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pRologue

Before now, her life had been a happy one 
but as she attends her mother’s funeral 
the 10-year-old girl has no idea of what lies 
ahead. Grief-stricken, she plants a rose in  
her mother’s memory. From the rose grows  
a tree of extraordinary beauty.

the StoRy of 
cindeRella



act i 
Scene one

Life has taken a downward turn for the girl. While 
she still grieves for her beloved mother, her father 
has taken a new wife. Her stepmother, who has 
two children of her own, is a bully. She hates the  
fact her stepdaughter, nicknamed Cinderella,  
is kinder and more beautiful than her own brood. 
To make matters worse, Cinderella’s father is 
struggling to cope with life under the thumb of his 
dominant new wife. To fund a more extravagant 
lifestyle for her own girls, she sells many of the 
family’s belongings, including Cinderella’s most 
prized possession, a portrait of her mother.  
Since news that the Prince is planning to throw 
a lavish ball has spread, excitement levels have 
risen in the household. It promises to be the social 
event of the year —and they are all invited!

Dress designers, shoemakers and a dance master 
are summoned to the house to ensure Cinderella’s 
stepsisters look as good as possible at the ball. 
But the lavish treatment is not extended to poor 
Cinderella, who has made her own dress from 
the clothes her mother left to her. Her hopes of 
going to the ball however, are soon dashed when 
her stepmother rips up Cinderella’s invitation 
during a fit of rage. Her stepsisters leave for 
the ball, leaving Cinderella alone and sad.

Scene two

Cinderella seeks solace at the foot of the tree 
where her mother is buried. Her Fairy Godmother 
magically appears and asks Cinderella what she 
would wish for. The answer is simple—to go to 
the Prince’s Ball. As the roses come to life and 
dance around her, Cinderella’s dream looks set to 
come true. Her Fairy Godmother however, warns 
her that the spell will be reversed at midnight.

act ii

The ball is an extravagant affair and is like nothing 
Cinderella has witnessed before. For the Prince 
the evening has been nothing special. All the 
women long to dance with him, but nobody 
has captured his attention—until he lays eyes 
on Cinderella. Entranced by her beauty, he 
approaches her and asks her to dance. As the 
evening draws to an end, the Prince thanks his 
guests for coming. He presents Cinderella with a 
single rose encrusted with diamonds and crystals.

The palace clock begins to chime. It is 
midnight. Cinderella flees the palace. In her 
haste, she loses one of her satin slippers. 
The Prince seizes on the delicate slipper and 
vows to find the mysterious woman again.



act iii

Scene one

Wasting no time, the Prince instructs his 
shoemakers to make exact replicas of the slipper 
and have them distributed throughout the land. 
He declares that whoever fits the slipper will be 
his one true love and his bride. However, no matter 
how hard they try, none of the shoemakers can 
match the delicacy and beauty of the slipper.

Growing weary, the Prince seizes the original 
slipper and embarks on a journey around the 
Kingdom to personally fit the slipper on every lady 
in every house until he finds the one who fits it.

Scene two

Early the next morning, Cinderella awakes to  
find the spell has ended. She’s back wearing her 
tatty clothes and old slippers once again.  
Just as she is beginning to think the Prince’s Ball 
had been a dream, she glances up to see a single 
satin slipper; the slipper she wore to the ball.

Suddenly her stepsisters burst into the  
room, bragging about their night and how 
much fun they had at the ball. Cinderella tries 
to hide the slipper from them but it’s too late. 

Realising she was the mystery woman who 
captured the heart of the Prince, they wrestle the 
shoe from her. When her stepmother arrives in 
the room, she takes the slipper and destroys it.

Moments later there’s a knock on the door.  
The Prince and his courtiers want the ladies of the 
house to try on the slipper. Cinderella is banished 
while the stepmother presents her two daughters 
to the Prince. The eldest daughter manages to jam 
her foot into the slipper, and while the Prince has 
doubts, he resigns himself to the fact she must 
be his future bride. But then, out of the corner of 
his eye, he sees something sparkle. Cinderella 
is holding the jewel-encrusted rose he had given 
her at the ball. He immediately recognises her 
beautiful face and sweeps her into his arms.

Scene thRee

Cinderella finally finds happiness with her 
beloved Prince. They wed in a simple affair 
in the rose garden under the tree that grew 
from the grave of Cinderella’s mother.



