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BU ON BROADWAY: Fall 2017 Main Stage Pitch 

DIRECTED BY: Zach Schiffman 
MUSICALLY DIRECTED BY: Jessie Rosso 
CHOREOGRAPHED BY: Emma Howard 

MUSIC: Duncan Sheik 
BOOK: Steven Slater 

BASED ON: Spring Awakening  
by Frank Wedekind Rights available through MTI



INTRODUCTION 

ZACH SCHIFFMAN - DIRECTOR 

Zach is a rising senior in the College of Communications, majoring in Film & Television major 

concentrating in writing and producing for television. He is also minoring in Spanish in the College 

of Arts and Sciences. He will be returning this fall from a semester abroad in Madrid. 

He has been a part of over 40 shows since the age of eight and has performed on the stage of 

multiple professional theaters in the Chicago area, such as the Northlight Theatre and the 

Goodman Theatre. He also has extensive training in theatre including Laban movement, 

Stanislavsky methods, Chekhov techniques, and more.  

Directing has been a passion of his since the beginning of his high school career. He has taken 

courses on directing, studying the methods of William Ball and Richard Brestoff, and engaged in a 

summer intensive for new directors at the Actors Training Center in Wilmette, IL. In high school, he 

independently directed two short plays and also assistant directed both a student-written musical 

and August: Osage County 

In the summer of 2014, he faced his biggest theatrical challenge to date: co-founding a theatre 

company while simultaneously directing its inaugural production. The show was the Pulitzer Prize-

winning play Proof by David Auburn. The Unit 14 Theatre Company was established with no support 

from his high school or other adults in the area. Its mission statement, “Unit 14 Theatre Company 

is dedicated to enhancing the artistic voice of young adults in the North Shore area” heavily 

guided the entire process.  

He stood atop the production’s hierarchy, making decisions alongside his technical director, and 

consulting no adult advisors in the process. Other responsibilities for the production included 

spearheading an aggressive marketing campaign focused on social media, creating a website, 

scheduling interviews with news outlets in Chicago, designing posters to be displayed in over 150 

local businesses, seeking out donors and sponsors, and writing countless pieces of literature 

explaining the rare endeavor. 

Unit 14 is still operating and Zach is a co-chairman on its board of directors. He has most recently 

executive produced the company’s December 2016 production of Grounded by George Brandt. He 
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also led the efforts to bring a pitching system to Unit 14 for the selection of its 4th season, similar 

to this one.  

Zach’s experience in theatre also extends into the realms of improvisation and comedy. He is 

currently an ensemble member of BU’s premier improv comedy group, Liquid Fun, drawing on 

experience from his membership and senior leadership of his high school’s improv team, Playback 

Theatre. This group was one of two high school Playback troupes in the country to perform this 

unique form of improv — the retelling of real audience stories, both comedic and dramatic. He also 

has extensive improv training dating back to elementary school, and for the past three summers 

has served as the Improv Director of a summer camp at the Improv Playhouse in the Chicago area. 

He teaches not only improv, but also sketch and monologue work to elementary and middle 

school-age children.  

Zach’s passion for directing has continued in his career with BU on Broadway, directing The 25th 

Annual Putnam County Spelling Bee, and The Last Five Years, which you probably already knew.  

JESSIE ROSSO - MUSIC DIRECTOR 
Jessie is a rising senior majoring in Vocal Performance in the College of Fine Arts and minoring in 

English in the College of Arts and Sciences. 

She began studying piano at six years old and continued to study formally until 2010. During her 

time in high school, she acted as a rehearsal accompanist for her school's choir and after school 

singing group. She often lead sectionals and rehearsals as well as helped individuals with various 

solo work. These past two summers she worked as a music director/accompanist/counselor at 

Harand Theatre Camp. She led campers ages 8 – 18 in their music classes and accompanied for 

both staff and campers in smaller performances such as talent shows. She was the music 

director and accompanist for a variety of shows including Xanadu, Guys and Dolls, Alice in 

Wonderland Jr., & Sweet Charity. 

Aside from being a pianist and working behind the scenes, Jessie is also acquainted with being on 

stage and performing. Jessie began studying voice at ten years old and has attended summer 

programs such as Interlochen Arts Camp ('12) and Washington National Opera Institute ('13). She 

was awarded the Fine Arts Award in Vocal Performance at Interlochen and had the chance to 

perform her opera scene on the Millennium Stage at the Kennedy Center while attending the 

Washington National Opera Institute. Jessie was also an active participant in her high school's 
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musical theater productions. Her roles in high school included Mother Abbess (The Sound of 

Music), Lily (The Secret Garden), Julie (Carousel), and The Baker's Wife (Into the Woods). Her senior 

year, she had the opportunity to choreograph her school's production of Into the Woods as well as 

be in it. Jessie also helped style hair and prep wigs for Into the Woods on top of all that. For her 

work and dedication to the performing arts department at her high school, she was awarded the 

Fine and Performing Arts Award her senior year. As a voice major in the College of Fine Arts, Jessie 

still does a lot of performing in scenes programs, recitals, and choirs. She also takes a scary 

amount of music classes including music theory, ear training, diction, private lessons, choir, and 

opera just to name a few. 

In her first semester at Boston University, Jessie was the Assistant Music Director under Michael 

Goodloe and Liana Gerstein for Urinetown. In her second semester, Jessie became the Assistant 

Music Director for Off-Broadway, acting as the accompanist and leading rehearsals when the 

Music Director was busy. In her sophomore year, Jessie had the privilege of music directing Stage 

Troupe's Parent's Weekend show Seussical as well as playing in the pit. She also played in the pit 

for Wedding Singer in that same semester. More recently, Jessie has served as Music Director 

alongside Zach Schiffman as Director for BU on Broadway’s productions of The 25th Annual 

Putnam County Spelling Bee and The Last Five Years. 

