
Spotlight 
on 
Learning
a Pioneer Theatre Company
Classroom Companion

Pioneer Theatre 
Company’s Student 
Matinee Program is 
made possible through 
the support of Salt Lake 
County’s Zoo, Arts and 
Parks Program, Salt 
Lake City Arts Council/
Arts Learning Program, 
The Simmons 
Family Foundation, The 
Meldrum Foundation  
Endowment Fund and 
R. Harold Burton 
Foundation. 

Additional Support by 

Richard K. and Shirley S. 
Hemingway Foundation

Spotlight on Learning is provided 
to students  through a grant 
provided by the

George Q. Morris Foundation

Approx. running time: 
2 hours and forty minutes, which in-
cludes one fifteen-minute intermission.

Student Talk-Back:
There will be a Student Talk-Back 
directly after the performance.

I am not a fan of scary movies.

Halloween, A Nightmare on Elm Street, Carrie, The Shining—
none of them. I avoid that sort of nightmare-inducing adrenaline 
rush at all costs. 

Thriller theatre, on the other hand, is quite another matter. 

Maybe it’s the real-but-not-too-real aspect I like. I can get drawn 
in, but when I’m just scared enough I can remember it’s a play 
and won’t be haunted in my sleep, or walking down a dark and 
empty street. 

Sweeney Todd: The Demon Barber of Fleet Street was a ground-
breaking piece of theatre when it premiered in 1979. Stephen 
Sondheim conceived the musical after he’d seen a play of the 
same title by Christopher Bond. It was a sung-through piece of 
theatre unlike anything ever seen before—haunting melodies 
layered upon dissonant chords; screeching sounds of engines and 
machines; sounds of the music hall and the opera in the same 
show. Hal Prince took on directing duties, adding depth to the 
piece by making a statement about the human condition. The 
setting—Victorian England on the eve Industrial Revolution, 
when the unexplainable was easily turned into something dark 
and sinister—adds yet another layer to this modern, American 
musical theatre classic.

I know many of you will say, “I’ve seen that show at PTC!” Yes, 
you did. Twenty years ago! So it’s time to revisit this classic and 
share it with another generation of theatre-goers. 

I hope it leaves you on the edge of your seats. But only until you 
leave the theatre…

- Karen Azenberg, Director/Choreographer
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MELODRAMA 

The term “melodrama” was used to describe a theatri-
cal form in which music was used to underscore and 
comment on action. The primary exponent of this 
dramatic form was Guilbert de Pixerecourt, who lived 
and worked in France during the 19th century. His 
work combined spectacular setttings with a mixture of 
tragedy, comedy and mime. 

The producers of melodrama provided their enthu-
siastic audience with obvious plots filled with violent 
conflict, unmotivated twists, wonderous coincidences, 
deceptions and conspiracies. In addition to rapid and 
exciting physical action, melodramas stressed sharply 
contrasted and simplified characters and a colorful 
alternation of violence, pathos and humor. 

These were highly “disposable” plays which were based 
on rigid conventions; they were theatrical rather than 
literary in their appeal. Originally aimed at the illiter-
ate sector of the audience, melodramas depended on 
seductions, kidnappings, murders, eerie graveyards 
and last-minute escapes from disaster as their stock-in-
trade. Instead of tragic inevitability, tension was main-
tained through surprise and coincidence.

The central situation in melodrama was the victim-
ization of the innocent and helpless by powerful evil 
forces. Four basic characters traditionally fought this 
struggle: the hero and the heroine, a comic ally who 
helped them and a villain. Language and gesture were 
always strong and impassioned. 

Sriving for astounding effects and potent emotional 
shocks, melodramas have a lot of climaxes and scenes 
of confrontation, pursuit and escape ending in striking 
tableaux. Virtue always triumphs. 

The writer of melodrama saw the world as filled with 
endless ethical struggles; the poor are virtuous, but 
persecuted by the rich and corrupt. The villain embod-
ies evil whether he is a decadent artistocrat, a factory 
owner or a landlord. Through a reversal of fate, just re-
wards and punishments are doled out. Even if the hero 
is defeated, he triumphs by being morally superior to 
his oppressors. 

