
  

 
 
 
 
 

ABSTRACT 
 
 
 

 
Title of Document: SPRING AWAKENING: A LIGHTING 

DESIGN 
  
 Robert Scott Denton, Master of Fine Arts, 2014  
  
Directed By: Associate Professor, Brian MacDevitt, School of 

Theatre, Dance, and Performance Studies 
 
 
The purpose of this thesis is to provide research, supporting paperwork and 

production photographs that document the lighting design for the University of 

Maryland - College Park, School of Theatre, Dance, and Performance Studies’ 

production of Spring Awakening; Music by Duncan Sheik, Book and Lyrics by 

Steven Sater. This thesis contains the following: research images collected to develop 

and visually communicate ideas about color, texture, intensity, form, composition and 

mood to the production team; preliminary and final organization of desired equipment 

to execute the lighting design; a full set of drafting plates and supplementary 

paperwork used to communicate the organization and placement of lighting 

equipment to the master electrician; and magic sheets and cue lists used as 

organizational tools for the lighting designer during the tech process. Archival 

production photographs are included as documentation of the completed design. 
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Dedication 

I dedicate Spring Awakening to my loving mother Lucia Bain who lost a valiant fight 

against Ovarian Cancer this past spring.  She was a strong and fearless woman who 

would never let me eye failure.  She helped teach me to be the man I am today, the 

artist that I have become and continually strive to be.   

 

I also dedicate Spring Awakening to my family and close friends who cared for my 

mother in her last months, allowing me to do as she asked, to stay at school and learn.  

I dedicate the show to my other mom, Ginger Denton; my siblings, Paul, Curtis and 

Ruth; and to all of our close friends who cared for and supported Lucia during her last 

grueling months and days and who continued their love for my family and me. I can 

never repay their love for Lucia; we have all become a family over this tragic loss. I 

could not have completed my MFA and this production without these remarkable 

people.    

 

I know my mother proudly looked down on me over the past months as the show 

came together.  As I walked out to bow on opening night, though she was not 

physically there to see the production, the artist, and the man she helped create, she 

was there, standing strong with me.    

 

With Love,  

Rob 
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Chapter 1: The Pre-Production Design Process 

1.1: Lighting Design Concept Statement 

An eerie low hum billows through the empty room, where one thinks of nothing but 

escape from the foreboding entrapment. Beyond the enormous windows guarding the 

suppression, a lush forest emerges with the slow-rising rich morning summer sun 

bathing across mysterious forms of people, animals and nature.  A small, frightened 

yet curious little girl sneaks into the stale room to see what is beyond the life that she 

knows.  With the parents’ icy entrance ushered on with a fury of searing white light, 

the little girl runs off in fear, blinding her eyes as she looks back and shivers. With a 

crashing slam of the shutters, nature and light implodes to darkness.  The world 

collides with a battle between the loving rich sun and an icy stale patriarchy 

repressing the free nature of the kids, who are naturally curious and carefree, who 

want to live and experience life. 

 

Out of nowhere, walls of unforgiving harsh silvery green light slam across the backs 

of the beaten-down kids casting their faces into the shadows of suppression, forming 

the relentless walled schoolroom.  With the boys’ slow chanting and the bursting 

electric music, the inner emotions start to break free from their minds.  As the room 

softens out, the suffocating light shifts to a dreamy slate blue.  The school kids build 

inner power that erupts with blinding white light that wipes away suppression, freeing 

their minds to express the fucked-up nature of not being allowed to be kids and live 

the life of love and learning; these struggles are the “Bitch of Living”.  With each 
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new child’s frustrations realized, the room explodes in a frantic mess of aggressive 

movement built upon by the quick searing burst of white lighting that opens the world 

up for all to be seen and felt.  With the last outcry of anger, the boys collapse back 

onto their chairs where they are once more weighted down under the rule of the 

patriarchy. 

