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CINDERELLA 
 

Choreography Alexei Ratmansky

Music Sergei Prokofiev
Costume and set design Jérôme Kaplan

Lighting design Rachel Burke
Projection design Wendall K. Harrington
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Cinderella

SYNOPSIS

ACT I
SCENE 1: CINDERELLA’S HOUSE
Cinderella is working hard while her Stepmother and Stepsisters 
are preparing for a magnificent ball given by the prince of the land.

Cinderella’s Father has fallen on hard times. He likes to drink 
with his friends, which makes Cinderella’s Stepmother angry. 
She becomes even more furious when she sees Cinderella taking 
a portrait of her dead mother from its hiding place. She destroys 
the portrait and, along with Cinderella’s Stepsisters, upbraids the 
poor girl cruelly.

A dance teacher visits to teach the Stepmother and Stepsisters 
graceful steps, and hairdressers arrive to give them splendid 
styles and help them on with their finery. Only Cinderella is left 
out, and when the Stepmother and Stepsisters set off, she is 
disconsolate. She takes solace in her dreams, imagining she is 
dancing at the ball.

The Fairy Godmother sees her sorrow and takes pity on her. 
Eccentrically disguised and accompanied by celestial bodies 
– sun, moon, planets, and stars – she visits Cinderella and 
transforms her rags into a sumptuous ball gown. Before the 
planets transport her to the ball, the Fairy Godmother warns  
her not to lose track of time – at midnight, the magic will vanish.
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Cinderella

ACT II 

SCENE 1: THE PRINCE’S CASTLE
The Prince’s ball is in full swing, and the whole court is trying 
to win his eye, particularly the Stepmother and her daughters. 
But when Cinderella arrives and encounters the Prince it is love 
at first sight for both of them. The court looks on jealously, and 
all the ladies rush off to dress themselves like Cinderella. The 
Stepmother and Stepsisters also hasten to change their clothes, 
but they’re a step behind the fashion.

As the night progresses, the Prince is captivated by Cinderella, 
and their love blossoms, despite the Stepmother and her 
daughters’ best efforts to win his attention. In her ecstasy, 
Cinderlla forgets the Fairy Godmother’s warning. When 
midnight strikes and time again intrudes, she runs from the 
ballroom, leaving her slipper behind.

ACT III

SCENE 1: THE PALACE AND OTHER WORLDS
The Prince is desperate to find his vanished love, and has a 
succession of women come to his palace to try on Cinderella’s 
slipper. When it fits none of them, he sets out to travel the world 
in search of her, visiting many lands and encountering many 
temptations. However, he can’t forget Cinderella and returns to 
his kingdom determined to search every corner of it, although 
he is fast losing hope.

SCENE 2: THE HOUSEHOLD
Cinderella, returned to her workaday life, treasures her 
memories of the enchanted night with the Prince, but holds 
little hope of seeing him again. The Stepsisters, on the other 
hand, think they have made a great hit with the Prince, and each 
dreams excitedly of marrying him.

As part of his search, the Prince comes to visit them. The 
Stepmother and the Stepsisters try on the slipper, but their feet 
are too big for it. Only Cinderella’s foot fits it, and the Prince 
realises she is his love. They are reunited, and embark on their 
lives together.
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Cinderella
The Prince
Cinderella’s Stepmother
Skinny Stepsister
Dumpy Stepsister
Cinderella’s Father
The Fairy Godmother
The Dance Teacher
The Prince’s Footman
Ball guests, The Solar System, 
Father’s friends, The Prince’s 
friends, Hairdressers, Tempters

 

CAST OF CHARACTERS
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ALEXEI RATMANSKY
Choreographer

Alexei Ratmansky was born in St Petersburg and trained at 
the Bolshoi Ballet School in Moscow. His performing career 
included positions as principal dancer with Ukrainian National 
Ballet, the Royal Winnipeg Ballet and Royal Danish Ballet. 
He has choreographed ballets for the Mariinsky Ballet, Royal 
Danish Ballet, Royal Swedish Ballet, Dutch National Ballet, New 
York City Ballet, San Francisco Ballet, The Australian Ballet, 
Kiev Ballet and the State Ballet of Georgia, as well as Nina 
Ananiashvili, Diana Vishneva and Mikhail Baryshnikov. His 1998 
work Dreams of Japan earned a prestigious Golden Mask Award 
from the Theatre Union of Russia. In 2005, he was awarded the 
Benois de la Danse prize for his choreography of Anna Karenina 
for the Royal Danish Ballet. He was made a Knight of Dannebrog 
by Queen Margrethe II of Denmark in 2001.

