
that dis t racts the audience's eye 
away from the main action and on to 
you. If you stand on stage in the 
same stance that you normally stand 
you will probably look ter r ib le , be­
cause most of ua don't stand that 
welJL. especially if we are conscious 
oTpeople looking at us. You need to 
learn to stand s t i l l on stap;e and 
yet be a le r t and ready to move when 
i t ' s your cue. Most of us normally 
stand on our heels and so when we 
want to move i t takes us about I -A 
seconds before we can actually move 
because you have to Bhift your 
weight, normally on to the balls of 
your feet, before you can actually 
make a movement. The correct way to 
stand on stage i s with your a r m s " 
re-iaxed by your side and your body 
t i l ted slightly forward over your 
toes, Just before the point where 
you would actually fall forward. 
This i s called in acting, the 
"neutral position", because from 
this position you can move directly 
lp,fo any other position. To find the 
"neutral position"* bend your knees 
slightly and flop down your head be­
tween your knees with your hands 
hanging loosely towards the floor. 
Hang there as loose as you can. Now 
gradually uncurl your spine one 
notch at a time starting from the 
bottom until you find yourself once 

>-• again in an upright position with 
£2 your arms hanging relaxed at your* 
co aide, fou will now find your weight 

balanced correctly over the balls 
of your feet and if you are standing 
like this on stage, you'll look good, 
feel good and will be poised and 
ready to instantly move without 
having to redistribute your weight. 
Don't ever stand on stage with your 
head down. Look up. If you're in a 
theatre where there 's a balcony, 
Took UP to the balconyr and tha t ' s 
the normal angle that your head 
should be whilst on stage, looking 
up about 20 degrees fsom the hori­
zontal. Remember to face the 
audience as much as possible so that 
they can see exactly what is going on. 
Unless you are delivering a speech 
that is directed specifically to the 
audience you may not look at them 
directly, but remember- to project 
everything you say and do out toward 
them. 

to bring out a mirror that you can't 
find, or when you go to pour the drink 
you can' t get the top off the bottle! 
Wake sure that you have your props well 
organised so you can handle them smooth­
ly" and easily. 

Getting in Character. Start acting 
when you're way off to the side in the 
wings and get in character well before 
you make your entrance onto the stage 
so that by the time you walk on you're 
completely In character. Stand well 
back in the wings and make sure that you 
can' t be seen by'the audience when you 
are off stage waiting to come on. Com­
plete quiet should he maintained behind 
stage while the performance Is going on. 
Stay in tune with the action so that 
you don't miss your cue to make your 
entrance. If i t ' s a large play with a 
large cast i t might be good to have one 
person, going around making sure that the 
next person is ready to come on so that 
the play doesn't suddenly come to a 
grinding halt because someone i s s t i l l 
back in the dressing room or in the 
to i l e t . 

Memorize Carefully Your Lines And 
Hgve"meht8. The actor needs to memorize 
his parts along with his movements in 
relation to the other characters, with 
whom he must work in sympathy and co­
ordination. Keep your part in correct 
proportion t"o~theirs and don't upstage 
others by drawing the attention of the 
audience to yourself i f I t should be on 
ethers. Be familiar with the parts of 
theother actorsso that you can be fast 

Handling Propa. ___ Have special 
practice with any props that you're 
going to have to handle on stage. 
For instance , l f you're going to 
carry a handbag or you have to do 
anything on stage l ike get a glass 
out of a cabinet and pour a drink, 
then practice carefully with these 
props ao that you can handle the 
operation smoothly and so that you 
don't break the flow and sp i r i t of 
*>-.* v!-iCle play by sp*r-iir_E = Ir^x 

in your cues and can follow quickly 
with your next line so that the play 
keeps moving. Make sure you know your 
Harts welj.. because if you improvise or 
forget your l ines , then the character 
who has the next line may not know where 
to follow you. 