MTI Study Guide for Sweeney Todd, The Demon Barber of 
Fleet Street By Sarah Schlesinger and Fred Carl

In the course of presenting this struggle between good 
and evil, many melodramas also include a level of 
social or political commentary on issues ranging from 
the abolition of slavery, to tax and prison reform. As a 
result, this form of theatre servered as a vital source of 
information for illiterate audiences. Melodramas tend-
ed to make useful moral statements as they glorified 
the common man and his triumph over greed.

Victorian melodrama was spectacular in its staging, 
featuring shipwrecks, scenes of fires, explosions, ava-
lanches and city life. 

WORDS to Know:

Alms: money or food given to poor people.
Ambrosial: exceptionally pleasing to taste or smell; 
especially delicious or fragrant.
Beadle: a ceremonial officer of a church, college or 
similar institution.
Bedlam: Originally an institution for the care of 
mentally ill people; currently a scene of uproar and 
confusion.
Brisk: active, fast and energetic.
Candor: the quality of being open and honest in ex-
pression; frankness.
Curate: a member of the clergy engaged as assistant 
to a vicar, rector or parish priest
Eerie: strange and frightening.
Elixir: a magical or medicinal potion.
Jubilate: show great happiness; rejoice.
Leery: cautious or wary due to realistic suspicions.
Pomade: a scented ointment applied to the hair or 
scalp.
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Oh, I can see us now
In our bathing dresses
You in a nice navy
And me….stripes perhaps
  
- By The Sea, Sweeney Todd

Stripes have held an unusual place throughout history. 
They designated the “deviant” from the normal, qualifying 
women as prostitutes or men as jugglers. In creating the 
costumes for Sweeney Todd: The Demon Barber of Fleet 
Street, Brenda Van der Wiel decided to utilize its iconogra-
phy and create not only an intriguing costume, but also a 
visual story.

Where did the influence of stripes come from?

“Actually Karen [Azenberg, the Artistic Director] wanted 
the stripes because that brown and black stripe is a really 
steam-punk image”, Van der Wiel notes, “and then it sort 
of evolved into being on everybody because I just read this 
book The Devil’s Cloth: A History of Stripes and Striped 
Fabric.” 

The Devil’s Cloth: A History of Stripes and Striped Fabric 
is about the evolution of stripes and striped fabric, and how they had a lasting impact. 

“Sometimes prostitutes, sometimes the jugglers and clowns and sometimes the hangmen were required to 
wear either an entirely striped suit clothing or more often an item of striped clothing: a scarf or dress for pros-
titutes, breeches or hoods for hangmen and doublets or hats for jugglers and clowns – so it was a matter of the 
world being able to see what you did and not getting these kind of people confused with citizens.”

“And pre-Victorian and into the early Victorian, you were really only supposed to have any fabric that touched 
your skin or your body be white or undyed and so as people started becoming a little more rebellious they 
started putting teeny tiny little stripes into their petticoats or breeches (or underwear) to be rebellious in that 
way.” 

“So, having had read this book a while ago, I just remembered that and then we started talking about how 
these people [in Sweeney Todd] are all on the edges of society and as everybody gets into this whole story they 
become more and more deranged.” 

In designing each costume, she found a way for the stripes motif to hint at a character’s personality. For ex-
ample, “I think the Judge’s probably are the most subtle of the principals just because he’s trying to not show 
his hand and so his are more in his tie and his lining.”

“The Beggar Woman is Lucy in the flashback, and she’s the only one that doesn’t have any [stripes] so she’s 
kind of the only “pure” person in the show.”

