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Curriculum links
WORKSHOP LEARNING 
OBJECTIVES FOR  
LEVELS 3 & 4
Level 3 students will learn how to:

Develop practical knowledge
• Use the dance elements to develop and share 

their personal movement vocabulary.

Develop ideas
• Select and combine dance elements in 

response to a variety of stimuli.

Communicate and interpret
• Prepare and share dance movement 

individually and in pairs or groups.
• Use the elements of dance to describe dance 

movements and respond to dances from a 
variety of cultures.

Level 4 students will learn how to:

Develop practical knowledge
• Apply the dance elements to extend personal 

movement skills and vocabularies and to 
explore the vocabularies of others.

Develop ideas
• Combine and contrast the dance elements to 

express images, ideas, and feelings in dance, 
using a variety of choreographic processes.

Communicate and interpret
• Prepare and present dance, demonstrating 

an awareness of the performance context.
• Describe and record how the purpose 

of selected dances is expressed through 
movement.

In this unit you and your students will: 

• Learn about the elements that come 
together to create a theatrical ballet 
experience.

• Identify the processes involved in  
making a theatre production.

CURRICULUM LINKS IN  
THIS UNIT
Values 
Students will be encouraged to value:

• Innovation, inquiry and curiosity, 
by thinking critically, creatively and 
reflectively.

• Diversity, as found in our different cultures 
and heritages.

• Community and participation for the 
common good. 

KEY COMPETENCIES 
• Using language, symbols and text – 

Students will recognise how choices of 
language and symbols in live theatre affect 
people’s understanding and the ways in 
which they respond.

• Relating to others – Students will develop 
the ability to listen actively and share ideas 
regarding theatrical ballet performances.

• Participating and contributing – Students 
will be actively involved in their cultural 
community, understanding the importance 
of creative environments.

• Thinking – Students will reflect on their 
own thinking and learning after the 
personal experience of attending a live 
theatre show.
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The Sleeping Beauty

Her Cavalier

Carabosse  Fairy of Misrule, unloved and uninvited

Fairy of Generosity
Fairy of Honesty
Fairy of Serenity
Fairy of Joy
Fairy of Curiosity
Fairy of Clarity
Their Cavaliers

Ladies of the Court

Gentlemen of the Court

Nurses

Carabosse’s minions

Suitors  Four young princes who come to court 
Aurora

Prince Désiré  A lonely prince, seeking friendship 
and love

The Duchess  Part of the Prince’s hunting party, 
she aspires to marry him

Ladies of the hunting party

Gentlemen of the hunting party

The White Cat
Puss in Boots
Princess Florine
The Bluebird
Little Red Riding Hood
The Wolf

Pages, Garland Children, Lilac Fairy attendants  
Danced by our young performers

Bringers of gifts and 
blessings to Aurora

Guests at Aurora and 
Désiré’s fairy tale 
wedding

Once Upon A Time… 
Choreography after Marius Petipa
Music Pyotr Ilyich Tchaikovsky
Staging Patricia Barker
assisted by Clytie Campbell, Laura McQueen
Schultz and Nicholas Schultz
Dramaturgy Michael Auer
Costume design Donna Jefferis
Scenic design Howard C Jones
Lighting design Randall G Chiarelli
assisted by Jeremy Fern
Projection design and realisation POW Studios
Wig and make-up design Amy McLennan
Conductor Hamish McKeich
Orchestras Orchestra Wellington, Christchurch
Symphony Orchestra, Auckland Philharmonia
Orchestra

THE ROYAL NEW ZEALAND BALLET
Artistic Director: Patricia Barker
Executive Director: Lester McGrath
Ballet Masters: Clytie Campbell, Laura McQueen 
Schultz, Nicholas Schultz
 
THE CHARACTERS
The King  Ruler of the Kingdom of the Rose

The Queen  His consort

Aurora  Their daughter

The Master of Ceremonies  Organiser of events, 
inviter of guests

The Lilac Fairy  The most powerful fairy in the 
Kingdom of the Rose
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The story
CHAPTER ONE
A sunny morning, early spring
A princess, born to Queen and King
Music, dancing, trumpets play
A joyful royal christening day
Aurora is by fairies blessed
But there’s an uninvited guest…

Once upon a time, in a faraway land the King 
and Queen welcomed a special baby daughter. 
The couple had longed for a child, and the 
Princess Aurora was not only an enchanting 
baby, full of smiles and laughter, but would 
one day grow up to rule the Kingdom of the 
Rose. 

In the spring sunshine, the courtiers 
assembled to celebrate the royal birth. Fairies 
arrived from the four corners of the kingdom, 
from the heights of the mountains and the 
depths of the valleys, to present special gifts 
to the little Princess: Generosity, Honesty, 
Serenity, Curiosity, Clarity and Joy.  From 
the heart of the kingdom came the Lilac 
Fairy, most powerful and beloved of them all. 
Together they bestowed their gifts, with the 
hope that the young princess, in time, would 
become a wise and loving Queen.

Just as the Lilac Fairy stepped forward to 
offer her final blessing, Carabosse, the Fairy 
of Misrule, long banished from the kingdom, 
arrived at the castle gates to demand why she 
had not been invited to the royal christening. 

