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Dates to Remember  

No Meeting this month 

Drama After Dark—Thursday, 
July 23, 7:30 pm, 6940 Sunday 
Silence Ct. See inside article 
for details. 

Annual Picnic—To be 
announced 

Fall production—Scheduled for 
Oct. 20, 21, 22 

Holiday Party—To be 
announced 
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Prez Sez 

We can only hope and pray at 
this point that we will be able to 
return to our normal activities 
soon.  Maybe October?  Maybe 
next spring?  Stay tuned – but 
look forward to seeing you at 

Drama After Dark!! 

 

 



 

 

Drama After Dark 

 After two successful 
evenings of Drama After Dark, 
HHLT is planning a third such 
evening on Thursday, July 23.  
We will meet at the Schmiel’s at 
7:30 and plan to read Let Me 
Tell You About My Operation, a 
comedy with 14 parts. Please 
email geneofva@gmail.com if 
you would like to participate.  
First come, first served! 

          

FALL PLAY NEWS 

  

Here’s the latest 
information (as of July 

6) about opening the Clubhouse.  As you 
can see it is unlikely that HHLT will be 
able to stage the planned Fall Production.  
HHLT Board will be meeting to discuss 
possible alternatives to “Old Time 
Radio.” 

 “The Board met with UTP and the 
HOA attorney earlier this week in length, 
and the decision was made to postpone all 
events until at least October 1. The Phase 
3 actually brings even more 
restrictions and guidelines to us and the 
Board voted to continue to keep the 
clubhouse closed (except for golf, takeout 
orders, and the twice a week outdoor 
seating restaurant). “ 

   

 Although we are greatly restricted 
in the scope of our HHLT activities, we 
still need a board to carry on the 
functions of decision-making for the club. 
Therefore in November we will be 
conducting the yearly elections as 
mandated by the bylaws.  Whether the 
process will be in-person voting or voting 
by email has yet to be determined.  The 
great need is for candidates!!  There are 
currently five seats being vacated.  We 
hope to have five (at least) nominees to fill 
those vacancies.  Remember candidates 
do not run for an office, only for a board 
seat.  Positions are filled in December by 
mutual consent.  Andy Mays, Vice-
President, will be assembling a slate of 
nominees staring in October, but it is not 
too early to voice your interest in serving 
on the board.   Please contact Andy if you 
are interested (amays53@aol.com). 

 

 

 

 

 

 

 



Here’s an interesting article about the 
origins of the beloved and ground-breaking 
musical South Pacific. 

The Story Behind South Pacific 
By Damian Da Costa  

In 1944, Lieutenant-Commander James 
Michener was serving as a general go-to guy 
for the Navy on the tiny South Pacific island 
of Espiritu Santu when he was confronted 
with an unusual problem: A sailor had been 
officially discharged from duty but refused 
to leave the area and return to his family 

home in 
Alabama. It 
turned out 
that the 
young man 
had fallen 
in love 
with a local 
island girl, 
and she 
was 
bearing his 

child. The sailor had no problem serving in 
combat against the Japanese fleet, but the 
idea of telling his parents in Alabama that he 
wanted to marry the local girl simply 
terrified him. The enemy on the other side of 
the world was by no means easy to fight, yet 
confronting the enemy within was 
considerably harder. 

This was the germ of one of the 19 
interconnected stories that Michener wove 
into his Pulitzer Prize-winning Tales of the 
South Pacific, which in turn inspired 
Rodgers and Hammerstein’s Pulitzer Prize-
winning musical, South Pacific. On the 
occasion of the show’s first-ever Broadway 
revival (nearly 60 years after the fact) comes 
Laurence Maslon’s The South Pacific 
Companion, which details the entire history 
of this classic work of the American musical 

theater. Though it hasn’t been seen on 
Broadway since the original run closed in 
1954, South Pacific has been produced all 
over the world and made into two successful 
films. 