Stripes: More than Meets the Eye
By Vreni Romang, Publicity Manager at Pioneer Theatre
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Oh, the glory of Stephen Sondheim! The lyricist-com-
poser, who turned 80 this year, is all over Broadway: 
the revivals of the 1957 West Side Story and the 1973 A 
Little Night Music, plus the retrospective-cum-autobi-
ography Sondheim on Sondheim. For the Tony Awards 
this Sunday night, A Little Night Music has four nom-
inations (including Catherine Zeta-Jones for Actress 
and Angela Lansbury for Featured Actress), Sondheim 
on Sondheim two. This spring the invaluable Encores! 
series at New York’s City Center staged a whirling 
concert version of Sondheim’s 1964 Anyone Can 
Whistle, and a few weeks later put on a gala tribute to 
a career as lengthy as that of the old musical master 
Richard Rodgers (with whom Sondheim also wrote a 
show). Fifty-five years on Broadway and he’s still the 
defining musical voice of his generation and those that 
followed.

You know you’re an institution when things are named 
after you. There’s a Stephen Sondheim Award pre-
sented annually by the Signature Theatre in Arlington, 
Virginia; the first one went to Lansbury, who made 
her musical debut in Anyone Can Whistle, won Tonys 
for his 1979 Sweeney Todd and a revival of the 1959 
Gypsy and can be heard this week on Broadway in A 
Little Night Music. A 43rd Street theater once called 
the Henry Miller reopened this spring as the Stephen 
Sondheim, with Dame Edna Everage (aka Barry Hum-
phries), belting out “Ladies Who Lunch” from the 
1970 Company. Music, words and bitter emotions by 
S. Sondheim.

 Why Broadway Hates Stephen Sondheim
If you didn’t catch a Sondheim show in its original in-
carnation, no matter; he’s had more resurrections than 
Freddy Krueger. In the past 21 years, Broadway has 
mounted nine Sondheim revivals (Gypsy three times, 
Company, Into the Woods and Sweeney Todd twice, 
and Follies, A Funny Thing Happened on the Way to 
the Forum, A Little Night Music, Sunday in the Park 
With George and West Side Story once). There have 
also been three shows of the composer’s songs (Put-
ting It Together, Mostly Sondheim and Celebrating 
Sondheim).

With all this renewed attention, it’s a shame Sond-
heim isn’t alive to enjoy it. Oh, wait, he’s still going 
strong! He hasn’t stopped working, in fact. But to 
the people who put up the money for new shows, he 
may as well be dead or retired. Since 1987, when 
Sondheim capped his fourth decade on the job with 
the magical but grim fairy-tale musical Into the 
Woods, he has completed three new shows; only 
one — the 1994 Passion — made it to Broadway in 
its original production. Two others, Assassins and a 
Mizner-brothers biography, variously titled Bounce 
and Road Show, played in off-Broadway houses. Oh, 
the frustrations of Stephen Sondheim!

Rarely if ever has a living Broadway composer been 
honored so much for his past and so little for his pres-
ent. He’s the musical theater’s ultimate example of an 
oldies act. Nobody wants to sponsor his latest, pos-
sibly most mature works. Only the classics, please. 
Play Gypsy for me.

Or “Send in the Clowns.” That number, from A Little 
Night Music, was recorded by Judy Collins and 
became a pop standard. Other early Sondheim songs, 
from West Side Story and Gypsy, remain indelible 
entries in the Great American Songbook: “Maria,” 
“Tonight,” “America,” “I Feel Pretty,” “Somewhere,” 
“You’ll Never Get Away from Me,” “Small World,” 
“Together, Wherever We Go,” “ Let Me Entertain 
You.” But it was Sondheim, still in his twenties, who 
wrote the lyrics, and Leonard Bernstein and Jule 
Styne who wrote the melodies that keep playing on 
the collective iPod. As for Sondheim the total song-
writer, “Send in the Clowns” stands as his sole great-
est hit.

Originally written by Richard Corliss for TIME Magazine, 
Saturday, June 12, 2010 in anticipation for the Broadway 

production Sondheim on Sondheim
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months; none since has lasted as much as two years. 
The original Anyone Can Whistle closed after nine 
performances. Merrily We Roll Along rolled off in two 
weeks. And once a show closes, it’s just about dead to 
posterity. It’s not like some indie movie that builds a 
cult reputation after its release. You can’t rent Pacific 
Overtures on Netflix.