The Voice. When you speak on stage, 
normally you Bpeak slower than in real 
l i fe with greater emphasis on the pro­
nunciation of words and making sure 
every word Is clearly heard". 'Have Sohe-
one stand at the back 67 The hall and 
make sure that he can hear clearly 
everything that i s aaid. You've got to 
talk loud even if you whisper, - Whisp­
er loud! You've got to be not only seen 
but also heard at the back of the audi­
torium. Normally in a theatre you won't 
have the use of a microphone or sound 
system. In fact, i t ' s better that you 
don't. To try and act a l l bunched up in 
front of a microphone or two can pe com­
pletely frustrating and limiting^ Hi 
the past I've been involved In "some per­
f o r a t e s which we practiced a t home 
using lo ts of space, and then when we 
came to the school, or wherever i t was, 
we tried to a l l act into one microphone, 
and the whole rehearsed skit fel l apart. 
Ya-u'll -= =-:- 1=-== lii:-.-d if - : . . Isirr 

I t can be dangerous for your voice 
and you can actually permanently 
rain the quality of your voice by 
overstraining I t with continual lm-

of the crowd without the use of a they swing outward, to the sides in one 
microphone."It a l l depends of course breath, and then, with a second.breath, 
on the type of show you are doing - expand your diaphragm, which is the 
singing of course, i s much better sack which l i e s between the bottom of 
with a Microphone. However, i f you yb»r r ibs , outwards. Only breathe with 
are not using • mlcrphone and you your diaphragm and r ibs , and not with 
• train your voloe to try to project your chest. Whilst you're acting, h,old 
i t to the back of the hall and you your ribs in the outward position and 
don't use your voice properly, then juat take in a i r by breathing in and 

out with the diaphragm. If you happen 
to run out of air in your diaphragm, 
you' l l s t i l l have an extra reserve in 
your r ibs . So never strain your voice. 

proper use. I'm sure you've probably Always increase volume by increasing 
yourself experienced vocal strain a t the force of the a i r being pushed up 
some time or another after' you've" from the diaphragm. No matter how loud 
been reading aloud for a long time 
or done something where you had to 
use your voice a l o t . Your voice 
can go hoarse and you can find i t 
hard to speak the next morning. If 

you use your voice l ike thiB day 
after day, very soon you' l l actually relaxed quality. Always watch out for 
ruin your voice BO that i t has a * any strain in your throat. And if your 
permanent crackle or hoarse quality, throat feels tense, then-oonsclously re-
Listen to the voices of s t reet sales l a x " "»* °heck that you are breathing 
men or various rock singers, or even P r0Pe£y and that the a i r i s coming out 
some inepirat ional is ts in the Family f r o r a t h e Jottorn or your ribs and dia-
have ruined their voice through aon- Phragm and not_ from your chest and 
stant improper use. The voice is""*** throat, 
delicate musical Instrument that 

you are talking or singing, your throat 
should always be and feel relaxed. If""* 
you breathe and use your voice correctly 
you won't s train your voice and you can 
use i t as much as you want. Also your 
voice will have a much richer and more 

works on the same principle as a 
violin or guitar or any stringed 
instrument. Basically, you have a 
vocal cord which vibrates when the 
air passes over i t . The air i s push' 

Simple Voice Exercises. Practice see-
ing how far you can count or going from 
A to Z on one breath, breathing from the 
diaphragm. Gradually Increase the amount 
of numbers of l e t t e r s that you can speak 

e d ' u p T ™ your 5l4phram'and°pi[^aes w \ t n fase o n o n e breath. Practice not 
through your throat and vibrates o n a v increasing your range, but also 

vour vocal chord l ike like twanging V0UT v?lun>eT fee h o w l£H.d you can pro-
the strings on a guitar . The soSnds ject without tensing your throat. 

ords by your mouth Practice breathing in quickly with your 
- diaphragm whilst your r ibs are s t i l l ex­

panded out, so that you can take a 
breath without interrupting the flow of 
your sentence. People when they speak 
loud, tend to raise their voice so that 

. Watch out for incorrect breath-the tone becomes high pitched - again 
• Most people if they wish to usually caused by tension-Hf the throat. 

are shaped into wo 
and l i p s and the sound Is"amplified 
and reaonnated by the empty spaces 
in your chest, throat and month, in 
the same way that the sound of a 
guitar string i s reaonnated in the 
box, 

raise their voice, will take a deep Guard againgt th i s , and check your voice 
breath by l i f t ing their shoulders for monotonous tone. Make sure there 's 
and taking in the air at the top of plenty of range in your voice. An exer-
thelr chest. Then thev tense an,d 
strain their throat as they try to 
Increase the normal volume of their 
voice to make i t go further. If you 
project your voice in this fashion 
for very long, your throat will go 

else for increasing your range, is to 
s tar t by apeaking the l e t t e r A an low aa 
you can, and then work up as high as you 
can, and then work again from high to 
low. Take a passage and read i t with 
exaggerated variety of tone. Break out 

sore and red inside and after contln-of your old monotonous speech patterns 
ual misuBe of your voice In th is and practice putting lo ts of variety and 
manner, l i t t l e hard callouses will expression and excitement into your 
appear on your vocal corde which can voice. Watch out for "splashy" S'es or 