 

Moritz and Melchior are walled by the isolating light of adulthood that begins to fall 

away with the rich strums of the guitar led in by delicate drumming.  That isolation is 

replaced by the longing world of rich forestry paradise (“Touch Me”).  The sun 

streaks magically through a forest canopy, casting the room in an array of golden 

dapple that coats the kids and elementals as they dance in a passionate entanglement 

of nature.  With each intensifying melody, the richness of paradise grows, wrapping 

every body in the beauty of love and freedom before it is whisked away, as if it was 

only a dream and nothing so lush could ever break through the fierce grip of the 

suppressive hand.     

 

“The Dark I know Well” washes away to daunting black shadows, where vile truth 

and disgust of sex abuse are hidden in the depths of the parents’ frigid souls.  Over-

powering drums pound the darkness away drawing in the stale moon through the high 

windows, scoring across the backs of the creatures of the night.  The searing light 

reveals what horrific things happen once love is squandered from one’s life, once 

power is abused and no one feels remorse. 
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As love is lost and faith broken, Moritz is lost in life and no longer fighting sadness.  

He has been broken too many times by the people whom he is supposed to respect.  

The harsh slicing walls of his mentors have been shattered with the eruption of eye-

blinding truth ushered in by his slamming of the shutters, which now hides nothing.  

All truth is revealed, and he is no longer sad.  He now sees that he is free from his 

bondages.  With this realization, clarity evaporates into a shadowy forest where that 

low lingering icy-green moon barely makes its way to the muddy ground, to the 

footsteps of Moritz’s impending approach to the cliff’s edge.  

 

Melchior turns with the electric strum of the guitar as kids and elementals flood the 

room, pronouncing they are “Totally Fucked.” The children realize that all is fucked, 

and their anger and emotions billow over, erupting with pure fury of golden white 

light, washing away any remnants of the patriarchy.  As the ear-scorching drums of 

the piercing rock music engulf the air, nature slams itself in from every crack and 

crevice.  The crashing of the drum and the kids screaming fuck shatter the shutters 

open, aggressively blasting rock light from paradise.  With their internal rage, 

children and elementals unify as movement and lights climax.  As rage and 

aggression eradicate the air with fury, the kids give one last “fuck you” to life.  

 

Ushered in by the lonesome piano, a delicate and sad night spreads across an empty 

graveyard where a distant low white moon stretches across the stones casting long 

shadows that carry a story of each lost soul.  Melchior stands in the faint moon glow 

that isolates him in a bath of sorrow.  He is left struggling to gain strength to fight for 
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his future.  With his courage, the moon intensifies and reveals his two lost friends, 

caressed in a heavenly crystalline aura. As he hears their voices flood the air, he lifts 

his head out of the shadows, catching a glimpse of that light as everything washes to 

black. 
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1.2: Research Images 

1.2.1: Patriarchal  
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1.2.1: Patriarchal 
 

  
 
 

 
“The Dark I Know Well” 
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1.2.1: Patriarchal 
 

 
 
 
 
 
 

    
“And Then There Were None”        School Room 
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1.2.2: Nature (Children) 
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1.2.2: Children (Nature) 
 

 
School Yard 
 

 
“My Junk”  - School Girls 
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1.2.2: Children (Nature) 
 

 
“The Word of Your Body” 
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1.2.3: Emotional 

 
Mystery and Fear 
 

    
Aggression and Fight 
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1.3: Design Meetings 

The design process for Spring Awakening started almost 13 months before opening 

night with a casual dinner at Director Brian MacDevitt’s home where all of the 

designers and choreographers discussed the show.  There was never any topic, 

thought or idea that was wrong.  The evening was meant to be a jumping off place for 

creating the world of the show.  We all felt at ease to let our minds run wild and 

explore.  This created a foundation for the other meetings to come, which led to 

radical changes in design and allowed for adaptions and adjustments to better serve 

the musical.  I felt that this first informal meeting helped open up a dialogue between 

the creators, keeping the thoughts flowing and establishing that everyone has an equal 

stake in the show’s creation.   