As the Fairies circled around the royal couple 
and their precious daughter, Carabosse 
stormed into the room accompanied by evil 
minions. Carabosse then offered her ‘gift’: a 
fearsome prophecy that on her 16th birthday, 
the Princess Aurora will prick her finger on a 
spindle and die.

The King and Queen were horrified, but the 
Lilac Fairy, who was yet to give her gift to 
the baby, returned. She modifies the curse, 
promising that, though the princess would 
prick her finger on a spindle on her 16th 
birthday, she would not die. Instead, she 
would fall asleep for a hundred years, until 
wakened by a kind, gentle and brave soul 
whom she could love with all her heart.

The King and Queen thanked the Lilac Fairy 
as, humiliated, Carabosse and her minions 
departed to plot their revenge. The day’s 
joy was restored and everyone celebrated 
Aurora’s christening and her happy future. 

 

CHAPTER TWO
A birthday party, summer sun
Four princes come – will she choose one?
A rose from each, how sweet they smell
Aurora thinks, and chooses well
But wrong – the curse comes back to bite
Aurora, King and Queen – goodnight…

The years passed, and Princess Aurora 
grew up. She was blessed with kindness, 
intelligence and grace, and her smile brought 
sunshine everywhere she went.

As Aurora’s 16th birthday approached, the 
King and Queen planned a special celebration. 
Everyone came to celebrate, including four 
young men, in the hope that in time, one 
might become Aurora’s husband.

On the morning of the party, as Aurora’s 
suitors approached the palace gardens, the 
wicked Carabosse returned. She and her 
henchman and her minions they attacked the 
fourth suitor, allowing Carabosse’s henchman, 
transformed through evil magic, to take his 
place.

Aurora was glad to meet the young princes 
and welcomed them all warmly. 

As the ceremonies of welcome ended, Aurora 
was transfixed by the magnificent rose held 
by the fourth prince: Carabosse’s henchman. 
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Smiling, she took it from him, only to prick her 
finger on the spindle concealed within.

Aurora stood still, confused and upset. 
Carabosse, her mischief managed, slipped out 
of sight. The King and Queen now realised 
that the hurt had been caused by the spindle 
and not merely a thorn and were filled with 
fear. Aurora, filled with panic and pain, she fell 
to the ground, unconscious.

When all seemed lost, a gentle breeze 
heralded the arrival of the Lilac Fairy. She 
reassured the Royal couple that their beloved 
Aurora was not dead, but merely asleep. With 
time, and with love, she would awake, and 
happiness would reign once more.

Aurora was put to bed and the King, Queen 
and courtiers composed themselves for sleep 
also, drifting off into an enchanted slumber 
that the Lilac Fairy cast all over the Kingdom. 
As the fairies stood guard, vines began to 
grow and twine around the palace, protecting 
all within from every kind of harm until 
awakened by a brave and loving heart.

CHAPTER THREE
A forest glade, the leaves drift down
A lonely prince, who wears a frown
He needs good friends to share his life
But more than that, perhaps a wife?
The Lilac Fairy shows the way:
A noble quest – he’ll save the day!

The years flew by, and the once-flourishing 
Kingdom of the Rose was all but forgotten, no 
more than a legend of a princess and a palace 
hidden in the heart of a tangled forest of 
thorny vines.

A hundred years after Aurora’s birthday, a 
royal hunting party set out. 

At last, as night fell, Prince Désiré was alone 
in the forest. He was so lonely – and how he 
wished he could meet someone to share his 
empty life. Suddenly, the Lilac Fairy appeared 
to him. The Prince was not used to magic, 
but he soon realised that the Lilac Fairy was 
real and, even better, that she could help him. 
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She asked him if he had ever been in love, and 
when he replied, sadly, no, she showed him a 
vision of Aurora.

The other fairies joined the Lilac Fairy and 
told the Prince the story of Aurora, how 
beautiful and kind she was, and how her 
enchanted sleep could only be ended by one 
who was brave enough to defeat the evil 
magic. As the Prince hung on their every 
word, the vision of Aurora appeared, and 
danced with the Prince. Emboldened by love, 
and happier than he had felt in years, he 
resolved to end the enchantment and save 
the beautiful princess who had so touched  
his heart. 

The Lilac Fairy warned that in order to break 
the enchantment, Prince Désiré would have 
to defeat Carabosse and her minions. To aid 
him in his quest, the fairies gave the Prince a 
magic sword, and vowed to protect him.

As Prince Désiré approached the spot where 
the vines grew thickest, the air grew cold, 
and he found it hard to breathe. Carabosse 
and her minions could be seen circling 
in the dim light, and attacked the Prince, 
stealing his sword. The fairies flew to his aid 
and Carabosse was beaten back, allowing 
the Prince to cut through the vines and 
approach the palace. As the last vine was cut, 
Carabosse was defeated. She disappeared, 
never to be seen again.

As the sun rose, Prince Désiré ran to Aurora’s 
side. He embraced her, kissing her tenderly 
as she awoke. As King, Queen and courtiers 
began to stir around them, both Prince and 
Princess felt that, having met in their dreams, 
they were destined to be together.'

