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Dates to Remember 

June Meeting—cancelled 

Senior Theatre Zoom Session—

Tuesday, June 23, 4 pm.  See article 

and contact Kathryn if interested. 

Drama After Dark—Thursday, June 

25, 7:30, at the Schmiels’, 6940 

Sunday Silence Ct. See article on next 

page. 

Annual Picnic--August or September 

(date to be determined) 

Fall Production--October 20, 21, and 

22 

Board Elections—

November 

Holiday Party—

December 
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Prez Sez 

Hope we can get together in 

July for a meeting and to 

prepare for the Fall Play, 

“Old Time Radio.”    In the 

meantime, see Kathryn’s 

plan for Drama After Dark.   

Should be fun!! 



The Show Must Go On: 

Drama After Dark 

 Little did we know in February 

that four or possibly more months would 

pass without a Little Theater meeting or 

without even the Spring play.  Now June 

is nearly half over and little by little (and 

with caution) venues are beginning to 

open.  Still no one can predict when 

normal will return or even what it will 

look like. 

 We would like to propose a very 

limited opportunity to share our love of 

theater. 

 As the Club House is still closed, 

we would like to invite members to 

participate in small group play readings, 

in members’ homes, on decks, porches, or 

in backyards.    The groups’ size will 

be limited to 10 to allow for safe 

social distance.  Sign up will be 

necessary.   

 We hope to have these evenings 

every two weeks so as many members as 

possible can attend.  We would also hope 

for volunteers to host evenings.  We have 

any number of plays and are eager for 

suggestions from members. 

 The first Drama After Dark 

will be Thursday, June 25, at the 

Schmiels, 6940 Sunday Silence Ct., at 7:30 

pm.  We will be reading “Back Seat 

Driver,” a suspenseful play with 8 

characters about a couple hijacked by a 

criminal on the run.    

 Other plays being considered for 

summer reading are The Visitor, Too 

Many Husbands, Final Dress Rehearsal, 

Cloud Seven, Mrs. Harper’s Bazaar, I 

Never Sang for My Father, and I Was 

Dancing.  

 Please email us at 

geneofva@gmail.com if you would like to 

come.  Future Drama After Dark 

evenings are being planned for alternate 

weeks in July and August. 
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HOW WEST SIDE STORY 

CHANGED BROADWAY 

The following article is reprinted in an 

abridged form from the website History by 

Pia Catton.  It tells the origin of this iconic 

musical. 

On Sept. 26, 1957, Broadway changed 

forever when the curtain went up on “West 

Side Story.” 

As “West Side Story” celebrates its 63th 

anniversary this year, it stands as more than 

art: It was an artistic confrontation of social 

issues from immigration and bigotry to 

economic inequality and gang violence. 

But it didn’t quite start out that way.  

Initially, Robbins had envisioned “East Side 

Story,” an update to Shakespeare’s “Romeo 

and Juliet” set as a clash between Catholics 

and Jews in Manhattan’s Lower East Side. 

When playwright Arthur Laurents joined the 

creative team, he saw the set-up as tired. A 

new idea came in 1955, when Laurents and 

Bernstein were coincidentally both staying 

at the Beverly Hills Hotel in Los Angeles. 

While lounging at the pool, they saw a 

newspaper headline about Chicano youth 

gang violence, and the immediacy of the 

issue set them on a discussion. Why not shift 

their concept to Puerto Ricans, a new ethnic 

group flooding into New York? (Puerto 

Rican immigration to the U.S. peaked in the 

1950s at nearly half a million, more than all 

who came in the entire first half of the 

century.) 

Robbins loved the idea. But work on the 

project would come in fits and starts as all 

the creative team members were pulled onto 

major projects. When Bernstein realized he 

didn’t have time to write the libretto, the 

search for a lyricist led to a young Stephen 

Sondheim.  

He accepted the job with some concern.  He 

expressed his hesitancy to his agent by 

saying: “I’ve never been poor and I’ve never 

even known a Puerto Rican.”  

Robbins himself had to do some research. 

He went to the Puerto Rican section of 

Harlem to watch a high school dance, and 

made detailed notes on dances he had never 

seen before, according to Robbins 

biographer Deborah Jowitt.  

When rehearsals began, Robbins wanted the 

cast, which had no established stars, to 



really feel like turf-defending street toughs 

and their girls. He instructed them to follow 

Method acting, a technique in which 

performers adopt their characters’ emotional 

and psychological states. 

To enhance the us-versus-them mood, 

Robbins forbade socializing between actors 

who were playing the Jets, the white gang, 

and the Sharks, the Puerto Ricans. 