Most making-of show and movie books are 
little more than glorified souvenir programs. 
Yet just as South Pacific cuts deeper than 
most frothy Broadway musicals (it was 
decidedly not directed by Roger DeBris), so 
too does Mr. Malson’s oversize and 
profusely illustrated Companion. He shows 
how Oscar Hammerstein and Joshua Logan 
carved a concise and coherent story out of 
Michener’s sprawling saga, then recounts 
the difficulties in casting it with a musical 
comedy star (Mary Martin) playing opposite 
a bass-baritone from the opera, and the 
courageous decision of all involved, 
following the lead of the producer-
composers, to use the show as a protest 
against racism—something unheard of in 
popular entertainment at the time, and which 
could have easily gotten all of them 
blacklisted. 

This is hardly the usual Broadway 
backstory. Mr. Maslon does a fascinating 
job of interconnecting the lives of the four 
key creators, Michener, Hammerstein, 
Rodgers and Logan, against the backdrop of 
the Pacific theater of operations in the 
Second World War. He shows how Tales of 
the South Pacific was neither novel nor 
short-story anthology—and, at the same 
time, neither purely fact nor purely fiction. 
Many of the situations and characters were 
directly taken from Michener’s personal 
encounters: "Emile de Becque" had his 
origin in a copra planter Michener knew 
well in Espiritu; "Bloody Mary" was the 
actual name of a Tonkinese woman who had 
led a local revolt.  



South Pacific has always triggered powerful 
reactions: In 1957, it nearly inspired a race 
riot at the Westbury Music Fair in Long 
Island, of all places, when heroine Nellie 
Forbush announced that she was from Little 
Rock—a few weeks earlier, President 
Eisenhower had sent in troops to Little Rock 
to enforce integration. 

In 2005, a concert version was staged at 
Carnegie Hall starring the Broadway 
baritone Brian Stokes Mitchell as de 
Becque. In the audience that night was the 
singer’s father, a World War II veteran who 
had been one of the legendary Tuskegee 
Airmen. At the time, I remember thinking 
how incredible it was that Mr. Mitchell’s 
father had had to fight a war on two fronts: 
against the Luftwaffe over Europe, and 
against deeply entrenched racism at home.  

Seeing South Pacific again at Lincoln Center 
and reading Mr. Maslon’s book reminds us 
that all Americans were, to a degree, 
fighting two wars at once—and the battle 
continues. 

 

 

 

 

Summer Time Reading! 

 

 

 

 

 

Are you looking for ways to fill the 
long hot hours of July?  It is amazing 
how long twilight is this summer, 
isn’t it? HHLT has many plays, 
collections of plays, and 
instructional books in our library. 
Here are a few interesting titles that 
you are welcome to borrow from the 
Schmiels: 

Plays: 

Moon Over Buffalo by Ken Ludwig 

The Porch  by Jack Neary 

Twelve Angry Women  by Sherman 
Sergel, adapted from Reginald Rose 

Death of a Salesman by Arthur Miller 

Inherit the Wind by Lawrence and Lee 

Jake’s Women by Neil Simon 

Instructional Titles: 

Acting Up—An Innovative Approach to 
Creative Drama for Older Adults 

Seasoned Theatre—A guide to Creating 
and Maintaining Senior Adult Theatre 

A Sense of Direction 

 

 

 



LONDON’S NATIONAL THEATRE 
STREAMING FREE PLAYS WEEKLY 

 An article by theater reviewer 
Terry Teachout in Friday’s Wall Street 
Journal described another source of 
theater during the corona virus. London’s 
National Theatre is currently streaming 
videos of its productions.  The service is 
free and the plays change every Friday. 
Currently The Deep Blue Sea, a play by 
Terence Rattigan, is being offered.   

 As reviewed by Teachout, the play 
covers the emotions and strife of an upper 
class couple in England. As Teachout 
writes, “Class is destiny, leaving scars on 
all who try to escape its iron grip.”  The 
play, Rattigan’s masterpiece, was on 
Broadway in 1998, but has not been seen 
in the U.S. since.  

 To view The Deep Blue Sea, go to 
nationaltheatre.org.uk/nt-at-home.  It will 
be streaming through July 16.  

 

The following article is the final 
installment of the series on stage makeup.  
Thanks to Val Bowman for suggesting 
this article. 

Movie 
make-up 
With the 
introduction 
of motion 
pictures, 

many stage actors began to work in films as 
well. Unfortunately, early film stocks were 
not sensitive to the full colour spectrum and 
this created a number of make-up problems. 
If actors did not wear make-up when filming 
they looked dark and dirty but if they did 
they often appeared to have a white, mask-
like look. Although greasepaint continued to 
be used on movie studio lots, the film 
medium meant that it underwent a number 
of changes in its formulation and the way it 
was used too numerous to mention here. 