CHAPTER FOUR
The happiest of wedding days
Full of friendship, gifts and grace
Stories, laughter, solemn vows
Love and kindness triumph now
Our fairy tale draws to a close
Farewell, sweet Kingdom of the Rose.

And so it came to pass that the Princess 
Aurora and her Prince Désiré, after their 
friendship had indeed deepened into true 
love, were to be married and the whole court 
assembled for a grand celebration.

The first to arrive were the Fairies, followed 
by guests from the realms of Fairy Land 
beyond the Kingdom of the Rose: Princess 
Florine and her Bluebird, Puss in Boots and 
the White Cat, and Red Riding Hood and the 
Wolf.

The Lilac Fairy blessed the happy couple and 
then, with great solemnity, the King married 
them.

In the depths of winter, and with the promise 
of many springs and summers to come, a new 
chapter began in the story of the Kingdom of 
the Rose. The days of Aurora and her Prince, 
their children and their children’s children 
were filled with magic and joy, blessed by 
fairies and happy ever after.
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Costume design

For this production of The Sleeping 
Beauty I did not want the costumes 
to be set in a particular period. I 
wanted to create our own fantasy 
world that has its own sense of style:  
straight from a child’s story book 
perhaps.

I took details from different costume 
history periods and mixed them with 
a more modern silhouette. As well 
there is no shying away from the fact 
that it is a ballet and I made use of a 
lot of tulle in the skirts.

My colour palette starts with a peach 
spring summer rose garden look, 
then moves into an autumnal colour 
scheme and finishes with a winter 
theme: all white with lots of glitter 
and sparkle.  I hope this moves the 
audience through the story and 
supports the dancers as they bring 
the many characters to life.

I would like to thank Kaarin Slevin, 
Head of Costume Construction at 
Toi Whakaari, whose students have 
put so much time and hard work 
into making some of the costumes 
you will see onstage, and last and 
most of all to thank my creative and 
supportive team who have been with 
me through this adventure.

Donna Jefferis, Head of Costume

DONNA JEFFERIS:

PUSS IN BOOTS

PRINCESS FLORINE 

BLUEBIRD

THE FAIRIES

RED RIDING HOOD
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Tchaikovsky and  
The Sleeping Beauty
Piotr Ilyich Tchaikovsky was born in Votinsk 
in 1840, one of the seven children of a middle-
class family with a tradition of military and 
government service. Although the young 
Piotr showed musical talent from an early 
age, being a musician was not considered a 
suitable career and it was decided that he 
should study law.

At the age of ten, he was sent to board at 
the Imperial Institute of Jurisprudence in St 
Petersburg, more than a thousand miles from 
home.  While studying law became his focus, 
Tchaikovsky continued to study music and to 
learn the piano.

 After three years working in a junior role 
at the Ministry of Justice he finally got his 
chance to study music formally when he 
joined the inaugural class of the St Petersburg 
Conservatory, under the directorship of 
Anton Rubinstein, in 1862. 

On graduating in 1865, Tchaikovsky was 
appointed as Professor of Music Theory at 
the new Moscow Conservatory. By the late 
1860s public performances of his works 
became more frequent and were generally 
well-received. 

Tchaikovsky was greatly supported by the 
patronage of the wealthy Nadezhda von 
Meck, whose generosity over 13 years enabled 
him to devote his life to being a composer.  
Although the he and his patron never met, 
Tchaikovsky and Von Meck exchanged more 
than 1,000 letters and they became intimate 
friends. 

His works enjoyed favour at the Russian 
Imperial court, and he was awarded the 
Order of St Vladimir, as well as a hereditary 
title. In 1885, he was granted a lifetime 
annual pension of 3,000 roubles through 
Ivan Vsevolozhsky, Director of the Imperial 

Theatres. It was 
Vsevolozhsky who 
commissioned The 
Sleeping Beauty.

The Sleeping Beauty, 
first performed in 
1890, was a three-way collaboration between 
Vsevolozhsky, who proposed the scenario, 
Tchaikovsky, and Marius Petipa. It was the first 
truly Russian ballet, combining Tchaikovsky’s 
symphonic score with Petipa’s refined 
choreography, which melded the French 
tradition carried to Russia by the great ballet 
master and the spectacular style of popular 
Italian ballets, all with a healthy dose of Imperial 
grandeur. 

The three collaborators met and corresponded 
frequently as the ballet took shape, and 
Tchaikovsky often visited Petipa at home, 
playing through his work in progress on the 
piano while Petipa plotted the choreography 
using papier-mâché figures and his dining room 
table as the stage.

Petipa’s choreography combined the strength 
and virtuosity of the Italian dancers who had 
brought so much to the Imperial Ballet, with 
the Russian grandeur of Tchaikovsky’s score, 
to create a new style of ballet. While the 
choreography is immensely difficult, the steps 
are tied to the music and so part of a larger, 
almost symphonic structure: never bravura for 
bravura’s sake. Aurora’s balances in the Rose 
Adage are not mere showing off, they show the 
young princess’s confidence and readiness to 
assume her place in the royal succession.

