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PREFAGE 

My interest in Godspell began in the fall of 1973 

when I saw the film versión of the script. The qxialities 

I saw in that production convinced me that Godspell -would 

challenge my abilities as a director and give me an oppor-

tunity to work with improvisational blocking, a technique 

that I had not used in my previous directing experience. 

This document is a record of the production of 

Godspell which I direeted at the Texas Tech Laboratory 

Theatre during the spring semester, 1975. Chapter I con-

tains all the research and analysis done prior to the 

designing and the casting of the play. Chapter II is an 

explanation of the design elements of the production and of 

how they earried out the production concept. Chapter III 

is an explanation of the auditions, casting and rehearsals. 

Chapter IV contains the production pictures and Chapter V 

is an evaluation of the production. This is followed by the 

bibliography and the appendix. The appendix is the prompt 

script. Because of the improvisational techniqxies used, 

the prompt script is a record not only of those portions 

of the movement that were preblocked, but also of the move-

ment contributed by the ten cast members as it appeared in 

performance. 

I should like to thank the cast, crews, musicians 

and designers for their unselfish and dedicated work on the 

ii 



production. I should like especially to thank Miss Lynn 

Young, assistant director; I4rs. Susan Cárter, musical 

director; and Mr. Luke Kahlich, choreographer, for their 

considerable artistic contribution, Finally, I should like 

to thank the theatre arts faculty of Texas Tech University 

for allowing me to produce Godspell. 
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CHAPTER I 

DIRECTOR'S PREPARATION 

Saint Matthew 

Jean-Michael Tebelak based his rock musical Godspell 

on Saint Matthew, and it is here that the director's analy

sis must commence. Some aspects of Saint Matthew are vital 

to understanding Godspell. These aspects relate to the 

history and the contents of Saint Matthew and the character 

of Christ as he appears in Saint Matthew. 

The authorship of Saint Matthew is attributed to 

Papias, Bishop of Hieropolis, circa A.D. 110-30. Papias 

seems to have been more a compiler than an author. He seems 

to have come in contact with people who had known the dis-

ciples, and he did more translating and/or organizing of 
o 

material than actual writing."^ The original text of Saint 

Matthew consists of a relating of Christ's discourses 

written in Hebrew. These are the same discourses found in 

Reginald Fuller, gen. ed.; Leonard Johnston, ed.. 
Oíd Testament; Conleth Kearns, ed., New Testament, A New 
Catholic Commentary on the Holy Scripture (London: Thomas 
Nelson and Sons, 1953), p. 902. 

^william Smith and Henry Víace, A Dictionary of 
Christian Bioqraphy, 4 vols. (London: John Murray, 1887), 
4:187. 
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Saint Mark plus 240 verses attributed to an undiscovered 
3 

source Q. 

The "central core" of Saint Matthew is the kingdom 

of heaven. The principal divisions of the gospel are: 

I. Prologue: the Coming of the Savior 
(1:1—2:23) 

II. Promulgation of the Reign of God 
(3:1—7:29) 

III. Preaching the Reign of God 
(8:1—11:1) 

IV. Mystery of the Reign of God 
(11:2—13:53) 

V. The Reign Becomes Church 
(13:54—19:2) 

VI. First Steps in Establishing God's Reign 
(19:3—26:2) 

VII. The Passion and Resurrection^ 
(26:3 — 28:20) 

This división is from the theological point of view. 

Part I contains Christ's geneology (1:1-17). This 

section of Part I proves Him to be a descendent of David 

and Abraham, thereby fulfilling the prophesy that the 

Messiah should be the Son of David. This part also con

tains the account of Joseph's visitation by the ángel who 

3 
Stephen J. Hartdegen, chief ed., and Christian P. 

Ceroke, assoc. ed. and trans., The New American Bible 
(Catholic), Michaelangelo Edition (Chicago: Catholic Press, 
1971), p. xxxiv. 

^Fuller, Commentary on Holy Scripture, p. 904. 

^Hartdegen and Ceroke, New American Bible, p. xxxiv. 
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tells him of Mary's conception by the Holy Spirit 

(1:18-25). The accounts of Jesús' birth in Bethlehem, ful-

filling the prophesy that in Bethelehem would be born the 

Messiah; Herod's massacre of the innocents; and Joseph 

and Mary's flight into Egypt and their return to Nazareth, 

fulfilling the prophesy that the Messiah would be a 

Nazarene, are contained in the remainder of this part 

(2:1-23). 

Part II contains the story of the public pro-

claiming of the reign of God. This is done first by John 

with his baptism of Christ (3:1-17). The remainder of this 

part (3:18—7:29) contains the accounts of the temptation 

of Christ by the devil, the calling of Peter and Andrew, 

and the beginning of Christ's teaching and healing ministry. 

Part III contains the account of the performance 

of the miracles (8:1—10:1) and the story of how Christ 

"bestowed on His disciples the power to work these miracles 

(10:2—11:1) . 

Part IV contains the accounts of most of Christ's 

teaching through parables (13:1-11, 31-53). The story of 

Christ's first confrontation with the Pharisees is also 

told in this part (12:1-46). 

Part V is the account of Christ's final confronta

tion with the Pharisees. 

Part VI is an account of Christ's condemnation of the 

Pharisees (23:1-36), and the last two parables (25:1-46). 



The text also traces the important chronological 

events of Christ's early life and teaching ministry. 

The tone of Saint Matthew is "profoundly Jewish."^ 

Saint Matthew mentions many things common to Jewish life 

and religión, sueh as almsgiving, fasting and phylacteries. 

The methods that Saint Matthew's Christ uses to teach, 

sueh as dialogues and groupings of controversy, recall 

rabinnical schools.' 

There are three themes in the text of Saint Matthew. 

The first is the fate of Israel. The scripture states that 

Christ's mission on earth was as the Savior, the promised 

Son of David. The second is the reinterpretation of the 

Law from the materialism of the Pharisees and the scribes. 

The third theme is the fulfillment of the Oíd Testament 

prophesies. In Saint Matthew "Jesús is shown at critical 

stages of His life as acting precisely to fulfill the 

scripture . . . " 

In Saint Matthew, Christ is shown to have two 

character traits that are of interest here. The first is 

His humanity, and the second is His simplicity. Saint 

Matthew is not concerned with Christ the man, but with 

^Fuller, Commentary on Holy Scripture, p. 903. 

^ibid. 

^Ibid. 
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Christ the Lord of the Kingdom.^ This is seen in comparing 

a similar incident in all four gospels. The Christ of 

Saint Matthew and Saint Mark waits quietly for Judas to 

betray Him, asking God to spare Him only if it is God's 

will. But in Saint Luke and Saint John, Jesús' agonizing 

over the fulfillment of the last prophesy is much more 

like the behavior of any other human facing death. He 

sweats drops of blood in Saint Luke, and His final prayer in 

Saint John is no longer a simple single verse, but six 

verses. Because He is a less complex human being in Saint 

Matthew, "Jesús maintains his simplicity; . . . there is 

nothing pretentious about Him, He is rather the king, 

ruling His kingdom in gentleness, whose sympathy is with 

the humble, the oppressed and the downtrodden, and whose 

kingdom is open to only such."-*-̂  

"Godspell" and the Gospel 

John-Michael Tebelak based Godspell on Saint Matthew, 

but he did not limit himself to one gospel, one testament, 

or even just the Bible. Tebelak's sources for Godspell 

range from the film Quo Vadis to the King James versión of 

Saint Matthew. To understand Godspell it is necessary to 

examine what sources were used, why deletions were made 

^Ibid., p. 904. 

10 Ibid. 



from the main source, any radical changes from the original 

order in the sources, which parables were used, and any 

changes made in their order. 

There are thirteen different sources used for the 

dialogue and lyrics in Godspell. The bulk of the material 

comes from Saint Matthew. The rest of the sources are 

used to support this basic story. From Saint Matthew 

come all the lessons taught, four of the ten parables, 

and tv/o songs. Saint Luke is the next largest contributor 

with the remaining six parables. Psalms supplies either 

partial or complete lyrics for four songs and partial 

inspiration for one scene. Verses from Jeremiah and 

Isaiah are sources for this same scene. Proverbs and 

Exodus provide the thought behind one song, and Sirach and 

Ecclesiasticus that of another song. Verseas from Saint 

John provide the idea behind one song and one scene; one 

verse of Saint James is the inspiration for one song. The 

two non-Biblical sources used are the prayer of Saint 

Teresa and the theme from the film Quo Vadis. The rea son s 

for basing most of the script on Saint Matthew will be 

explored more thoroughly in the discussion of the theme 

of the play. The reason for using Psalms for most of the 

song lyrics is obvious. A psalm is a song, and its poetic 

form makes it easily adapted into a musical number. The 

parables from Saint Luke were included because they are the 

most widely known and are not included in Saint Matthew. 



There are two parts of Saint Matthew that Tebelak 

omitted when he wrote Godspell. The first part he omitted 

contains the miracles. The result is a script that focuses 

on the immortality of Christ's teachings and not on the 

divinity of the man. This allows Jesús' lessons and 

parables rather than His acts, to be of primary importance. 

This leads to the second part of Saint Matthew that 

Tebelak omitted. Very few of the recognizable events of 

Christ's life are used in the script. The ones included 

are the baptism, the betrayal, the last supper, the 

temptation and the crucifixion/resurrection. These events 

provide a recognizable dramatic framework, with exposition 

(baptism), complication (betrayal), rising action (last 

supper), climax (temptation), and denouement (crucifixión/ 

resurrection). The removal of other identifiable points 

of reference in the story of Christ's life (e.g., the 

nativity) forces the audience to focus on Christ's 

teachings. 

There is only one radical change in the order of 

events from the text of Saint Matthew, to the order of 

events in the script of Godspell. The order of the verses 

is rearranged, the parables and songs not taken from 

Saint Matthew are inserted, but the bulk of the text is 

relatively unchanged from its original order. The one 

big change occurs in moving the temptation from the begin-
» 

ning of Christ's ministry to the end of the play. This 



creates a more dramatic situation. Tempting Godspell's 

Christ at the beginning of the play would have no impact. 

Anyone can resist temptation when there is nothing to 

gain. Placing the temptation at the end of the play, 

hov/ever, allows Christ to be enticed not with possessions, 

but with something much more precious: His life. When 

Tebelak's Jesús is faced with the cholee of death or a 

chance to continué living and working, and He chooses 

death, His cholee makes a much stronger thematic statement 

than if it had occurred at the beginning of the play. 

The most visually exciting sequences in Godspell 

involve the telling of the parables. For this reason the 

cholee of the parables and their order in the script are 

very important. In His ministry Christ used parables to 

reinforce His teachings forty-seven times. •̂•'" From these 

forty-seven parables Tebelak chose ten to include in his 

script. These are: "The Sower on the Wayside, Stony 

Place, Thorns and Good Soil"; "The Unforgiving Debtor"; 

"The Faithful Servant"; "The Sheep and the Goats"; "The 

Rich Man and Lazarus"; "The Importúnate Widow"; "The 

Pharisee and the Publican"; "The Foolish Rich Man"; "The 

Good Samaritan"; and "The Prodigal Son." Some important 

The Holy Bible (Authorized King James Versión) 
(Philadelphia: National Bible Press, 1958), app. No. 2, 
pp. 28-30. 



points can be made from a comparison of the order of the 

parables as they occur in Christ's ministry and as they 

occur in the script. 

CHRONOLOGICALLY DRAMATICALLY 

1. Sower on the Wayside 
2. Unforgiving Debtor 
3. Good Samaritan 
4. Foolish Rich Man 
5. Prodigal Son 
6. Rich Man and Lazarus 
7. Importúnate Widow 
8. Pharisee and Publican 

Aet I 
1. Importúnate Widow 
2. Pharisee and Publican 
3. Unforgiving Debtor 
4. Good Samaritan 
5. Rich Man and Lazarus 
6. Foolish Rich Man 
7. Sower on Wayside 
8. Prodigal Son 

9. Faithful Servant 
10. Sheep and Goats 

Aet II 
9. Faithful Servant 

10. Sheep and Goats 

Of the first eight parables, occurring in the first aet, 

none corresponds in position with the chronological list. 

These eight are all parables that teach lessons. Tebelak 

uses the first aet to establish for the audience the kind 

of world structure Christ envisions, and how to achieve it. 

The parables illústrate how one can be included in His 

kingdom. Their order, dramatically, is not particularly 

important because they teach the same lesson. Yet, in 

the second aet, Christ's world is threatened by the 

Pharisees and Judas' betrayal. Here the parables corre-rcná 

exactly to the chronological order. The second aet para-

bles do not teach love; they illustrate what will happen 

to the non-believers. The structure of the script tightens 
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here and follows Saint Matthew more closely as he traces 

Jesús to His prophetic end and beginning. 

Production History and Critical Reception 

The director, in choosing a play to produce, has 

two general directions open to him. He can choose an 

estábilshed play or a newer one. In choosing the estáb

il shed script, the director solves many problems for him

self. There has been time for scholarly appraisal of the 

work of the author. The director will have, depending on 

the fame of the playv/right, articles, critical analyses 

or even books to aid him in analysing the literary pur-

poses of the script. If the director chooses to do a newer 

play, he must do all of the analysis himself to ascertain 

whether or not the play is worth producing, whether it will 

be popular, and what pitfalls he must avoid to make his 

production a good one. The length of time a production 

of a particular play has run off or on Broadway, its 

touring history, its repertory history, and its critical 

reception are the only clues the director of a newer 

script has to use in this analysis. 

Godspell was conceived by Jean-Michael Tebelak as 

his Master's thesis."''̂  The play was performed for an 

l^Elliott H. Wright, "Jesús On Stage: A Reap-
praisal," christian Century 89 (July-September 1972): 
786. 
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unspecified time at Ellen Stuart' s La Mama*'-'̂  until it 

opened in the off-Broadv/ay Cherry Lañe Theatre on May 17, 

1971. It remained there until August 10, 1971, when 

it moved to the Promenade Theatre, where it ran through 

May 31, 1973.1^ On August 12, 1971, Godspell received the 

National Theatre Arts Conference's Dineen Award for its 

"relevancy of theme, original and artistic treatment of 

subject, for its positive statement to a world weary of 
1 fi negativism, and for its excellence of production." 

While Godspell was running in New York, other 

theatres, and touring companies were preparing productions 

of the play. The first theatre to open its out-of-tovm 

production of Godspell was the Wilbur Theatre in Boston 

(December 11, 1971). It was followed by: The Royal 

Alexandra Theatre, Toronto (June 1, 1972), Geary Theatre, 

San Francisco (July 18, 1972), Studebaker Theatre, Chicago 

(September 18, 197 2), an unnamed theatre in Toledo 

(September 21, 1972), Nixon Theatre, Pittsburgh 

l^Edith Oliver, "The Theatre: Off Broadway," 
New Yorker 47 (29 May 1971): 56. 

l^John Willis, John Willis' Theatre World; 197 2-
1973 Season (New York: Crown Publishers, 1974), p. 162. 

^^Ibid. 

•'•̂ "Catholic Group Honors 'Godspell' Rock Show," 
New York Times, 13 August 1971, see. 1, p. 14. 
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(October 27, 1972), and the Ford's Theatre, Washington, 

D.C. (April 6, 1972).•'•̂  All of the productions were still 

touring or running as of May 31, 1973. The Ford's Theatre 

production closed September 16, 1973. 