E S R J T B If lou 'want A r e a ' s . S ^ s ^ U ^ r s - e M l f S a f f - v on 

S'tS'SLVj/as crowde toon?t
heard ^ H ^ « ^ . ^ " i i * ? s Sfij0" 

5TTE your aras by your side, head up, BCTiainKAXS 
*ad take the a i r i - u I r r u - , - « . ! = ^ ^ * — 
» • . Try " 

go over the script and visualize 
and plan out how the play is going 
to be done. He will be responsible 
to conduct the rehearsals and bring 
the play through to the final per­
formance stage. The f i r s t thing the 
director will probably do Is to get 
his actors together and have then 
read through the fcrlpt . trying out 
different people In different parte 
After casting the play and deciding 
who le best suited to play which 
part YOU will begin the rehearsals, 
normally rehearsing the ' play "one 
scone at a time. The f i r s t thing to 
do, even before rehearsing the act­
ing, is to carefully plot out every­
body's aoeyements on the stage. 
I t ' s very Important that evTryone^ 
knows exactly where he should be 

f~Taced on the stage at any partlcu-
ar tine and knows when and where to 

move. When you're watching a play 
you're watching a 3-dlmenBlonal plc-
ture that Is constantly moving ana 
changing, and like any picture, i t ' s 
got to be well balanced and pleasing 
to the eye. For instance, you can't 
have all your characters bunched on 
top of each other a l l on one side of 
the stage, or standing hap-hazardly 
around, one person in front cf an 
other. The movements and positions 
of the actors should be s t r ic t ly 
plotted, and set and the actor' needs 

£ to learn, besides his l ines , when 
t-i and where to move and when to make 
1 0 h i e e n t r a n c e s a n d e x i t s . Once e v e r y -

o n e ' - s m o v e m e n t s a r e p l o t t e d o u t , 
t h e n you c a n b e g i n t o r e h e a r s e t h e 
a c t u a l p e r f o r m a n c e of t h e d i f f e r e n t 
p a r t e . I t ' s g o o d f o r t h e a c t o r s t o 
l e a r n t h e i r l i n e s a s q u i c k l y a s 
p o s s i b l e , a s i t i s h a r d -to a c t a n d 
make g e s t u r e s I f you h a v e t h e 
s c r i p t I n y o u r h a n d . 

T e c h n i c a l R e h e a r s a l . Once t h e 
w h o l e p l a y I s r e h e a r s e d a n d r e a d y 
f o r p e r f o r m a n c e , t h e n you s h o u l d 
h a v e a t e c h n i c a l r e h e a r s a l i n w h i c h 
you go t h r o u g h t h e w h o l e p l a y s c e n e 
by s c e n e a n d work o u t t h e l i g h t i n g , , 
t h e c u e s f o r s o u n d , t h e c o s t u m e 
c h a n g e s and s c e n e * c h a n g e s a n d a l l 
t h e t e c h n i c a l d e t a i l s . When a l l 
t h a t i s i r o n e d o u t t h e n y o u c a n 
h a v e a f u l l d r e e s r e h e a r s a l , w h i c h 
i s y o u r f i n a l p r a c t i c e b e f o r e t h e 
r e a l t h i n g i n f r o n t o f t h e a u d i e n c e . 

The I m p o r t a n c e of R e h e a r s a l s , 
S t a g e a c t i n g i n some w a y s i s v e r y 
r i g i d and p l a n n e d o u t , b u t t h e mo: 
p l a n n e d o u t a n d r e h e a r s e d I t 
b e t t e r I t w i n be and t h e mo _ - o r e r e -
l a x e d you wTTT be and t h e b e t t e r 
t h e p e r f o r m a n c e y o u w i l l g i v e . The 
more r e h e a r s a l you h a v e t h e 
f r e e r you w i l l f e e l t o c o n c e n t r a t e 
on y o u r i n t e r p r e t a t i o n o f t h e 
c h a r a c t e r y o u a r e P l a y i n g , f e e l i n g 

s o l i d w e l l r e h e a r s e d 
e r vou a r e p l i 
w i t h i n a s o l l i 

