now, 
Workers of the World, unite. 

Oh! Workingmen, come organise, 
Oh! When, oh! When will you get wise? 
Are you still going to be a fool, 
And let the rich man o’er you rule? 
It is time that you were waking, 
See the dawn is breaking, 
Come now, wake up from your dream. 
All this wealth belongs to toilers, 
And not to the spoilers, 
Wage slaves throw your chains away. 
Unite, my Fellow Man, unite! 
And crush the greedy tyrant’s might. 
The earth belongs to Labor,  
Workers of the World, unite. 

 

Examination problems 
The blonde reported for her university final examina-
tion which consisted of true/false type questions. 

She takes her seat in the examination hall, stares at the 
question paper for five minutes, and then in a fit of in-
spiration, takes her purse out, removes a coin and starts 
tossing the coin and marking the answer sheet – true for 
heads and false for tails. Within half an hour she is all 
done whereas the rest of the class is sweating it out. 

During the last few minutes she is seen desperately 
throwing the coin, swearing and sweating.. 

The moderator, alarmed, approaches her and asks what 
is going on. 

“I finished the exam in half an hour. But,” she says, “I 
am rechecking my answers.” 

Love Me and the World Is Mine 
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In the key of C, the major scale consists of the notes: 
C, D, E, F, G, A, B, C. 
The fifth note of the scale is G (seven semitones up 
from the root note C). 

The major scale built on the fifth note, G, would be: 
G, A, B, C, D, E, F-sharp, G. 
The fifth note of this scale is D. 

The D-major scale is: 
D, E, F-sharp, G, A, B, C-sharp, D. 

The fifth note, A, can be used to generate the A-major 
scale. 

A, B, C-sharp, D, E, F-sharp, G-sharp, A. 

If you keep repeating this process, you will end up with 
the key of F: 
F, G, A, B-flat, C, D, E, F, where the fifth note is C and 
we are back to the starting point. 

The pattern that develops is best expressed by a circle. 
At the top, at "12 o'clock", is the key of C, with no 
sharps or flats. Then there is always a perfect fifth to the 
neighboring key. If you move with the clock, you go up 
one fifth. If you go the other way, you go down a fifth. 

In the inner circle are all the relative minor keys, with 

(Continued on page 7) 

The Circle of Fifths 
“Barbershop music features songs … whose tones clearly define a tonal centre and imply major and minor chords and barbershop 
(dominant and secondary dominant) seventh chords that resolve primarily around the circle of fifths, …” 

C 
G 

D 

A 

E 

B 

F# G
Db 

Ab 

Eb 

Bb 

F 
Am Em 

Bm 

F#m 

C#m 

G#m 

D#m Ebm 
Bbm 

Fm 

Cm 

Gm 

Dm 

Circle Of Fifths 
Major keys on the 

outside of the 
circle; relative 
minor keys on 

the inside. 
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(Continued from page 6) 

A-minor (Am) at the top. 

If you look at the C on the top, you find the subdomi-
nant F to the left, and the dominant G to the right. In 
the circle of fifths you will always have the three pri-
mary chords next to each other: the tonic or root in the 
centre, the subdominant to the left" (counterclockwise) 
and the dominant to the "right" (clockwise). 

At the bottom - "6 o'clock" - we have both the key  
G-flat (Gb) and F-sharp (F#), and the relative minor 
E-flat minor (Ebm) and D-sharp minor (D#m). They 
are effectively the same. We could have continued the 
#-keys around the circle clockwise, with C# at "7 
o'clock". And we could have continued the b-keys the 
other way, to Cb at "5 o'clock". But it is common to 
stop at F#/Gb. If we continue, it gets too complicated.  

We would have had 7 #s in C#, and 7 flats in Cb. If we 
go further, we will have to introduce double sharps (x) 
and double flats (bb). 

Another way to look at the circle of fifths is the relations 

between keys, illustrated with sharps and flats. If we 
move one step with the clock, we add one sharp (#) or 
deduct one flat (b). If we go one step against the clock, 
we deduct one sharp or add one flat. This tells us that 
there is only one note that is different from one key to 
the key one fifth away from it. If we go from C-major 
with no sharps or flats, to G-major with one sharp, the 
only difference is that the note F is raised to F#. Six 
notes are the same; one is different. If we go the other 
way, from C to F, we add one flat. Now the B is flat-
tened to Bb. Still six notes are the same; one is different.  