The repertory theatres that included Godspell in 

their seasons v/ere: The Center Theatre Group, Mark Taper 

Forum of Los Angeles (June 1, 1971-May 31, 1972), 1^ and the 

American Conservatory Theatre in San Francisco (October 

1972-May 1973).^0 

The film was released in mid-1973 and the amateur 

production rights were released in early 1974. 

To discover what critics thought about Godspell 

two conflicting sources must be consulted. The dramatic 

critics looked at Godspell in one way and the religious 

scholars in another way. Viewing the strengths and weak-

nesses of Godspell from both the religious and the dramatic 

points of view gives an overall view of what in Godspell 

needs emphasis and what needs to be guarded against. 

l^willis, Theatre World, 7 2-73, pp. 170-71. 

^^Ibid., p. 206. 

l^John Willis, John Willis' Theatre World: 1971-
1972 Season (New York: Crown Publishers, 1973), p. 185. 

20willis, Theatre World, 7 2-73, p. 190. 
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The strengths and weaknesses brought out by the 

dramatic critics seem to balance eaeh other. The play was 

praised by Walter Kerr in the New York Times as a verb play, 

one that moves and brings humanity back to the religious 

21 
themes in Saint Matthew. Edith Oliver in the New Yorker 

saw Godspell as a celebration of theatre itself, not only 

harking back to its religious beginnings, but also 

utilizing fully every theatrical method to bring across 

its message.22 walter Kerr and Clive Barnes, ̂"̂  critics for 

the New York Times, eited coyness and amateurism as the 

faults of the production. Kerr accused Godspell of being 

false to its own world established at the opening by 

making the last fifteen minutes too realistic. 

The critics writing for primarily religious pub~ 

lications praised Godspell for implying the resurrection, 

which Jesús Christ Superstar did not do, and for the 

25 "simple honest presentation of Christ's words." The 

faults found by the religious writers were first the 

•̂̂ Walter Kerr, "Why Make St. Matthew Dance? For the 
Pun of It," New York Times, 30 May 1971, see. 2, p. 1. 

^^Oliver, "Theatre Off-Broadway," p. 56. 

"̂̂ Clive Barnes, "Musical About Jesús Is at the 
Cherry Lañe," New York Times, 18 May 1971, see. 1, p. 14. 

2^Kerr, "Why Make St. Matthew Dance?" p. 8. 

25cheryl A. Forbes, "Box-Office Religión," 
Christianitv Today 15 (27 August 1971): 1064. 
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portrayal of Christ as a person. They found the character 

one-dimensional.^^ The second fault found was with the 

actors: they were not committed to the story, but were just 

having fun. The religious scholars' final criticism was 

that the play had been written as a part of a religious 

"overkill."'^° 

The aspects of Godspell that the critics approve of, 

therefore, are the simple, honest approach to the material, 

and the humanity of the characters. The problem of the 

production was the undisciplined and coy atmosphere, and 

the problem in the script was the single dimensionality 

of the Christ character. 

Analysis of the Script 

Plot and Action 

Godspell is a play within a play. The plot of the 

inner play has been discussed above in "Godspell and the 

Gospel." The play surrounding the gospel brings tegether 

ten young people, confused in their search for life's 

meaning by conflicting philosophical and theological points 

of view. As they aet out Christ's teachings, they find 

26víright, "Jesús on Stage," p. 785. 

27Forbes, "Box-Office Religión," p. 1065. 

2^Ibid. 
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in the Christian philosophy peace of mind and true valúes. 

The metamorphosis that the group of young people goes 

through in this discovery is the action of the play. 

Structural Units 

The división of a play into acts is helpful only 

in shov/ing the director where the major shifts in the 

action occur. For analysis and rehearsal a more workable 

división must be found. A good script V7ill fall into 

recognizable sections, eaeh containing a distinct action 

with a beginning and an end. These scenes are structural 

units. The length of the units may vary from one line to 

several pages. Godspell contains sixty-nine units, and it 

is so divided in the Appendix. Because this play is based 

so closely on another work it is necessary in analysis 

to include the source or sources for eaeh unit as v/ell as 

the unit's function in the script and its action. 

Unit 1 

Sources 

The sources for this unit are Psalms 136:5-9; 

Isaiah 45:7, 12, 18 (NAB); Jeremiah 31:35 (NAB). 

Function 

This is the beginning unit of the play and explains 

the environment from which man has strayed. This unit is 

an introduction to the next unit. 
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Action 

Stephen assumes the role of God and explains that 

to retain all the good things God has given to man, man 

has only to recognize God as the Lord of all. 

Unit 2 

Source 

There is no specific source for this unit. 

Function 

This unit introduces the clowns as they appear 

in the roles of different philosophers. 

Action 

These different philosophers, representing con

flicting viewpoints of man and his relationship to God, 

show that all of man's wisdom has become senseless 

babbling and that chaos instead of God reigns on earth. 

Unit 3 

Source 

The source for this unit is Matthew 3:3. 

Function 

This unit introduces David in the role of John the 

Baptist, who prepares for Stephen's entrance. 
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Action 

David cuts through the chaos of the previous unit 

with a simple cry to the faithful to make ready for the 

coming of God. 

Unit 4 

Source 

The source of this unit is Matthew 3:7-11, 14-15 

(NAB). 

Function 

This unit explains the environment existing at the 

opening of the play. 

Action 

David explains the coming of Christ to the audience 

and introduces Stephen. 

Unit 5 

Source 

This unit echoes the Messianic Psalms which cali 

on God to save His people. 

Function 

This is the opening song and serves to give the 

cast time to change costumes. 
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Action 

Stephen shows the audience what state the people 

are in at the present time. 

Unit 6 

Source 

The source for this unit is Matthew 5:17-20 (NAB). 

Function 

This unit is the exposition of Stephen's purpose 

and gives the clowns time to put on their makeup. It 

ends with a transition into the next unit. 

Action 

Stephen states that he has come not to change the 

Law but to show the people the full interpretation of the 

Law. 

Unit 7 

Source 

The source of this unit is Luke 18:2-8 (NAB). 

Function 

This unit supports the basic purpose of the first 

aet (see "Godspell and the Gospel"). 
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Action 

Stephen and the cast aet out the parable of "The 

Importúnate Widow, " teaching that prayer and perseverance 

will be rewarded, and asking man if the Messiah will find 

anyone faithful on earth. 

Unit 8 

Source 

The source for this unit is Luke 18:10-14 (NAB). 

Function 

This unit supports the basic purpose of the first 

aet (see "Godspell and the Gospel"). 

Action 

The cast acts out the parable of "The Pharisee and 

the Publican," while Stephen provides the lesson that the 

Pharisees will be humbled by God's judgment. 

Unit 9 

Source 

The source of this unit is Matthew 5:21-26 
on 

(GNFMM) . 

29 Fuller, Commentary on Holy Scripture, p. 1014. 

•̂ ĜNFMM will be used to re fer to Good News for 
Modern Man: The New Testament in Today's Enqlish, trans 
by Dr. Robert G. Bratcher, 2nd ed. (New York: American 
Bible Society, 1966). 
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Function 

This unit is a transition between the parable in 

Unit 8 and the parable in Unit 10. 

Action 

Stephen guides the cast in acting out the first 

antithesis, showing that man must put his house in order 

before the coming of God. 

Unit 10 

Source 

The source for this unit is Matthew 18:23-35 (NAB). 

Function 

This unit supports the basic purpose of the first 

aet (see "Godspell and the Gospel"). 

Action 

The cast acts out the parable of "The Unforgiving 

Servant," illustrating that mercy should take precedence 

over justice. 

Unit 11 

Source 

The source of this unit is the prayer of Saint 

31 Teresa, asking Christ for recollection, unión and quietude. 

^Ip. G. Holweck, A Bioqraphical Dictionary of the 
Saints (St. Louis: B. Herder Book Co., 1924), p. 949. 
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Function 

This song gives the cast time to clean the stage. 

Action 

Robin and the cast respond to the merciful theme 

of the preceding parable, asking that they be given the 

grace to show mercy. 

Unit 12 

Source 

The source for this unit is Matthew 18:8-9 (GNFMM). 

Function 

This unit reestablishes the pace after the musical 

number. 

Action 

As Herb resists, Stephen i1lústrates the danger 

of being led astray by wrong thinkers. 

Unit 13 

Source 

The source for this unit is Matthew 5:38-42 

(NAB). 

Function 

This unit begins establishing David's character 

as he questions Stephen's teachings. 
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Action 

Stephen teaches the "turn-the-other-cheek" lesson, 

as David resists. 

Unit 14 

Source 

There is no specific source for this unit. 

Function 

This is a unit of transition between the lesson 

in Unit 13 and the parable in Unit 15. 

Unit 15 

Source 

The source for this unit is Luke 10:30-35 (NAB). 

Function 

This unit supports the basic purpose of the first 

aet (see "Godspell and the Gospel"). 

Action 

Everyone but Stephen and Gilmer join in the telling 

of the parable of "The Good Samaritan," teaching that 

a man's neighbor is anyone who needs him. 
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Unit 16 

Source 

The source for this unit is Matthew 5:43-48 

(GNFMM). 

Function 

This unit reinforces the lesson of the preceding 

unit. 

Action 

Stephen teaches a "love-your-enemies" lesson 

saying that man must extend his love to include everyone. 

Unit 17 

Source 

The source for this unit is Matthew 6:1-4 (NAB). 

Function 

This unit uses a lesson in generosity to prepare 

for the next parable. 

Action 

Stephen acts out a lesson saying that good works 

should not be done just to be seen, and that if they are 

done for the right reason, God will reward them. 
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Unit 18 

Source 

The source for this unit is Luke 16:19-31 (NAB). 

Function 

This unit supports the basic purpose of the first 

aet (see "Godspell and the Gospel"). 

Action 

The cast acts out the parable of "The Rich Man and 

Lazarus, " showing that all suf fering will be rev/arded and 

wrong deeds will be punished. 

Unit 19 

Source 

The source of this unit is found in the tone of 

Proverbs and in the tone of Exodus. 

Function 

This song serves as a transition to the next lesson. 

Action 

Gilmer shows that entering heaven takes conscious 

effort. 
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Unit 20 

Source 

The source for this unit is Matthev/ 6:22-23 (NAB). 

Function 

This unit is a vaudeville-type break between 

verses of a song. 

Action 

Stephen shows that the soul is seen through the 

eyes. 

Unit 21 

The source and action for this unit are the same 

as in Unit 19. 

Function 

This scene gives the cast time to change the set 

for the next song. 

Unit 22 

Source 

The source for this unit is Matthew 6:24 (NAB). 

Function 

This lesson serves as a transition to the next 

song. 
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Action 

David states that man cannot serve money and attain 

God's kingdom. 

Unit 23 

Source 

The source for this unit is Luke 12:16-20 (GNFMM). 

Function 

This unit supports the basic purpose of the first 

aet (see "Godspell and the Gospel"). 

Action 

Joanne tells the parable of "The Foolish Rich 

Man," saying that the kingdom of heaven cannot be attained 

by worrying about earthly treasures. 

Unit 24 

Source 

The source for this unit is Psalms 130:1-9. 

Function 

This song serves to reemphasize the lesson of the 

previous parable. 

Action 

Joanne states that treasures are not earthly but 

spiritual. 
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Unit 25 

Source 

The source for this unit is Matthew 6:28-34 (NAB). 

Function 

This unit is a transition between Unit 24 and 

Unit 26. 

Action 

Stephen teaches trust in the Lord. 

Unit 26 

Source 

The source for this unit is Matthew 5:3-12. 

Function 

This unit prepares the audience for the following 

unit. 

Action 

Stephen plays a word game with the clowns, using 

the Beatitudes. 

Unit 27 

Source 

The source for this unit is the same as the source 

for Unit 26. 
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Function 

This unit further develops David's character and 

foreshadows what v;ill happen to Stephen. 

Action 

David's outburst shifts the emphasis of the pre

ceding unit to Stephen. 

Unit 28 

Source 

The source for this unit is the same as the source 

for Unit 26. 

Function 

This unit is a transition into the next song. 

Action 

Stephen tries to restore the light tone destroyed 

by David's outburst. 

Unit 29 

Source 

The inspiration for this unit comes from Psalms 73. 

Function 

This song restores the harmony of Unit 26, 

destroyed in Unit 27. 
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Action 

Stephen and David do a musical number that says 

no matter how bad life seems now, all suffering will be 

rewarded. 

Unit 30 

Source 

The source for this unit is Matthew 7:3-5 (NAB). 

Function 

This unit is another vaudeville-type break betv/een 

verses of the song. 

Action 

Stephen and David use a simile from Jewish litera-

ture to discuss the hypocrisy of the Pharisees and the 

scribes. 

Unit 31 

Source 

The source and the action for this unit are the 

same as the source and the action for Unit 29. 

Function 

This is the tag-line of the song. 
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Unit 32 

Source 

The source for this unit is Matthew 7:1-2 (GNFMM). 

Function 

This is a transitional unit between Unit 31 and 

Unit 33. 

Action 

Stephen teaches the Golden Rule. 

Unit 3 3 

Source 

The source for this unit is Matthew 13:4-8 (NAB). 

Function 

This unit establishes the atmosphere for Unit 35 

and supports the basic purpose of the first aet (see 

"Godspell and the Gospel"). 

Action 

The cast tells the story of "The Sower on Wayside, 

Thorns, Stony Place and Good Earth." 

Unit 34 

Source 

The source for this unit is Matthew 13:9, 19-23 

(NAB) . 
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Function 

This unit explains the meaning of the preceding 

unit. 

Action 

Stephen explains that the word of God differs 

with everyone who hears it. 

Unit 35 

Source 

The source for this unit is James 1:17 (GNFMM). 

Function 

This song reinforces the theme of the preceding 

unit. 

Action 

Lámar states that all the good things that surround 

man are gifts from heaven. 

Unit 36 

Source 

The source for this unit is Matthew 6:19-21 (NAB). 

Function 

This lesson emphasizes the theme of Unit 33. 
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Action 

Stephen states that man must store his treasures 

in heaven where they will last. 

Unit 37 

This unit is a continuation of Unit 35, with the 

same source, function, and action. 

Unit 38 

Source 

There is no specific source for this unit. 

Function 

This is a transitional unit beginning the set 

change for the next parable. 

Action 

Herb directs the cast as a drill sergeant. 

Unit 39 

Source 

The source for this unit is Matthew 7:6 (NAB). 

Function 

This unit is part of the transition into the next 

parable. 
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Action 

Stephen states that man must not v/aste himself on 

earthly possessions. 

Unit 40 

Source 

The source for this unit is Luke 15:11-37 (GNFMM). 

Function 

This is the last parable of the first aet and 

supports the basic purpose of the first aet (see "Godspell 

and the Gospel"). 

Action 

The cast acts out the parable of "The Prodigal 

Son." 

Unit 41 

Source 

The source for this unit is Matthew 7:9-11. 

Function 

This is a unit of transition into the last song 

of Aet I. 

Action 

Stephen discusses the amount of love God has for man 
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Unit 42 

Source 

The source for this unit is Matthew 5:13-16 (NAB). 

Function 

This song is used to cióse the aet. 

Action 

The cast states that man must remember that he is 

a constant example to others and must aet accordingly. 

Unit 43 

Source 

There is no specific source for this unit. 

Function 

This unit closes the aet. 

Action 

Stephen informs the audience of the intermission. 

Unit 44 

Source 

The source for this unit is the same as the source 

for Unit 19. 
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Function 

The reprise of this song gives the cast the oppor-

tunity to change the stage setting for the beginning of 

Aet II. 