But you can play the albums, listen over and over 
to the numbers, let them grow on you and into you. 
Sondheim shouldn’t be judged on whether millions of 
people remember simple tunes. He might be the most 
influential composer of the past 50 years, if only be-

cause so many younger composers borrowed from his 
astringent style. Of that period, he surely is the great 
American playwright.

The merciless, poignant psychological profiles in 
Sondheim songs describe modern man and woman 
with an acuity no other theater writer can touch. A 
lifelong homosexual who in Sondheim on Sondheim 
says he didn’t find lasting love until he was 60, he 
is still the great chronicler of married life in all its 
ambiguities (“Sorry Grateful” from Company), cyni-
cism (“Now You Know” from Merrily) and bitterness 
(“Could I Leave You?” from Follies). His lyrics sing 
and sting, as his characters soar and collapse. This 
is popular art for grownups with sutured hearts, and 
Sondheim is their confessor, surgeon and priest. He is 
the poet of domestic tragedy. That Broadway hasn’t 
given him the chance to keep writing songs for new 
shows — well, that is a tragedy too.

Sunday in the Park With George

When he became his own composer, Sondheim had a 
different, more ambitious musical agenda. Traditional-
ly, Broadway songwriters angled their numbers at least 
partly towards the non-Broadway listener; a show ran 
longer if some hit songs could be extracted. But Sond-
heim didn’t care about writing hits; his lyrics were 
meant totally as the expression of the characters sing-
ing them, and his melodies were composed to suit the 
time the characters lived in. Thus the 1970 Company, 
a contemporary ensemble piece about married couples 
and one single man, took its cue from Burt Bacha-
rach’s angular songs and off-kilter tempos. The 1971 
Follies, set partly in the Ziegfeld Broadway of 1940, 
was a pastiche of up-tempo vaudeville numbers (“The 
God-Why-Don’t-You-Love-Me Blues”) and plaintive 
ballads (“Losing My Mind”). A Little Night Music, set 
in turn-of-the-century Sweden, had an operatic tone — 
and that one hit single.

The mature Sondheim, from then on, didn’t write 
songs; he wrote scores. His melodies, borrowing more 
from serious modern music than from the pop idiom, 
were meant to challenge the ear, not soothe it. Produc-
ers begged him to write some “humma-mamumma-
mamum-mable melodies” (his derisive phrase from a 
number in Merrily We Roll Along), but he’d throw in 
a catchy tune or sentimental ballad only at gunpoint. 
When they do appear, it’s usually toward the end of 
a show — “Our Time” from Merrily, “Sunday” from 
Sunday in the Park, “Children Will Listen” from 
Into the Woods — and, if you’re in the audience, you 
can feel the people around you relax in gratitude on 
hearing simple, lovely tunes in a major key. After 
the daunting homework of the rest of the score, these 
songs are the reward: musical sherbet.

The Sondheim conundrum is that his lyrics are often 
so complex, they have to be heard twice — on the 
cast album, after the show has closed. The corollary is 
that his musicals are more acceptable as revivals than 
as originals. Revivals are to Broadway what sequels 
are to Hollywood: a way to mint money from familiar 
material. The problem with Sondheim is that, having 
torpedoed so many of his later projects, Broadway 
has run out of original Sondheims to revive. In their 
defense, producers would point out that his shows 
were rarely moneymakers. The longest-running show 
for which he wrote words and music was his first: 
Funny Thing in 1962. That ran for two years and four 
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Our Equity Cast & Director
KAREN AZENBERG (Director/Choreographer) This marks Karen Azenberg’s seventh season as 
Artistic Director at PTC. Favorite projects include the world premieres of Alabama Story and “i”; the 
regional premieres of Sting’s The Last Ship, and Les Misérables; and The Curious Incident of the Dog 
in the Night-Time, Newsies, Sweet Charity and The Rocky Horror Show.

LUCY ANDERS (Ensemble) makes her debut at PTC. She has performed in the first National Tour of 
Something Rotten! (Ensemble/understudy Portia) and Off-Broadway in Baby! (Lizzie).