When we modulate to another key, it is easier to 
modulate to a neighbouring key with many notes 
in common, than to a remote key with only a few 
notes in common. 

The circle of fifths is a very useful tool to illustrate rela-
tions between keys and chords.  

(Refer: www.torvund.net/guitar/theory/23-
Circle_of_fifth.asp) 

 

Looking for a simple, tasty casserole that will brighten up a cold winter evening? The Archmans have the answer! And 
it’s so simple to prepare, even Roger can do it! 

Some years ago the chorus ran a wine-bottling event. The Archmans bought several cases of "Old Songs" label 
Reisling and Red. Both wines have improved with age and ended up being quite harmonious drops. However 
some of the bottles were diverted before they could reach the glass. 

The following Trish Archman recipe is a real winner and has proved popular with celebrities as well as family. 

 
 

“Old Songs” a Winter Winner 

"Old Songs Chicken & Potato Winter Warmer" 
4  Potatoes 
1  Leek 
1  Large Carrot 
600 g  Chicken Thigh Fillets 
Half a cup "Old Songs" Reisling [or other white wine] 
1  440 g can Heinz Cream of Chicken & Corn Soup 
Slice 2 potatoes & place the slices on the bottom of the casserole dish.  

Cut the chicken thighs into cubes and cover the potato with chicken, sliced leek  and  sliced 
carrot.  

Add the "Old Songs" Reisling and Heinz soup. Arrange slices of the other two potatoes on 
top. 

Cover with foil & bake at 180oC for 1-1.5 hours until cooked. Thicken if necessary. 

Serve with crusty bread & a Ringing Chord. Guaranteed to bring harmony to your nether 
regions. 
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In 1932, Brother, Can You Spare a Dime? was a number 1 
hit song for both Bing Crosby and Rudi Vallee. The 
song captured the despair of the time and put it to mu-
sic in a minor key that reflected the melancholy that 
many were experiencing. The Depression affected all 
countries but it is the American experience that is re-
flected in the song. 

The Twenties had been a prosperous period for Ameri-
can business and industry but farmers were in trouble. 
Prices for farm products fell by about 40% in 1920 and 
1921 and did not recover throughout the Twenties. 
Desperate farmers tried to produce more but were un-
able to sell more. One poor season followed another. 
Farmland deteriorated and there were huge dust 
storms. So many farmers could not pay their debts that 
over 550 banks in rural America failed in the 1928-9 fis-
cal year alone. 

Industrial production soared but the wages of workers 
rose far more slowly. Initially the workers purchased 
the factory goods with cash and credit but soon credit 
limits were reached and buying slowed. Businessmen 
invested their capital in shares and doubled their money 
between 1925 and 1929. The stock exchange bonanza 
encouraged people to speculate.  

These were times when “home duties” meant “hard 
work” and wives stayed at home to raise a family and 
look after the household chores. The husband’s wage 
represented the sole family income and men took their 
responsibility as breadwinners seriously. To be a man 
out of work meant failing to provide for the family – a 
shameful situation reflecting on a man’s character. Gov-
ernment provision for families without a breadwinner 

was minimal. 

President Hoover’s government stood aloof from the 
economic situation. He believed that government 
should not interfere with business and that the ebbs and 
flows of business were best left to business to handle. 

On October 24, 1929, (Black Thursday) stock prices 
began to drop rapidly. They steadied on Friday and Sat-
urday but fell again on Monday. Then on Tuesday the 
bottom fell out of the market and stock prices crashed. 
People who had once been wealthy lost almost every-
thing. Banks that had invested their depositor’s money 
in stocks were forced to close and many businesses 
went belly-up. Stock prices continued to fall for the 
next three years and more and more business failures 
resulted.  

Between 1930 and 1932 over 5000 banks closed their 
doors wiping out the savings of millions of people. In 
1925 only about 3% of Americans were out of work but 
in 1933 the number had risen to 25% of the workforce. 
Those who kept their jobs were forced to accept large 
wage cuts. 