Action 

Lámar and the cast repeat the action of Unit 19. 

Unit 45 

Sources 

The sources for this unit are Ecclesiasticus and 

Sirach, and an Episcopalian hymn of the same ñame, by 

Clifford Bax."^^ 

Function 

This song sets the tempo for the second aet. 

Action 

Sonia warns man to turn back to God before it is 

too late. 

Unit 46 

Source 

The atmosphere of this unit is taken from an 

incident in John 7:19-20 (GNFMM). 

^^wright, "Box-Office Religión," p. 786. 
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Function 

This unit foreshadows the end of the play. 

Action 

Stephen realizes that the end is near. 

Unit 47 

Source 

The source for this unit is Matthew 21:23-27. 

Function 

This unit introduces the confrontation with the 

Pharisees. 

Action 

Stephen traps the Pharisees with a play on words. 

Unit 48 

Source 

The source for this unit is Matthew 21:28-32 (GNFMM) 

Function 

This unit continúes the rising action of the con

frontation with the Pharisees. 

Action 

Stephen says that repentant sinners will enter 

God's kingdom and hypocrites cannot. 
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Unit 49 

Source 

The source for this unit is Matthew 22:16-21 

(GNFMM). 

Function 

This unit continúes the rising action of the con

frontation with the Pharisees. 

Action 

Stephen illustrates with another play on words that 

all political qiaestions will be irrelevant in the Kingdom 

of God. 

Unit 50 

Source 

The source of this unit is Matthew 23:2-10 

(GNFMM). 

Function 

This unit continúes the rising action of the con

frontation with the Pharisees. 

Action 

Stephen warns the cast about the ways of the 

Pharisees. 
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Unit 51 

Source 

The source for this unit is Matthew 23:13, 15-17 

31-36 (GNFMM). 

Function 

This song is the climax of the confrontation with 

the Pharisees. 

» 

Action 

Stephen condemns the Pharisees as the ones leading 

Israel to ruin. 

Unit 52 

Sources 

The sources for this unit, in their order of use, 

are Matthew 23:37-39 (GNFMM), 24:4-8 (NAB), 24:7-39 

(GNFMM), 8:25-26 (NAB), 24:39-44 (GNFí'ÍM) . 

Function 

This unit supports the basic purpose of the second 

aet (see "Godspell and the Gospel"). 

Action 

Stephen explains the fate of mankind. 
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Unit 53 

Source 

The source for this unit is Matthew 24:45-51 (NAB). 

Function 

This unit supports the basic purpose of the second 

aet (see "Godspell and the Gospel"). 

Action 

Stephen predicts what will happen to the non-

believers when the Kingdom of God arrives. 

Unit 54 

Source 

The source for the unit is John 8:4-5, 7, 11 (NAB). 

Function 

This lesson is a transition into the next song. 

Action 

Stephen reemphasizes Christ's preference for mercy 

over striet interpretation of the Law. 

Unit 55 

Source 

The source for this unit is the theme of the film 

;^o Vadis. 
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Function 

This song sets the mood for the following unit. 

Action 

The cast tells Stephen that they want to follow 

him wherever he goes. 

Unit 56 

Source 

The source for this unit is Matthew 26:14-16 (NAB). 

Function 

This unit foreshadows the betrayal. 

Action 

David foreshadows his fulfilling of the prophesy 

by stating that he will betray Stephen. 

Unit 57 

The source, function and action are the same as in 

Unit 55. 

Unit 58 

Source 

The source of this unit is Matthew 25:31-46 (NAB). 
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Function 

This unit supports the basic purpose of the second 

aet (see "Godspell and the Gospel"). 

Action 

Stephen and the cast aet out the parable of "The 

Sheep and the Goats," illustrating how God will judge men. 

Unit 59 

Source 

There is no specific source for this song, but 

the verse is written in the form of a liturgical hymn. 

Function 

This song reemphasizes the lesson in Unit 58 and 

makes the carefree tone of the next unit more shocking. 

Action 

The cast states that man can turn to God in any 

situation. 

Unit 60 

Sources 

The sources for this unit are Matthew 21:22, 26 

(GNFMM), and Psalms 137:1-4 (NAB). 
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Function 

This unit prepares the audience for the tone of 

Unit 61. 

Action 

David fulfills part of the last prophesy as he 

leaves to betray Stephen. 

Unit 61 

Source 

The source of this unit is Matthew 26:26-29 

(GNFMM). 

Function 

This unit begins the rising action. 

Action 

Stephen says good-bye to eaeh of the clowns as 

they celébrate the last supper. 

Unit 62 

Source 

The source for this unit is Matthew 26:36, 38-42 

(NAB). 

Function 

This unit continúes the rising action. 



43 

Action 

Stephen \N̂ vers slightly in the face of his 

crucifixión. 

Unit 63 

Source 

The source for this unit is Matthew 26:42. 

Function 

This is the climax. 

Action 

Stephen succumbs to God's will. 

Unit 64 

Source 

The source for this unit is Matthew 4:3-4, 6-7, 

9-10 (NAB). 

Function 

This unit heightens suspense. 

Action 

Stephen overcomes Satán's final attempt to shake 

his faith. 
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Unit 65 

Source 

The source for this unit is Matthew 26:50 (GNFMM). 

Function 

This unit begins the denouement. 

Action 

David tries to escape from his final duty. 

Unit 66 

Source 

The source for this unit is Matthew 26:52-55 

(GNFMM). 

Function 

This unit continúes the denouement. 

Action 

Stephen and David fulfill the prophesy of the 

crucifixión. 

Unit 67 

Source 

There is a loóse connection between the three 

movements of the "Finale" (Unit 67) and the last three 
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words of Christ: "I thirst," "My God, why hast Thou 

forsaken me?" and "It is finished." 

Function 

This unit finishes the denouement. 

Action 

Stephen fulfills the prophesy of the crucifixión. 

Unit 68 

Source 

There is no specific source for this unit. 

Function 

This unit telescopes the three days before the 

resurrection. 

Action 

The cast believes that Stephen is dead. 

Unit 69 

Source 

There is no specific source for this unit. 

Function 

This unit implies the resurrection. 
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Action 

The cast realizes that Stephen's teachings about 

the Kingdom of God will mean his resurrection. 

The Characters 

Understanding the characters and their function in 

the script is fundamental to understanding the script. 

The usual method of character analysis, involving the 

character's physical appearance, what the other characters 

say or think about him and what the character reveáis 

about himself, does not apply to the characters in Godspell. 

There are no physical descriptions of the characters 

given in the script; the characters do not talk about eaeh 

other or themselves. Another complication is ereated by 

the múltiple roles every character except Stephen plays. 

Therefore, a different set of criteria has to be used for 

analysing the characters in Godspell. These criteria are 

a character's individual traits and drives, his relationship 

to the play and his relationship to the other characters. 

Stephen 

Stephen plays Christ. More than that, Stephen 

plays Saint Matthew's Christ. He is simple and straight-

forward in his teachings, and as humble as the people he 

teaches. The purposes of Christ in Saint Matthew's 

gospel, discussed earlier, become Stephen's drives. The 
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songs already v/ritten) , or they have been adapted to fit the 

poetic form. 

The spoken word in Godspell is also very poetic. 

Many phrases are taken directly from scripture and incor-

porated into the dialogue. Though not taken strictly 

from one versión of the Bible, Godspell's language uses 

enough of the poetic devices, especially internal rhyme 

and meter, as illustrated in Stephen's first speech, that 

the overall feeling is lyrical. This is interrupted by 

occasional uses of more conventional poetry—sueh as the 

Beatitudes, or of twentieth-century vernacular—sueh as 

references to MScM' s and tuna surprise. 

Godspell has been classified as a folk-rock 

musical. Without a complete analysis of musical form, 

it is enough to classify a folk-rock musical as one that 

uses a small band with mainly electronic Instruments, and 

whose music has an underlying heavy beat. The quality 

of the music in Godspell is not a question here, but the 

reason for the cholee of musical form is. The reason 

for the cholee of this musical genre seems to be its 

popularity. Godspell is trying to show that Christ's 

message is still viable today. Use of a popular musical 

form of today helps in this thematic statement. 
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first of these is to fulfill the scripture. This is 

illustrated in one of his early speeches to David when 

he says that he must conform to all that God requires. 

Stephen's second drive is to teach the coming of God's 

Kingdom and how to attain a place in that kingdom. The 

entire play is made of Christ's teachings on this subject. 

The last drive is to show the Pharisees for the foolish 

hypocrites that they are and to warn against following 

their practices. This is illustrated by "The Pharisee 

and the Publican," and by Units 48-52, dealing with the 

Pharisees and their punishment. 

Stephen's relationship to the play is simple. He 

is the protagonist. Without him there is no play. 

Stephen's relationships within the play fall into 

two categories: his relationship to the clowns and his 

relationship with David. He is the teaeher, guide and 

father-image to the clowns. He answers all their questions 

and teaches them right from wrong. He does the same things 

for David and something more. As the coming of Christ is 

the reason for Judas' existence, Stephen is the reason for 

David's existence in the script. The bond of friendship 

between Stephen and David is strong because they are aware 

of the prophesy that must be fulfilled, and the other 

clowns are not. 
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David 

David is one of the clowns, but he is out of step 

with the rest of them. He is much more mature and worldly 

than the others. He calis for wine during the "Light of 

the World," he uses the only profanity in the script, and 

during the Beatitudes he is the one v/ho shifts the emphasis, 

saying that Stephen will be the one reviled and falsely 

accused. David questions. He plays the eider son in 

the "Prodigal Son"; he is the object of the "turn-the-

other-cheek" lesson; and at one time he openly protests 

against one of Stephen's lessons. 

David is driven first as John and then as Judas. 

As John he is the first to recognize Stephen as Christ 

and to proclaim him as the Messiah. As Judas he fulfills 

the final prophesy that Stephen would be betrayed and 

crucified. As both of these characters, David's drive 

is to fulfill the scripture. 

It is misleading to cali David the antagonist, 

for he does not oppose Stephen. He is, rather, Stephen's 

foil. By bouncing off David, Stephen keeps the action 

going until the prophesy is fulfilled. David is also a 

deeply symbolic character. Tebelak, in using David as both 

John and Judas, is saying that the people who proclaimed 

Christ as the Messiah were also the people who crucified 

him. 
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Clowns 

The most important clue to the characteristles of 

the clowns is given in the cast list. They have no ñames. 

Eaeh is called by the first ñame of the actor who origi-

nated the part. It is impossible to pin down individual 

characteristics in the clov/ns, because they have none. 

Whatever individuality eaeh of the clowns has must be 

brought by the actor. It is not in the script. This is 

because the clowns represent mankind in general. That 

is also why eaeh clown plays many parts. 

The clowns have two group characteristics. Their 

first characteriStic is that they are eager to learn and 

are open to any new experience. The second characteristic 

is the childlike quality of the clowns. Like a group of 

ehildren, they cjuestion and they make mistakes, but most 

of all they enjoy themselves. 

Their relationship to the play is twofold. First, 

they are there for Stephen to talk to. Without them 

Godspell would be a dramatic recitation of the scripture. 

The second is as a symbol of mankind. They are eager to 

learn Stephen's lessons and are also ready to tempt, condemn 

and crucify him. 

In their relationships with eaeh other the clowns 

must first be good friends, the kind of friends that 

share secrets, that fight with eaeh other, but most of 

all love eaeh other. They must mature through the course 

TEX/is T : ? B L.T:.A3IY 
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of the play, or there is no point to the play. They must 

grow up and become cíoser to eaeh other because they knew 

Stephen, loved him and watched him die. It is this matur-

ing together through tragedy that gives them dimensión. 

Dialogue, Lyrics and Music 

The theatrical experience consists of two parts: 

what the audience sees and hears, and how they react to 

this. Usually the aural and visual parts of the play 

reinforce eaeh other. This is not so in Godspell. V^at 

makes Godspell exciting is the contrapuntal combination of 

the aural message of Saint Matthew, the aural message 

of folk-rock music, and the visual message of the circus. 

The literary and the musical Godspell, and the visual 

Godspell, are so different that it is vital to investígate 

these elements separately in order to discover what is 

accomplished by combining them. 

Because Godspell is a musical, there are three 

different groups of aural messages in the script. The 

first group contains the lyrics, the second group contains 

the dialogue and the third group contains the music. Eaeh 

will be considered separately. 

The lyrics to the songs in Godspell all qualify as 

poetry. They have rhyme and meter and use literary devices. 

They come either directly from poetic sources (Psalms or 
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songs already written) , or they have been adapted to fit the 

poetic form. 

The spoken word in Godspell is also very poetic. 
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porated into the dialogue. Though not taken strictly 
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the overall feeling is lyrical. This is interrupted by 
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Beatitudes, or of twentieth-century vernacular—sueh as 

references to MScM's and tuna surprise. 

Godspell has been classified as a folk-rock 

musical. Without a complete analysis of musical form, 

it is enough to classify a folk-rock musical as one that 

uses a small band with mainly electronic Instruments, and 

whose music has an underlying heavy beat. The quality 

of the music in Godspell is not a question here, but the 

reason for the cholee of musical form is. The reason 

for the cholee of this musical genre seems to be its 

popularity. Godspell is trying to show that Christ's 

message is still viable today. Use of a popular musical 

form of today helps in this thematic statement. 
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Setting and Visual Elements 

The physical setting recommended for a production 

of Godspell reproduces a vacant lot or a deserted play-

ground, and the visual stimuli reaching the audience, as 

described in the stage directions, are a combination of 

soft shoe routines and magie tricks. The reason these 

elements were used provides a key to vThat Godspell is 

trying to say. 

The setting is used to reinforce the childlike 

simplicities of the characters. The clowns and their 

teaeher need a place in which to aet out Stephen's 

teachings, a place easily transformed by the imagination 

into any place that the story might cali for. 

Ths magie tricks and soft shoe routines are used 

to keep the audience's attention. The combination of 

modern setting and Biblical words points out that Christ's 

teachings are as relevant today as they were tv/o thousand 

years ago. 

Theme 

Throughout the entire preliminary research period, 

the director strives toward analysis of dramatic content. 

The script is divided into sections aecording to dramatic 

criteria and eaeh section is scrutinized in those terms. 

Finding the theme of the play involves finding what 

general statement the playwright is making. To ascertain 
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this, the director must determine, as best he can, the 

reasons why the playvjright wrote the play, and must examine 

the characters' function as the volee of the playwright. 

Tebelak's primary reason for writing Godspell was 

to obtain his Master's degree. Another possible reason 

for Tebelak's writing Godspell was reported by a press 

agent for the production. A newspaper reléase stated that 

Tebelak was indignant at being searched during a drug raid 

33 in an Episcopal church. The Master's degree and a personal 

vendetta seem to have led to a very individúanzed expres-

sion of what the world should be like, and how to achieve 

that ideal. 

The second point involves the characters as the 

playwright's spokesmen. There are two sets of valúes 

represented by the characters in Godspell. The first is 

worldliness and cynicism. (David) ; the second is maturlty 

and simplicity (Stephen). Stephen is the protagonist and 

Tebelak's spokesman. Therefore, Tebelak is trying to say 

that through Christ's teachings, mankind (the clovms) can 

attain true peace of mind. 

The theme is determined after examining the play

wright 's purposes and the characters as spokesmen for the 

playwright. Godspell's theme is that Christianity can be 

meaningful in today's society. 