 

As we reached the first official design meetings, we already had the foundation of the 

show started.  Brian started off by briefly giving his thoughts about the musical, 

followed by Sara and Patrik, the choreographers and co-directors.  Then he opened a 

conversation where all of the creators threw out ideas and images.  We started to 

discover what this world might be.  Although I would say there was very little from 

that meeting that ultimately appeared in the visual world of the show, it did serve as 

another jumping off point.  In the next sequential design meetings, more ideas were 

worked out, and we started to make our way towards a design.  As I have stated, the 

world of lighting was a place where light was to be both beautiful and harsh, 

reflecting both love and suppression.  I always felt that the searing boundaries of light 

were as important as the light airiness of an early fall day.  We initially envisioned 
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one set design that was the reverse of our final world.  It was a place of nature and 

beauty; it was the location of the kids and had no bearing on the parents’ world.  I 

never fully understood that world, and I voiced that in many meetings.  Some may 

say that it was not my place to speak, but I believe my actions were consistent with 

that initial foundation from which we started, that everyone should voice their 

thoughts.  That scenic design was eventually changed – by talks between the directors 

and scenic designer – to the world that ended up on our stage, a world where nature 

was being shut out of the lives of children and adults sought to control everything.    

 

A huge advantage that we had with Spring Awakening was the rehearsal process 

starting early, giving us all the ability to see how the choreography was being 

developed.  We were all able to feed off of one another.  The choreographed phrases 

translated into ideas and thoughts about the design and vise versa.   

 

As far as the design meetings continued to go, I always felt that we spent a good 

amount of time on the tangible aspects (scenic and costumes), but when it came to 

lighting and projections, there was never enough time to fully discuss ideas.  I say 

that knowing that Brian MacDevitt and I were always on the same page as far as how 

the world should feel and the story we were seeking to tell.  The issues came later 

when we added in the other directors during the technical rehearsal process.  More 

robust conversations relating to lighting and projections with all three directors in the 

earlier design meetings would have ensured a shared vision between directors and 
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likely prevented the confusion and frustration we were to experience while hashing 

these ideas out during the tech process.   

 

Once the designs were decided upon and the world was flushed out, Andrew Cissna 

the projection designer, and I started to talk more in depth on each moment of the 

musical. As he and I had to work together to create a world that blended video images 

and light, we talked extensively about who would take the lead at times and how we 

could help each other out.  We strove to make a world that was seamless.  We then 

added Brian MacDevitt, and the three of us would go through the entire show.  Cissna 

would show the projections, which helped us start to nail down ideas.  I found having 

these meetings before we entered into the theatre to be incredibly valuable. 
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1.4: Anticipated Equipment Request  
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Chapter 2: The Production Process  

2.1: Crafting the Lighting Design Ideas 

Once I received the final scenic package, I was able to start to solidify the lighting 

ideas that had been in discussion for the past months.  With the set in hand, I started 

to work on the hang plot to get an idea of where we stood with added positions and 

other complicated lighting ideas that would need more time to technically figure out.  

 

The scenic design presented me with numerous challenges, from walls on three sides, 

a ceiling, a thrust stage and multiple flying drops upstage.  Beyond the physical 

challenges, the nature of a musical with a heavy load of contemporary choreography 

added the next layer of complexity to the challenge.  Dance usually requires sidelight 

to sculpt the body to reveal the form, which is all much more complicated with an 

enclosed space like our set.  Not only was I seeking a way to light the singers and 

dancers with light and with flexibility enough to cue an entire musical, but I also 

needed to find a way to separate the dancers and singers at times, all while trying not 

to light up the scenic walls that served as projection surfaces.  With all of this said, 

the hanging plot became increasingly important, due to the amount of added positions 

that were in close proximity to the set.    