EMMA HOWARD - CHOREOGRAPHER 
Emma is a rising junior in the College of Engineering studying Mechanical Engineering with a 

concentration in Aerospace. 

         

At the age of five, Emma began attending theater camp and has been hooked ever since. She 

stayed in camp until she was old enough to become a counselor, hoping to impart her love of 

theater on the kids she mentored. As she grew, she expanded her theatrical horizons, working 

sound, building sets, and eventually choreographing numbers for groups with all levels of dance 

experience. 

         

Emma has always loved exploring the different facets of the theater, and has developed an 

appreciation for the artistic value and importance of every piece of a production. She has toured 

as an actress with Taubenslag Productions, a professional children’s theater company, assistant 

directed in her local community theater as well as served as a lighting apprentice and designer. 

She has a passion for bringing visions to life and has honed her skills in doing so in various areas. 
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Her senior year of high school, she was asked to choreograph her theater company’s annual 

revue. Considering peers of all skill levels, she choreographed group numbers consisting of 40 

people. She became well versed in a myriad of dance styles, choreographing everything from “Jet 

Set” from Catch Me If You Can to “21 Guns” from American Idiot. This was a chance for her to not 

only craft her choreography style, but also to sharpen her skills in peer leadership and maintaining 

a balance between friend and authority figure. 

During her time at Boston University so far, Emma has gotten her feet wet in many aspects of an 

On Broadway production. She has been a cast member of four Tsai shows, served as Assistant 

Technical Director and Head Lights for a small show and Assistant Produced a special project. 

Outside of theater, Emma is an avid member of the BU Engineering community. She is currently 

working as a Learning Assistant for the Physics Department. If not in a rehearsal space, Emma 

can be found doing something nerdy in EPIC or on the stair stepper at Fitrec. 

 5



SYNOPSIS 
ACT I 

Wendla Bergmann, an adolescent on the verge of womanhood, explores the mysteries of her newly 
maturing body, and laments the lack of information given to her by her own mother. (“Mama Who Bore Me”). 
The other girls in the town - Ilse, Martha, Anna, and Thea - also bemoan their similar lack of knowledge. 

The rebellious and highly intelligent Melchior Gabor interrupts a dull Latin lesson to defend his distracted 
friend Moritz, but the teacher will have none of it. Melchior reflects on the shallow narrow-mindedness of 
school and society and expresses his intent to change things (“All That’s Known”). Moritz reveals to Melchior 
that he has been plagued by erotic dreams. Melchior, who has learned sexual information from books, 
reassures Moritz that the dreams are normal. Moritz, Melchior, and the other boys – Ernst, Hänschen, Otto 
and Georg – share their own sexually frustrated thoughts and desires (“Bitch of Living”). Too embarrassed 
to discuss the subject in person, Moritz requests that Melchior write an essay, complete with illustrations. 

All the girls, save Ilse, are gathered together after school and tease each other as they fantasize about 
marrying the boys in the town (“My Junk”). Moritz arrives at Melchior’s home in an even more agitated state 
due to the essay. Melchior tries to calm and comfort his friend, but Moritz runs off in frustration. All of the 
boys and girls express their desires for physical intimacy ("Touch Me"). 

One afternoon, Wendla stumbles upon Melchior sitting under a tree. The two reminisce on the friendship 
they once shared as children and uncover within themselves a new desire they’ve never felt ("The Word of 
Your Body"). Moritz sneaks a look at his test results and is thrilled to learn that he has passed his midterm 
examinations; however, the teacher and schoolmaster decide to fail Moritz anyway, deeming his passing 
grade still not up to the school's lofty standards. 

On their way home, Martha accidentally reveals her abusive home life to the other girls. They are horrified 

to hear this, but Martha makes them promise not to tell anyone, lest she end up like Ilse, who now lives in 
an artist’s colony ("The Dark I Know Well"). Later, Wendla finds Melchior again at his spot in the woods and 
tells him about Martha's abuse. Wendla convinces him to hit her with a switch, so that she can understand 
Martha’s pain. At first Melchior refuses, but reluctantly complies. He gets carried away in the beating, and 
takes out his own frustrations on Wendla. Disgusted with himself, Melchior runs off as Wendla is left lying 
on the ground, weeping (“Word of Your Body Reprise 1”). Alone, Wendla finds Melchior’s journal left behind 
and takes it with her. 

Moritz tells his father about his failed exams, causing Herr Stiefel to slap his son. Desperate, Moritz writes 
to Melchior’s mother, his only adult friend, asking for money to help him flee to America. She tenderly, but 
firmly, denies his request. Devastated by her refusal, and feeling he has few choices left, Moritz 

contemplates suicide ("And Then There Were None"). 

In a stuffy hayloft during a storm, Melchior expresses his frustration about being caught between childhood 
and adulthood (“The Mirror-Blue Night”). Wendla finds him once again, telling him she wants to return his 
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journal, and each apologizes for what happened in the forest. In a tumult of confusion and lust, Wendla and 
Melchior give into their desires and have sex ("I Believe").  

ACT II 

Underscored by the pastor’s sermon, Wendla and Melchior finish their moment of confused intimacy and 
reflect on what has just happened (“The Guilty Ones.”) 

Moritz wanders the town at dusk, carrying a pistol when he comes across Ilse. The two reminisce in some 
childhood memories and Ilse invites him to come home with her. Moritz refuses and Ilse leaves – distraught 
and upset ("Don't Do Sadness/Blue Wind"). Realizing that Ilse was his last chance to escape, Moritz quickly 

changes his mind and calls after her, but it is too late – she is gone. Alone and believing that he has 
nowhere to turn, Moritz shoots himself. 