JEFFERSON BEHAN (Ensemble) debuts at Pioneer Theatre Company with this show. Off 
Broadway/NYC Theatre: 2econd Stage Theatre, The Lion Theatre, Theatre 20/20 and The Acorn 
Theatre.

LENNY DANIEL (Ensemble/Dance Captain) returns to PTC after Mamma Mia!, Newsies, Chess, 
Oliver!, The Last Ship, Sweet Charity and A Christmas Carol: The Musical. Broadway: Cats (final 
original company) and The Wizard of Oz. 

JOE DELLGER (Judge Turpin) returns to PTC where he performed the role of Birling in An Inspector 
Calls. Broadway credits include Father in Ragtime, The Coroner in Porgy and Bess, Magnus in Lestat 
and Herst in Scandalous.

JAMES DONEGAN (Adolfo Pirelli/Jonas Fogg/Ensemble) is in his PTC debut! Favorite credits 
include several companies of Forbidden Broadway, both in New York and around the world, including 
two cast albums; Me & My Girl as Gerald (Maltz Jupiter Theatre); Wonderful Town as Bob (Musicals 
Tonight).

MARY FANNING DRIGGS (Ensemble) is thrilled to be back on the PTC stage in Sweeney Todd: The 
Demon Barber of Fleet Street, having last appeared as Rosie in Mamma Mia!. Driggs has appeared in 
over 20 PTC productions.

KEVIN EARLEY (Sweeney Todd) Fresh off of directing The Fantasticks at his alma mater Webster 
Conservatory, Earley was last seen at PTC as Bob Cratchit in A Christmas Carol: The Musical. 
Broadway/National Tour credits include: Death Takes a Holiday, Les Misérables, Thoroughly 
Modern Millie and A Tale of Two Cities. Last year he appeared as The Gentleman Caller in The 
Glass Menagerie (Alabama Shakespeare Festival), Joe in The Spitfire Grill and Pilate in Jesus Christ 
Superstar. 

LAURA HALL (Beggar Woman) is thrilled to return to PTC, having previously been seen in 
Something’s Afoot and A Christmas Carol: The Musical. She made her Broadway debut in Wonderland 
and toured with Diane Paulus’ revival of Pippin. 

ERIC SANTAGATA (The Beadle) is thrilled to be back at PTC, having previously been involved in 
It Happened One Christmas, The Rocky Horror Show and Rent. Broadway credits include: Falsettos 
(Associate Director), The Scottsboro Boys (Assistant Director/Choreographer), Prince of Broadway, 
Bullets Over Broadway, Chaplin and The Apple Tree.   

JONATHAN SHEW (Anthony Hope) returns to PTC after last season’s Newsies. He had his 
Broadway debut in Bandstand (Donny understudy, Andre Baruch). National Tour: Wicked (Fiyero 
understudy). 

BLAKE STADNIK (Tobias Ragg) is honored to make his PTC debut in this incredible story! 
Previous credits include the National Tours of 42nd Street (Billy Lawlor), Newsies (Crutchie) and Les 
Misérables (Marius).

ANNE TOLPEGIN (Mrs. Lovett) is returning to PTC, where she was last seen in Women in Jeopardy 
(Mary) and Sting’s The Last Ship (Peggy White). Broadway: A Tale of Two Cities, Les Misérables. 
National Tours: Kinky Boots (Marge), Billy Elliot (Billy’s Mum), Ragtime (Mother understudy), 
Mamma Mia! (Donna alternate). On TV she has a recurring role on “Mr. Robot” (USA) and “Iron Fist” 
(Netflix/Marvel).

DELANEY WESTFALL (Johanna) is in her debut at PTC. She was Johanna in the critically 
acclaimed Off-Broadway production of Sweeney Todd: The Demon Barber of Fleet Street (Barrow 
Street Theatre). Other credits include Broadway: Kinky Boots (Lauren) and Side Show.

Lucy Anders 
(Ensemble)

Jefferson Behan 
(Ensemble)

Lenny Daniel 
(Ensemble/Dance 
Captain)

Joe Dellger  
(Judge Turpin)
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