 

When it came down to laying out the basics of the plot, I referred back to my concept 

and the current choreography that was being created.  I first decided on how many 

lighting areas I would need, and I then determined what lighting tools would be 

required to fulfill my design based off of my concept and research.  I determined that 
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my design would be best served by sixteen areas (five across, three deep and then one 

for the thrust).  This allowed me both control and a unified look.  I also knew that I 

would use the moving lights throughout the show to light most of the musical.    

 

The main issue that I discovered while doing the plot was how to physically get light 

into the room.  I needed to add positions that would allow me to do a heavy hang of 

downstage side light that would be able to get in under the ceiling.  This required 

adding several large positions. I also planned to hang additional positioning front of 

house that would hold large moving lights, the instruments that were responsible for 

lighting 90% of the show and creating the harsh patriarchal light.  This required 

communication from all shops on how to achieve the hang and power the units.  I also 

looked at ways to create great flexibility in the area upstage of the room that we 

referred to as paradise, as I did not know exactly what this would be until it was 

created in the theatre by the Scenic Designer.  I chose to hang the area heavily and 

cover all of my bases.  This area was extremely tight on flying pieces and took great 

communication on all parts.  

 

I would say the tightest hang of the plot was the area that we decided to block off for 

lighting; it was the 30 inches between the fire curtain and the set.  I decided to be 

ambitious and employ an extremely heavy hang; every light had to be hung and 

checked with precision to make the desired shot while not blocking another light.  

This area of lighting equipment was crucial to the design, as it was the only way to 
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get light into the room and also give the flexibility that the design and production 

required.    

 

I took the unusual step of reaching out to the faculty and Center to see about hiring an 

outside programmer, someone that I trusted to keep up with me in cuing and have an 

artistic eye of his own.  I requested the programmer and then fought to find money to 

pay this person.  This was not a normal thing for the department to do, but they 

realized why I was seeking this person and why it was important.  Again, 

communication was key to securing the outside programmer, and ultimately, securing 

a programmer was key to successfully realizing the design.   

 

With all of this and other issues that arose as I started to complete the final lighting 

plot, constant communication and flexibility was crucial in order to achieve the 

needed hang.  The Electrics Shop and I spoke continuously and sought after ways to 

achieve the design.    
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2.2 Lighting Area Layout 
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2.3: Lighting Plot 

2.3.1: Overstage 
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2.3.2: FOH Catwalks 
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2.3.3: FOH Balcony and Boxes 
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2.3.4: Ladders and Booms 

 



 

 25 
 

2.3.5: Deck and 11th Electric 
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2.3.6: Section 
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2.4: Paperwork 

2.4.1: Channel Hookup 
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2.4.2: Instrument Schedule 
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2.5: Pre-Tech Programing 

2.5.1:  Group List 

 
 

SPRING AWAKENING

LD: Rob Denton
UMD 

Kay Theatre 1 of 2

## DESCRIPTION UNITS
1 FRONTS 1>26
61 DWN FADERS 61>76
100 X LT 101>121, 141>156
101 X LT 101>121
131 X LT 131>134, 141>144, 151>154
141 X LT 141>161
200 X LT 201>216, 241>256
201 X LT 201>221
241 X LT 241>261
300 TEMPS 301>310, 311>320
301 TEMPS 301>310
311 TEMPS 311>320
321 TEMPS 321>323
324 TEMPS 324>326
331 TEMPS 331>333
334 TEMPS 334>336
341 TEMPS 341>345
351 TEMPS 351>355
361 TEMPS 361>363

400
BOOMS

401>408, 411>418, 421>428, 
431>434, 441>444

401 BOOMS 401>408
411 BOOMS 411>418
421 BOOMS 421>428
431 BOOMS 431>434
441 BOOMS 441>444
451 BOOMS 451>453, 461>463
501 PARADISE 501>504
511 PARADISE 511>514
521 PARADISE 521>524
531 PARADISE 531>534
541 PARADISE 541>544
581 PARADISE 581>584