f r a m e w o r k w h e r e e v e r y o n e knows w h a t 
t h e y ' r e d o i n g a n d when t h e y ' r e s u p p o s ­
ed t o do i t . Then y c u w i l l be a b l e t o 
f l o w s m o o t h l y f rom b e g i n n i n g t o e n d 
w i t h o u t i n t e r r u p t i o n . A p o o r l y r e ­
h e a r s e d p l a y c a n be c h a o s b e c a u s e h a l f 
y o u r mind i s t h e n t r y i n g t o work o u t 
w h a t t o s a y n e x t o r t r y i n g t o r e m e m b e r 
w h a t ' s s u p p o s e d t o h a p p e n n e x t , and 
Vie o t f r e r h a l f l e t r y i n g t o p r o j e c t 
y o u r p a r t t o t h e a u d i e n c e . B u t when 
y o u ' v e r e a l l y r e h e a r s e d w e l l b e f o r e ­
h a n d t h e n y o u c a n d e l i v e r y o u r p a r t s 
f rom y o u r h e a r t w i t h o u t w o r r y i n g a b o u t 
t e c h n i c a l t h i n g s o n t h e s t a g e o r w h e t h ­
e r t h e n e x t guy l e g o i n g t o f l u f f h i s 
l i n e s , e t c . The m o r e p e o p l e t h a t a r e 
i n v o l v e d i n a p r o d u c t i o n , t h e m o r e 
c h a o t i c i t c o u l d b e c o m e , and so t h e 
more r e h e a r s e d i t h a s t o b e . H e r e we 
a r e n o t t a l k i n g a b o u t a s t a n d - u p , i m ­
p r o m p t u s k i t , o r w h e r e someone g e t s up 
a n d s p e a k s o r p e r f o r m s i n an e x t e m p o r a ­
r y m a n n e r , o r i m p r o v i s e s , t h a t ' s a 
d i f f e r e n t a r t . B u t i f you a r e g o i n g t o 
do a f u l l - l e n g t h d r a m a t i c p e r f o r m a n c e 
o r e v e n j u s t a p e r f o r m a n c e o f a s h o r t 
s k I t l i k e "The T a b a s c o B r o t h e r s " 8 " ; T t * s 
mucK b e t t e r i f i t ' s w e l l r e h e a r s e d s o 
t h a t i t d o e s n ' t J u s t e n d up a m e s s 
w i t h e v e r y o n e b u m p i n g i n t o e a c h o t h e r 
o n s t a g e a n d no o n e r e a l l y k n o w i n g w h a t 
l e g o i n g o n . Do y o u r p r a c t i c i n g a t home 
so t h a t on s t a g e t h e L o r d c a n r e a l l y 
t a k e o v e r a n d t h e i n s p i r a t i o n a n d t h e 
m e s s a g e a n d t h e m e a n i n g a n d t h e e m o t i o n 
o f t h e p l a y c a n f l o w f r e e l y a n d p o w e r ­
f u l l y t h r o u g h . 

STAGS SCEHERY AMD PROPS 

I f y a u a r e p e r f o r m i n g r e g u l a r l y a s 
a t h e a t r e t r o u p e i t m i g h t be n i c e t o 
make a few d i f f e r e n t t y p e s o f r e - u s a b l e 
s t a g e s c e n e r y . R o s t r u m s a r e b a s i c a l l y 
p l a t f o r m s o f d l i ' r e r e n t s h a p e s a n d s i z e s 
w h i c h c a n g i v e d i f f e r e n t l e v e l s t o 
v a r i o u s p a r t s o f t h e s t a g e . You c a n 
make them so t h a t t h e y a r e c o l l a p s i b l e 
and a r e e a s i l y moved i n a v a n o r t r u c k . 
Y o u ' l l f i n d t h a t a n y t h e a t r e h a s a 
number o f t h e s e w h i c h t h e y u s e i n d i f f e ­
r e n t p l a y s i n d i f f e r e n t c o m b i n a t l o s B . 
l i k e c h i l d r e n ' s b u i l d i n g b l o c k s , t o 
make d i f f e r e n t l e v e l s on t h e s t a g e . 
F l a t s a r e a n o t h e r t y p e o f s t a g e s c e n e r y 
a n d t h e s e a r e made o u t o f a wooden f r a q e 
w i t h c a n v a s s t r e t c h e d o v e r o n w h i c h i s 
u s u a l l y p a i n t e d a s c e n e . T h e s e a r e p u t 
o n a s t a n d so t h a t t h e v o im h e B O V B J 
h e r e a n d t h e r e . When you do a new p l a y 
y o u c a n p a i n t a new s c e n e o n t h e m . Then 
a t t h e b a c k o f t h e s t a g e t h e r e i s u s u ­
a l l y t h e m a i n b a c k d r o p , w h i c h c a n b e a 
p l a i n w h i t e s h e e t o n w h i c h y u c a n p r o j e c t -
d i f f e r e n t l i g h t i n g e f f e c t s , o r a p a i n t e d 
s c e n e . You c a n h a v e a n u m b e r o f d i f f e r - , 
e n t b a c k d r o t a i n one p l a y a n d c h a n g e t h e 
s c e n e by r o l l i n g them up a n d down from 
t h e c e i l i n g . Then a n o t h e r t y p e o f s c e n e ­
r y l s ^ e moveable scenery, like chairs, 
tables, maybe a tree tha t ' s fixed on a 