At Moritz's funeral, each of the children drops a flower into his grave as Melchior laments the passing of his 
friend while touching on the factors that led to his death ("Left Behind"). The school teachers waste no time 
in blaming Moritz’s death on Melchior and the essay he wrote. Although Melchior knows that he is not to 
blame, he knows there is nothing he can do to fight them and is expelled ("Totally Fucked"). 

Elsewhere that night, Hänschen meets up with his shy and delicate classmate Ernst. Hänschen is amazed 
with how Ernst has remained so innocent despite the horrible things happening around them. Ernst reveals 
that he loves Hänschen. They kiss. ("The Word of Your Body (Reprise 2)"). 

Wendla has become ill, and her mother takes her to visit a doctor who diagnoses Wendla with anemia; 

however, the doctor reveals to her mother that Wendla is pregnant. When her mother confronts Wendla 
with this information, Wendla doesn’t understand how it could have happened. Wendla reflects somberly on 
her current condition and the circumstances that precipitated it, but resolves with optimism about her 
future child. Meanwhile, Melchior's parents argue about their son's fate, eventually sending Melchior away 
without telling him that Wendla is pregnant  ("Whispering") 

Melchior and Wendla keep contact through letters. At the reform school, Melchior gets into a fight with 
some boys. As one of the boys reads from a stolen letter, Melchior finally learns about Wendla and their 
child, and he escapes from the institution to find her. He arrives at the cemetery where he told Wendla to 
meet him, only to learn that she has died from a botched abortion. Overwhelmed by shock and grief, he 
takes out a razor with intent to kill himself. The spirits of Moritz and Wendla rise from their graves to offer 

Melchior strength. Melchior resolves to live and to carry their memories with him forever ("Those You've 
Known"). 

Led by Ilse, the ensemble reflects on the journey of adolescence: the winter of ignorance, the spring of 
discovery, and finally, the summer of maturation ("The Song of Purple Summer"). 
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CHARACHTERS 

Wendla Bergmann 
A naive young girl who has limited knowledge 
about adult issues, She tends to learn these 
things by experiencing them.  

Ilse Neumann 
Runs away from an abusive home to live in an 
artists' colony. 

Martha Bessell 
One of Wendla's friends who is abused by her 

father, 

Anna 
An confrontational classmate yet friends with 

the other girls. 

Thea 
The youngest of all the girls.  

Ensemble Girl 

Adult Women:  

Frau Bergmann, Frau Gabor, Frau 

Bessell, Fraulein Knuppeldick, Fraulein 

Grossebustenhalter 

Minimum Casting: 13 
Maximum Casting: 20 

Melchior Gabor 
Headstrong, handsome, and charismatic. He 
could be top of his class, but instead opted to 
reject his school's hard regime and rebel 
against it. 

Moritz Stiefel  
Intense and nervous. Melchior's best friend. 
He feels intense pressure from his parents 
and his peers to succeed, and he frequently 
struggles in school. 

Georg 
Another classmate who lusts after his older, 
busty piano teacher. 

Ernst 
A sweet and naive classmate. He is 
Hänschen's love interest. 

Hanschen 
Arrogant classmate, Ernst's love interest. 
Appears to be very intelligent, but uses his 
knowledge in favor of the school system. 

Otto 

Ensemble Boy 

Adult Men: 

Herr Sonnenstitch, Headmaster 

Knochenbruch, Herr Neumann, Herr 

Rilow, Herr Steifel, Father Kaulbroch, 

Doctor von Brausepulver, Herr Gabor, 

Schmidt 
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WHY? 
Something changed in 2016 on BU’s campus. The student body became mobilized for causes they 

did not even know they were excited about. We (Jessie and Zach) have distinct memories of Last 

Five rehearsal on November 9th. We had a music through of the show and everyone showed up 

somberly. We took an hour out of rehearsal to debrief the election and discuss the importance of 

continuing to make art and tell our story. However, we felt something was lacking. Last Five, as 

cathartic as it was to work on it, did not afford those involved the opportunity to express their 

feelings about the world around them as openly. 

We are all creatives with profound voices and these voices radiate throughout BU, with consistent 

sold out performances. We do theater to amplify our voices and Spring Awakening is often a show 

about the repercussions of a world where voices in need are silenced. Being a part of OB provides 

the increasingly important experience of having a voice that can be heard and expressed fluidly, 

and we want to give the membership the opportunity to express that in a more forthcoming way. 

We believe the membership is ready and up to the challenge of using the collective identity of OB 

to transcend us beyond a song and dance extracurricular.  

The story of Spring Awakening is not an easy one, but it is one worth discussing and working on. 

Within BU, and even OB, we have our own Melchiors who dare to challenge the system, and our 

own Moritz’s who unfortunately fall through the cracks. However, this does not mean our 

production would be an exercise in method acting. That is a dangerous and ineffective strategy for 

extracurricular theater, instead we hope to privilege discussion as our manner of understanding 

these characters. In turn, the company would be able to leave rehearsal with reflecting on these 

discussions, hopefully offering personal growth, to be able to take the lessons into their personal 

lives. Spring Awakening is more of a fable than a musical in this way.  

One of the themes in the show that we are hinging on is the lack of sex education. This is a 

problem that has not gone away since the 19th century in which Spring Awakening takes place. 

This is especially if you look at BU’s current culture, with its silencing of sexual assault victims on 

campus, to the mockery of the skit at orientation, to the presences of SARP as an inconvenient 

requirement. We believe art can be an important way of delivering this message about the 

realities of our sexual nature in a desexualized society. Spring Awakening is a cautionary tale 
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about adolescents whose innate desires are repressed. It's a story with which we can all connect 

on a primal level.  