601
WINDOWS

601>604, 611>614, 621>624, 
631>634

641 WINDOWS 641>644

GROUPS
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SPRING AWAKENING

LD: Rob Denton
UMD 

Kay Theatre 1 of 2

## DESCRIPTION UNITS
1 FRONTS 1>26
61 DWN FADERS 61>76
100 X LT 101>121, 141>156
101 X LT 101>121
131 X LT 131>134, 141>144, 151>154
141 X LT 141>161
200 X LT 201>216, 241>256
201 X LT 201>221
241 X LT 241>261
300 TEMPS 301>310, 311>320
301 TEMPS 301>310
311 TEMPS 311>320
321 TEMPS 321>323
324 TEMPS 324>326
331 TEMPS 331>333
334 TEMPS 334>336
341 TEMPS 341>345
351 TEMPS 351>355
361 TEMPS 361>363
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581 PARADISE 581>584
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WINDOWS
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631>634

641 WINDOWS 641>644
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2.5.2: Color Palette List 

 
 
 

SPRING AWAKENING

LD: Robert Denton
UMD

Kay Theatre 1 of 1

## DESCRIPTION UNITS
1 R00 G902, G904, G905, G906, G907
2 R373 G902, G904, G905, G906, G907
3 R372 G902, G904, G905, G906, G907
4 R371 G902, G904, G905, G906, G907
5 L132 G902, G904, G905, G906, G907
6 L119 G902, G904, G905, G906, G907
7 R382 G902, G904, G905, G906, G907
8 R08 G902, G904, G905, G906, G907
9 R09 G902, G904, G905, G906, G907
10 R16 G902, G904, G905, G906, G907
11 R21 G902, G904, G905, G906, G907
12 R26 G902, G904, G905, G906, G907
13 R312 G902, G904, G905, G906, G907
14 R3315 G902, G904, G905, G906, G907
15 L117 G902, G904, G905, G906, G907
16 L144 G902, G904, G905, G906, G907
17 R58 G902, G904, G905, G906, G907
18 WARM WASH G902, G904, G905, G906, G907
19 R27 G902, G904, G905, G906, G907
20 CHIP WHEELS HOME G902, G904, G905, G906, G907
21 ELEKTRA G902, G904, G905, G906, G907
32 373 - GRN G902, G904, G905, G906, G907
33 LB N/C G902, G904, G905, G906, G907
34 IB-GRN G902, G904, G905, G906, G907
35 LBACT2 G902, G904, G905, G906, G907
37 FS MATCH G902, G904, G905, G906, G907
38 LB WR-GRN G902, G904, G905, G906, G907
40 HALFBLUCHP G902, G904, G905, G906, G907
41 FUCKING G902, G904, G905, G906, G907
42 PURPLE SUMMER G902, G904, G905, G906, G907
43 GREENERY G902, G904, G905, G906, G907

COLOR PALETTES
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2.6: Reflections from Designer Run   

The Spring Awakening design run was hugely important for me to see what the 

breadth of the show had become and what had become of the staging.  I learned a 

tremendous amount about the show and the final arc of how I was going to light each 

moment by being in the room and experiencing it live.  With Spring Awakening, I 

went into the run keeping in mind my concept and the story we were seeking to tell.  I 

also made sure that I was able to videotape the run, so I would always be able to refer 

back to it during my cuing times outside of tech.  This became especially important, 

as our last runs of the show in the rehearsal hall were canceled due to snow closures.    

 

While watching the run, I marked my script with cue placements and notes about 

each cue, which later served as a base point from which I worked during tech and 

cuing.  I also thought about the show in a general way, looking at how the staging and 

choreography would work with the design elements.  As I have stated, this project 

was established as one where everyone in the creative process could contribute; 

therefore, I also viewed the run as an opportunity for me to give feedback as a pair of 

fresh eyes.  One of the things that I asked the directorial team about was the way they 

were portraying the gay boys and their newfound love.  I thought it was staged in a 

way that was very cliché and failed to realize the power of that moment.  We all 

talked about my concerns, and there was a decision to change the way it was staged.  