Although the Tsar, Alexander III only 
described the ballet as ‘very nice’, the public 
was enchanted: The Sleeping Beauty was 
performed more than twenty times in 1890 – 
91, accounting for more than half of the ballet 
performances that season. 
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Marius Petipa 
Marius Petipa 
(1818–1910) is 
one of the most 
influential figures in 
classical ballet. His 
choreography forms 
the basis of almost 
all productions of 
The Nutcracker, The 
Sleeping Beauty, 
Swan Lake, Giselle, 
Don Quixote, La 
Bayadère and 
Coppélia, and may 
be considered the 

backbone of any classical ballet company’s 
repertoire.

Petipa was born in Marseilles, the son of an 
actress and a dancer. Following in his father’s 
footsteps, Petipa began dancing in his father’s 
travelling company aged nine. Aged 16 he 
joined Théâtre Nantes, where he also created 
his first ballets. He studied in Paris with 
Auguste Vestris, regarded as the greatest 
male dancer of his time, before going on to 
perform as a dancer around France, in the 
USA, and in Spain.

In the mid-19th century, St Petersburg was 
a magnet for foreign dancers, musicians and 
other artists, attracted by the large and well-
subsidised Imperial companies and by the 
generous contracts on offer: foreign dancers 
routinely received higher pay than Russian 
performers. In May 1847 Petipa arrived in St 
Petersburg with the promise of a contract. He 
was duly appointed to the Imperial Theatres 
as a premier danseur and mime, on a one-year 
contract, and remained in Russia for the next 
63 years.

He worked closely with composers and was 
well-known for his detailed instructions, 
specifying, mood, style, metre and length 
so that the music fitted seamlessly with 
his choreographic structure. Petipa’s 
collaborations with Tchaikovsky, the 
greatest Russian composer of his age and 
well-established as a serious composer of 
symphonies and operas, helped to elevate the 
status of ballet from spectacular entertainment 
to high art.

Petipa’s 1890 production of Tchaikovsky’s The 
Sleeping Beauty was followed by productions 
of the composer’s The Nutcracker (1892) 
and Swan Lake (1895), both created with Lev 
Ivanov (1834 – 1901). His last great work was 
Raymonda (1898), before he retired in 1903. 

Marius Petipa served four Emperors and was 
Chief Ballet Master of the Imperial Theatres 
for 41 years. He created more than 50 original 
ballets, staged versions of 19 other ballets and 
created dances for 37 operas. His theatre and 
school were the incubator for the global spread 
of ballet in the 20th century, with a direct line 
to companies including Diaghilev’s Ballets 
Russes, Ninette de Valois and The Royal Ballet, 
Marie Rambert and Ballet Rambert, and George 
Balanchine and New York City Ballet. 

THE NUTCRACKER (1892)
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evil fairy accidentally left out of the festivities: 
the princess shall one day prick her finger on 
a spinning wheel and die. The seventh fairy 
modifies the curse, saying that the princess 
will not die but will fall asleep for a hundred 
years, until woken by a kiss from a king’s son. 
A century later, the sleeping princess having 
been safely protected by a thicket of thorny 
briars, this comes to pass, and the prince and 
princess fall in love and are married.

The Brothers Grimm adapted The Sleeping 
Beauty for their 1812 collection, calling the 
story Little Briar Rose. Their version ended 
with the arrival of the prince, and the princess 
had a name for the first time: Rosamund. 

The 19th century brought a renewed interest 
in folk tales and fairy tales, and the story 
of The Sleeping Beauty inspired new works 
of art: operas by Michele Carafa (1825) and 
Engelbert Humperdinck (1902), a four act 
ballet (1829) by Jean-Louis Aumer, to a score 
by Ferdinand Hérold, Debussy’s Pavane de la 
Belle au bois dormant from his Mother Goose 
Suite (1910), poems by Alfred, Lord Tennyson, 
and countless re-tellings in collections of fairy 
tales and re-imaginings in novels, by authors 
as diverse as Neil Gaiman and Anne Rice. Most 
recently, the Disney live action film Maleficent 
(2014) features the evil fairy from Perrault’s 
original tale, together with Princess Aurora.

TH
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THE ORIGINS OF THE SLEEPING 
BEAUTY
The story of The Sleeping Beauty is the 
classic ‘princess’ fairy tale. Known to millions 
the world over through the 1959 Disney 
animated feature and the Sleeping Beauty 
Castle at Disneyland, aspects of the story can 
be traced as far back as the 14th century. Like 
many folk and fairy tales, the ‘original’ stories 
of the maiden who pricked her finger and fell 
asleep are a lot darker than the pastel-toned 
tales that we are now most familiar with.

The French civil servant, academician and 
author Charles Perrault (1628 – 1703) is 
generally thought of as the father of the fairy 
tale. Perrault established this new genre of 
stories, written for aristocratic audiences 
and underpinned by strong Christian morals, 
with his Stories or Tales from Past Times, with 
Morals or Mother Goose Tales, published in 
Paris in 1697. In it were included The Sleeping 
Beauty, Cinderella, Puss in Boots, Bluebeard, 
Little Red Riding Hood and several other tales.