Whereas The Last Five Years focused heavily on solo singing and individual sound, Spring 

Awakening focuses on ensemble singing. In fact, there are only two actual solos in the entire 

show (“Mama Who Bore Me” and “Whispering”), the rest of the numbers are duets/trios/company. 

Spring Awakening requires individuals who are not only good solo singers, but ensemble 

members. They must be able to blend, listen, and work well with each other vocally. In a way, 

Spring Awakening could be considered an ensemble show with featured soloists rather than a 

show starring a couple individuals and an ensemble. With the amount of vocal talent we have 

seen this past year, we believe that the OB membership is musically up for the challenge once 

again.  

We are looking to reinvent the ensemble with our production. We think this will be an important 

step in the future of OB in giving the ensemble ownership over the production. We want to 

incorporate them into the seams of Spring Awakening, making their presence a strong addition to 

scenes that are not full cast numbers and would not conventionally require the ensemble onstage.  

We want them to be on stage to build the world and to create a universality. In one scene they 

may be moving as a unit to suggest the forest, but their presence makes the story bigger than 

just Wendla and Melchior, but a story that any young person could experience.  

We think this show provides the opportunities for the best of OB’s talents. We have exceptional 

actors as we have seen in shows like The Last Five Years and A New Brain. We have people who 

can move without being trained dancers like we saw in American Idiot and Anything Goes. We 

have tremendous vocal talent as has always been a constant in On Broadway. We have 

technicians who are eager to push boundaries of what a show can be (hence the boat in Tsai). In 

Spring Awakening we would ask the membership to bring these incredible assets to the table 

with the passion and relatability. We also believe this show would be a blast to work on with its 

vivacious spirit. We want to the membership to feel ownership over this story and the work they 

would be doing. It is an important show, and we are confident the membership would be able to 

share in its wonder if selected. 
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SONGS 
Act I 

Mama Who Bore Me 

Mama Who Bore Me (Reprise) 

All That’s Known 

Bitch of Living  

My Junk 

Word of Your Body 

Dark I Know Well 

Word of Your Body (Reprise 1) 

And Then There Were None 

The Mirror-Blue Night 

I Believe 

Act II 

The Guilty Ones 

Don’t Do Sadness/Blue Wind 

Left Behind 

Totally Fucked 

Word of Your Body (Reprise 2) 

Whispering 

Mama Who Bore Me (Reprise 2)* 

Those You’ve Known 

Song of Purple Summer  

MUSIC 
Piano/Harmonium 

Violin (Guitar doubling) 

Cello 

Viola 

Acoustic/Electric Bass 

Guitar 

Drums 

Acquiring musicians for this pit should not be difficult seeing as the pit requires only 7 members. 

Our music director also has many connections in CFA and Berklee. Not to mention OB has a steady 

pool pit musicians that return to play show after show. If given the privilege of doing this show, 

we plan on getting the pit parts to the musicians over summer break as our music director has 

access to the books. We would also plan on setting pit rehearsal dates and times as per usual.  

Our main concern would be putting a rock band in such a small space as the Student Theatre. We 

can adjust the volume of the amps for the guitars and basses as we did for The Last Five Years. If 

need be, we can use a drum cage. Spring Awakening also requires computer tracks, which we 

would trigger from the keyboard. Having worked in the Student Theatre twice before, we are 

accustomed to adjusting and finding creative solutions. 
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TECH 
Why This Works: The last time that Spring Awakening was done by OB, it was in Tsai. While that 

does work for the grand sound and universality of this show, we hope that in utilizing the student 

theater we can capture the intimacy of this story in a small space. We are also hoping to use this 

show as an opportunity to break from the conventions of a typical Student Theater sets, using 

height with our ladders in a way that is different, especially given limited visibility from the back of 

the house. We are also hoping to use the new scrim to provide a dramatic difference between the 

world of the adults and the world of the teenagers. 

*We believe this show also works in Tsai, and will provide a revised tech vision for Tsai if 

requested by the executive board of On Broadway.  

Set: Our set (pictured above) will be very simple and will maximize stage space for our 

expressionist choreography. We are hoping for a wooden floor built from plywood and stained for 

an aged look. This floor will serve two purposes, it will first help us transform into the 19th century 

but will also serve as an added sense of percussion in some of the more rowdy numbers. We will 

hang the scrim from the third electric and have a small platform behind the scrim running the 
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length of the stage. Behind the platform we will have the pit orchestra, and they will be semi 

visible behind the scrim in certain lighting situations. We then will have two ladders coming down 

from the third electric and slanting downward. These ladders should appear conventionally but 

function a bit more like stairs, so they can support multiple people sitting on them at a time on 

different rungs. We would achieve this by putting a full A-frame below the ladders.  We hope these 

will be made of the same style wood as the floor. We then hope to box in the set with flats 

running perpendicularly on each side of the stage with openings in the middle. These flats would 

be painted with chalkboard paint. During scenes in the school, and as an added layer of 

expression, these chalkboards will be utilized with chalk left on stage the entire production. An 

example of how these chalkboards will be used: we hope to have the company run to the walls 

and write "FUCK" all over the walls, and the walls will remain with this written on them until "The 

Song of Purple Summer" in which the company will clean the stage, cleansing themselves as well. 

We also hope to have Edison bulbs hanging at various lengths from the electrics.  