 

After the run, I looked back through all of my notes, and I used them to start breaking 

down each cue on paper.  At that time, I also looked back at my plot to make sure that 
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I had covered all areas, confirming there was nothing that I had forgotten or needed to 

address.  In fact, there was a small oversight on my part, which I informed the shop 

about, and we were able to handle the issues before focus.   

 

I would say I learned the most from the designer run about how I needed to adapt my 

planned focus, how I could light the movement and staging in a better way and what 

areas were most important.  I was also able to start to get abreast of what the moving 

light focuses would be and how to juggle all of them in the show.  

 

The designer run allowed me to connect with the show and directorial team in a new 

way that I hoped would strengthen our communication and relationship before we 

entered the technical rehearsals.  It is that moment that all of the creators are together 

with the show fresh on their minds and are able to talk about the work on a pure, 

emotional level, in a way that is not fogged by the stress of tech.   
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Chapter 3: The Tech Process 

3.1: Designing During Tech 

As we approached the technical rehearsal period, we ran into many bumps in the road 

that had to be overcome before we could even begin the tech.  Some of our issues 

were the normal obstacles that can be expected when loading in a show, while others 

were out of our control.  We entered tech behind schedule due to the University 

closing for two days during a snowstorm.  Everyone rallied together to get us back on 

track for when the actors joined in on the tech.  

 

Before the official start of tech, I was able to start cueing over top of the rehearsals on 

stage, which gave me the ability to figure out how the rig interacted with the other 

elements of the show and how I could use the lights in creative storytelling ways.  

Our official start of tech began with dry tech, a day that is for all of the designers to 

start working on the show without the cast.  We decided to use this time to nail down 

the top of show from preset through “Mama Who Bore Me.”  Although this seemed 

to be a simple goal for one evening, it actually became one of the most challenging 

nights of the process.  It was my first taste of what designing for Brian MacDevitt 

would be like, and all of my fears that I had worried about the past eleven months 

seemed to be coming true.  The night was a grueling four-hour lighting session, where 

Brian dictated detailed lighting instructions to me; the session required every ounce of 

my mental capacity to keep composure and make it through.  The following day, with 

advisement from faculty, Brian and I had a meeting to discuss the night before, where 

I asked him to let me design, to give me notes as a director and not to dictate what 
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lights, color and intensity to use.  With this chat over, we set off, committed to a new 

mindset of starting fresh and working together.   

 

That night, we started with the cast, once again at the top of the show working our 

way through the musical.  Our goal was to get looks in place and the basic feel of 

each moment, and then I would go back during my notes times to finesse, cleaning up 

and being sure to cover the aims and properties of light.  With that goal of tech style, I 

quickly realized that the other challenge I was going to face was the other two 

directors (choreographers) who were unfamiliar with this approach to tech that Brian 

and I had agreed upon and who seemed inordinately concerned with the dancers’ 

lighting in proportion to the other elements onstage.  This led to me getting notes 

from three different directors, and more often than not, their notes contradicted one 

another.  I decided to continue with what I considered to be the best approach: 

lighting the show quickly, making sure we had the feel of each moment covered, with 

particular focus upon the singers.  I would stick to my plan of working during notes 

time to sculpt and refine lighting the other elements.  That decision made the 

choreographers very nervous, and they could not understand why the dancers were 

not lit as well as the singers.   

 

On top of all of that, we then hit another roadblock that night, as we had three of the 

four MAC III moving lights fail on us.  With my advisor’s attention focused on his 

responsibilities of directing the show, I reached out directly to the industry and the 

Center’s staff.  A solution was found the following morning, and we were able to rent 
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replacement lights at a discount and get them up and operational the following day.  

With these new, better lights, we were able to move faster and more efficiently 

through tech, and we no longer had to keep troubleshooting technical issues.  