^^Wright, "Box-Office Religión," p. 786 
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Production Concept 

The purpose of analysis is to understand the 

dramatic elements of the script the director has chosen 

to produce. From this understanding comes his production 

concept. A production concept is a verbalization of what 

the director wants the production to be. Formulation of 

this concept and communication of this concept to the 

rest of the production staff, and the actors, is his 

artistic contribution. It is essential that the production 

concept be expressed in terms that will be clear to the 

designers and the actors. Because these people are working 

in two distinct áreas, the concept must be expressed in 

both a thematic statement and a production metaphor. 

The production metaphor is a literary term used 

to express the director's concept. From this the designers 

should be able to créate designs that visually support 

the concept. A child's kaleidoscope is the metaphor chosen 

for this production of Godspell. This was chosen because 

the kaleidoscope takes multi-colored fragments and creates 

varied and intricate patterns with them. This is similar 

to what Tebelak does in combining his ten characters in 

many different ways to make his statement. 

The second statement of the production concept is 

thematic, and is phrased so that the actors can apply it 

to their characterizations. This must be the answer to 
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their questions on the direction the production is going 

to take. Godspell shows that through belief in Christ's 

teachings on mercy and love, mankind can créate a beautiful 

world based on mutual cooperation, trust and love.̂ "̂  

The research and analysis portions of the produc
tion occurred before the casting of the play. In Chapter I 
the characters are referred to by their ñames as they 
appeared in the script. In subsequent chapters, the 
characters will be referred to by the first ñames of the 
people cast in the roles. The ñame changes are as follows: 
Stephen to David, David to John, Jeffrey to Luke, Herb 
to Johnny, Lámar to Jimmy, Joanne to Pam, Robin to Toni, 
Sonia to Toby, Gilmer to Sandi and Peggy to Janet. 



CHAPTER II 

DESIGN 

Scenery 

Godspell was written to be an emotional experience 

for the audience. The director wished more emotional in-

volvement than that achieved by an audience viewing a pro

duction confined inside a proscenium arch. The director's 

concept required a production that minimized aesthetic 

distance and increased participation in the illusion as 

much as possible without entirely destroying artistic 

effeet. The director chose to achieve this by removing 

the fourth-wall illusion ereated by the proscenium. Under 

ideal circumstances, the director would have preferred 

producing Godspell in a threatre-in-the-round situation. 

Due to the limitations of the Texas Tech Laboratory Theatre 

any attempt at producing Godspell in a theatre-in-the-

round, three-quarter round or thrust stage situation was 

impossible. Therefore, the playing área included the 

stage, a specially constructed forestage and the two 

aisles in the auditorium. Since the band was placed back-

stage, it was necessary to design a setting with enough 

wing space to accommodate the musicians and their 

Instruments. 

56 
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The stage directions in the script of Godspell 

provide only minimal clues to the physical setting. Trying 

to find a universal setting, designer Henry Stuart John 

devised a deserted urban playground. This setting, hope-

fully, provided not only a common link with the past 

experience of the audience, but also earried out the child

like aspects of the production metaphor. It also gave the 

actors a playing área with which they eould easily relate. 

The scenic elements of Godspell fell into two categories: 

the non-flexible setting and the flexible set pieces. 

The non-flexible setting consisted of a black 

scrimlike burlap drop masking the permanent white cyc at 

the back of the stage, yet allowing the cyc lights to be 

used behind the drop to set mood. Directly downstage of 

this, running parallel to the cyc was a chainlink fence. 

Along sightlines stage left and stage right was a wooden 

plank fence. The band was loeated behind the fence on the 

stage left side. A single 4 feet by 8 feet platform, with 

one step on either side leading to the auditorium floor 

level, was used as the forestage. 

There were three entráñeos to the playing área. 

The two entráñeos used by all of the cast except David 

were through the auditorium. Entráñeos were made either 

through the back of the auditorium and down the aisle on 

the stage right side or through a fire exit door on the 

stage left side of the auditorium adjoining the proscenio .um 
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wall. These entrances were used in an attempt to give the 

audience the feeling that the cast members were people 

much like themselves. The third entrance was used by 

David, and it was upstage right. This was used to isolate 

him from the rest of the cast. 

The second category of elements in the setting 

consisted of the flexible set pieces. These are distin

guí shed from properties because they were included as a 

part of ths set design. A minimal amount of these were 

suggested by the director and included by the designer 

for pre-blocking purposes. Those that were provided later 

by the cast in the course of rehearsals will be considered 

properties. The set pieces initially specified by the 

director were flve garbage cans, four 7 feet by 6 inch 

planks, three soft drink cases, a tire, and a playground 

jungle jim. During the blocking rehearsals the number of 

soft drink cases was increased from three to flve, the four 

planks were replaced by one 7 feet by 1 foot plank and one 

oíd door, and one of the garbage cans was replaced by an 

oíd clothes dryer. The dryer and the playground jungle 

jim were stationary throughout the performance. The re

maining set pieces were moved to créate different settings 

during the course of the performance. 

A combination of the non-flexible setting and the 

flexible set pieces visually supported the production 

metaphor. The flexible set pieces upheld the kaleidoscope 
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metaphor because they moved to créate new images during 

the transitions between the scenes. The playground setting 

upheld the childlike qualities of the cast and reinforced 

their teacher/pupil relationship to David. It also ereated 

a common denominator betv̂ een the audience's past experience 

and the action of the play. The designer's rendering is 

pictured in Figure 1; the completed setting is pictured 

in Figure 2; and the floorplan of the set is Figure 3. 

Properties 

The hand properties called for in the stage direc

tions of the Godspell script far exceeded the number used 

in this production. There were two kinds of hand proper

ties used in this production: the properties not found 

in the setting and the properties found in the setting. 

The director's concept dictated that most of the properties 

used would be sueh that might logically be found in the 

playground setting. The cast, as they went through early 

rehearsals, deeided what hand properties they needed to 

help the action or the characterizations in a particular 

scene and the list of props found in the set was thus 

devised. The properties that were not found in the set 

were brought in by John, Janet, Luke and Johnny. 

John was responsible for most of the properties 

not found in the set. These were used in the baptism, the 

last supper, and the crucifixión. He brought these in 
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Fig. 1.—Set Rendering 

Fig. 2.—Set 
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with him as he made his first entrance. These Ítems would 

not logically be found in a playground environment. Fur-

thermore, his bringing them in suggested his prior knowledge 

of the events with which they were associated. These 

properties were earried in a backpack. They included: 

the makeup, Albolene, and a mirror; grape juice, two cups 

and two matzos; a whistle and two red cloth streamers. 

His other properties were a curtain rod, used as a cañe 

in "All for the Best," and two stockings, used in the parable 

of "The Good Samaritan. " He also earried a shofar which 

he played in "Prepare Ye." 

The cast, encouraged by the director, salvaged 

pieces of junk they thought might be integrated into the 

action of the play or used as set dressing. Articles 

sueh as an oíd shopping cart, a toilet and a see-saw were 

added as set pieces. Bricks, cinderblocks, broken bicycle 

parts and rocks were used as set dressing. 

David used a curtain rod as a eane in "All for 

the Best," and a red and yellow magician's scarf in 

teaching one lesson. 

Toby had specially constructed properties used in 

her song "Turn Back, O Man." These were a gold lame 

brassiere, a black garter, a red feather in a headband 

and two pink feather boas. She also used a wooden stick 

as a sword in the "Prologue," a blue felt hat and a lunch 
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box top in the parable of "The Importúnate Widow, " and 

a vibraslap in "The Light of the World." 

Luke earried a reeorder in a specially constructed 

pouch with him at his entrance. He played the reeorder in 

"All Good Gifts." His other properties were an oíd Mad 

Maqazine, which he read before the "Prologue, " and a paper 

crown he used in the parable of "The Unforgiving Debtor." 

Pam used a mop head as a wig in the parable of 

"The Importúnate Widow, " two artificial roses and one 

crushed soft drink can in the parable of "The Unforgiving 

Debtor," and a soft drink bottle as a microphone in "Bless 

the Lord." 

Jimmy used a stuffed rabbit during one of the 

lessons, an apron during the parable of "The Good Samaritan," 

and a "Munchkin's" lid during the parable of "The Prodigal 

Son." He also used a wooden stick in a sword fight with 

Toby in the "Prologue." 

Janet brought in a guitar as she entered, and she 

played it in "By My Side." She also used a piece of 

string before the "Prologue," and a dolí in the parable of 

"The Sower." 

Johnny wore a visor cap which he discovered on the 

jungle jim. He brought in with him a paper bag with some 

grapes in it, used by Sandi in the parable of "The Rich 

Man and Lazarus," and he used a piece of wood during the 

crucifixión. 
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A broom, which Jimmy used to sweep the stage during 

the intermission, was set off stage right, and three rolls 

of aluminum foil were also set off stage right and were 

used to wrap the Pharisees (Johnny, Luke and Toni), during 

the intermission. 

On stage at the opening of the play was a box of 

books used by the cast in the "Prologue." These books 

were written by the philosophers the cast represented in 

that song, and the cast used these books to identify to 

the audience which of the philosophers they were playing. 

The main concerns about the properties were that 

they look real and that their function grow out of the 

action of the play. This was accomplished by allowing the 

actors to add, during the rehearsal period, the properties 

that they considered necessary to the action of the play. 

The properties list for this production of Godspell 

included the following Ítems: 

2 plástic buckets 

1 see-saw 

1 huía hoop 

2 Street barricades 

1 Street sign saying "Caution" 

1 shopping cart 

bricks 

cinderblocks 

1 broom 
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1 wheel 

1 tire 

1 watering can 

1 spool of unwound tape reeorder tape 

1 clock face 

1 broken bicycle 

1 broken tricycle 

trash 

dead weeds 

1 box containing eight books by the following authors: 

Sócrates 

St. Thomas Aquinas 

Leonardo Da Vinci 

Gibbon 

Martin Luther 

Nietzsche 

Sartre 

Buckminster Fuller 

8 eyeliner wands, various colors 

1 jar of Albolene 

1 mirror 

1 jar of grape juice 

2 paper cups 

2 matzos 

1 whistle 

2 red cloth streamers 
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2 curtain rods 

2 stockings 

1 shofar 

1 shopping cart 

1 toilet 

1 see-saw 

1 magician's scarf 

1 brassiere 

1 black garter 

1 headband w/feather 

1 vibraslap 

1 felt hat 

1 lunch box top 

1 reeorder w/pouch 

1 Mad Maqazine 

1 paper crown 

1 mop head 

2 artificial roses 

1 soft drink can 

1 soft drink bottle 

1 stuffed rabbit 

1 apron 

1 "Munchkin's" lid 

1 guitar 

1 piece of string 

1 dolí 
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1 visor cap 

1 paper bag w/grapes 

1 piece of wood 

3 rolls of aluminum foil. 

Costumes 

The functions of the costumes in Godspell were the 

same as in any other play. They were used to reinforce 

the character relationships and to differentiate individual 

characteristics. 

Because of the nature of the production, the length 

of the run, and the budgetajry limitations, there v;ere some 

specific problems to be solved in costuming Godspell. 

Because of the choreography and the physical activity 

involved in the production, the costumes had to be 

designed for máximum freedom of movement and for modesty. 

The length of the run necessitated that washable fabrics 

be used for those costume pieces constructed and that 

those pieces of the actors' personal wardrobes used in the 

production be washable also. The limited budget determined 

the number of costume pieces that eould be constructed and 

the types of material bought. 

Costumer Rosemary O'Brennan Parks used the meta-

phor of the child's kaleidoscope as a guide for the color 

selection. The amount of movement involved in the produc

tion influenced the basic designs. 
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David was designed to be the center of the kaleido

scope. Yellow and red were chosen as his colors. These 

were used to symbolize enlightenment and, because they 

are primary colors, they supported the childlike quality 

of the metaphor. Eaeh of the other characters wore 

either a tint, tone or shade of David's colors to link 

him to David. 

The costume renderings and the finished costumes 

are pictured in Figures 4-24. 

The only costumes that had to be completely con

structed were David's and Toni's. The rest of the cast 

provided various pieces of their costumes from their own 

wardrobes. Sandi's and Johnny's costumes required no 

construction work. John, Luke, and Janet needed only 

shirts; Toby, Pam and Jimmy needed only pants constructed. 

Eaeh cast member provided his own shoes. What jewelry 

was worn was provided by the costumer. 

Lighting 

The limitations of the lighting facilities of the 

Laboratory Theatre, and the unusual acting áreas were the 

tiiggest problems facing the lighting designer. In addition 

to simple illumination, the lights were used for emphasis 

and mood. 

A follow spot was used for emphasis in the musical 

numbers. Depending on the nature of the song, the spot 
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Fig. 4.—Costume Rendering—David 

Fig. 5.—Costume—David 
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Fig. 6.—Costume Rendering—John 

Fig. 7.—Costume—John 
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Fig. 8.—Costume Rendering—Janet 
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Fig. 9.—Costume—Janet 
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Fig. 10.—Costume Rendering—Jimmy 

Fig. 11.—costume—Jimmy 
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Fig. 12.—Costume Rendering—Johnny 

Fig. 13.—Costume—Johnny 
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Fig. 14.—Costume Rendering—Luke 

Fig. 15.—Costume—Luke 
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Fig. 16.—Costume Rendering—Pam 

Fig. 17.—Costums—Pam 
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Fig. 18.—Costume Rendering—Sandi 

Fig. 19.—Costume—Sandi 
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Fig. 21.—Costume—Toby 

íiy. 20.—Costume Rendering— 
Toby 

Fig. 22.—Costume—Toby 
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Fig. 23.—Costume Rendering—Toni 

Fig. 24.—Costume—Tom 
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moved with the soloist (as in "Bless the Lord"), or was used 

as a stationary special área to subtly point up the soloist 

(as in "By My Side"). 

The mood lighting was done v/ith the cyc lights and 

with the right and left side lights. The side lights were 

scoops mounted in the right and left wings. Both the right 

and left side lights were always used together. The colors 

used in both the cyc and side lights were red, green, and 

blue, which eould be mixed to achieve any color desired. 

The side lights also served as filler illumination during 

the musical numbers, usually accompanying the follow spot. 

The only special lighting effeets were the strobe 

light used in the silent movie sequence of "All for the Best, 

and a gobo used in the "Finale." A gobo is a piece of tin 

cut in a pattern and placed in front of a lighting instru-

ment. The light beam produced by that instrument will be 

the shape of the gobo. In this case it was in the shape 

of a cross. 

The lighting used otherwise was a general illumina

tion achieved with the McCandless system. The right and 

left aisles were treated as special áreas and lit only 

when there was action staged in those áreas. (In the list 

of Technical cues in the Prompt Script, Appendix, the 

Useof these lights is designated by "L side special," 

"R Side special," or "Side specials," when both were used 

together.) The stage área and forestage were lit the entire 
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Lme, except during a musical number. (In the list of 

schnical cues in the Prompt Script, Appendix, the use of 

lese lights is designated by the term "stage.") 

Photographs of the lighting effects are Figures 25-

0. These figures are the major lighting changos. (Eaeh 

igure is identified by a reference to the point in the 

rompt Script, Appendix, at which the execution of the 

ffect had taken place. Eaeh major light cue in the Prompt 

cript also includes a reference to the figure illustrating 

he effeet achieved by that cue.) 