“Read this; this is your life,” he wrote and 

posted on a bulletin board along with a 

newspaper article about a gang killing. 

For Broadway veteran Chita Rivera, whose 

portrayal of Anita became the breakout role 

of her career, that article hit home. “It was 

very poignant. It had just happened the night 

before, and it was two blocks away from our 

rehearsal studio, [at] a playground that we 

passed all the time,” she told HISTORY. “I 

realized that 

this was our 

life, and this 

[story] is 

possible 

because it 

happened. We 

were looking 

straight at it and 

we carried the 

fear, that 

urgency with 

us.”  

Musically, Bernstein was busy creating a 

Latin-accented score so full of complexity 

and percussion that even today’s dancers 

find it fiendishly difficult to stay in sync 

with the counts. 

“When it came to it being so Latin, 

Broadway had never heard music like this in 

the theater,” says Rivera. “It takes practice if 

you don’t hear this music in your ear, in 

your soul and in your house when you are a 

kid.”  

The best example of the score’s richness 

comes in the song “Maria” and its use of a 

“tritone,” a succession of notes that goes up 

by three whole adjacent tones—nicknamed 

“the Devil’s interval” in musical circles 

because its unresolved progression often 

sounds sinister or unsettling. Bernstein’s 

score as a whole was so difficult that when 

Columbia Records executives initially 

considered a Broadway cast recording, they 

wanted to pass based on the dense lyrics and 

depressing story.  

The story raised more than one objection. 

While the Puerto Rican characters are fully 

developed, they are based on negative 

stereotypes of violence and poverty. That 

duality has not diminished over time: As 

“Hamilton” creator Lin-Manuel Miranda 

said before the 2009 bilingual Broadway 

revival, for which he wrote translations, 

“West Side Story” has been the Latino 

community’s “greatest blessing and our 

greatest curse.” 

Part of the blessing lies the opportunity to 

showcase Latino and Latina stars, though 

that wasn’t quite the case in the 1961 film. 

George Chakiris, an actor of Greek descent, 

was cast as Bernardo, Maria’s brother, and 

wore obvious streaks of brown facial 

makeup in the film. 

The show’s explicit depiction of racial 

division scared off some Broadway 

investors, according to Berson: “And it also 

kept away some show goers with 

uninformed, preconceived negative opinions 

of Puerto Ricans.” 

Broadway may not have been ready for 

“West Side Story.” Despite its critical 

success, it had a modest run of 732 



performances and won only two Tony 

Awards, for choreography and set design. 

The award for best musical that season went 

to “The Music Man,” a far more 

conventional show. 

But American culture was catching up: The 

1961 film, which follow the stage play 

closely, won 10 Academy Awards, 

including best picture. 

“The show was ahead of its time, and the 

movie was in the cross hairs of the 

zeitgeist,” says theater professor Laurence 

Maslon of New York University’s Tisch 

School of the Arts and editor of American 

Musicals (1927-1969). 

Without the film, it’s an open question how 

widely the material would have been known.  

But as it is, more than 45,000 productions 

have happened all over the world. The show 

has left a massive legacy. Its music has 

fueled jazz interpretations for decades. Its 

real-world drama, fully merged with dance, 

pioneered the genre of youth musicals such 

as “Rent” and “Hair” and encouraged new 

forms of storytelling that are still evolving 

on the Broadway stage today. And its 400-

year-old story, retold for the 1950s, has 

found a lasting place in the hearts of 

millions. 

Pia Catton is editor-in-chief of Dance.com. 

Follow her on Twitter and Instagram at 

@piacatton. 

 

 

  

2020 HHLT 

Elections in 

November 

HHLT Board 

Elections for the 2021-2022 term will be 

held in November with the new officers to 

take office in January 2021.  This year there 

will be 4 or 5 openings on the board. 

Candidates do not run or a particular office.  

These are determined at the December 

Board meeting. Anyone who is interested in 

being on the Board can email VP Andy 

Mays, Vice President, at amays53@aol.com. 
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Grease Paint and Makeup 

 Continuing with the article on early 

stage makeup, the following paragraphs 

detail the ingredients used to achieve the 

desired effects.  Quite interesting recipes!! 

Aren’t we glad we don’t have to make our 

own makeup!  

Pomatums 

As a pharmacy student, Leichner would 

have known how to mix grease and wax to 

make hair cosmetics or pomatums and it is 

likely that his formular for greasepaint was 

derived from them. Pomatums were used to 

control, colour, add gloss and perfume hair; 

a typical formula being: 

To one pound of lard and half a pound of 

mutton suet, add two ounces of rose water; 

and, when getting cool, put in six drops of 

otto of roses. Mix well and put in pots 

before getting cold. Jasmin, Violet, Orange, 

and all other pomatums are made with the 

same quantity of scented waters, and one 

drachm of each essence. Beat up well with a 

wooden spoon before potting. Keep the lard 

three days in cold water before using. 