 

We finally made it almost through the entire show on Saturday night, allowing us to 

be ready for our first run on Sunday, our first time with the orchestra.  As expected, I 

learned a lot from that run and did notes quickly on the fly.  During the run, I 

compiled multiple pages of notes of my own.  Following the run, we had a meeting 

that involved the three directors, the projection designer and myself, where I was 

blindsided by the reaction from the choreographers on the design and my treatment of 

“their dancers.”  Even more surprising was that Brian MacDevitt, my advisor and 

director, did not defend my choices, many of which were decisions he and I had 

reached together.  At that moment, in the heat of emotions and exhaustion, I told the 

three of them that I could not design for three different opinions, that I needed them 

to agree on a choice and that I would be happy to work towards that singular 

direction.  I also informed the choreographers that I was not ignoring the dancers, that 

I saw they were not yet well sculpted and that this was one of the many notes on my 

long list.  This did not comfort them.  I asked that we have a meeting the following 

day to hear their detailed notes and see if that would bolster their confidence in me.  

That meeting started off with raw emotion and brutal honesty from both sides.  But it 

broke the ice between us, strengthening our relationship, and we were able from that 

moment forward to work better together.  I wish the same could be said of my 

working relationship with Brian, but that would come later.  
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On Monday, the actors’ day off, I spent all afternoon and evening cueing through the 

show on my own, and I was able to get through almost the entire show.  I worked on 

all of the notes that I had compiled as well as those specific areas that most troubled 

the choreographers.  I knew I had to follow through on my commitment to address 

their concerns before I could move forward with other priorities.  On Tuesday, we did 

another run of the show, which proved to be leaps and bounds ahead of the previous 

run.  All three directors were thrilled by how the lighting had progressed.  After that, 

we had two more days of tech, one of which was focused on working through specific 

moments.  This rehearsal, although valuable in some ways, proved inefficient and 

frustrating with three directors each wishing to run the process.  At one point, the 

Stage Manager finally snapped from the stress.  I jumped up when I realized what 

was happening and spoke with her as we declared a break.  I let her know that I 

understood what was happening, that I too had been subjected to the confusion of 

interpreting conflicting directions and agendas. She regrouped, and we continued the 

night.  

 

On the day of our final run before opening, Brian and I met for a lighting session on 

“The Song of Purple Summer.”  He had strong ideas in his mind, and I too had strong 

ideas of my own.  We had been discussing and debating that song over the past few 

days, and we finally came together that afternoon to work through the number.  We 

worked well together, and that was the moment I believe we both came back together 

as friends and collaborators.  The stress was gone.  We were in a good place, and we 
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were ready for that final run.  There was a moment during that session where he told 

me he was glad that I fought for the white upstage background.  It was something that 

he had been against, but I felt strongly it was needed to give air to paradise.  He had 

let me experiment and show him.  

 

On the evening of our last run, I was very pleased with where we had come with the 

show.  I left that night proud of what was created.  I felt that the directors and I had 

traveled a long, rough journey together, and we were stronger for it, even if at that 

moment there was still a bit of emotion between us.  I knew that we were in a good 

place to turn the show over to the Stage Manager.  
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3.2: Magic Sheet 
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3.3: Cue List 
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3.3: Spot Cue List 

 

 



 

 108 
 

 



 

 109 
 

 



 

 110 
 

 

 



 

 111 
 

 
 
 
 
 



 

 112 
 

 
 
 

 



 

 113 
 

Chapter 4: Production Photographs 

4.1: Act One 

4.1.1: All That’s Known  
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4.1.2: Bitch of Living 
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4.1.3: My Junk 

 



 

 116 
 

4.1.4: Touch Me 
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4.1.5: Touch Me 
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4.1.6: The Dark I Know Well 
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4.2: Act Two 