w i n g s , o r the s i d e oX the s t a g e , 
while not in use, and can be carried 
on and off during the scene changes. 

Scene Changes. The Stage hanager 
is in charge of everything happening 
behind stage whilst the play is 
running and makes sure that the 
ecene changes run smoothly. Scene 
changes need to be rehearssdi eo that 
they can be done as quickly and as 
smoothly as possible. Ygu can, mark . . . . . . 
with white tape, on the stage exactly suggest that you make your lighting 
where the chair or table or tree or requirement^ simple and "ave^hlm help 
whatever, needs to stand so that 

few l i g h t s , w h i l s t t i g a - a i t c r i u j t s »AV 
h a v e h u n d r e d s o f l i g h t s . On t h e s i d e o f 
t h e s t a g e you w i l l n o r m a l l y f i n d a 
l i g h t i n g b o a r d , o n w h i c h a l l t h e s e 
l i g h t s w i l l be on d i f f e r e n t c i r c u i t s 
e n a b l i n g y o u t o s w i t c h them on a n d o f f 
a t d i f f e r e n t t i m e s , and a l s o f a d e them 
up a n d down t o e h l n e a t w h a t e v e r 
I n t e n s i t y you r e q u i r e . Any a u d i t o r i u m 
t h a t h a s a l i g h t i n g b o a r d w i l l a l s o h a v e 
someone a r o u n d who l a i n c h a 
a n d k n o w s how t o o p e r a t e i t 

h a r g e o f i t 
a n d I wou ld 

t h e y c a n be b r o u g h t o n a n d p u t e x a c t ­
l y i n p l a c e a s q u i c k l y a s p o s s i b l e . 
Wher. t h e r e i s a s c e n e c h a n g e t h e y 
n o r m a l l y b r i n g down t h e c u r t a i n o r 
b l a c k o u t t h e l i g h t s . I n many p l a y s 
t h e y w i l l b r i n g down t h e c u r t a i n a n d 
w h i l s t t h e n e x t s c e n e i s b e i n g s e t 
up o e n i n d t h e c u r t a i n , t h e y ' l l e n a c t 
a s h o r t s c e n e i n f r o r t o f t h e c u r t a i n 
and b y t h e t i m e t h e s h o r t s c e n e i e 
f i n i s h e d and t h e c u r t a i n g o e s u p , 
t h e s e t h a s b e e n c o m p l e t e l y c h a n g e d 

r e q u i r e m e n t s s i m p l e a n d n a v s n i a n e i p 
you s e t up t h e l i g h t i n g you w a n t and 
Show y o u how t o o p e r a t e i t , o r h a v e h im 
o p e r a t e I t and you s i t w i t h h im t o t e l l 
h im t h e c u e s . 

SOU HP 

I f you h a v e a n y s o u n d e f f e c t s o r 
b a c k g r o u n d m u s i c a s a p a r t o f yair p l a y 
o r s k i t o r i f you a r e u s i n g l i v e m i c r o ­
p h o n e s , t h e n you w i l l n e e d a s o u n d 
t e c h n i c i a n who i s i n c h a r g e o r t h e s o u n d 
e q u i p m e n t and m a k i n g s u r e t h a t t h e 

b e h i n d . S c e n e c h a n g e s o f c o u r s e n e e d d i f f e r e n t muBjc a n d e f f e c t s c o n e j n qp. 
t o be p r a c t i c e d BO t h a t t h e y c a n be 
d o n e , n o t o n l y Q u i c k l y , b u t q u i e t l y 