America erected a tariff wall to keep out imports and 
protect its industries but other countries reacted by re-
fusing to accept American exports and the prices for 

The Great Depression – Hard Times in the Thirties 

 

                    Above: Waiting for relief 
Left: Inside a job bureau 
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farm products fell a further 40%. 

Families lost their homes when they couldn’t pay the 
mortgage. Some were fortunate; they had friends or 
family who could take them in. Others had to manage as 
best they could. People suffered from malnutrition and 
took to the roads seeking work wherever they could find 
it. Camps (hobo jungles) developed near train freight 
yards. Families subsisted on food from welfare agencies, 
missions or garbage cans. They begged and stole. Life 
was tougher for the travellers than for those who stayed 
in their own communities. 

Those who were desperate for shelter moved to the poor 
sections of towns and created shelter out of old crates, 
flattened tin cans and old car bodies. These “shanty 
towns” were called Hoovervilles because Hoover was 
blamed for failing to end the depression. The Hoover-
ville outside Oklahoma City was reputed to stretch for 
10 miles! 

In 1932, Franklin D. Roosevelt became 
President. Roosevelt believed that it was 
the central government’s responsibility to 
do something about the Depression. His 
New Deal legislation provided relief for 
the needy and jobs for the jobless. But 
there was a further element – the reform 
of the relationship between business and 
government so that a Depression could 
never occur again. 

Importantly, the government was pre-
pared to go into deficit to stimulate the 
economy. Large amounts of money were 
spent on infrastructure projects – high-
ways, parks, bridges, dams and schools. 

Tariffs were lowered on imported goods 
and other countries began importing 
American farm products and manufac-
tured goods once more. Labor unions 
were encouraged and the 1935 Social se-
curity Act provided money for retired 
and unemployed people.  

The Depression eased gradually during 
the Thirties but 15% were still jobless in 
1940. However, when America entered 
the Second World War in 1942 the need 
for supplies for the war effort finally 
ended the Depression and by 1944 the 
jobless rate had fallen to 1%. 

Another number 1 song on the charts in 
1932 was “In A Shanty In Old Shanty Town”. Here are the 
lyrics: 

I’m up in the world 
But I’d give the world 
To be where I used to be 
A heavenly nest 
Where I rest the best 
Means more than the world to me. 

It’s only a shanty in old Shanty Town 
The roof is so slanty it touches the ground 
But my tumbled down shack 
By an old railroad track 
Like a millionaire’s mansion is calling me back. 
I’d give up a palace if I were a king 
It’s more than a palace, it’s my everything. 
There’s a queen waiting there with a silvery crown 
In a shanty in old Shanty town. 

Relief line 

Waiting to be selected for work 
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“Chauncy” Olcott  
Chancellor John 
(“Chauncy”) Olcott was born 
in Buffalo, New York State, 
on July 21, 1860. His parents 
and grandparents had mi-
grated from Ireland in the 
1840’s and had settled in 
Lockport on the Erie canal 
between Lakes Erie and On-
tario. Their home was a 
crude “Irish shanty”. His fa-
ther died when he was two 
and his mother married an-

other Irishman, Patrick Brennan, who was Chief Engi-
neer of the Buffalo Water Works. The family moved to 
Buffalo leaving the Irish shanty to his grandmother. 

Chauncy’ had a beautiful lyric light tenor voice and 
during his summer vacations with grandmother in 
Lockport he would be hoisted onto tables to sing Irish 
ballads for the locals. In 1879 at the age of 19 he joined 
Emerson & Hooley’s Minstrel Company in Chicago. 
The next year he was singing at the Drury Lane Theatre 
in London. In 1881, he was singing in minstrel shows 
in San Francisco. 

In1886 he made his New York debut starring in Pina-
fore and The Mikado. In 1890 he was back on the Lon-
don stage. For the next 35 years he was a popular per-
former in musical plays touring Europe and America. 

Olcott collaborated in composing many Irish ballads 
but “My Wild Irish Rose” was all his own work. While 
he was visiting Ireland in 1898 a young boy had given 
his wife, Margaret, a flower. She asked the name of it 
and he replied, “Sure, ‘tis a wild Irish rose.” She pressed 
the flower in a book, and later when Chauncy asked for 
suggestions for a title for a tune she opened the book, 
pointed to the flower, and said, “There’s the title for 
your new song.” 