Makeup 

The makeup in Godspell serves a unique function in 

;he action of the play. Jean-Michael Tebelak employed 

lakeup as a dramatic device marking the beginning and the 

índ of Christ's ministry. It is applied by the actors 

>nstage after David is introduced as Christ in "Save the 

*eople" and is removed during the last supper. The 

ictors also used their makeup to symbolize their charac-

•ers' individual traits. Therefore the actors designed 

•l̂eir own makeup. 

Because nine of the characters applied and removed 

êir makeup in front of the audience, there were certain 

uidelines that had to be followed in the designing of 

ê makeup. Time of application was limited, so the 

atterns had to be simple and monochromatic. It was 
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F i g . 25 .—Opening o f t h e House 
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Fig. 26.—"My ñame is known . . ." 

Fig. 27. "I honour and love you 
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Fig. 28.—". . . babble, babble . . . " stage right 

LO. 29. — ". . . babble, babble . . . " stage left 
Fig 



84 

Fig. 30. —". . . high above the Rabble 
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Fig. 31.—Music cue: "Prepare Ye' 

Fig. 32.—"You viper's brood 
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Fig. 35.—Music cue: "Bless the Lord" 

Fig 
36. — ". . . He will not always chide . . ." 
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Fig. 37. ". . .He pardons all thy sins . . ." 

Fig. 38.—"Therefore I bid you 
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Fig. 39. —". . . when men shall revile you . . 

Fig 40. ". . . Look what it says . . ." 
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F i g . 4 1 . — M u s i c c u e : "Al l f o r t h e B e s t " 

Kfjr'i ij^ "j • • feí.'' 

Fig. 42.—Group entrance: "All for the Best" 
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Fig 43.—Ad-lib at the end of "All for the Best" 

Fig. 44.—Last verse; "All Good Gifts" 
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F i g . 4 5 . — " . . . R i g h t - l e f t . . . 
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Fig. 46.—Music cue: "Light of the World" stage right 

Fig 47.—Music cue: "Light of the World" stage left 
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Fig. 48 .—Intermiss ion 
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Fig. 49.—Music cue: "Learn Your Lessons Well" 

Fig. 50.—Music cue: "Turn Back, O Man" 
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Fig. 51.—"Turn back, O man . . 

Fig. 52.—". . . Turn back, O man 
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Fig. 53.—". . . See you later . . . 

Fig. 54.—Pharisees' entrance 
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Fig. 55.—Music cue: "Alas for You" stage right 

Fig 56. Music cue: "Alas for You" stage left 
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F i g . 5 7 . — " . . . B l i n d g u i d e s . . . " 

F ig 
5Q^ ., ̂  , . i f t h e h o u s e h o l d e r had known . . . " 
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Fig. 59.—"Ñor do I condemn you . . ." 

ig. 60. — ". - . the man they called Judas 
Fig 
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Fig. 61.—". . . when the Son of man comes . . . 
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Fig. 62.—"Go take your place . . . 

Fig. 63.—". . . Boom, chick-a-boom . . . 
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g. 64.—". . . Grant us hope from earth to rise . . . 
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Fig. 65.—Music cue: "Day by Day 

Fig. 66.--Pólice whistle blast 
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Fig. 67.—"Take this and eat . 

Fig. 68.—Music cue: "On the Willows" 
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Fig. 69.—". . . while I go . . . 

Fig. 70.—". . . Everyone else may fall away . . ." 
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Fig, 71.—". . . the son of God . . . 

Fig. 72.—John's entrance 
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Fig. 73.—John drags David to fence 
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F i g . 74 .—Mus ic c u e : " F i n a l e " 

F i g . 7 5 . — " . . . Oh God, I ' m d y i n g 
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Fig. 76.—". . . Oh God, I'm dead . . ." 

Fig. 77.—Last: ". . .Oh God, You're dead" 
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Fig. 78.—". . . Long live God . . . 

Fig. 79.--". . . Prepare ye . . . 
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F i g . 80.—End of Aet I I 
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necessary to the action of the play that the makeup be 

entirely removed at the last supper, so eaeh actor wore 

a minimal amount of base makeup as they made their en

trances. After "Save the People," the cast members were 

divided into pairs and eaeh actor applied his partner's 

makeup v;ith commercial eyeliner wands. The makeup con

sisted of a simple design drawn on the face, which symlDol-

ized eaeh character's most important individual character 

trait. The minimal amount of base makeup prevented the 

concentrated eyeliner wand from soaking into the skin and 

leaving part of the eyeliner color in the pores of the skin 

after its removal. The base color had to be similar to the 

actor's natural skin color, so there would be no great 

color differenee between the áreas with and without makeup 

after the last supper. 

David's makeup was applied before the opening and 

was not removed. His makeup was a sunburst motif in 

yellow and red. These colors earried out the color 

scheme of the costume. 

John's makeup was applied by David. It was a star 

motif done with brown eyeliner wand on the right cheek. 

Pam's makeup was applied by Jimmy. It was a large 

heart done with pink lipstick \7and on the right cheek. 

Johnny's makeup was applied by Toni. It was a half-

circle under the left eye and a question mark on the right 

cheek, both done with brown eyeliner wand. 

file:///7and
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Toby's makeup was applied by Luke. It was the 

zodiac symbol for Gemini done with tangerine eyeliner wand 

on the right cheek. 

Janet's makeup was applied by Sandi. It was a 

lollipop done with blue/green eyeliner wand on the left 

cheek. 

Jimmy's makeup was applied by Pam. It was a large 

daisy done with blue frost eyeliner wand on the left cheek. 

Luke's makeup was applied by Toby. It was a 

triangle done with blue frost eyeliner wand under the right 

eye. 

Toni's makeup was applied by Johnny. It was the 

zodiac symbol for Taurus done with tangerine eyeliner wand 

on the right cheek. 

Sandi's makeup was applied by Janet. It was a 

smiling face done with green frost eyeliner wand on the 

left cheek. 

Publicity 

The publicity campaign was concentrated in three 

áreas: posters, direct mailing, and publicity releases 

to the campus and local newspapers. 

The poster design was done by art student Mark 

Burdett, and is pictured in Figure 81. The primary colors 

were chosen to support the childlike qualities of the 

production, and to make the poster as visible as possible. 
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GODSPELL 

L AíiORATORVBTHtfTHi ._ 

1 I I LABORATORY THEATRE 
1 l l 1 FEB.6,7,9,10,ni2,13&14at8:15 
V J VJ FES. Sat 7=000X19=30 
^ ^ ^ ^ TICKET SALES BEGW JAN. 27 

Fig. 81 .—Poster Design 
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On yellov; stock, the red Superman motif, chosen to support 

the motif used in David's costume, was earried out in a 

stained glass window design across the top one-quarter 

of the poster. The bottom three-quarters of the poster 

were blocked out in blue, with the lettering and a stylized 

cross remaining in yellow. This design combined the 

religious themes with a modern motif in a striking color 

combination. 

A direct mailing was sent to all the directors of 

education at the local churches. Godspell's content was 

of potential interest to these groups, and the production 

served as an opportunity for a wider community exposure for 

the Laboratory Theatre. This mailing went out the second 

week in January, prior to the opening, and offered advance 

ticket reservations for church groups. 

The first publicity reléase was a tryout announce

ment. The second publicity reléase was a simple cast 

announcement. These were the only releases of the fall 

semester. The remaining releases were used to spotlight 

individuáis on the production staff. These stories were all 

released during the semester break and the spring semester. 

The second story concentrated on the cast, the director and 

the choreographer, and was released three weeks before 

opening. The third story concentrated on the musical 

director and the musicians, and was accompanied by a picture 

spread. This was released one week prior to opening. 
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Because most of the production work was done in the semester 

break, and the campus newspaper does not publish during 

this break, most of the news releases appeared only in the 

local newspaper. These releases are reproduced in 

Figures 82-87. 

Many other publicity schemes were discussed, but 

the early sell-out of the run made their use unnecessary. 
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The University Pail^, October 29. 1974 

Tryouts for 

Godspell bec în 

this Thursday 

Tryouts will be held Oct. 31, 
Nov. 1 and 2, for the 
Laboríitory Theatre's up-
coming production of Jean-
Michael Tebelak's rock 
musical "Godspell." 

The show will be direeted by 
Jan Slusher, with music 
direeted by Susan Cárter and 
choreography by Luke Kalich. 

Auditions are open to all 
Tech siudents wiih In
formation now available in the 
box offices of both the 
Laboratory Tlieatre and the 
University Theatre. 

Production dates for this 
musical versión of the Gospel 
aecording to St. Matthew, are 
Feb. 6 through Feb. 14, ir. the 
Laboratory Theatre of the 
Speech Building. 

Fig. 82.—Reléase #1—Tryout Announcement 
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•LUBBOCK AVALANCHE-JOURNAL—Sunday Morning. November 17. 1974 

^Godspeír 

Cast Namecl 
The cast and technical per-

sonnel have been chosen for the 
Toxas Tech Laboratory Thea-
trc's production of Jean-Michael 
Tebelak's musical, "Godspell." 

Performances are schcdulcd 
P êb. 6-14. 

"Godspell." based on the Gos
pel aecording to St. Matthew, 
vviJI be direeted by Jan Slusher 
in fuUillmcnt of requirements 
for a master's degree. ?viv¡sical 
director will be Susan Cárter, 
with choreontaphy by Luke 
KahHch. I>ynn Young will be ?,s-
sistant director. 

Stuart John will design the 
sets and Rosemary Parks the 
costumes. 

Cast for the all-student pro
duction includes David Barton, 
a sophomore pre-pharmacy ma
jor, <is Stcphen-Jesus. and John 
Hildreth, a dr: ma major, as 
David-Jvdus-John the Baptist. 

Others will be Kahlich, gradú
ate drama n.ajor. as Jeffrey: 
Johnny McColIum. gradúate 
theater arts major, as Herb; 
Jim Oüom, freshman theater 
arts major, as Lámar; Pam 
Wallace, jimior theater arts 
major, as Joanne; Sandi Zinn, 
ñ'esimran psv J.iy:)logy major, as 
Gilmer; Toby Probasco, júnior 
psychology major, as Sonia; 
Toni Cobh, júnior theater arts 
major, as Robin; a:id Janet Sit-
tig. júnior clcmentary education 
major, as Peggy. 

Fig. 83.—Reléase #2—Cast Announcement 
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10 Performances Of 'Godspelí' 
Sclieduled At Tecli Lab Theatre 
j .n upbcat versión of "the 

grcateít story ever told" will 
be prcscnted next month on the 
stcEe of the Texas Tech Univer-
sit r Laboratory Tncatre. 

•; "he show will bo the popular 
an I critically acclaimod "God
spell," seen by millions on the 
stage in New York and through
out the country, and on the 
mplion pictiu"e scrcen, 

Icn performances of the 
Jonn-Michaol l'ebelak-Stephcn 
Scnwartz musical are schcd
ulcd. Tickets will go on sale 
[Monday at the Lab Theatre box-
office in the Tech Speech Kuüd-
ijn;;. The telcphone is 742-2151. 

Tickets will be priccd at 73'with the audience. 
ccniá íor stuclcnts with a Tech "Godípeli" will be Miss 
ID. $1.50 for general admission.siusher's first major directing 

Performances will be at 8:15 effort since she bogan her grad-
ip.m. Feb. 6, 7. 9. 10, 11, 12, 13¡uate studies. She has performed 
jand 14. and at 7 and 9:30 p.m. in .several productions at the 
iFeb. 8 (Saturday). ilarger University Theatre—I 
• The Tech cast will Include',"What The Bullcr Saw" and¡ 
John Hildreth as Judas-Johnrindians" for c.xample—and has| 
the Baptist. David Barton as directing credits from ¡ler un-i 
Jesús, and Toni Cobb. Toby dergraduatc days at the Univer-i 
í^robasco, Sandi Zinn, Pom^sity of Tc.xas at El Paso. | 
Wallace. Janet Sittig, Luke,; i-íahlich designed t!ie chore-
Johnny Î IcCoUum xaid Jimmyiography for the University 
Odom as followevs cf Jesús. 'Xhcutrc's production of "Faus-: 

Directing "Godspell" will be tus!". ' 
Tech gradúate student Jan ' - ———'-' 
Slusher, who hopos to base her 
master's thcsis on tlic upconiing 
Lab Theatre production. 

Fitting the show's cxuberancc 
onto the small Lab Theatre 
stage (the aruditorium scats 100) 
is one of tho problems Miss 
Slusher must solvc. Despite the 
restrictions, the director said 
she is looking íorward to the 
advantages the theater ofíers 
rather íhan the limitations. 

"It's a very vibrant produc
tion. I'd enjoy playing in it 
some day, but I don't knowl 
which role I'd rather have."' 
she said. "The Lab is a good 
place to do 'Godspell' because| 
it puts the cast much closer to, 
the audience. I think the dimcn-i 
sions will offcr some added vi-' 
tality to the production." 

Unlikc Miss Slusher, "God
spell" choreographer Luke Kah
lich won't have to be satisficd 
with watcliing the show. As 
well as coordinating the dance 
segments, he will portray one 
of the foHowens of Jesús. 

Kahlich, another theater arts 
gradúate student, also wiU be 
concerned with bringing out the 
magie of "Godspell" within the 
confines of the Laboratory The
atre. By necessity, tlie actors 
vvlll íind tiiemselves within 
touching distance of the audi-¡ 
once in many instanccs; Kah-¡ 
lich, at the suggcstion of the| 
director, has designed chorcog-' 
raphy that will cali for consi
derable performer involvcmcnt 

Fig. 84. Reléase #3—Director and Choreographer 
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CódspeW To Open "^ch 
The gospel aecording to St. 

Matthew and two young 
Americans comes to the stage 
of Texas Tech's Laboratory 
Theatre this week. 

Whe popular musical 
"God.spcll." whose Christ 
figure wears a Supermaa 
emblem and sings upbeat 

music and lyrics. opens 
Thursday for the first of 10 
performances. Curtain time 
will be 8:15 p.m. nightly 
rlirough Feb. 14. with the ex
cept ion of Saturday when 7 
and 9:30 p.m. performances 
areplanned. 

Tech gradúate student Jan 

Slusher will direct John-
Michael Tebelak and Stephen 
Schwartz's hit musical. Mrs. 
Susan Blinderman Cárter is 
music director. In the cast are 
David Barton as Cli7ist, John 
Hildreth as Judas-John the 
Baptist, and Toni Cobb, Toby 
Probasco, Sandi Zinn. Pam 
Wallace, Janet Sittig. Luke, 

Johnny McColluin and Jimmy 
Odom. 

Mrs. Cárter also was music 
director for the Lab's 1%8 
production of the protest-cra 
musical "Viet líock." She isa 
local music teaeher. 

Songs from the "Godspell" 
score include "Day By Day, ' 
"Bless The Lord," "God Savo 
The Peoplo." "Prepare Ye 
The Way of the Lord," "WF 
Besecch Thee." "Where Are 
You Going." and "Learn Yoür 
Les.sons Well." 

Mrs. Cárter wiil be per-
forming doublc duty for the 
Lab's "Godspell," also play
ing the piano in the sevcn-
piece combo which will peí -
form Schwartx' lively scorc. 
Other members of the group 
are Mrs.. Carters husband. 
Cary, on rliythm guitar; Joe 
Don Davidson, load guitar; 
Greg liyer and Lanny Fiel, 
acoustic guitars: Barry 
Bishop, drums, and D.G. 
Flcwellcn. bass. 