Even i f you a r e J u s t u s i n g 
s i m p l e o v e r h e a d b u l b s , you w i l l 
s t i l l n e e d someone i n c h a r g e o f 
l i g h t i n g , a n d who i s r e s p o n s i b l e t o 
S w i t c h t h e m o n and o f f a t t h e c o r r ­
e c t t i m e , a t t h e end o r t h e b e g i n n -

c u e . a n d a l s o t h a t t h e m i c r o p h o n e s a r e 
w o r k i n g a n d o p e r a t i n g a t t h e c o r r e c t 
v o l u m e . Make Buxe t h a t a l l s o u n d p r o b -
1 ems a r e I r o n e d o u t w e l l i n adyan_ce , a s 
t h e r e i s n o t h i n g t h a t c a n d l B t r a c t a 
p r o g r a m m e b e t t e r t h a n t e c h n i c a l p r o b l e m s 
w i t h t h e s o u n d , 

HAKE UP 

I f y o u l o o k a t someone s t a n d i n g on a 
i n g of t h e s c e n e . I n moo t a u d i t o r i u m s , s t a g e I n f r o n t o f b r i g h t l i g h t s w i t h o u t 
e v e n s c h o o l a u d i t o r i u m s , c o l l e g e h a l l s n a k e u p , YOU w i l l n o t i c e t h a t M B face, 
o r s m a l l t h e a t r e s , y o u ' l l f i n d t h a t w i l l l o o k c o m p l e t e l y w h i t e a n d d r a i n e d 
t h e y w i l l n o r m a l l y h a v e some t y p e of l i k e a b l a n k s h e e t o f p a p e r , a e t h e 
t h e a t r i c a l l i g h t i n g w h i c h i s n i c e t o •• 
be a b l e t o u s e 
who le a r t i n 1 
d o n ' t know much a b o u t i t 

T T a h t l n g a o l a v I s a 
who le a r t i n i t s e l f , and i f y o u 

s u g g e s t t h a t you l i g h t y o u r p l a y I n 
t h e s i m p l e s t way p o s s i b l e . B a s i c a l l y 
y o u ' l l f i n d t h a t t h e r e a r e two m a i n 
t y p e s o f l i g h t - s p o t l i g h t s a n d 
f l o o d l i g h t s . ' F l o o d l i g h t s c o v e r a n d 
l i g h t t h e w h o l e a r e a o r t h e s t a g e , 
w h i l s t a s p o t l l g h ^ c a n be moved by 
h a n d and a imed on one p a r t i c u l a r 
p e r s o n o r p a r t o f t h e s t a g e b y some? 
one s i t t i n g b e h i n d t h e m . A^so/ the , 
s i n o f t h e c i r c u m f e r e n c e o f t h e 

l i g h t i n g h a s t h e e f f e c t o f d r a i n i n g , t h e 
n a t u r a l c o l o u r o u t of y o u r f a c e . B e c a u s e 
o f t h i s you h a v e t o u s e some make up t o 
p u t t h e c o l o u r b a c k o n t o y o u r f a c e t o 
make i t l o o k n o r m a l a g a i n . The b e s t 
b r a n d o f make u p w h i c h y o u c a n f i n d i n 
m o s t t h e a t r i c a l s h o p s i s t h e " L e i c h n e r " 
B r a n d . To p u t c o l o u r b a c k i n y o u r f a c e 
you s h o u l d u s e a L e i c h e r B t i c k N o . 5 . 
w h i c h i s a l m o s t a w h i t e c o l o u r , and a 
S t i c k N o . 9 , w h i c h i s p. b r o w n i s h / r e d d i s h 

F i r s t a p p l y t h e " — t 
colour-
streaks of I t here and there and rubbing 
i t evenly a l l around your face and peck. 
This makes your face white like a blank 

circle of light coming from the spot Shs&l, on top of which you can paint and 
can be adjusted to be big or small. create your character. How on top of 
The colour of the lights ean be this to regain your normal healthy 
changed through the use of various ftppearftace., apply the red/brown colour 
coloured gellai which can be put in and rub i t In in the same manner and 
front of theC You'll normally find now you will look sometbrig like a red 
footlights at the' bottom front of the Indian. With that colour under the stage 
stage and to plights on top of the l ights , you will look normal. You will 
stage and you'll also find some l ights*so look very young, as all age lines 
that are half way up the auditorium will have been erased from your face, 
across the roof and usually the spot- Draw your age lines back on your face 
lights are half way up the auditorium with a thin, black make-up pencil. The 
on the side. The amount of lighting amount and thickness of lines that you 
depends on how large of1 an auditorium draw on your face win determine your 