Songs of the 19th century were a series of verses, poems 
set to music, without refrain, or “chorus,” until the 
1840s, when refrains began to be added. A new style 
was developed by Tin Pan Alley songwriters in the 
1890s - a short piano introduction followed by the 
verse-chorus form, but with much more emphasis on 
the chorus. My Wild Irish Rose follows this form. There 
are two long verses and a chorus:  

If you listen I’ll sing you a sweet little song 
Of a flower that’s now drooped and dead, 
Yet dearer to me, yes, than all of its mates, 
Though each holds aloft its proud head. 
‘Twas given to me by a girl that I know; 
Since we’ve met, faith, I’ve known no repose. 
She is dearer by far than the world’s brightest star, 
And I call her my wild Irish Rose. 

My wild Irish Rose, the sweetest flower that grows. 
You may search everywhere, 
But none can compare, 
with my wild Irish Rose. 
My wild Irish Rose, the dearest flower that grows, 
And some day for my sake,  
She may let me take  
The bloom from my wild Irish Rose. 

They may sing of their roses which by other names, 
Would smell just as sweetly they say. 
But I know that my Rose would never consent 
To have that sweet name taken away. 
Her glances are shy when e’er I pass by 
The bower where my true love grows, 
And my one wish has been that some day I might win 
The heart of my wild Irish Rose. 

Other Irish ballads that Chauncy Olcott made famous 
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were “Mother Machree”, When Irish Eyes Are Smiling”, 
“A Little Bit Of Heaven” and “Sure They Call It Ire-
land”. He is credited with the lyrics to the first two of 
these songs. Chauncey Olcott had built a career as a 
leading singer in sentimental operettas on Irish themes 
as well as a composer and lyricist and he commanded a 
large and loyal audience among the Irish-American 
community. 

In 1925. while on tour, Chauncy became seriously ill 
and never appeared on stage again. He retired to Monte 
Carlo and died there in 1932. His wife Margaret had co-

authored two of the plays in which he appeared and, fol-
lowing his death, she wrote Song In His Heart, his biogra-
phy. The book was made into a motion picture entitled 
My Wild Irish Rose and in 1947 it was nominated for an 
Academy Award (Best Scoring of a Musical Picture). 

In 1990, 91 years after its publication, My Wild Irish Rose 
(second verse and chorus) was sung with musical and 
lyrical embellishments by The Naturals to win a 
bronze medal in the SPEBSQSA International Contest.  

Refer:  
www.harmonize.com/PROBE/aids/songs/wir.htm 

Earlybirds Catch A Song 
Here’s a great way to start the rehearsal 
night.  

Alan Bishop runs a session for earlybirds, 
especially new men who want to practise 
their audition songs or learn some of the 
old repertoire songs. 

“Old men” who know their stuff are also 
needed to support the new men from their 
section or just to provide that missing 
harmony part. 

                   “Be there!” 

The APPLEWOOD gig – Sunday 23rd May, Applewood Dining Room 
What a pleasure it was to visit 
the new Applewood residential 
facility to provide an afternoon 
of singing and enjoy their 
hospitality. After changing in a 
spare residential suite, we 
moved down to the dining 
room where a large crowd 
awaited our performance. We 
offered two long brackets of 
songs, separated by afternoon 
tea, including items by Jigsaw 
and Six Foot Four . We then 
mingled informally with the 
appreciative audience and sang 
polecats and other any other 
songs we could think of.   

Isn’t it fun to get out there and 
SING! 
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Applewood gig (cont.) 

Above: It’s cold and we need work to feed the 
family – The Melbournaires in costume for Brother, 
Can You Spare a Dime? 

Left: Singing with feeling 

Below left: Six Foot Four looking down from up 
there 

Below: Jigsaw  putting their four pieces together 

Below Right: Like to hear a song? Members of Jigsaw, 
Six Foot Four and The Chordsmen get up a scratch 
quartet to entertain a table afterwards 

Below: We just love to sing. A little more barbershop 
harmony adds to the afterglow. 

Applewood pictures supplied by Rodger Evans 