FROM the chOReOgRapheR

cindeRella iS a timeleSS tale 
of love, tRanSfoRmation and a 
jouRney againSt all oddS. 

The foundation for this ballet is Prokofiev’s original 
score. His writing encompasses slapstick humour 
for the stepsisters, magical melodies for the 
appearances of the Fairy Godmother alongside 
beautiful, rich themes for Cinderella and her Prince. 
His constant juxtaposition of darkness and light 
maintains the tension of the story right up until the 
final pas de deux when he finally releases us (and 
our heroine) with a simple ascending major scale.

The story mirrors the score by starting in 
the darkest place I could possibly imagine 
for Cinderella, the graveside of her Mother. 
It then follows her as she embarks on a 
journey that will take her to the sunniest 
place she could possibly imagine.

Cinderella’s isn’t simply the tale of a girl that 
dreams her way out of her predicament by 
marrying a prince and ultimately gaining wealth 
and influence. This Cinderella is somebody 
that looks to make life better for all around her. 
Each character, good and bad, plays their part 
in making Cinderella’s dreams come true.

She helps her Father, still grieving for his wife, find 
his way back to sobriety. She gives confidence to 
her younger stepsister who is under the constant 
control of her older sibling. She triumphs over 
her evil Stepmother, showing her the error of her 
ways. And for her Prince, she unlocks the door 
to his lonely life within the palace walls. In turn, 
she discovers what it is to love, and be loved.

christopher hampson 



cindeRella on Stage

Prokofiev’s Cinderella is so often spoken  
of in relation to the great 19th century 
story ballets—The Sleeping Beauty,  
Giselle and Swan Lake—that is easy to forget 
how recently it was created. Unlike the 19th 
century classics, where many productions 
aim to recreate, or at least to reference, the 
original choreography, there is no ‘set text’ 
for Cinderella. Every choreographer can 
approach the story afresh, using Prokofiev’s 
wonderful score as inspiration, but free, within 
the scope of the music, to adapt the story 
and tailor the steps to the dancers involved.

When Prokofiev came to write Cinderella there 
were already several ballets based on the story. 
A version, with music by Baron Boris Vietinghoff-
Scheel, had been produced by the Imperial Russian 
Ballet in 1893, supervised by Marius Petipa and with 
choreography by Enrico Cecchetti and Lev Ivanov. 
Despite the illustrious choreographers involved, 
it did not find a permanent place in the repertory, 
and is today chiefly remembered as being the 
source of the famous 32 fouettés performed by the 
wicked Odile at the climax of Act III of Swan Lake. 
The ballerina, Pierina Legnani, was famous for her 
fouettés, and performed them at every opportunity.

The scenario on which Prokofiev initially worked, 
at the behest of the director of the Kirov Theatre, 
was written by the critic Yuriy Slonimsky, who had 
hoped to use music by Tchaikovsky. Prokofiev 
however hated the storyline, dismissing it as old 
fashioned, and refused to countenance the idea  
of imitating Tchaikovsky. If he was going to create  
a Cinderella, it would be on his own terms.  
His heroine, as described in an article he wrote in 
January 1941, would be ‘a living Russian maiden 
with real, rather than fairy tale, experiences’.

Instead, Prokofiev chose to work with the 
dramatist Nikolay Volkhov. He drew inspiration 
from the dark, Russian version of the Cinderella 
story recorded by Aleksandr Afanasyev (1826 
– 1871) and from the iconic Russian folktale, 
The Snow Maiden. He wanted a plot that could 
be conveyed through the dancing, rather than 
resorting to mime: ‘It’s easy to compose in an 
old-fashioned way. But one has to move forward. 

'it’s easy to 
compose in an 
old-fashioned 
way. But one  
has to move 
forward. And in 
tchaikovsky’s 
ballets they don’t 
always dance; 
sometimes they 
just walk about  
the stage.  
Why don’t you 
complain about 
that? in my  
ballets, 
incidentally, 
everything has  
to be danced.' 
Sergei Prokofiev



And in Tchaikovsky’s ballets they don’t always 
dance; sometimes they just walk about the stage. 
Why don’t you complain about that? In my ballets, 
incidentally, everything has to be danced.’