Lighting: The lighting for Spring Awakening needs to be very stylized in that it needs to 

differentiate the psychological moments the teens feel, and the realism of the scenes. Our general 

wash should feel distant and cold. The songs should stray from realism, utilizing specials and 

colors extensively. We hope to light the scrim with even more color than was utilized in The Last 

Five Years and we hope to appropriately use the scrim with actors standing behind the scrim 

while lit to deliver lines. For example: the priest in "Guilty Ones" will deliver his sermon from behind 

the scrim. Another important lighting part of our vision is the Edison bulbs that will hang from the 

electrics. We have researched how to get these lights connected to the lighting board and hope to 

turn these lights on as an indicator of sexual desire when it is felt by a character.  

Costumes: We hope to use exclusively period costumes in this show. Each 

actor will only have one main costume for the show. Girls will be wearing 

muted colored dresses. We hope that all boys can be in the exact same 

costume to express the uniformity of the world they live in. The adult man and 

woman should be in darker and more opulent costumes. Wendla will need her 

white dress, and a hospital gown. The boys who are in the reformatory scene 

will also need extra accent pieces to signify they are different characters. We 

also hope to include 19th century underwear in this production, specifically for 

Wendla and Melchior, and hopefully for the entire ensemble of adolescents.  
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Hair and Makeup: We do not want to employ the convention of wild hair in this production, but 

instead hope to keep to simple hair with styles that are traditional of the period. We would tease 

the hair of the actress who is playing Ilse at intermission. 

Props: Props that are addressed in the script such as the gun should be period 

specific. However, in the expressionist nature of our hypothetical production, we 

hope to have anachronistic props that will express a number of themes. As 

mentioned before, paper will signify death in our production. In "And Then There 

Were None" Mortiz will crumple many pieces of paper and be in a pile of them by 

the end of the song, as if he as drowned in his own suicidal thoughts. In 

"Whispering" the ensemble will use paper airplanes attached to strings and fly 

them while Wendla makes her own. This will signify self-actualization as she 

heads into her untimely death. We hope to utilize light to signify sexual desire, 

and hope to get hunting lamps (pictured) that actors can use in various situations. 

We also hope to use water to signify cleansing and decision making, and hope to bring on a basin 

of water during "I Believe" in which Wendla and Melchior can bathe before having sex, suggesting 

baptism.  

Sound: We do not want to use handheld microphones like in the original broadway production. We 

believe the sound of the pit will be masked by the scrim and the flats but we are open to 

whatever options are possibly to amplify actors voices. We know there is an all acoustic version 

of the show available and will utilize if we believe the pit would mask the actors voices. We are 

eager to see how Godspell utilizes the sound department given its rock pit.  

COSTS 
(1 most expensive – 7 least expensive)  

1-Costumes 

2-Set 

3-Lighting 

4-Props 

5-Producing 

6-Sound 

7-Hair and Makeup 
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VISION 
One of the most important parts of our vision will be in homage to the source text of this music, 

the 19th century play by Frank Wedekind. We hope to utilize German Expressionism (the style in 

which the play was originally staged) as a guide. However, in taking this into more modern staging 

context, we hope to use the concept of empowering everything to ethereal levels. We will be 

giving everyday, mundane items significance in each musical number. This will hopefully elevate 

the musical numbers to a psychological space that expresses the lack of vocabulary these 

adolescents have available to them regarding their problems. Through objects like paper, and 

water, we will give tangible significance to the feelings the characters have so much trouble 

comprehending themselves. The original Broadway production of Spring Awakening used this 

methodology to explain the anachronistic score, and we hope to take that to the next level with 

our staging of these songs.  

Visually, we would not attempt to exemplify specific places with our set. Instead, we will use the 

ensemble and props to take us to the various locations of the story but it will mostly be 

transcendent of time and place. Our hope is that this production would feel like it takes place over 

the course of an entire season, sweeping the audience off their feet for three months.  

This does include some very deliberate choices to create this very abstract setting. The sidewalls 

of our set design (pictured above) would be covered with chalkboard paint. This will give a 

claustrophobic feeling of school, helping the audience get into the fragile mentality of Mortiz. We 

will include ladders toward the back of our set to give a sense of height, breaking through the 

ceiling of what these adolescents are capable of. We would have many moments where adults 

talk from behind the scrim to exemplify the disconnect between the information delivered by 

parents and teachers and the experiences of the teens.  

Our production will be guided by a few motifs, based on the principles giving significance to 

mundane items as laid out before. A prominent one is the use of light to express sexual desire. 

Everything that happens in Spring Awakening happens because the characters do not have the 

education to be able to express their feelings, and that is most relevant when it comes to sex. As 

sexual desires being the most prominent feeling amongst these teens, we wanted to give it’s 

motif great visual relevance and that is shown by the Edison bulbs hanging from the electrics on 

stage. We have researched how to get these lights connected to the lighting board in the Student 

Theatre and they will be controlled for the booth and come up each time a character is feeling 

sexual desires. Since this happens often, these lights will likely be often for the majority of the 
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first act, and the audience will feel to feel the difference in tone in the second act without the 

illumination. We hope to utilize light most in “Touch Me”, a song about our most primal desires to 

be felt, and each character will come on with a 19th century hunting lamp (also pictured above) 

and will use that lamp as the object of their desire, as opposed to a person they are incapable of 

having.  

Another motif is our use of paper to express death. While not as evident in the plot, death is hid 

from the adolescents as well. They have no way of expressing themselves about those lost in 

their lives, and that is what makes “Left Behind” “Those You’ve Known” and “Whispering” such 

different songs from “Don’t Do Sadness” and “And Then There Were None”. We want to visually 

represent this with paper in a few ways. Moritz will crumple paper in “Don’t Do Sadness” along 

with the male ensemble throwing paper clumps at him until he is drowning in the papers and his 

own suicidal thoughts. In “Left Behind” the ensemble will make origami flowers throughout the 

song and hand them to Moritz’s father, and by the end he will be surrounded by his own grief. In 

“Whispering”, the ensemble will fly paper airplanes around Wendla as she folds her own. She 

would throw her paper airplane into the audience at the end of the song, accepting her fate in the 

opposite way of Moritz. 