Perrault’s stories were largely original, 
rather than folk tales, and were intended for 
sophisticated adults, not children. 

Perrault’s version is close to the familiar 
ballet version, with seven fairies invited to a 
princess’s christening and a curse from the 
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An iconic 
ballet
Petipa’s Sleeping Beauty has been a 
constant presence on the ballet stage 
almost since its creation. Notable 
productions include Diaghilev’s 1921 The 
Sleeping Princess; produced in London 
with lavish designs by Leon Bakst, it 
almost bankrupted the Ballets Russes.

After the Russian Revolution, Petipa’s 
choreography was able to be restaged 
in the West through a notation system 
developed by a young dancer in St 
Petersburg, Vladimir Stepanov.

The Royal Ballet’s 1946 production of 
The Sleeping Beauty, designed by Oliver 
Messel, re-opened the Royal Opera House, 
Covent Garden, after the Second World 
War, with Margot Fonteyn as Aurora and 
Robert Helpmann as both Carabosse and 
the Prince. It was a glittering occasion 
after all the sadness and deprivation of 
the war. The economist John Maynard 
Keynes wrote that ‘Many people had come 
to fear in their hearts… that all the grace 
and elegant things from the old world had 
passed permanently away, and it caused an 
extraordinary feeling of uplift when it was 
suddenly appreciated that perhaps they 
had not entirely vanished.'
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A rare and special ballet
The Sleeping Beauty has been a part of the 
Royal New Zealand Ballet’s story since the 
company’s foundation year, yet it has not 
graced New Zealand stages with the same 
frequency as The Nutcracker, or even Swan 
Lake. Unusually, for the RNZB at least, The 
Sleeping Beauty is not a production that stays 
in the repertoire with regular revivals – like 
Swan Lake or Giselle – but can remain unseen 
for decades, and only a handful of dancers 
in the company today have performed The 
Sleeping Beauty in New Zealand before now.

The Sleeping Beauty, with its large cast of 
named characters, challenging choreography 
(all the versions ever staged by the RNZB 
have had Petipa’s steps at their heart) and 
expectations of elaborate costumes and 
scenery (with the story unfolding over more 
than a hundred years, fashions change!), is a 
major undertaking for any ballet company. For 
this reason, a new production is often chosen 
to mark important moments in the life of a 

company, showcasing like no other ballet the 
depth of talent that it can bring to the stage, 
in both performance and production.

The New Zealand Ballet’s founder, Poul 
Gnatt, staged the celebrated ‘Bluebird’ pas 
de deux from Act III of The Sleeping Beauty 
in the company’s second-ever season, at His 
Majesty’s Theatre in Auckland in August 1953. 

In 1962, Philip Chatfield and Rowena Jackson 
staged the grand pas de trois from Act III as 
part of the company’s opening season and 
subsequent spring tour, but it was not until 
1965 that the New Zealand Ballet staged a full 
production of The Sleeping Beauty.

The 1965 production, presented as part of 
the winter season, was staged by Russell Kerr 
and designed by Raymond Boyce. The sets 
and costumes for the ballet and many others 
were sadly destroyed in the fire which swept 
through the company’s Thorndon warehouse 
in 1967.
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PHOTOGRAPH OF 
CARLOTTA BRIANZA AS 
AURORA, PHOTOGRAPHER 
UNKNOWN, 1890

MARIE PETIPA AS LILAC FAIRY 
IN SLEEPING BEAUTY

THE CLOSING MOMENTS OF THE NEW ZEALAND BALLET’S PRODUCTION 
OF THE SLEEPING BEAUTY BY PHILIP CHATFIELD, 1978, WITH PATRICIA 
RIANNE AND JON TRIMMER, PHOTOGRAPH BY JOHN ASHTON



1972 saw a rarity: The Sleeping Beauty, 
specially created and staged for Television 
New Zealand. The production, staged 
by Bryan Ashbridge, was the first full-
length ballet ever shown on New Zealand 
television, and featured Dorothea Ashbridge 
as Carabosse. Unfortunately, no recording 
survives.

In 1978, the New Zealand Ballet celebrated 
its 25th birthday with – what else – a new 
Sleeping Beauty. The production was 
staged by Philip Chatfield and designed by 
David Taylor, and starred Patricia Rianne 
as Aurora, with Jon Trimmer as her Désiré. 
The production was an outstanding success, 
with Philip Chatfield commenting, somewhat 
ruefully, that it was the first time that the 
company had ever ended a season with 
money in the bank!

It was not until 20 years later than the (by 
then) Royal New Zealand Ballet staged a 
new Sleeping Beauty. Artistic Director Matz 
Skoog commissioned Danish choreographer 
Kim Brandstrup and designer Craig Givens to 

create a new version; one of the first ‘major’ 
productions to have its premiere at the 
RNZB’s new home at Wellington’s St James 
Theatre. 