Prokofiev also worked with the Kirov choreographer 
Vakhtang Chabukiani. The fraught experience 
of composing Romeo and Juliet, which had been 
drastically altered, without his consent, in its 
journey from page to stage, had made him wary 
of ballet companies. Volkhov later recalled an 
occasion when, once the scenario was agreed 
but before the music was written, Prokofiev set a 
metronome going and said to Chabukiani: ‘Now be 
good enough to dance through the entire second 
act. And remember one thing—since I’ve not 
yet written the music, you can change as many 
choreographic patterns as you like. But when I’ve 
written it, not a single note may be changed.’

The escalation of the Second World War, and the 
evacuation of the Kirov and other artists meant 
that Prokofiev and Chabukiani did not complete 
their collaboration on Cinderella. When rehearsals 
finally began in 1944, in the House of the Red 
Army in Perm, it was with new choreography 
by Konstantin Sergeyev. Sergeyev (1910 – 92), 
who subsequently became Artistic Director of 
the Kirov, created the role of Romeo in the first 

production of Romeo and Juliet, and had regularly 
partnered Galina Ulanova, who created both 
Juliet and Cinderella. His choreography was used 
for both the Moscow and Leningrad premieres 
and is still performed by Russian companies.

Cinderella was a success from the time of its 
premiere, and the soon travelled outside the 
USSR. London’s Royal Ballet had a version 
(still regularly performed today), created by its 
resident choreographer, Frederick Ashton, in  
1948—the first full-length ballet to be made by  
a British choreographer. While he stayed 
reasonably true to Prokofiev’s scenario, Ashton 
exploited the comedy of the story as well as its 
pathos, notably by casting the Step Sisters as  
men, in the tradition of pantomime dames.  
The roles were created by Robert Helpmann and 
Ashton himself, and came dangerously close 
to stealing the show, even with Moira Shearer, 
and later Margot Fonteyn, in the title role. 

The Royal New Zealand Ballet has danced several 
versions of Cinderella in the 59 years of its 
existence. The first, using not Prokofiev’s score but 
an arrangement of music from Rossini’s opera, La 
Cenerentola, was choreographed by Ray Powell 
in 1969. It was commissioned by the New Zealand 
Broadcasting Corporation and was a tremendous 
event for the company. In addition to the television 
broadcast it toured nationally, and was revived in 
1980. A new version, this time a full-length work 
with the Prokofiev score, followed in 1991, with 
choreography by British choreographer Jack 
Carter and designs by Kristian Fredrikson. It was 
revived in 1995 and 2000, before a new Cinderella, 
the one you see today, was commissioned for 2007.

When one looks at the place of Cinderella in the 
repertory of ballet companies around the world, 
it is interesting to note how recent many of these 
productions are—whether in the USA, the UK, 
Canada or Australasia. The Royal Ballet, in staying 
faithful to the same choreography for more than 
60 years, is the exception rather than the rule: 
Cinderella is a story, and a score, that seems to 
offer endless opportunities for reinvention.

susannah lees-jeffries



It’s been a huge pleasure to revisit this production 
with him and to work on several of the costumes 
again, especially Cinderella’s. Chris and I have 
gone back to some of the original designs that 
were more ornate and richer, and we have been 
able to realize more completely the world that he 
always wanted to see on stage. This has, of course, 
been wonderfully facilitated by the skilful team in 
wardrobe. For me, it’s always confirming to see a 
company re-programme a production, and I love 
the fact that for a classic like Cinderella, it’s an 
opportunity for people who have enjoyed it once to 
see it again, perhaps with their children who were 
too young a few years ago, and of course there are 
others discovering it for the first time—how lucky 
they are! Bold music, inspired choreography, a 
tremendous company of dancers. I hope that the 
additional depth to several of the costumes adds 
even more enchantment as we follow our heroine 
into the arms of her elegant prince.

tracy grant lord

fRom the deSigneR

Cinderella is  
the epitome of a  
rags-to-riches 
tale—literally—
giving the designer 
a broad canvas to 
work on. Perrault 
has given us 
the bones of it. 
then, Prokofiev 
fleshed it out 
with his bold and 
inspiring score. 
finally, to dress it 
all up, along came 
the wonderful 
Christopher 
hampson. 