Conversely, we will utilize water to express new life. In “I Believe” we hope to bring a small basin 

of water on stage for Wendla and Melchior to have sex for the first time in. This will not only be a 

sanctuary for them to have sex in, but will represent their respective baptisms. To finish the show, 

the ensemble will each have a pale of water and a purple rag to clean the stage, guiding them into 

their new adult lives in “Song of Purple Summer”.  

These primal motifs of water, fire (light), and earth (paper), will hopefully bring out the innate 

within the characters and its spectators alike.  

The dance vision for this show is grounded by an early 1900s German expressionist mindset. 

Limited budgets and traumas of World War I brought forth this new style in film, dance, 

architecture and other art forms. Expressionist films often dealt with more serious topics, and 

absence of money to spend on grand sets required more of the actors. This pushed them to find 

the time, place and emotion outwardly. This also translated through dance. People of the time 

thought that ballet was too structured and mechanical; they ached to break out of the rigidity of 

their everyday lives and project their emotions. 
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Over the years, expressionism has evolved to become our “modern” dance of today. With an 

expressionist attitude, we would work to find movement that is organic, fluid, and almost 

effortless throughout the songs. Emma, in gathering ideas for the show, works to choreograph by 

first putting on the music and just dancing. Letting the music guide her movement helps her craft 

numbers that feel natural and emotionally driven. While numbers such as “Totally Fucked” will stay 

true to early 1900s expressionism that almost seems awkward and overly avant garde to us, 

numbers such as “I Believe” will consist of softer, more naturalistic and reserved movements. As 

aforementioned, our vision transcends time and place, and the movement will provide for both 

creating place and moving beyond it with this timelessly modern style of dance. 

This, as one can presume, is in no way your average kick line, jazz hands, or Fosse hip rolls 

musical theater dance. In a perfect world, there will not be a formation that is merely lines with 

people performing the same movements for a set of eight counts. The sound, the subject matter 

and the emotional drive of our vision set the stage for something completely different. This kind of 

dance does not require formal training of any sort. We would like to work with the actors to help 

them gain fluidity in their movements while conveying their stories. The choreography of the show 

serves as a second voice that, paired with the intricate vocals and the lines, provides the audience 

with a specialist lense to view the story through. Even if a character is not integral to the scene 

on paper, he or she will be guiding the story in some capacity via movement. As German 

expressionist choreographers worked to do, this will help to unite the body and the mind 

throughout the show. 

OUTREACH 
We are requesting that if Spring Awakening is selected for the fall 2017 season, that a fourth show  

(a Saturday matinee) can be included when applying for the rights. We are confident that with the 
ticket sales of The 25th Annual Putnam County Spelling Bee, and The Last 5 Years this added 

show will be utilized by the BU public. However, we are more interested in utilizing this in a similar 

way to You're a Good Man Charlie Brown, and donate proceeds to a charity that is relevant to the 
cause of this show. We are interested in two avenues for charitable aspects. In focusing on the 

consequences of poor sexual education in our pitched production, we would be excited to donate 
to a smaller charity dedicated to delivering quality sexual education to teens. We also would be 

interested in donating to Planned Parenthood, given that Wendla's death was because she was 

unable to access a safe abortion or contraceptives. We also would hope to collaborate with local 
members of a charity to lead a post-show talkback about the issues raised in the production. We 

want to have a facilitated discussion about how these issues still exist in the United States, and 
what audience members can do to help these causes going forward.  
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CHALLENGES 
The biggest challenge to a production of Spring Awakening is its sensitive content. As expressed 
before, we want to tackle this show head on and encourage discussion about these serious 
issues. We have a few plans on how to address this in the safest possible way. First, we want to 
become heavily involved with SARP throughout our process. While we do not believe that Wendla’s 
story is one of sexual assault, Martha and Ilse’s is. We hope to go through bystander training with 
the entire creative team and even cast. On days when we are blocking songs that discuss this 
kind of sensitive material, we hope to bring in SARP representatives to make sure we are 
approaching the discussion in the healthiest possible way. We as a creative team will also spend 
the summer reading books on various mediation techniques, on how to approach the other 
sensitive themes in the show (suicide, abortion). We hope our cast would inform their 
performances through discussion and empathy, rather than feigning these serious emotions that 
could be detrimental if not handled delicately. 

We also understand that we are not experts on sex education, puberty, or 19th century Germany. 
While it our job to shape this world, we are hoping to ease this distance in bringing on a 
dramaturg to our production team. While this position would be a new one for On Broadway, we 
think it could be a benefit to future teams. Our hope is that someone with an interest in research 
would compile a dramaturgical packet for the show and would come to rehearsals and contribute 
to discussion that would help inform the company of the content on they are portraying. This 
could range from the meaning of “reformatory sports”, to what 19th century abortion procedures 
were like, to what exact steps Moritz would have needed to take to complete his trip to America. 
We want to be as informed as possible if we are selected to put on Spring Awakening, and we 
think this new position would be a fantastic benefit to our team. 