2011 saw the premiere of the RNZB’s most 
recent production of The Sleeping Beauty, 
with choreography after Petipa staged by 
ballet master Greg Horsman, and designs 
by former Artistic Director Gary Harris. The 
ballet came together under the watchful 
eye of newly-appointed Artistic Director 
Ethan Stiefel and guest teacher Fiona 
Tonkin. Elements of the classic story-book 
design were executed by Wellington’s Weta 
Workshop, riding high on the success of 
The Lord of the Rings, and the making of 
the production was immortalised, reality 
television-style, in the second series of The 
Secret Lives of Dancers. More than 42,000 
people saw the production around New 
Zealand. A specially adapted version of Act 
III, Aurora’s Wedding, was staged at the CBS 
Arena in Christchurch, less than ten months 
after the Canterbury earthquakes. 
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FROM LEFT, 
CLOCKWISE:

Guest artists Aidar 
Akhmetov and Anna 
Dorosch in the RNZB’s 
production of The 
Sleeping Beauty by 
Kim Brandstrup, 1998, 
photograph by Stephen 
A’Court. 

Pfeiff with Sleeping 
Beauty masks made by 
Weta Workshop, 2011. 

Dorothea Ashbridge as 
Carabosse, The Sleeping 
Beauty, 1972. 

Sir John Trimmer in The 
Sleeping Beauty 1998, 
photograph by Evan Li.

Former Principal Guest 
Artist with the RNZB 
Gillian Murphy as Aurora 
in the American Ballet 
Theatre production by 
Kevin McKenzie, Gelsey 
Kirkland and Michael 
Chernov, photograph by 
Rosalie O’Connor. 

Clytie Campbell 
adjusts her Carabosse 
headdress for the 2011 
production by Greg 
Horsman, designed by 
Gary Harris, photograph 
by Ross Brown



WHAT DID THE PRINCESS 
PRICK HER FINGER ON?
‘on her 16th birthday, the Princess 
Aurora will prick her finger on a  
spindle and die…’

So what are these dangerous sounding things 
that cause Aurora to hurt herself? 

A spinning wheel is a device for spinning 
thread or yarn from fibres. It was used 
extensively in the cotton industry prior to 
the industrial revolution in the 18th century 
but was replaced by machinery such as the 
spinning jenny and spinning frame, which 
were much more efficient.

Spinning involves taking loose fibres, like the 
hairs of sheep (wool) or the cellulose fibres of 
plants (cotton, flax) and twisting them so that 
they align and bunch up close to each other. 
When they are twisted and under tension, the 
friction of the fibres against each other holds 
them in place, and allows you to create a 
long, continuous strand of fibres. Sometimes, 
several of these strands are spun together, 
so that the tension in one strand opposes 

the tension in 
another strand, 
which creates 
a more stable 
construction 
called string  
or yarn.

Spinning wheel or spindle
In some versions of the Sleeping Beauty story 
the princess pricks her finger on a spindle. A 
spindle is either a small stick used on its own 
for spinning, or to a rod on a spinning wheel. 
The spindle in early 
versions of the 
Sleeping Beauty 
could have referred 
to either. Either 
could be sharp, but 
most aren’t. There 
is no need for them 
to be sharp enough 
to prick a finger.

Because of the 
age of the original 
story, it is most 
likely that Aurora 
pricked her finger 
on a spindle, but 
because spinning 
wheels are more 
widely known it 
has become usual 
for the story to say 
that she pricked 
her finger on a 
spinning wheel.
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The Creatives

AMY MCLENNAN, 
MAKE-UP AND WIG DESIGNER
Amy McLennan is a Wellington based make-up artist, 
with 20 years’ experience working in all aspects of 
the make-up industry. After completing her Diploma 
in Film & Television Make-up, she commenced her 
career on the M.A.C Cosmetics counter which honed 
her skills in beauty make-up. 

Later she diversified into film, television and theatre 
and have worked on many major International 
films including King Kong, The Hobbit, The Ghost in 
The Shell and Slow West. She has also worked on 
numerous New Zealand films and television series.

HOWARD C JONES,  
SCENIC DESIGNER
Since 1996 he was the Director of Scene Painting, 
Assistant Dean of Academics and on the Design 
faculty at the University of North Carolina School of 
the Arts. He retired from teaching in 2018. Before 
that he was one of the founders of Cobalt Studio, 
an apprentice painting studio in New York.  He was 
recognized in 2000 in Boston with the Elliott Norton 
Award for his body of work in the New England area 
and in 2005 received an honourable mention for 
scene design in the World Stage Design Expo.  Last 
year he was honoured by USITT as a distinguished 
educator for scenic artists. He has designed over 300 
shows over the course of his career. He has designed 
at the Royal Ballet and Opera of Romania, North 
Shore Music Theatre, Pittsburgh Civic Light Opera, 
Missouri Repertory Theatre, State Ballet of Missouri, 
North Carolina Dance Theatre, Eglevsky Ballet, Ballet 
Trocadaro, Weston Playhouse, NC Shakespeare 
Festival, American Heartland Theatre, Goodspeed 
Opera and the Coterie Theatre.