Sergei Prokofiev 
(1891 – 1953) 
composed ballets 
throughout his 
career, and they 
remain some  
of his most 
enduring and 
popular works. 
his earliest were commissioned for Diaghilev’s 
Ballets Russes and followed the artistic 
preoccupations of the early twentieth century, 
from the ‘primitive’ Russian style of the 
unfinished  Ala and Lolli (1915), created in the 
wake of Stravinsky’s Rite of Spring, to Le Pas 
d’Acier (The Steel Step) which portrayed the 
new, industrial Soviet Union—a great success 
with Paris audiences. 

As Prokofiev’s international reputation grew, his 
works were performed not only in Paris and Russia, 
but throughout Europe and in the USA. Along with 
symphonies, piano concertos and scores for films, 

he completed three further ballets: The Prodigal 
Son, his last work for Diaghilev; On the Dnieper,  
for the Paris Opéra, and Romeo and Juliet, for 
Leningrad’s Kirov Theatre. This last is now 
Prokofiev’s best-loved work, reaching out  
beyond the world of ballet, but its genesis was  
both protracted and troubled, partly due to the 
Soviet authorities’ insistence on a happy ending.

The Second World War, although it brought 
extreme hardship to the Soviet Union, was 
conversely a time of relative freedom for artists. 
Prokofiev, together with other leading cultural 
figures, was evacuated from Moscow; first to 
Nalchik in the Caucasus and then to Tbilisi in 
Georgia and on to Alma Ata, finally ending up in 
Molotov, now Perm. It was during this period that he 
collaborated closely with the legendary director 
Sergei Eisenstein, on the score for the epic film Ivan 
the Terrible and began to work on his mammoth 
operatic version of War and Peace. By then he had 
also left his wife Lina and their two sons and had 
begun a relationship with a young writer, Mira 
Mendelson. It was perhaps their romance, which 
sustained Prokofiev until the end of his life, that 
inspired him to begin his Cinderella.

Although commissioned by the Kirov Theatre, as a 
follow up to the popular Romeo and Juliet, in 1940, 
Prokofiev’s Cinderella was not completed until 1944 
and, as the theatre in Perm was too small, and the 
number of dancers available too few, did not 
receive its first performance until 1945.

As with many of Prokofiev’s stage works, the 
premiere, at the Bolshoi Theatre in Moscow in 
November 1945, was fraught with problems. 
Prokofiev had conceived Cinderella in a classical 
style, with tuneful waltzes, gavottes and other 
courtly dances. He had long been fascinated by the 
music of the 18th century, with its symmetry, 
melody and finely shaded emotions. Although by no 
means the only influence on Prokofiev’s  work, the 
elegance (often with an ironic twist) of the classical 
period can be seen in works created throughout his 
career, including The Love of Three Oranges, 
Lieutenant Kijé, Betrothal in a Monastery, and of 
course, the First Symphony, the ‘Classical’.

the muSic of cindeRella



cReative team

choreographer

chRiStopheR 
hampSon

Christopher Hampson was born in Manchester  
and trained at the Royal Ballet Schools.  
His choreographic work began there, and 
continued at English National Ballet, where he 
danced until 1999 and for whom he subsequently 
created numerous award-winning works.

Christopher’s Romeo and Juliet, created for  
the Royal New Zealand Ballet, was nominated for  
a Laurence Olivier Award (Best New Production 
2005) and his production of Giselle for the National 
Theatre in Prague has been performed every year 
since its premiere in 2004. Christopher created 
Sinfonietta Giocosa for the Atlanta Ballet (USA)  
in 2006 and after a New York tour it received its  
UK premiere with ENB in 2007.

He created this new Cinderella for the RNZB in 
2007, which was subsequently hailed as Best  
New Production by the New Zealand Herald and 

televised by TVNZ in 2009. His work has toured 
Australia, China, the USA and throughout Europe. 
His most recent commissions are Dear Norman 
(Royal Ballet, 2009); Sextet (Ballet Black/ROH2, 
2010); Silhouette (RNZB, 2010), Rite of Spring 
(Atlanta Ballet, 2011) and Storyville (Ballet Black/
ROH2, 2012).

Christopher is a co-founder of the International 
Ballet Masterclasses in Prague and has been a 
guest teacher for English National Ballet,  
The Royal Swedish Ballet, the Royal New Zealand 
Ballet, Hong Kong Ballet, Atlanta Ballet, Bonachela 
Dance Company, Matthew Bourne’s New 
Adventures and the Genée International Ballet 
Competition. Christopher’s work now forms part  
of the Solo Seal Award for the Royal Academy  
of Dance.