"Godspell" tickets are pric
cd at $1.50 for general ad-
mission, $75 ccnt.s tur Tech 
siudents with IDs. The L;<b 
Theatre bo.v oftice telephunc 
number iS 742-2151. 

Choreography io! the Tech 
production was designrnl hy 
Luke Kahlich. ^ 

Fig. 86.—Reléase #4—Musical Director and Musicians 
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The University Daily, February 6, 1975' 

/•^^ ^ -' • '^"/k 

'Godspell' cosí 
Cast members for "Godspell", scheduied to open at Tech's 
Laboratory Theatre today, assemble during a recent 
rehearsal. David Barton (lovver left) will portray Jesús in the 
Theatre's versión of the popular musical. Other cast 
members include (clockwise from Barton) Janet Sittig, 
Johimy McCoIlum, Jimmy Odom, Para Kopriva Wallace, 
Luke Kahlich, Sandy Zinn, John Hildreth and Toby Probasco. 
Lab Theatre offícials said all 10 performances are sold out. 
(Photo by Terry Smith) 

Fig. 87.—Reléase #4—Picture Spread 



CHAPTER III 

AUDITIONS, REHEARSALS, AND PERFORMANCES 

Auditions 

Because of the nature of the script, the auditions 

for Godspell were held in three áreas: acting, singing and 

dancing. The sessions were arranged so that anyone wishing 

to try out had an opportunity to audition in eaeh of the 

three áreas at least two times. 

Tlie tryouts were publicized in two ways. The first 

was an article in the campus newspaper (see Fig. 82). 

The second was a poster campaign. Posters were put up 

around campus, with special attention pald to the music 

and dance buildings. Audition Information, which contained 

the dates of the auditions, where the auditions were being 

held, what attire was appropriate for auditions, and what 

would be expected from eaeh actor who auditioned, was 

available at the box office of the Laboratory Theatre one 

week prior to the first scheduied audition date. 

Luke Kahlich, the choreographer, looked for three 

things in the dance auditions: the ability to pick up 

steps quickly, rhythm and performance cjuality. During the 

auditions he divided performers into groups of three and 

instructed eaeh group in two combinations of steps from 

his choreography that would enable the actors to demónstrate 

124 
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their ability in these qoialities. The actors then performed 

these combinations. 

Susan Cárter, musical director, tested the actors' 

volees in three ways. After a vocal warm up, eaeh actor 

sang a prepared selection of his cholee. After listening 

to him, Mrs. Cárter tested his tonal memory and sight 

singing ability. 

The amount of improvisational blocking in Godspell 

necessitated unusual acting audition material. Eaeh 

aspirant was required to read one of twelve readings pro

vided in the audition material. These were divided in 

half, with six readings for men, and six readings for 

35 „^ women. The women's readings were: 

1. "I honor and love you: but I will obey God 

rather than you, and while I have life and strength I 

shall never cease from the practice and teaching of philo

sophy. For know that this is the command of God: and 

I believe that no greater good has ever happened in the 

State than my service to the God. For I do nothing but 

go about persuading you all, oíd and young alike, not to 

take thought for your persons or your properties, but 

first and chiefly to take eare about the greatest improvement 

The readings taken from the script (Godspell, 
Jean-Michael Tebelak, Theatre Maximus, 1971) will be 
designated by the title of the play, followed by the page 
on which the speech is loeated. 
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of the soul. This is my teaching and if this is the 

doctrine which corrupts the youth, then I am a mischievous 

person." (Godspell, p. 1) 

2. "There once was a rich man whose land yielded 

heavy crops. He debated with himself: 'Oh what am I to 

do?' he said. "I have not the room to store my produce. 

Ah, this is what I will do,' he said. "I will tear down 

my storehouses and build them bigger. I will collect 

in them all my corn and popcorn and tuna surprize and M&M' s 

and then I will say to myself: "Man, have you got plenty 

of good things laid by you, enough to last many years. 

Take life easy. Eat. Drink. Enjoy yourself."' But 

then God said to the man, 'You fool, this very night you 

must surrender your life. You have made your money. Who 

will get it now?'" (Godspell, p. 24) 

3. "A man was on his way from Jerusalem to Jericho, 

when he fell among robbers who beat him, stripped him and 

left, leaving him half dead. It so happened that a priest 

carne upon him, but when he saw him he went past on the 

other side. So, too, a judge came to the place and saw 

him and went past on the other side. But a Samaritan 

who was making the journey came upon him, and when he saw 

him, was moved to pity. He went up and bandaged his 

wounds, bathing them in oil and wine. Then he put him 

onto his own beast, brought him to an inn and looked after 

him there. The next day he produced two pieces of silver 
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and gave them to the innkeeper and said, 'Look after him 

and if you spend more, I will repay on my way back. ' " 

(Godspell, p. 18) 

4. "Once there was a judge in a certain city that 

respected neither God ñor man. A widow in that city kept 

coming to him saying, 'Give me my rights against my 

opponent.' For a time he refused, but finally he thought, 

'I eare little for God or man, but this widow is wearing 

me out. I am going to settle in her favor—lest she 

weary me.' The Lord said, 'Listen to what the corrupt 

judge has to say. Will not God then do justice to his 

chosen who cali out to him day and night? Will he delay 

long over them, do you suppose?' I tell you he will give 

them swift justice. But when the son of man comes, will 

he find faith on earth?" (Luke 18:2-8, NAB) 

5. "Two men went up to the temple to pray; one a 

Pharisee, one other a tax collector. The Pharisee with 

head unbowed prayed in this fashion: 'I give thanks O 

God, that I am not like other men—grasping, crooked, 

adulterous—or even like this tax collector. I fast twice 

a week and pay tithes on all that I possess.' The other 

man, however, kept his distance, not even daring to ralse 

his eyes to heaven. All he did was beat his breast and 

say: «o God be merciful to me, a sinner.• Believe me, 

this man went home from the temple justified, while the 
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other did not. For everyone who exalts himself shall be 

humbled, while he who humbles himself shall be exalted." 

(Luke 18:10-14, NAB) 

6. "Bless the Lord O my soul: and all that is 

within me bless his holy ñame. Bless the Lord O my soul: 

and forget not all his benefits. Who forgiveth all thine 

iniquities, who healeth all thy diseases. Who redeemeth 

life from destruction, who crowneth thee with loving 

kindness and tender mercies. Who satisfieth thy mouth 

with good things; so that thy youth is renewed like the 

eagle's. The lord is merciful and gracious, slow to anger 

and plenteous in mercy. He will not always chide; neither 

will he keep his anger forever." (Psalms 130:1-9, NAB) 

The men's readings were: 

1. "My ñame is known: God and King. I am most 

in majesty. In whom no beginning may be and no end. High-

est in potency I am and have ever been. I have made the 

stars and planets in their courses to go. I have made a 

moon for the night and a sun for the day also. I have made 

earth where trees and grasses spring. Beasts and fowl, 

both great and small, all thrive and have my liking. I 

have made all of nothing for man's sustenation, and of 

this pleasant garden that I have most goodly planted I 

will make him gardener for his own recreation." (Godspell, 

P. 1) 
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2. "You viper's brood 1 Who v/arned you to escape 

from the coming retribution? Then prove your repentance 

by the fruit it bears; and do not presume to say to your-

selves, 'We have Abraham for our father.' I tell you 

that God can make ehildren for Abraham out of these stones 

here. Already the axe is laid to the root of the tree and 

every tree that fails to produce good fruit is cut down 

and throv/n on the fire. I baptizo you with water for 

repentance; but he who comes after me is mightier than I. 

I am not fit to take off his shoes. He will baptizo you 

with the Holy Spirit and with fire." (Godspell, p. 4) 

3. "Once upon a time there was a man who had two 

sons and the younger said to his father, 'Father give me 

my share of the property.' So he divided his estáte 

between them. A few days later the younger son turned the 

whole of his share into cash and left home for a distant 

country, where he squandered it in reckless living. He 

had spent it all, when a severo famine fell on the country 

and he began to feel the pinch. So he deeided to attach 

himself to one of the local landowners who sent him out 

on the farm to mind the pigs. He would have been glad to 

fill his belly with the pods that the pigs were eating, 

but no one gave him anything. Then he came to his senses 

and said, 'How many of my father's servants have more food 

than they can eat and here am I starving to death. I will 

set off and I will go to my father and I will say to him: 
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"Father, I have sinned against God and against you, I am 

no longer fit to be called your son; treat me as one of 

your pald servants."' So he set out for his father's 

house, but while he was still a long way off his father 

saw him and his heart went out to him (lub-dub, lub-dub) . 

The son ran to meet his father, threw his arms around him 

and kissed him saying: 'Father I have sinned against God 

and against you. I am no longer fit to be called your 

son; treat me as one of your pald servants.' 'Kvick 

fetch me my robe, my best one, put a ring on his finger 

and shoes on his feet and bring the fatted calf and kill 

it—a nice Koshur vun—and let us have a veast to celé

brate the day, for this son of mine was lost and is found.' 

and the festivities began." (Godspell, p. 36) 

4. "Thou shalt love the Lord your God, with all 

your heart and all your soul. This is the greatest 

commandment of them all and the second is like it; Thou 

shalt love thy neighbor as thyself. All the rest of the 

Law and all the prophets have written, is based on these 

first two. The doctors of the law and the Pharisees sit 

in the chair of Moses, therefore listen to what they say, 

pay attention to their words but do not follow their 

practices. For they say one thing and do another. They 

make up heavy packs and pile them on men's shoulders and 

they don't raise a finger to lift the load themselves. 
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Everything they do is done for show. Oh, they go about 

wearing broad phylacteries with large tassels on their 

robes. They like to have their place of honor at feasts 

and at the synagogues and to be greeted respectfully in 

the streets and to be called teaeher. But you must not 

be called teaeher for you have one teaeher: the Messiah, 

and you must not cali any man on earth Father for you have 

only one father and you are all brothers, and you must 

cali no man on earth Rabbi for you have one Rabbi and he 

is in heaven." (Godspell, pp. 44-45) 

5. "Now, when the son of man comes in all his 

glory with all his ángels v/ith him, he will sit in state 

on his throne with all the nations gathered before him 

and he will sepárate them into two groups as a shepherd 

sepárates the sheep from the goats and then he will put 

the sheep on his right and the goats on his left and then 

he will say to those on his right, 'You have my Father's 

blessing. Come and enter the kingdom that has been ready 

since the world was made. For when I was hungry you gave 

me food, and when I was thirsty you gave me drink, when 

I was naked and without a home you took me into your 

house, and when I was ill and in prison you came to my 

aid.' And then they will say to him: 'Master when was it 

we saw you hungry and gave you food or thirsty and gave you 

drink? or in prison and helped you?' And then he will say 

to them: 'Anything you did for one of your brothers here. 
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however humble, you did for me. ' Then he will say to those 

on the left: 'A curse upon you. You go from my sight to 

eternal fire, to the eternal fire that has been ready for 

you, with the devil and his ángels, for when I was hungry 

you didn't give me anything to eat, \fhen I was thirsty you 

didn't give me anything to drink, when I was naked and 

without a home, you didn't come to my aid.' And they will 

say to him: 'Aw, master, if we'd known it was you we 

woulda taken you around the córner for a cup of coffee.' 

And then he will say to themt 'Anything you did not do 

for one of my brothers here, however humble, you did not 

do for me. Go and take your place in eternal punishraent. 

But the righteous shall have eternal life.'" (Godspell, 

p. 51) 

6. "Woe to you, Scribes and Pharisees, you fraudsl 

You shut the doors of the kingdom of God in men's faces, 

neither entering yourselves ñor admitting those who are 

trying to enter. Woe to you Scribes and Pharisees, you 

fraudsl You travel over the land and sea to make a single 

convert, but once he is converted you make a devil of him 

twice as wicked as you are yourselves. It is an evil 

day for you, blind guides, blind fools. Thus you show 

that you are the sons of the prophet's murderers. Now it 

is your turn: fill up the vessel measured out by your 

forefathers. Viper's nest, brood of serpentsl How can 

you escape condemnation to Genhenna? For this reason I 

file:///fhen
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will send you prophets and wise men and scribes. Some 

you will kill and crucify, others you will flog in your 

synagogues and hunt down from city to city until retribu

tion overtakes you for all the blood of the just ones shed 

on the earth, whom you murdered between the temple building 

and the altar. All this I assure you will be the fate 

of the present generation." (Matthew 23:2-12, NAB) 

After reading his selection, eaeh actor was required 

to perform one individual mime chosen from a list of 

scenarios provided in the audition material. The individual 

mime scenarios were: 

1. You have found a large trunk, loeked and pre-

sumably filled with jewels. You must open the trunk. The 

only available tool is a screwdriver. 

2. You are in a storage room looking for a lost 

parcel. You look through the room, lifting many large and 

heavy boxes, until you find the proper parcel. 

3. You are in the boiler room of a large ship, 

trying to lower the steam pressure by turning a valve 

that is very still. The metal is becoming hotter and 

hotter. 

4. You have been in a mine disaster. You try 

single-handedly to pulí away the debris (including rocks 

and timbers) covering a fellow miner. 

5. You are pulling the rope attached to a heavy 

hell in the belfry of a church. 
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6. You try to put on a rubberized skin diving 

suit that is too small for you. 

7. You try to put diapers on a baby who will not 

lie still but continúes to roll over. 

8. You try to cross an ice skating rink without 

wearing skates. 

9. You carry a large bucket completely filled with 

water across the stage, being careful not to spill any 

of the water. 

10. You wrap a large, heavy parcel with wrapping 

paper and rope. 

11. You try to take a photograph of the profile 

of a baby who is crawling around the lawn. 

12. You are a custom taller fitting a client 

for a dress suit. 

13. You carry an awkward load of books a consider

able distance from one bookcase to another. As you near 

your destination, the books begin to slip out of your 

grasp. 

14. You shovel snow from a walkway that is exceed-

ingly slippery. 

15. You mow a lawn cluttered with small stones 

that hamper proper mowing. 

When all the actors had completed this phase, they 

were divided into groups and asked to prepare an improvisa

tional scene, with one narrator and the rest of the people 
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miming the story. Scenarios for this phase were also 

provided in the audition material. The group improvisa

tional scenarios were: 

1. (seven people) 

Narrator: The reign of God may be said to be like 

a king who deeided to settle accounts with his officials. 

When he began auditing, one was brought in who owed him a 

huge amount. As he had no way of paying it, his master 

ordered him to be sold, along with his wife, his ehildren 

and all his property in payment of the debt. At that time 

the official prostrated himself in homage and said, "My 

lord, be patient with me and I will pay you back in full." 

Moved with pity, the master let the official go and wrote 

off the debt. But when that same official went out he 

met a fellow servant who owed him a fraction of what he 

himself had owed. He seized him and throttled him. "Pay 

me back what you owe me," he demanded. His fellow servant 

dropped to his knees and began to plead with him, "Just 

give me time and I will pay you back in full." But he 

would hear none of it. Instead he had him put in jail 

until he paid back all he owed. When his fellow servants 

saw what had happened they were badly shaken and went to 

their master to report the whole incident. His master 

sent for him and said, "You worthless wretchl I canceled 

your entire debt when you appealed to me. Should you have 

not dealt mercifully with your fellow servant, as I 
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dealt with you?" Then, in anger, the master handed him 

over to the torturers until he paid back all that he owed. 

My Heavenly Father will treat you exactly the same way 

unless eaeh of you forgive his brother from his heart. 