DONNA JEFFERIS,  
COSTUME DESIGNER
Donna Jefferis has had a 30+ year career in 
costume for theatre and dance in both New 
Zealand and the United States. After twelve 
years teaching costume construction at Toi 
Whakaari as well as designing and managing 
the costumes for the New Zealand School of 
Dance, she made the move to the Royal New 
Zealand Ballet in 2018. Since then she has 
also worked with the Texas Ballet Theatre in 
Fort Worth, Texas and Tulsa Ballet in Tulsa, 
Oklahoma. Donna is thrilled to have the 
opportunity to design her first full length 
ballet, offered and supported by Patricia 
Barker. Donna gives credit to her remarkable 
workroom team, without whom, none of the 
amazing costumes could make it to the stage. 
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MICHAEL AUER, DRAMATURG
Michael Auer, born in Vienna, Austria, studied 
ballet at the Vienna State Opera Ballet and 
at the School of American Ballet. During his 
dance career, he performed with the North 
Carolina Dance Theater, Eliot Feld Ballet, 
Frankfurt Ballet and Pacific Northwest Ballet. 
In 1984, he created the role of the Nutcracker 
Prince in Pacific Northwest Ballet’s 
production of The Nutcracker by Kent Stowell 
and Maurice Sendak (Where the Wild Things 
Are). Retiring from the stage, he pursued a 
career in technology as a software developer 
and entrepreneur working with Fortune 500 
companies such as Microsoft, Boeing and 
McCaw Cellular, later to be known as AT&T 
Wireless.

He has created projection designs for full-
length productions of Dracula, Black Swan, 
White Swan, Romeo and Juliet and The Happy 
Prince as well as stage production designs 
for Cinderella, The Sleeping Beauty and Swan 
Lake and The Nutcracker.

RANDALL G CHIARELLI, 
LIGHTING DESIGNER
American Randall G. Chiarelli has devoted 
a career to lighting for dance, much of it 
with Pacific Northwest Ballet in Seattle 
Washington. He has also done works for 
American Ballet Theatre, Boston Ballet, 
Houston Ballet, and San Francisco Ballet, 
among other companies. 

JEREMY FERN, ASSISTANT TO 
THE LIGHTING DESIGNER
Jeremy has been involved in the lighting 
business for the last 15 years. His work has 
been seen throughout New Zealand and in 
Australia, the United States, Mexico, Japan, 
Hong Kong, Korea and The Netherlands. 
Jeremy’s work has been part of a New 
Zealand exhibit in the Prague Quadrennial, 
and he has lit New Zealand showcases for two 
world expos, in Japan and China.

Jeremy first worked with the RNZB on The 
Piano: the ballet in 2018.
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Dance Activities
CREATE YOUR OWN  
PARTY SCENE 
During the wedding scene in Act 3, different 
fairy tale characters are invited to the 
wedding party including Puss in Boots and 
Little Red Riding Hood. What imaginary 
characters would you like to invite to a party?

Task: Create your own party scene with 
imaginary guests

Ask students to think of an imaginary 
character from a fairy tale, book or film that 
they would like to invite to a party. Some 
examples of different characters are below. 

• Cinderella
• Willy Wonka
• Pocahontas
• Harry Potter
• Moana

Once everyone has their character, ask the 
students to come up with three different 
poses that demonstrate who their character 
is. Ask the students to consider the following:

• Gesture – Think about making your 
gesture or shapes bigger and more 
exaggerated then in real life so that if an 
audience was sitting far away they could 
clearly see what you are doing.   

• Actions – Perhaps some of your poses 
could include some actions that you might 
do at a party, such as dancing, eating, 
talking and meeting people. 

• Facial expression – Include facial 
expression in your pose and make sure you 
know where your character is looking.

• Levels – Think about varying the levels in 
your pose so that the scene will look more 
interesting. You could try and think of a 
pose at a low, medium and high level for 
example.

Ask the class to practice performing their 
three poses together as a group. You could 
split the group in two in order to give 
students the opportunity to watch each other 
and discuss which poses are most effective 
and why.

To arrange the scene, ask the students to 
enter from the sides of the space as their 
character. They can interact with each other 
through mime as they arrive by smiling, 
waving or taking a bow. Once everyone is the 
space, perform the three poses in unison. 
Try performing the scene to music from The 
Sleeping Beauty finale to help create the 
atmosphere of a grand party! 

A link to The Sleeping Beauty finale music is 
below.

 

https://www.youtube.com/
watch?v=AmnAQ6L7UR0

FURTHER DEVELOPMENT
To develop the scene further, ask students 
to get into pairs and create a short duet with 
both their characters. The duet could feature 
dancing or mime, so long as the students stay 
in character!
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MAKE A RIBBON ROSE
This is the easiest way to make roses with 
ribbons. 

Take a ribbon of about 30 inches or more; 
make basting stitches (long stitches with 
your hand needle and thread) along one 
long edge.

If you want stem for this rose, keep a floral 
wire of appropriate length and then wrap 
the gathered ribbon around this wire.

Gather the first folds very tightly. This will 
create the bud in the middle, then gather 
loosely along the outer edge

As you end the gathers, take the last raw 
edge and fold it to gather it with the base. 
You can secure the rose by tying the base 
with thread or a small piece of floral wire.