The next challenge of Spring Awakening is where this show fits best. We are pitching space 
flexible, with a preference for the student theater because of its technical flexibility and intimacy. 
However, we do understand the restraints this would provide. It would be a louder pit than has 
previously been in the Student Theater, and while this would be complemented by the largest cast 
in a student theater show to date, it is still a concern. This works conversely in Tsai, the sound is 
significantly better, but with a maximum cast size of 20, it would be just shy of the 22 utilized in 
Anything Goes. However, we are flexible above all. We understand the draws of both spaces and 
are mostly concerned with sharing our story with the BU community. Our purpose for doing the 
show along with our vision would remain the same for a Tsai production. We have a different Tsai 
set design that will be included separately from this pitch. We know that if the executive board 
selects Spring Awakening for it’s 2017 season, the space that comes along with that will be the 
right choice.  
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TEAM 
This team, to us, has felt magical. We have been meeting about this show since December. Last 

Five closed and we could not stop ourselves from whirling about a project that seemed grander. 

We wanted to take the lessons we learned and apply to our collective favorite show. Each Google 

Hangout has become an outpouring of love for each other and for the source text.  

We understand that Zach and Jessie have worked together twice before, and it might be time to 

give someone else a chance. However, this partnership has meant the world to us. We have both 

learned so much from eachother, and hopefully others have learned from us along the way. When 

we first pitched Spelling Bee, we worried if some parts of our vision for that show were too 

serious for OB, and here we are pitching something quite a bit darker. We have made mistakes 

and we have had successes, and we want to apply that all here. This is a passion project by every 

sense of the term.  

The addition of Emma also adds a dynamic we are incredibly excited about. She brings a technical 

eye that has never been present in one of our shows before. Her eye for detail and immense love 

for Spring Awakening has been inspiring to observe.  

We also have a deep love for OB as a team. It has provided us so many opportunities that we 

would not have received elsewhere. We want to give back in this show by not only creating 

something meaningful, but a fun community that is loving and supportive. While not entirely 

expressed in the pitch, that has become one of our biggest priorities in conceptualizing this show. 

We want everyone to understand each other on both a level of being able to share intimate 

thoughts about serious subjects, but also being able to make rehearsals light and fun. 

Why Zach?  

This is a very interesting thing to write since being away from theatre for a semester. It is the 

first time in my life I have not been actively working on a show since I was in middle school. It’s 

been refreshing at times but it also feels like a part of me has been turned off.  

(This is not meant to be a diary entry even though it sounds like one) 

  

I say this because I truly love directing. Even when I am complaining at eboard for 45 minutes, I 

love doing it. When I am directing, I feel like I am my most full self. It has brought me such joy 
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while being abroad to have google hangouts with Emma and Jessie, and to doodle in my notebook 

what Wendla’s dress would look like in “Whispering. 

I have a special relationship with Spring Awakening because it is what made me begin identifying 

as a director. My senior year of high school, we did Spring Awakening as our annual musical. I put 

my everything into auditioning for the part of Moritz (something that may have given me nodes) 

and when I was placed in the ensemble I was crushed. Rehearsals did not start for two months 

after casting, and I spent those two months wallowing. Then, something changed when 

rehearsals started. I fell in love with the show. I took my script home not to memorize lines, but to 

reread it. I began questioning all of my director’s choices, someone I had trusted through 11 shows 

in the past. It occurred to me that I had a creative brain that could interpret this show differently 

than someone else. While I had directed projects before and taken directing classes, it was the 

first time that I felt that the text inspired me, as opposed to me inspiring the text. It was during 

Spring Awakening that the planning stages of Unit 14 Theatre Company began, and just weeks 

after its closing I began rehearsals for Proof. Spring Awakening was the show that sent me on 

the journey of becoming a director.  

It’s a show I have wanted to direct since I entered OB and learned that I could be on a creative 

team. Before submitting, First Date three years ago, I wondered if it would be a stepping stone to 

Spring Awakening. Before submitting Spelling Bee, I asked various members of OB, “if we are 

ready for a repeat of Bee, can we be ready for a repeat of Spring?” The wheels started turning 

more. The semester Jessie and I submitted Last Five, I began writing down the motifs that are 

mentioned in this pitch, ones that have been buzzing through my head since 2014. During tech of 

The Last Five Years, I sat with Emma in the booth and discussed how we could bring Spring 

Awakening to life. It was then I abandoned a three-year long promise to a friend to pitch a big tsai 

dance show. I knew I could not silence the call to pitch this show any longer. 

This story I’m telling, is why Zach. After directing two shows, there is very little I can tell you I 

would do differently (except stop pre-casting, complain less at eboard check-ins, and keep in touch 

with my actors emotions better). I know it is rare to have a three time director, but I wonder how 

rare it is to have someone who loves doing it this fervently. I can promise you that if I am selected 

to once again direct for On Broadway, I will not let you down. I will lead a cast that is passionate 

about its work and the stories it is telling. I will hold us to the utmost standard of theatre making 

that this group can handle, while embracing that OB is a social group at its core.  
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Personally, Spring Awakening would be my love letter to OB. Older members of pitch committee, I 

ask you to remember Zoop. In my first pitch for OB, I wrote this line, “take Zoop out of your 

consideration. Take instead Zachary Schiffman, the director.” While that pitch did not go through 

because of rights, it happened. Suddenly, I was taken seriously. I began to see myself seriously 

and thank OB for the majority of my professional development over the past three years. The 

shows I have directed have taught me lessons about myself that I would not learn anywhere else, 

but that could only happen because of the nurturing environment that OB has provided me. I hope 

to utilize my last chance to direct for OB as a way to inspire future directors to take pride in their 

work, and remember that even if the show is partially funded by your extracurricular student fee, 

it can be the best damn theatre you’ll ever make.  