(R. B., 1850, p. 28) 

Some forms of pomatum were made as 

flattened sticks, sold wrapped in ornamental 

paper. Known as hard, roll or stick 

pomatums, they were used by men to keep 

hair, beards and moustaches in place and to 

add gloss. Cooley includes some recipes for 

these, although he considers their habitual 

use ‘dirty and discreditable’. 

Hard Pomatum; Roll Pomatum; Stick 

Pomatum 

  

Prepared beef-suet (hard) 1 pound; 

Beeswax (pure, bright) 
2½ 

ounces; 

Gum-benzoin (in a course 

powder) 
1 drachm. 

Melt them together, at a gentle heat, stir 

well, and, after a little repose, pour off the 

clear portion. To the latter when it has 

cooled a little, add of 

Oil of lavender 1 fluid drachm; 

Oil of cassia 15 drops; 

Essence of ambergris 15 drops. 

Just before the mass concretes, pour it into 

moulds of paper or tin foil, and when these 

have become quite cold and hard, cover 

them with ornamental wrappers. Very fine. 

Has a slight yellowish colour. 

(Cooley, 1866, p. 463) 

Coloured forms (coloured cosmetiques) 

which were used to cover grey hair came in 

a range of shades to enable colour matching. 

According to Cooley (1866) the pigment 

was mixed with the semi-liquid lard and 

white wax ‘Cosmetic Blanc’ base. 

Cosmetique Blanc.— Take of 



Lard (good, hard) 5 parts; 

White wax (pure) 2 parts; 

Melt them together, and otherwise proceed 

as noticed above. 

Cosmetique Brun.—The preceding, 

coloured with any harmless brown pigment; 

as with levigated umber (raw and burnt), for 

“plain brown,” and levigated terra di Sienna 

or Spanish brown for “auburn” and 

“chestnut.” A “golden brown,” for very light 

hair, may be given by strongly impregnating 

the melted fat with annotta, and then adding 

a little burnt terra di Sienna. 

Cosmetique 

Noir.—Hard 

pomatum 

(cosmetique 

blanc) 

coloured with 

1-4th or 1-5th 

of its weight 

of the best 

levigated 

ivory-black. The way to ensure a perfect 

mixture of the pigments is to triturate them 

with a little of the melted fat in a warm 

marble-mortar, before adding them to the 

rest. 

(Cooley, 1866, p. 473) 

There are clear similarities between these 

coloured stick pomatums and stick 

greasepaints both in their composition and 

the way they were packaged. Leichner’s 

stick greasepaint therefore comes from a 

long-standing tradition. This is not to belittle 

his invention which, it could be argued, was 

one of the more important developments in 

the history of make-up in the nineteenth 

century. 

See also: Water Cosmetique 

Wig-Paste 

Some authors refer to greasepaint as a 

modified form of wig-paste or joining paste 

– a product used to conceal the join of a wig. 

The reason for this is probably due to Carl 

Baudin of the Leipzeiger Stadt-Theatre, 

Germany. He commercialised a flesh-

coloured paste made of zinc, ochre and lard 

– which makes it a type of greasepaint – that 

he had developed to conceal the joint 

between his wig and forehead. 

The prepared chalk, fuller’s earth, powdered 

blue, rouge, carmine, burnt cork, camel’s-

hair brush, hare’s-foot, and one or two dry 

paints which in the old days formed the 

stock-in-trade, no longer suffice for present 

requirements; elaborate grease paints have 

completely supplanted them, except, 

perhaps, in the portable theatre. 

These grease paints are identical with the 

composition which formerly went by the 

name of ‘wig-paste’ whose sole function 

was to secure an actor’s wig to his forehead 

and conceal the joining. The flesh-coloured 

grease paint still performs the same duty; 

but, like all the other tints—the ‘light-red’ 

and ‘dark-red,’ employed for heightening 

the complexion after a paler groundwork has 

been laid on, excepted—it is known by a 

number (3), and sold in sticks. Chemists 

almost everywhere now deal in grease 

paints. 

(Wagner, 1899, pp. 155-156) 

Composition 

Stick greasepaints are produced by mixing 

dry pigments into a fat/wax base. They are 

not difficult to make and so the idea was 

widely copied. 

https://www.cosmeticsandskin.com/bcb/water-cosmetique.php


Base: A wide variety of fats and waxes 

could be used in the base including lard, 

suet, tallow, cocoa-butter, almond oil, castor 

oil, beeswax, spermaceti, lanolin, paraffin 

and ceresine. Poucher recommended that up 

to 10% of the base be made of beeswax 

and/or lanolin, to make the greasepaint tacky 

so that powder will adhere to it. 