1

2

3

4

Crafts  
and puzzles
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BRINGERS OF GIFTS AND BLESSINGS TO AURORA
Here is a list of the fairies who brought the Princess Aurora a special quality at her christening: 

• Fairy of Generosity (being kind and generous)

• Fairy of Honesty (telling the truth)

• Fairy of Serenity (being calm, peaceful and untroubled)

• Fairy of Joy (a feeling of great pleasure and happiness)   

• Fairy of Curiosity (the desire to know or learn something)

• Fairy of Clarity (able to see things clearly)

Create another fairy to attend the party. 

What gift or blessing would they bring to the baby princess?

Which fairy would you like to be? Why?
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THE SLEEPING BEAUTY  
WORD SEARCH
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29 OCT – 12 DEC
TOURING NATIONALLY

THE SLEEPING BEAUTY  
COLOURING SHEET
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What to do at a ballet
BUT ALSO REMEMBER THE 
FOLLOWING:
• Please go to the toilet before the show 

starts, or in the interval – moving around 
the theatre during the performance is 
disruptive to others.

• Unlike television or the movies, this is a 
live performance. Talking and other noise 
can distract the performers and spoil the 
experience for other audience members.

• Please do not eat or chew gum as this can 
be a distraction to others and create litter 
in the theatre.

• Using cell phones or other devices in the 
theatre is not permitted – please ensure 
they are switched off or on silent before 
the show begins.

• No photos or videos are to be taken during 
the show.

• Leaving your seat before the lights go on 
can be dangerous so stay seated until the 
lights come up.

THINGS TO NOTE:
• All public performances will last 

approximately 2 hours.

• School matinee performances last 
approximately one hour.

• Please plan to arrive at the theatre at least 
30 minutes prior to the performance as 
latecomers cannot be seated once the 
performance has begun.

Talk to your students in advance about how 
they are expected to behave at the ballet. This 
will ensure that everyone gets the most out of 
this wonderful experience.

We recommend that you provide your 
students with some guidelines about what to 
look for and listen to during the performance. 
You may also want to encourage your 
students to add to this list.

PLEASE FEEL FREE TO:
• Watch the dancers – not just at the 

steps they are performing, but also their 
expressions, their actions and how they 
might show their character (if they  
have one)

• Listen to the music – see how it might 
compliment the performance or add to the 
atmosphere

• Look at the costumes, set designs and 
lighting used

• Have a great time – you can laugh if you 
see the dancers do something funny

• Show your appreciation by applauding 
when the dancing stops – this sometimes 
happens during the middle of the 
performance

• Don’t worry if you feel like you don’t 
understand what’s happening in the 
performance. Dance is for everyone to 
enjoy, even if you know nothing about it!
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Ballet timeline

1653 Louis XIV dances  
the Sun God in Le Ballet  
de la Nuit. His teacher, 
Pierre Beauchamps, 
formalises the terms we 
use as vocabulary in ballet 
today.

1661 Louis XIV (Sun King) founds the 
Académie Royale de la Musique, later named 
the Paris Opera Ballet.

1726–1727 Marie Camargo and her rival, 
Marie Salle, make debuts in London. Camargo 
shortens her skirt to show her feet, paving the 
way for the modern tutu.

1789 Jean Dauberval produces La Fille Mal 
Gardée, making it the oldest ballet still extant 
in modern-day repertoire.

1812 The Brothers 
Grimm publish the best 
known version of the 
story of The Sleeping 
Beauty in their Children’s 
and Household Tales

1828 Marie Taglioni makes her debut at the 
Paris Opera, dancing on pointe for the first 
time.

1890s Marius Petipa  
(1818–1910) choreographs  
the great classics of ballet 
including The Sleeping 
Beauty (1890), Swan Lake 
(1895) with music 
composed by Tchaikovsky.

1893 The Sleeping Beauty is performed 
for the first time at the Hoftheater in Weimar, 
Germany on 23 December. It continues to be a 
Christmas favourite at Opera Houses around 
the world.

1900s Ballet companies 
visited New Zealand through 
the first half of the twentieth 
century including Adeline 
Genée, Anna Pavlova, Covent 
Garden and Russian Ballet.

1953 Poul Gnatt  
(1923–1995) founds the New 
Zealand Ballet (now RNZB).

1965 The New Zealand 
Ballet stages its first  
full-length production of  
The Sleeping Beauty.

1984 The New Zealand  
Ballet Company becomes the 
Royal New Zealand Ballet. 

1998 The St James 
Theatre becomes the home 
of the RNZB.

2013 Royal New Zealand  
Ballet celebrates its 60th  
anniversary.

2017 Appointment of  
Patricia Barker, the RNZB’s 
12th Artistic Director.

2019 the RNZB moves 
out of its home at the St 
James Theatre into the new, 
purpose built RNZB Dance 
Centre.

2020 After almost a year 
of cancellations because of 
Covid 19, the RNZB begins  
its seven centre tour of  
The Sleeping Beauty.

DA N C E R  KATE KADOW, 
PHOTOGRAPH BY  
ROSS BROWN
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