2. (eight people) 

Narrator: A man was on his way from Jerusalem 

to Jericho, when he fell in among robbers who beat him, 

stripped him, and left him half dead. It so happened that 

a priest came upon him, but when he saw him he went past 

on the other side. So too, a judge came making the journey 

and when he saw him he went past on the other side. But a 

Samaritan who was making the journey came upon him and 

was moved with pity, when he saw him. He went up and 

bandaged his wounds, bathing them in oil and wine. Then 

he put him on his own beast and brought him to an inn 

and looked after him there. The next day he produced two 

pieces of silver and gave them to the innkeeper and said, 

"Look after him and if you spend more I will repay on my 

way back." 

3. (four people) 

Narrator: Once there was a rich man who dressed 

in purple and the finest Unen and feasted splendidly 

every day. At his gate lay a beggar named Lazarus who 

was covered with sores. Lazarus longed to eat the scraps 

that fell from the rich man's table. The dogs even came 

and licked his sores. Eventually the beggar died. He was 
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earried away by ángels to the bosom of Abraham. The rich 

man likewise died and was buried in Hades where he was in 

torment. He looked up and there far away, was Abraham, 

with Lazarus cióse beside him. He said, "Oh father 

Abraham, have pity on me; send Lazarus to dip the tip of 

his finger in water to cool my tongue for I am in torment 

in this fire." Abraham said, "Remember my child, that all 

the good things fell to you while you were on earth and all 

the bad to Lazarus and now it is he who has consolation 

here and it is you who are in agony. But that ain't all; 

there's a great chasm fixed between us and nobody from 

your side who wants to cross it can, and no one from our 

side who wants to cross it can either." Then the rich man 

said: "Then, Father Abraham, send Lazarus to my father's 

house where I have flve brothers to warn them that they 

too may not com.e to this place of torment." And Abraham 

said, "They got Moses and the prophets, let ' em listen to 

them." "But if someone should rise from the dead," the 

rich man said, "then they would listen." Abraham replied, 

"Look, if they don't listen to Moses and the prophets 

they ain't gonna listen to nobody, even if someone should 

rise from the dead. Yuk, yuk, yuk, yuk, yuk, yuk, yuk." 

4. (three people) 

Narrator: One day a farmer went out to sow. Part 

Of what he sowed landed on a footpath where birds came 

and ate it up. Part of it fell in rocky ground where it 
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had little soil. It sprouted at once since the soil had 

no depth, but v/hen the sun rose and scorched it, it began 

to wither from laek of moisture. Again part of the seed 

fell among thorns, which grew up and choked it. Part of 

it finally fell on good soil and yielded grain a hundred 

fold. 

These scenarios are adaptations of materials taken from 

Saint Matthew (NAB, GNFMM) and the script. 

The aspirants were judged on vocal qualities, 

reading ability, proficiency in mime and improvisation. 

At the conclusión of the open auditions, the 

director, musical director and choreographer met to choose 

the people they wished to see again. This cholee was 

accomplished through discussion, in some cases, with an 

informal vote. The callback auditions were held two 

days after the last open audition. The callback auditions 

were held collectively so that the director, the musical 

director and the choreographer might judge the overall 

proficiency of eaeh actor. The same audition material that 

was used at the open auditions was used at the callback 

auditions, except in the acting área. Scenes from the 

script were used instead of individual readings. This 

material was as follows: (unit numbers refer to the 

structural units as marked in the Prompt Script, the 

Appendix) 
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Unit # 

4 

7-8 

Characters 

David, Stephen 

Cast 

Explanation 

Baptism of Christ 

Parable of the 
unjust judge and 
parable of the 
Pharisee and the 
tax gatherer 

18 

25-28 

33 

47 

David, Robin 
Gilmer 

Cast 

Peggy, Sonia 
Stephen, Joanne 

Robin, Herb 
David, Stephen 
Jeffery 

Parable of rich 
man and Lazarus 

Beatitudes 

Parable of the 
sower and the seed 

Questioning of 
Christ by Pharisees 
and scribes 

After the callback auditions, the director, the 

musical director and the choreographer met again to discuss 

the casting of the play. The determining factor was a 

combination of acting and singing ability. Unfortunately 

this put the choreographer at a distinct disadvantage. 

However, very few of the actors who auditioned were skilled 

in all three áreas, and by mutual consent, the singing 

and acting were deemed the most important. Parts were 

assigned, except the roles of Stephen and David, with 

regard to vocal range (i.e., a tenor for Lámar, or an 

alto for Sonia, etc.). The ten people who were cast all 

had good volees and exceptional interpretive ability. Of 

these ten, only two of the cast had serious problems with 

dance. Overall, the cast was a strong, cooperativo and 



140 

talented one. The cast was announced by means of posting 

the morning after the callback auditions. 

Rehearsals 

The nature of the rehearsal period and the con-

flicts with previous obligations of cast members required 

an unusual rehearsal schedule. The rehearsal schedule 

was roughly divided into three periods: November 6 through 

December 13, falling within the fall semester; January 6 

through January 19, during the semester break; and 

January 20 through February 5, in the spring semester. The 

general goals of eaeh period will be discussed first. This 

will be followed by a closer examination of what v̂ âs 

accomplished in the áreas of dance, music and action. 

In the fall semester the rehearsals were confined 

to learning the music and the dance steps. The musical 

director and the choreographer determined the rehearsal 

schedule and what was to be accomplished at eaeh session. 

The primary objective of these rehearsals was the memori-

zation of the music and familiarization with the dance 

steps to be used in the choreography. The rehearsals 

were arranged so that memorization of the script eould be 

concentrated on during the intensified rehearsal period 

during the semester break. 

The cast was informed that they had to return 

early from the semester break. In the two weeks before 
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the spring semester commenced, the brunt of the technical 

work was done by the cast. The set and costumes were 

constructed, and the properties were gathered. Also during 

these two weeks the blocking was done, the Unes were 

memorized, the choreography was staged and the run-

through rehearsals were begun. 

The remaining rehearsals, during the spring 

semester, were divided into periods for working scenes and 

for run-throughs with music. 

Dance rehearsals were divided into two parts. 

First, warm-up exercises were done. These were conditioning 

and stretching exercises including modifications of the 

Luigi jazz technique. The amount of time spent in warming 

up was slowly diminished as body tone was built up. The 

rest of the time was spent in learning and working the 

steps. The choreographer waited to stage the dances until 

the semester break when the stage with the completed set 

was available. 

The music rehearsals started with a vocal warm-up. 

The preliminary activity completed, the cast carefully 

learned the music and discussed its interpretation. After 

a number of sueh rehearsals, the music was memorized. 

The rest of the music rehearsals, therefore, were used to 

polish the songs. Mrs. Cárter arranged individual music 

rehearsals with eaeh actor. This was done to cover any 
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musical or interpretive problems the actor might have 

with his solo or with the chorus parts. 

The acting rehearsals fell into the usual cate

gories: reading/analysis, blocking, polishing, memorizing, 

running through, and the technical and dress rehearsals. 

Reading/analysis rehearsals occurred during the fall 

semester. Blocking, polishing, memorization and the first 

run-through rehearsals occurred during the semester break. 

Additional run-throughs and technical and dress rehearsals 

occurred during the spring semester. 

One read-through of the play was held immediately 

after casting. At this rehearsal the musical director 

and the choreographer (who was also a member of the cast) 

were present. The parts were read with everyone singing 

all the music. This was to familiarizo the actors with 

the script and music. 

The analysis of the play was held next. The actors 

and the director were present for this. The characteriza

tions and the director's concept were discussed. This 

was done to give the actors the opportunity to vocalizo 

their thoughts about their characters, and to acquaint 

the actors with the director's concept. This also helped 

the director find potential trouble áreas in the character

izations. 

The blocking rehearsals were used to add movement 

to the script. Because of the improvisational nature of 
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the script, the actors determined and perfeeted the 

pantomimos accompanying the parables. This was done in a 

series of rehearsals called mime rehearsals. The cast 

was given the stage setting for the beginning of the 

parable and then allowed to créate any movement that they 

thought would convoy the meaning of the words. 

The polishing rehearsals were used to work or 

modify awkward sections of the blocking. 

Memory rehearsals were used to memorize the script. 

The run-through rehearsals were used to give the 

cast a feeling of continuity and flow between the choreog

raphy, the music and the blocking. People were invited 

to these rehearsals to give the cast an opportunity to 

play to an audience. 

The technical and first two dress rehearsals were 

used to introduce the light, makeup and costumes to the 

production. Properties had been added during the run-

through rehearsals. 

Detailed accounts of the rehearsals are included 

in the Record of Rehearsals kept by the director which 

follows. 

Record of Rehearsals 

The Journal begins with the first production staff 

meeting one week prior to the first auditions and concludes 

with the final rehearsal. 
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October 23 

The first production meeting was held at 8:00 p.m. 

in the Laboratory Theatre, with the production staff pres

ent. The audition schedule was discussed with the musical 

director and the choreographer. The semester break rehear

sal schedule was discussed with the assistant director. 

October 24 

Discussions were held with the designers. 

October 25 

A meeting was held with the technical director. 

It was deeided that the cast would be responsible for the 

technical work on the production. 

October 30 

The s e t d e s i g n was approved. 

October 31 

The first auditions were held. There were not as 

many people auditioning as had been anticipated. 

November 1 

The attendanee at the second night of open auditions 

was also disappointing. 

November 2 

The last open auditions were held. The overall 

turnout at auditions was approximately thirty to forty. 



145 

The director talked to eaeh of the actors individually, and 

asked them whether they would object to being asked not to 

smoke or drink until after the closing of the production, 

if they were cast, and whether they had any religious 

convictions that might color their characterizations. 

November 4 

The casting was completed, v/ith roles assigned on 

the basis of the director's impressions and vocal rangos. 

This put the choreographer at some disadvantage. 

November 7 

The read-through was held. It was productivo, even 

with cast members missing. A detailed outline for analysis 

was given to the actors so they would have to search for 

their characterizations, and perhaps find that most of the 

characters' traits are not present in the script. 

November 10 

The analysis rehearsal was rewarding. The actors 

found individual character traits that had not been un-

covered in the director's preparation. Eaeh found a char

acter that was viable with the director's concept. The 

rehearsal also served to unify the group and to establish 

the director's concept as the basis for work. 
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November 11 

A production meeting and the first music rehearsal 

were held. 

November 18 

The director attended his first music rehearsal 

(though the cast had been rehearsing) . The cast was still 

struggling with the music, but much progress had been made 

during the week. 

November 20 

The cast showed more progress with the music. The 

reverberations in the rehearsal room, however, were a 

handicap. 

November 22 

The last music rehearsal until after Thanksgiving 

vacation was held. 

November 23 

The schedule for individual music rehearsals was 

arranged. 

December 2-9 

This week was used for individual music rehearsals. 

A discussion was held with David Zepeda, a volee 

teaeher in the music department, about working on enuncia-

tion. He offered a good solution, which was having the 
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actor speak the words to his song in rhythm with a metró

nomo, before adding the notes to the words. 

December 10 

The rehearsals for this week (December 10 through 

15) were designed as staging rehearsals for the dance 

numbers, and as working rehearsals for the music in the 

second aet. 

December 12 

For the first time since analysis, the entire cast 

was present at the dance rehearsal. It was deeided that, 

insofar as possible, blocking of the choral numbers should 

be done so that actors singing the same parts '"̂/ould be next. 

to eaeh other. Care would need to be taken, however, not 

to let the vocal rangos of the actors díctate the movement 

patterns. 

The preblocking was done by the director between 

December 20 and January 6. 

January 6-12 

This week was very fruitful. During the week, the 

set was almost completed, with only minor adjustments and 

dressing left to be done. Final adjustments were made in 

the choreography, and the blocking was begun and, with the 

except ion of the mime scenes which were developed through 

improvisation, was completed. 
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The cast adjusted well to the preblocked movement. 

Only minor problems in spacing were discovered. The improvi

sational mime scenes, accompanying the parables, blended 

readily with the director's preblocked sections of the 

script, but at the end of the week still required adjust-

ment and polishing. This cast was creativo, worked well 

together, and had a firm understanding of the production 

concept. (A conclusión reached from this experience is 

that this unified creativo atmosphere is probably the only 

kind of situation in which improvisational blocking can be 

used with any effectiveness, and that working with this 

directing technique under any other circumstance would be 

artistically frustrating to both the director and the cast.) 

The unique circumstances under which the cast 

worked during the week served to unify them. Flve days 

together in the virtually deserted campus brought them 

closer together. 

Another interesting development was the game of 

"one-ups-manship" the cast played, directing unflattering 

comments to eaeh other in a good natured way. This seemed 

to serve two purposes: it helped to put the cast at ease 

with eaeh other, and it gave the cast a defense mechanism 

to use during the emotional experience at the end of the 

play. 
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January 13-18 

The costumes were finished. 

Line memorization was completed. 

It was discovered that the "Prelude" would not play 

well while using the originally planned signs to thus 

identify the philosophers. It was deeided that instead, a 

box of books would be discovered by Luke. This box would 

contain a book by eaeh of the philosophers named in the 

song, and eaeh actor would take one of the books and identify 

himself. This was incorporated into the business preceding 

the closing of the house. 

The cast realized just how arbitrary some of the 

scenes of the first aet are. A good deal of time was 

spent in analysis, searching for motivations. 

The first aet was not playing well. It was much 

too fragmented and too long. The second aet was better; 

the momentum and the tempo were good. 

January 19-25 

By the end of the week the cast was ready for an 

audience. The first aet was relatively tight. It needed 

the energy that only an audience can stimulate. 

The use of the books in connection with the "Prelude" 

was successful in providing a logical origin for the intro

duction of the philosophers into the playground setting. 
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January 26-February 5 

This first rehearsal with the band was not as 

difficult as had been expected. Everything else was at 

performance level to allow time to work on the music and 

the transitions into the musical numbers. The introduction 

of the band was accomplished without any great problem. 

The technical rehearsals were difficult. Twelve 

hours were spent in finding a way to achieve the lighting 

effects envisioned by the director and the lighting 

designer. 

Mondays dress rehearsal was at performance level, 

but Tuesday's preview was "down." The cast was over-

eonfident, their concentration was not at its highest level, 

and many mistakes were made. 

On Wednesday a token glib was held, so that the 

cast eould attend a touring performance of Pippin in the 

University Artists Series. 

Performances 

Because there was one day between the preview 

performance and the opening of the production, the 

February 6th performance, though technically good, lacked 

the spark of an excellent production. The production 

reached its highest artistic level in the February 7th 

performance. Because the cast was wary of doing two 

performances in one night, the performances on February 8th 
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lacked energy. February 9 through February 14 the per

formances were comparable to the performance on February 7. 

The schedule of rehearsals and performances follov/s. 

There were two aspects of the production which 

posed problems for the cast: the prolonged entrances 

and the contact v/ith the audience. Being onstage so long 

before the play began minimized the amount of time the cast 

had to build their concentration, and the audience contact 

made some of the members of the cast uneasy. Solutions to 

these problems were never reached because the director 

was not fully aware that they existed until after the 

production had closed. 

Rehearsal and Performance Schedule 

Rehearsal Schedule: 
Fall Semester 

Wednesday, November 6 
7:00 P.M. Organization Cast, Crews 

Thursday, November 7 
7:00 P.M. Read-through Cast 

Saturday, November 9 
1:00 P.M. Analysis Cast 

Monday, November 11 
8:30 P.M. Music Cast 

Tuesday^ November 12 
7:30 P.M. Music C a s t 

Wednesday, November 13 
8:30 P.M. Music C a s t 

Thursday, November 14 
7:00 P.M. Music C a s t 
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Friday, November 15 
7:30 P.M. 