  

Why Jessie?  
This is my fifth time pitching for BU on Broadway. While each pitch has its unique place in my 

heart, I have never felt more passionately about any pitch than I do about Spring Awakening. I 

have wanted to music direct Spring Awakening since high school. In fact, I have an old outline of a 

vision I had for an actor/musician production that I wrote my senior year of high school (before 

Deaf West). To be quite honest, I came to BU knowing that I wanted to eventually music direct 

Spring Awakening for OB. I wasn't sure who I would music direct it with or how I would do it, but I 

was determined. After Seussical, Spring Awakening was far from my mind; however, then came 

the Spelling Bee pitch in the fall of my sophomore year. In my first meeting with Zach about 

Spelling Bee, he asked me to music direct Spring Awakening for senior year. I'll admit, I thought he 

was crazy. But, two shows later and here we are.  
 
When I first heard of Spring Awakening, I was skeptical. I had grown up with classic musicals 

such as Oklahoma and My Fair Lady, so the concept of a rock show confused me a bit. I'm not 

sure when the turning point happened, but I became pretty much obsessed with the show and, 

more specifically, the music. I found I didn't get the same satisfaction from playing through the 

score as I did with other shows. This is because it's heavily chordal and pop rather than classic 

Stephen Schwartz or Sondheim. However, all that was lacking in the piano part was made up by 

the vocal writing. I found myself playing through the vocal parts more than the actual 

accompaniment because I found it so fascinating. I even took it upon myself to learn all the 

harmonies of each song just to see how they function. In fact, I still know all the harmonies to 

"Mama Who Bore Me (Reprise)". In what seems to me to be a combination of indie folk song, a 

capella, and Eric Whitacre, Spring Awakening shows the range and power of what human voices 

can do, not individually, but together.  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I have been involved with OB in some way, shape, or form since my first semester here, except for 

this one. After having music directed for 3 semesters straight, this break was greatly needed. I 

won't lie -- this semester has been significantly more relaxing. However, as I sat in CFA rehearsals 

as an actor rather than a director, I couldn't help but think of OB. During the rehearsal process of 

the opera, I had the privilege of observing a professional creative team up close. I immediately 

began taking mental notes, trying to see what I could incorporate into my own music directing 

and rehearsal room.  
 
I want to take all I've learned from the past three shows I've music directed for BU theatre, what 

I've learned in CFA, and put it into Spring Awakening. I take my commitment to OB very seriously 

and whenever someone asks about OB, I make sure to stress that this is not a group you can only 

half join. Being a part of ensembles in CFA where no one wants to be there is exhausting and 

disheartening. I have come close to burning out several times over my time here. It's easy to 

forget why I even decided to pursue music when bogged down by paper writing, translating, and 

spending hours underground in a windowless white room. That's why I love coming to OB 

rehearsals. Everyone wants to be there. Everyone is 110% dedicated to coming together and 

creating something beautiful for only three nights. OB has taught me lessons that I would have 

never learned in CFA. OB reminds me why I decided to pursue this “penniless” and frustrating 

career path: a love of music and collaboration.  

Why Emma? 
Having acted in for four Tsai shows and worked behind on nearly every other show since, I have 

truly gotten to see the inner workings of On Broadway and its membership. I have an awareness 

of the most beautiful and challenging aspect of the company as well—the myriad of talents and 

abilities the membership possesses. The dance vision for this show is in no way the average 

musical theater style.  It is not built to require the most well trained dancer. The intricate, rock-

based score of the show weaves through various intensities and allows for a combination of 

many dance styles. Having dabbled in everything from hip-hop to ballet, I want to use a range of 

styles to create different pictures based on the abilities of the individuals I would have have the 

pleasure of working with. 

My intense love for Spring Awakening bloomed throughout high school. Having (embarrassingly) 

sang along to Duncan Sheik’s “Barely Breathing” in the car with my dad as a kid, this musical style 

was right up my alley, and the arcs of the characters moved me in a way I hadn’t been before. My 
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sophomore year, I convinced a group of girls to let me choreograph “Mama Who Bore Me (Reprise)” 

for our annual revue. Although at first glance the number seemed odd out of context, I felt as 

though the magnitude of the meaning in the music of this song alone would reach audience 

members. Ever since, I thought I wanted to be in a production of Spring Awakening. However, 

when I was approached about this opportunity, everything clicked. Having the opportunity to 

approach this content from the outside and help bring it to life through a different lens would be 

rewarding and artistically stimulating. 

After seeing all of the heart, passion and creativity surrounding Spelling Bee, I knew I wanted to 

work with Zach and Jessie in the future. I wanted to learn all I could from them in any capacity. 

When the next semester rolled around and I was cast in the Tsai show, I didn’t want to let any 

opportunity go, so I decided to apply to be an Assistant Technical Director for The Last 5 Years. To 

my surprise, helping to bring Zach’s vision to life offstage was the most rewarding experience I 

have had so far in On Broadway. I remember calling my mom after tweaking lighting cues until 1AM 

and telling her that this was the piece of work I was most proud of so far in my time at Boston 

University. I truly felt as though I had found a place in On Broadway through working with Zach. 

The way we both became vocal when a light cue was just the way we wanted it or when the set 

came to life exemplified our shared passion for seeing a vision through. To work alongside him and 

Jessie again and soak up every bit of knowledge I can from them in every aspect of a theatrical 

production would be challenging, gratifying and mind-expanding. Over the past two years, I have 

gained more knowledge of and ardor for working in theater than I ever thought I would from an 

extracurricular group; I want nothing more than to continue along this path and hopefully return 

the favor to some of On Broadway’s membership along the way.  

 23



We hope that you can share in the wonder that is Spring Awakening, 
and let us share that wonder with its membership because after all… 

ALL SHALL 
KNOW THE 
WONDER 

OF #OBAWAKENING 

*ps sorry this pitch was so long we just really love this show and are really passionate about it ok thank you bye!
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