Cream-paints 
Greasepaint was also made as a cream, 
referred to as cream-paint or ‘flesh cream’ 
by some. It was produced in a more limited 
range of tints, initially sold in jars but later 
in tubes. Cream greasepaint had one major 
advantage over stick forms: it could be 
applied more easily when large amounts 
were needed as, for example, in clown 
make-up. It also reduced the damaging drag 
on the skin that can occur when using sticks, 
which perhaps explains its popularity with 
many actresses. 

These are of a softer consistency than the 
grease-paints. They are put up in jars, 
instead of sticks, and are more generally 
used by women. The effect produced is 
practically the same as that resulting from 



grease-paint. The different shades are white, 
flesh, pink, brunette, deep brunette for dark 
complexions, also Creole, Gypsy, Indian and 
other shades, which may be made to order. 

(Young, 1905, p. 12) 

In 1914, Max Factor developed a cream 
greasepaint for the motion picture industry. 
Described as a ‘flexible greasepaint’ it was 
later marketed as Supreme Greasepaint. 
Produced in twelve graduated shades, it was 
initially sold in pots but later switched to 
collapsible tubes which Factor considered to 
be more convenient and sanitary (Basten, 
2008, p. 46). It could be applied more 
quickly than, and covered as well as, if not 
better than stick greasepaint, even though it 
was laid on more thinly. Max Factor later 
used it as the base for his Panchromatic 
Make-up, introduced in 1928. 

Using greasepaint 
Before applying greasepaint, the skin was 
first prepared by working in an oily or 
greasy material. This made it easier to work 
the greasepaint and remove it after the 
performance. The commonest materials used 
for this purpose were cocoa-butter, paraffin 
and cold cream. The early stagers generally 
recommend theatrical cold cream, as other 
oils and paraffin were widely believed to 
stimulate hair growth. 

Once the excess oil had been blotted from 
the face, the flesh-tinted ground colours 
were applied, followed by the highlights, 
shadows and other facial features depending 
on whether the make-up was straight, aged 
or character. Lips and eyes would need their 
own treatments. The make-up was usually 
finished off with powder to tone down 
colour and reduce shine. 

Greasepaint was removed by smearing the 
face with some form of oily or greasy 
material such as the previously mentioned 
cold cream or liquid paraffin which was then 
wiped off with a towel or, after they were 
invented, tissue paper. The face was then 
washed with soap and water and/or wiped 
with astringent to remove any remaining 
grease. 

As well as being harder to remove, 
greasepaint was harder on the skin than the 
older powder make-up. When worn for 
extended periods during long theatre runs it 
could generate pimples and rashes in 
susceptible individuals. 

Greasepaint and general 
cosmetics 
For many women in the late nineteenth and 
early twentieth centuries, greasepaint was 
their first introduction to make-up. It found 
its way into private homes through amateur 
dramatics and tableau vivants (poses 
plastiques) – both popular activities in 
Victorian and Edwardian society but largely 
restricted to the middle and upper classes. It 
was also used by professional photographers 
to make-up their clients before they took 
studio portraits – an activity that extended to 
all levels of society. 

Greasepaint was not designed as a general 
make-up. It did not replaced face powder 
and rouge but was used by some women as a 
lipstick, mascara or eyeshadow when such 
things were not widely available. For 
example, in a 1959 interview, the seventy-
six-year-old actress Estelle Winwood [1883-
1984] described how she used greasepaint as 
a lipstick. 

I remember, … it was in New York in 1916 
and I was young and pretty then … I use to 



paint my lips with Leichner’s No. 2 stage 
makeup. It was used in the Theatre for 
rouging your cheeks you know—and it was 
considered very terrible for wearing it 
offstage. 

(“Bumper Film Book,” 1959, p. 95). 

For young actresses the temptation to use 
greasepaint off the stage must have been 
very strong and when they did they stretched 
the boundaries of what was considered 
acceptable. Where they led others followed. 

Updated: 25th April 2020 
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 Shakespeare and the Internet     
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