Monday, November 18 
7:00 P.M. 

Tuesday, November 19 
7:00 P.M. 

Music 

Dance/Music 

Dance/Muslo 

Cast 

Cast 

Cast 

Wednesday, November 20 
7:00 P.M. Dance/Music C a s t 

Thursday, November 21 
7:00 P.M. Dance /Music Cast 

Friday, November 22 
7:00 P.M. Dance/Music C a s t 

Sa tu rday , November 23 
3:00 P.M. Dance C a s t 

Monday, November 25 
7:00 P.M. Dance /Mus ic Cast 

Tuesday, November 26 
7:00 P.M. 

Monday, December 2 
Time arranged 

Tuesday, December 3 
Time arranged 

Wednesday, December 4 
Time arranged 

Thursday, December 5 
Time arranged 

Friday, December 6 
Time arranged 

Monday, December 9 
7:00 P.M. 

Tuesdayf December 10 
7:00 P.M. 

Wednesday, December 11 
7:00 P.M. 

Dance/Music Cast 

Individual Music Cast 

Individual Music 

Individual Music 

Individual Music 

Dance/Music 

Dance/Music 

Dance/Music 

Cast 

Cast 

Cast 

Individual Music Cast 

Cast 

Cast 

Cast 
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Thursday, December 12 
7:00 P.M. 

F r iday , December 13 
7:00 P.M. 

Dance /Mus ic 

Dance /Mus ic 

C a s t 

C a s t 

Rehea r sa l S c h e d u l e : 
Semester Break 

Da i ly , J anua ry 6-10 
9:00 A .M. -1 :00 P.M. 
2:00 P . M . - 5 : 0 0 P.M. 
5:30 P . M . - 7 : 3 0 P.M. 
8:30 P . M . - 1 1 : 0 0 P.M. 

Sunday, January 12 
2:00 P.M. 

Monday, January 13 
9:00 A.M.-12:00 M. 
2:00 P.M.-4:00 P.M. 
4:30 P.M.-6:00 P.M. 
6:00 P.M.-7:30 P.M. 

8:30 P.M.-11:00 P.M. 

Tuesday, J a n u a r y 14 
9:00 A.M. -12 :00 M. 
4 :30 P . M . - 6 : 0 0 P.M. 
6:00 P . M . - 7 : 3 0 P.M. 

8:30 P . M . - 1 1 : 0 0 P.M. 

Wednesday, J a n u a r y 15 
9:00 A.M. -12 :00 M. 
4 :30 P . M . - 6 : 0 0 P.M. 
6:00 P . M . - 7 : 3 0 P.M. 

8:30 P . M . - 1 1 : 0 0 P.M. 

Thursday, J a n u a r y 16 
9:00 A.M.-12 :00 M. 
2:00 P . M . - 5 : 0 0 P.M. 
5:30 P . M . - 7 : 3 0 P.M. 

8:30 P . M . - 1 1 : 0 0 P.M. 

S e t 
Dance 
B l o c k i n g 
Music 

R u n - t h r o u g h 
f o r b l o c k i n g 

Costume 
Mime 
Dance 
S c e n e s 1-28 

(work) 
Music 

Costume 
Mime 
S c e n e s 29-43 

(work) 
Music 

Costume 
Mime 
S c e n e s 44 -72 

(work) 
Music 

Costume 
Dance 
Aet I 

(w/o s c r i p t s ) 
Music Aet I 

C a s t 
C a s t 
C a s t 
C a s t 

C a s t 

C a s t 
C a s t 
C a s t 
C a s t 

C a s t 

C a s t 
C a s t 
c a s t 

C a s t 

C a s t 
C a s t 
C a s t 

C a s t 

C a s t 
C a s t 
C a s t 

Cast 
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Friday, January 17 
9:00 A.M.-12:00 M. 
2:00 P.M.-5:00 P.M. 
5:30 P.M.-7:30 P.M. 

8:30 P.M.-11:00 P.M, 

Costume 
Dance 
Aet II 

(w/o scripts) 
Music Aet II 

Cast 
Cast 
Cast 

Cast 

Saturdayf January 18 
9:00 A.M. Mime 

Aet I (work) 
C a s t 

Sunday, J anua ry 19 
3:30 P.M. Mime 

Aet I I (work) 
C a s t 

Rehea r sa l S c s h d u l e : 
Spring Semes te r 

Monday, J anua ry 20 
7:00 P . M . - 8 : 3 0 P.M. 

8:30 P.M. 

Tuesday, January 21 
7:00 P.M.-8:30 P.M. 

8:30 P.M. 

Wednesday, January 22 
7:00 P.M.-8:30 P.M. 
8:30 P.M. 

Thursday, January 23 
7:00 P.M.-8:30 P.M. 
8:30 P.M. 

Friday, January 24 
7:00 P.M.-8:30 P.M, 
8:30 P.M. 

Saturday, January 25 
2:00 P.M. 

Sunday, January 26 
2:00 P.M. 

Monday, January 27 
7:00 P.M. 

Aet I (work 
selected scenes) 

Music Aet I 

Aot II (work 
selected scenes) 

Music Aet II 

Scenes (work) 
Run-through 

Scenes (work) 
Run-through 

Scenes (work) 
Run-through 

Run-through 

Run-through 

Run-through 

Cast 

Cast 

Cast 

Cast 

Cast 
Cast 

Cast 
Cast 

Cast 
Cast 

Cast 

Cast 

Cast 
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Tuesday, January 28 
7:00 P.M. 

Wednesdayf January 29 
7:00 P.M. 

Run-through 

Run-through 

Cast 

Cast 

Thursday, January 30 
7:00 P.M. Run-through 

with o rches t r a 
Cast 

Friday, January 31 
7:00 P.M. Run-through 

with o rches t r a 
Cast 

Saturday, February 1 
1:00 P.M.-5:00 P.M, 
7:00 P.M. 

First technical 
Second technical 

Cast , 
Cas t , 

Crev/s 
Crews 

Sunday, February 2 
2:00 P.M. Three-quar ter 

d res s 
Cast, Crev/s 

Monday, February 3 
8:15 P.M. Dress Cast, Crews 

Tuesday, February 4 
8:15 P.M. Preview Cast, Crews 

Wednesday, February 5 
6:00 P.M. 

Thursday, February 6 
8:15 P.M. 

Glib run-through Cast 

First performance Cast, Crews 

Friday, February 7 
8:15 P.M. 

Saturday, February 8 
7:00 P.M. 

9:30 P.M. 

Second 
performance 

Third performance 

Fourth 
performance 

Cast, 

Cast, 

Cast, 

Crews 

Crews 

Crews 

Sunday y February 9 
8:15 P.M. 

Monday, February 10 
8:15 P.M. 

Fifth performance Cast, Crews 

Sixth performance Cast, Crews 
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Tuesday, February 11 
8:15 P.M. 

Wednesday, February 12 
8:15 P.M. 

Thursday, February 13 
8:15 P.M. 

Friday, February 14 
8:15 P.M. 

Seventh 
performance 

Eighth 
performance 

Cast, Crews 

Cast, Crews 

Ninth performance Cast, Crews 

Tenth performance, Cast, Crews 
strike 
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GODSPELL 
Conceived and Originally Direeted 
by JEAN-MICHAEL TEBELAK 

Music and New Lyrics 
by STEPHEN SCHWARTZ 

OrlKÍnallí f roduced on tlie Niv» York Stage by 

February 6-February 14, 1^75 

CASI 
(in order of appearance) 

LUKE* JANET 
|>AM* SANDI 
JIMMY TOBY 
TONI* DAVID 
JOHNNY* JOHN 

MUSICIANS 
SUSAN BLINDERMAN CÁRTER 
BARRY BISHOP 
GREG HYER 
lOE DON DAVIDSON 
). (i FLE^yELLYN 

CARY CÁRTER 

pianist 
. . drummer 

icoustic guitar 
lead guitar 

. . . . bass 
rhythm guitar l^í 

'Member, oC Alpha ISi Omtga, NalKnial Húiu)rar> Dramatic' | 
Fraceriiity 

/// hf orw wn-niinuie intermission. 

)t hi- liiki'n iliirlng ¡Iw pirforrn-
W. 

¡lis períbrinaiKc is presented through special ar-
.ugíment wiih THEATRE MAXIMUS, 1650 'fS 

Bioaduay, New York, N.Y. 10019. 

UBORATORY • THEATRE 
A production" 
the University 
Theatre 
Texas Tech 
University 
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Fig. 88—Continued 



-.» r. -^f^ -ri^-i 
. , ^ . . ' W ...Mi .Mk^l^**! 

/ ^ 

J'/Í^SÍsfe 

PRODUCnON STAFF 
)irected by J^o Slusher* 

c Direeted by Susan Blinderman Cárter 
Cboreographed byLuke* 
Assistant to the Directors . Lynn Youl 
Cosiume Desicn 
iĉ  Design 
Lighting Design 
Poster Design . 
Hous^ Manager 

'0-

Rosemary Parks* 
Henry S.-John 
Henry S. John 
Mark Burdett 
, . Karla Epff 

Producfjcm Siage Manager Lynn YOiíng 
Scenery '. Steve Barteli*. Toni Cobb, John 

Hildreth, Luke, Jimmy Odom, Toby Probascp, 
Janet 'Sittig, Jan Slusher*. Lynn Young, Sat̂ 4.f« 
Zinn, Pam KofW'iva Wallace 

Lights . Mike Scudda 
Costiinieb . Jimmy Odom, Toby Probasco. 

Janet Sittig, Jan Slusher*, Lynn Young, Sandi 
Zinn, Pam Kopriva Wallace* 

Properties . . . . . Toni Cobb*, John Hildreth, Luke, 
Johnny McCojlura*. Jimmy Odom, Toby Probasco, 
I unet Sittig, Jan Slusher^, Lynn Young, Sandi 
Zinn, Pam Kopriva Wallace*, David Barton 

Publicity.: . . . . Mark Burdett, Toby Proba^^,.' 
Lynn Young 
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My special thank? to Mark Burdct^ for his creat^iyíty, "̂  

artistic ability, and moral support during the last 
productions.—t.c. 

LABORATORY THEATRE STAFF 
I " Supervisor . Dr. Joseph B. KaougF 

li Coordinati. • Michael Scudday* 
Business Manager .. , . xoni Cobb*.;^^*^^ 

FORTHCOMING PRODUCTIONS 
IHE GLASS MENAGERIE 

by Icnnessec Williams \prij H - J Í , 19^ 
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PRODUCTION PICTURES 
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CHAPTER V 

EVALUATION 

Godspell was well accepted by the local newspaper 

critic and the audiences that viewed the perforr.ances 

seemed to enjoy the production. Their opinions, hov.-ever 

gratifying, are not absolute gauges of artistic success. 

The more considered opinions of this success are those 

of the director and the Theatre Arts faculty of Texas Tech 

University. 

An evaluation session was held with the director, 

choreographer and the Theatre Arts faculty. The faculty 

agreed that the production concept had been appropriate 

and that the production had earried out the concept. The 

objections raised were mostly with specific technical 

aspects of the production (e.g./ the use of the strobe 

light in the sequence of "All for the Best"). The one 

serious objection was with the direct contact with the 

audience. (These objections seemed to be more philosophical 

than within the context of this production.) The faculty 

concluded that the main problem of the script, the frag-

mentary structure of the first aet, had been solved. 

The director wished to achieve two goals with the 

production. First was to direct a good production. The 

critical review and the opinions of the Theatre Arts 

168 
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faculty seem to substantiate the achievement of this goal. 

The second was to involve the audience emotionally in the 

production. Whether or not this goal was achieved is open 

to speculation, but the comments made by the audience 

members after the performance and the observations made 

of the audience during the performances seem to indícate 

that this goal was also achieved. 

A final conclusión was reached in regard to the use 

of improvisational blocking. The technique can probably be 

employed successfully only under certain circumstances. 

The cast must be composed of highly creative individuáis 

who work well together. The cast must then have a thorough 

understanding of the director's concept of the production. 

Under any other conditions this directing technique might 

prove frustrating to both the actors and the director. 
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-LUBBOCK AVALANCHE-JOURNAL-Saturday Morning, February 8. 1975 

itormiy íjood' Cast 

xuberant Tech 

^^ LEÓN 1 LK\r i \G 
AAitlauche-Journal Staff 

Eüdi te r .mi fresher w-ith 
<T.J<.;li hcaring. ••God.^ix-il' juot 
woüidn'L be "Godspell" i[ 
"•-'oUl our 

ic 

stage. 
group of 

signs weren't up. 
At Tcx.H.s Tech's L.aboratory 

Theatre. they are. The 1.000 oV 
so people who are lucky enoiígh 
to .̂avL tickets will be in for a 
treat. not only because the 
mu.-.ieal in itself is so marvel-

¡ous, but also because the e.\u-, 
j.bcrant Tech cast does so well I 
i with it. I 
• Theic siniply isn't a wcak; 
; ion : in the scori.\ and few 
'tunes lovelier than "Day By 

T>ay" have been written for tbe 
A m e r i c a n musical 
Backed hy a super 
musicians and direeted with 
go:>d sense and skill by Jan 
Slubher. tne Lah's '•Godspell" is 
a show to enj >y. 

Peíhaps because of openiníí 
¡night nerves, the caít 's start 
Thursday nii;ht was a iiit tenta-

i tive. That charued wiicn the 10 
young perfornr.ers broke into 

!"Güd Save The People" and it 
w.i.s smooth «ailins; the iv<i of 
the way. 

"Gods]x;Il." if \ou (ion"t' 
kno«-, is the gospel of Si Ma-! 
thew acíed out by a pfroup of 
rasmuffins on a junk-strewn 
playground. Chriát wears a .Su( 
pcrman st;:rt. da.'Xxs the .--jlt 
shoe, and fcods his "disciples" 
at the Last Supi>er íroni a 

knapsack. His "foilowers" aet 
out his parables and proacnin-5 
like -uilcless cnildren at play. ¡ 

The Lab Theatre casi is uni-
formly i^oxi; David P^drton as¡ 
Christ. John He.di\M as Judas i 
and J 'hn the E'a-n ^t. nr.d T. n 
iCobbi. Toby (Proba^oo». ^nnúi 

<Z nm. Pann (Kopr'va V.',i¡!a.(e) 
Janet fSiLiia). l.Liko iKaiiüch» 
Johni>> (McCoIlum I, and Jim
my (ü(ii m). 

Urulor musí, ai djrcí lor and' 
pianist Susan Rhni; i :nan Ca.t-
er, the Lab Theatre b.md 
makes ^ocd music all ni^ht 
Ion?. iLs other ::.'^i!ii<ris are i 

'Barry Bishop.' Grez Hyer. Joe 
Don Davidson, D.G. Kiewelljn 
and Cary Cárter. i 

Henry S. John'.i set w í-,m ' 
mendable. 

Director Slusher. laking ad 
vanta-e of tiie tir.y Lab Theare 
buildiní. sends her cast out ir.io 
the audience írom time to unne. 
making this "Godspell" the pe;-
Ison-to-pei-son show it í ou'd be. 
I Nine performances rcmain 
I after Thursday nishfs openaií-
Tnere is a waitiní: list íor tick
ets. 

F i g . 89.—Review 
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