Greasepaints made from a perishable base 

like lard, tallow and suet were liable to go 

rancid within a few months without 

appropriate preservatives. Mineral-based 

greasepaints, which date back to 1888 at 

least, were more resilient and had the added 

advantage that the ‘mineral greases’ did not 

smell. 

   A  B   C  D  E  F 

Almond oil  –  – 72  –  –  – 

Lard, benzoated  – 15  –  –  – 56 

Cocoa-butter  –  –  – 80 80  –  

Beeswax, white  –  – 14  –   6 3½ 

Spermaceti  –  – 14  –  –  –  

Lanolin, anhydrous   5  –  –  –  –  –  

Liquid Paraffin 70 60  –  –  – 26½ 

Ceresine 25 25  – 20 14 14½ 

(Redgrove & Foan, 1930, p. 58) 

It was important that the sticks resisted 

breaking or crumbling and spread easily 

when applied on the skin. The melting point 

could not be too high or too low; Poucher 

warns that if it is below 37°C (blood 

temperature) the greasepaint will become 

“fatty after application, and the result will be 

an unsightly mess necessitating the 

continuous use of powder” (Poucher, 1930. 

p. 533). Needless to say it was not possible 

to meet all conditions of use and actors often 

needed to warm the sticks before using them 

in cold dressing rooms and keep the sticks 

cool in very hot climates.(to be continued) 

BRAIN TEASER 

Can you identify these outer space 

movies from these scenes? 

 



From Tina Mullins comes this 

interesting opportunity available 

from Art Age Senior Theatre: 

 

 

 

 

Since we can't meet with our Senior Theatre 

groups in person, now is a great time to take 

the learning online. It's fun, stimulating, and not 

as difficult as it sounds! 

 

Join us to learn how to create a theatre 

experience using online tools. Maintain your 

group’s energy as you explore plays and maybe 

even rehearse for a streaming production. See 

it as a stimulating experience so your seniors' 

hearts, minds, and bodies will continue to be 

engaged in the work we all love. 

This session will be led by Bonnie 

L. Vorenberg who will combine her 

many years of teaching theatre to 

older actors with her recent online 

educational experiences. She will 

help you get familiar with the 

basics so you can get up and 

running quickly. Learn how to: 

• Set up an online class 

• Adapt your activities to online 

settings 

• Lead improv and creative drama 

using teacher tools 

• Choose and work with scripts 

• Navigate the policies that govern 

online theatre 

We will also discuss class format, 

lesson plans, plays that work well 

for streamed classes, and hear 

from Senior Theatre directors who 

have moved their classes online. 

When: Tuesday, June 23 at 1PM Pacific 

(2PM Mountain, 3PM Central, 4PM 

Eastern) 

Where: On Zoom. After you register, we 

will send the link to you. We look forward 

to working with you! 

Cost: $20 
Contact Kathryn (geneofva@gmail.com) if you 

are interested in joining this Zoom session. 

Streaming soon: Love in 4/4 

Time 

  Love in 4/4 Time by Gary Young is a humorous, 

poignant story of lifelong love in the time of 

dementia. It will be streamed online on Friday, 

June 26, at 1, 4, and 7 PM Pacific Time. 

  

In Love in 4/4 Time, the four characters draw on 

their sense of humor and personal strength to 

wrestle with their futures. Both sensitive and 

thoughtful, the show helps audience members 

better understand and navigate Alzheimer’s 

disease, dementia, and mental health issues. 

The director, Jack Liggett, says, "I was looking 

for a play with current relevance and fell in love 

with this show. I knew it would touch audience 

members as much as it touched me.” 

 

Here is the link: 

https://us02web.zoom.us/j/83690815724 

https://seniortheatre.us14.list-manage.com/track/click?u=0709cb3d25fadae09cf387ad5&id=8d69988a88&e=67aee6949a
https://seniortheatre.us14.list-manage.com/track/click?u=0709cb3d25fadae09cf387ad5&id=8d69988a88&e=67aee6949a
mailto:geneofva@gmail.com
https://seniortheatre.us14.list-manage.com/track/click?u=0709cb3d25fadae09cf387ad5&id=cb963d0589&e=67aee6949a
https://seniortheatre.us14.list-manage.com/track/click?u=0709cb3d25fadae09cf387ad5&id=2225f04733&e=67aee6949a


 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 