In September 2012 Christopher will take up a new 
position as Artistic Director of Scottish Ballet.

Christopher rehearsing Saltarello for  
‘Tutus on Tour’  for RNZB in 2009.



lighting

nicK SchliepeR

Nick Schlieper has designed lighting for all 
the major performing arts companies in 
Australia and works regularly in Europe. 

His work in recent seasons includes Sydney 
Theatre Company (Gross und Klein, in Sydney, 
London, Paris and Vienna, Baal, Long Day's 
Journey into Night in Sydney and Portland, War  
of the Roses, Hedda Gabler and A Streetcar 
Named Desire in Sydney and New York), Melbourne 
Theatre Company (Hamlet and Richard III)  
Belvoir Street, Opera Australia, London, Toronto, 
New York, Milan and Sao Paolo seasons of 
Priscilla Queen of the Desert, The Musical and 
Love Never Dies in Sydney and Melbourne. 

Nick’s work in Europe includes productions 
for the Hamburg State Opera, Royal 
Shakespeare Company and the State Theatres 
of Berlin, Hamburg and Munich as well as 
productions in Vienna, and Stuttgart.

Nick has won six Melbourne Green Room Awards, 
four Sydney Theatre Critics Awards and three 
Helpmann Awards. 

designer

tRacy gRant loRd

Tracy Grant Lord is an acclaimed stage designer 
of theatre, opera and ballet. She began her career 
serving a 10 year design apprenticeship at the 
Mercury Theatre (Auckland) and since then she 
has worked as a freelance designer with the major 
performance companies throughout Australasia 
including Opera Australia, The Australian Ballet, 
the Sydney Theatre Company, the Melbourne 
Theatre Company, the Royal New Zealand 
Ballet and the Auckland Theatre Company. 

Tracy is a Winston Churchill Fellow, has a 
Bachelor of Spatial Design from Auckland 
University of Technology and her work has 
been chosen to represent performance design 
in New Zealand, at the Prague Quadrennial 
(Czech Republic) in 1991, 1995, 1999, 2003, 
2007, 2009 and 2011. She was also selected 
to present her work at the World Stage Design 
exhibition in Toronto (Canada) in 2005. 

Highlights of her work include the acclaimed 
Royal New Zealand Ballet 50th Anniversary 
production of Romeo and Juliet which 
premiered at Sadler’s Wells in London in 2004 
and then received a Olivier Award nomination 
for Best New Dance Production in the UK. 

Recent projects include the set and costume 
design for Sydney Theatre Company’s Sex 
with Strangers  (2012) , a new production 
of Queen Lear for the Melbourne Theatre 
Company (2012) and Poor Boy for Auckland 
Theatre Company (March 2011). 

Her sumptuous costumes and lavish sets for 
Cinderella wowed audiences and critics in 2007 with 
Francesca Horsley from the New Zealand Listener 
describing her as the next Kristian Fredrikson.



SUPPORT fROm TRUSTS 
and fOUndaTiOnS

As a national performing arts 
company, the Royal New Zealand 
Ballet is extremely grateful to 
those organisations whose 
support enables us to tour 
throughout New Zealand. The 
dedicated support of local and 
regional trusts and foundations 
helps us with practical concerns 
such as venue hire, travel costs 
and transport and the provision 
of live music.

In particular, we would like to 
acknowledge the invaluable 
contribution made by The Lion 
Foundation in support of our 
Dance Explorer education 
programme, and the support of 
Pub Charity towards maintaining 
our rehearsal and craft facilities 
at the St James Theatre as well 
as special technical and touring 
costs for the 2012 season.
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Thank you to New Zealand 
School of Dance for their 
continuing support. Dancers’ 
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the Les and Sonia Andrews 
Cultural Programme. 
Physiotherapy support  
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Pilates, Wellington. 
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All lighting equipment supplied 
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Additional sound equipment 
supplied by Oceania Audio. 
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thank you to our suppliers for 
going the extra mile: Stephen 
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Suite, Maarten Holl, Barb Stone 
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Ltd, Jamey Holloway (Phantom 
Billstickers Ltd), Chris Daly (PS... 
Services), Hayden Judd (Sparks 
Interactive), The Radio Network, 
THE EDGE, TicketDirect, 
Ticketek. For their continued 
support the Friends of the Royal 
New Zealand Ballet. 
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