4.2.1: Don’t Do Sadness 
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4.2.2: Beating 
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4.2.3: Totally Fucked 
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4.2.4: Totally Fucked 
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4.2.4: Totally Fucked 
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4.2.5: The Song of Purple Summer 
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Chapter 5:  Final Reflection  
 
As I look back on the production of Spring Awakening, now that it has been several 

weeks since the curtain fell, I am filled with a sense of pride.  I understand that the 

show was not perfect, but I do believe we told a strong story.  I left opening night 

proud of the work that I produced.  I believe it was strong, dynamic, striking, delicate 

and served the musical in a powerful way.  I do not think I ever sacrificed my design 

by my choices or by my compromises, but like any show, I do find myself looking at 

what I could have done to help tell the story in a stronger manner and how we as a 

creative team could have strengthened the complex story of the musical and the 

subtext of the stories we were seeking to tell.   

 

When I reflect on the production as a whole, I find myself asking some of the same 

questions that the audience would ask us.  How did the elementals (dancers) propel 

the story forward?  Should we have used them less or more?  I believe we found 

several moments that they were not necessary, and I imagine that if we had another 

week of tech, we would have been able to add/remove them in other appropriate 

places, all in a way to make their role stronger and more seamless.  Or were there 

elements of design and staging that were not working with the dancers seamlessly?  

On my part, I wish that I could have found even more creative ways to sculpt them, to 

give the illusion of more depth.  I feel that would have helped guide the viewer’s eye 

on where to look.  As a whole, I think that we as a creative team did not know how to 

fully work with contemporary dancers, so we inadvertently placed a wall around 

ourselves (and quite literally around the playing space) that acted as a barrier of 
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friction (and light).  It was not conducive to a smooth process, but it was a catalyst 

that served to elicit a singular decision from the three directors.  

 

As I look back on the entire process, I know where mistakes were made in my 

planning of the lighting plot and where things did not work out as I had hoped.  I was 

able to adjust throughout the technical rehearsal and fix most of the mistakes.  

Despite many setbacks in the process, such as UMD closing for snow, equipment 

failure and the pure scope of the show, I believe we prevailed.  I find myself looking 

back over the past year reflecting on how Brian MacDevitt and I worked together 

throughout the process.  Having one’s advisor, colleague, friend and five-time Tony-

winning Lighting Designer direct a show that you are lighting adds a layer of pressure 

onto a situation, to say the least. That pressure was elevated by the scope of this 

production and the addition of two other directors.  As we worked through the show, 

there were many times that tensions in the room were heightened or emotions in 

meetings were heated.  I know that, at points, my emotions were running high, and I 

had to put them aside and focus on the show.  I wanted to serve the show and team as 

best that I could, and I am sure there were moments when I allowed the stress to build 

in my mind beyond what was actually present.  Brian and I had several chats 

throughout the process, and all were honest and useful.  They kept the two of us on 

the same page for the design, and when tension built between us, we were able to 

work it out and move forward.   
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I learned a valuable lesson through this process.  I learned that most of the time my 

frustration in the technical rehearsals was not about the pressure of things not 

working out or a changed decision, but rather the lack of a single direction.  With 

three passionate directors working together, all of whom had strong opinions, I was 

receiving many different comments and, at many times, three conflicting thoughts 

about a particular moment onstage.  Once I realized this source of my heightened 

emotions and frustrations, I asked the directing team to give me a single decision and 

I would be happy to find a way to make it happen, that I was just not able to please 

three different decisions on a single moment without muddling the design and story 

arc.  

 

There are few projects that I am as proud of as Spring Awakening.  I think that I broke 

any mold people might say about me and my designs.  I believe that I showed a wide 

breadth of styles, and all served the musical.  There was never a time in the show that 

I thought my design was inauthentic or a moment of which I was not proud.  I was 

able to depict a great range in color, texture, movement, sculpting and timing.  I left 

the process on opening night knowing that I had done a stellar job and that I could be 

proud of the show and the process.   
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