Ratmansky was named artistic director of the Bolshoi Ballet 
in January 2004. For the Bolshoi Ballet, he choreographed 
full-length productions of The Bright Stream (2003) and The 
Bolt (2005) and restaged Le Corsaire (2007) and the Soviet-
era Flames of Paris (2008). Under Ratmansky’s direction, the 
Bolshoi Ballet was named Best Foreign Company in 2005 and 
2007 by The Critics’ Circle in London, and he received a Critics’ 
Circle National Dance Award for The Bright Stream in 2006. In 
2007, he won a Golden Mask Award for Best Choreographer for 
his production of Jeu de Cartes for the Bolshoi Ballet. In 2009, 
Ratmansky choreographed new dances for the Metropolitan 
Opera’s production of Aïda. He joined American Ballet Theatre 
as artist in residence in January 2009. For American Ballet 
Theatre, Ratmansky choreographed On the Dnieper (2009); 
Seven Sonatas and Waltz Masquerade, a ballet honouring Nina 
Ananiashvili’s final season, (2009); The Nutcracker (2010), The 
Bright Stream (2011), Dumbarton (2011), Firebird and Symphony 
#9 (2012) and Chamber Symphony and Piano Concerto #1.

His first work with The Australian Ballet was Scuola di ballo  
in 2009.

SERGEI PROKOFIEV
Music

A gifted musician and a virtuoso pianist, Prokofiev is 
acknowledged as one of the major composers of the 20th 
century. He is perhaps best known for his work as composer of 
the children’s story Peter and the Wolf.

Sergei Prokofiev was born in 1891 in Russia. He was already 
composing by age six, and wrote his first opera, The Giant, 
when only nine. In 1904, at the age of 13, he moved with his 
mother to St Petersburg, where he studied at the St Petersburg 
Conservatory.

In 1918 Prokofiev left Russia for America and Europe, gaining 
popularity with audiences, though not critics. In 1927 he 
returned to perform in The Soviet Union, greeted as a national 
hero. In the 1930s he travelled between Paris and Moscow, finally 
settling in Moscow in 1936.

The pieces he composed during this period of transition show 
new warmth of expression, and are among his most celebrated 
works. These include the ballet Romeo and Juliet, the Second 
Violin Concerto and Peter and the Wolf.

He began composing the music for Cinderella in 1940, but put it 
on hold through World War II to write the opera War and Peace, 
finally finishing the ballet in 1944.

It was said that “if War and Peace reflected the realities 
confronting the Soviet people at the time, Cinderella, on which 
Prokofiev continued to work simultaneously, was intended to 
touch their hearts and lift their spirits.”

In Prokofiev’s own words, “What I wanted to put over essentially 
in the music of Cinderella was the love of Cinderella and the 
Prince, the birth and development of this feeling, the obstacles 
in its way and the realisation of the dream at last. I attached 
great importance to the “fairytale” side of it … Musically 
speaking, Cinderella is characterised by three themes: the 
first represents her undergoing her ordeals, the second finds 
her pure and pensive and the third, happy and in love. In this 
way I have tried to project into the music the characters of 
the charming and dreamy Cinderella, her modest father, her 
demanding stepmother, her wilful and domineering sisters and 
the ardent young Prince, so that the audience should not remain 
indifferent to their difficulties and joys.”

Although he continued to be a productive composer, Prokofiev 
fell out of favour with the Joseph Stalin-led Soviet government. 
He spent his last years in failing health and financial insecurity. 
Prokofiev died on the same day as Stalin, 5 March 1953.

The Creatives
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The Creatives

JÉRÔME KAPLAN
Costume and Set Design

Born in Paris in 1964, Jérôme Kaplan studied Scenography at 
L’Ecole de la Rue Blanche (ENSATT). In 1991, he discovered 
the world of dance when he met the choreographer Jean-
Christophe Maillot. Since then he has created sets and costumes 
for numerous ballets, including Les Ballets de Monte Carlo’s 
Scheherazade; the Strasbourg Opera’s The Prince of the 
Pagodas and Ondine; Shanghai Ballet’s In the Mood for Love; 
the National Ballet of Finland’s The Wood Nymph; the National 
Ballet of Korea’s La fille mal gardée; and Northern Ballet’s A 
Sleeping Beauty Tale. Jérôme also designs extensively for opera 
and theatre. 

In 2010, he designed sets and costumes for Alexei Ratmansky’s 
Don Quixote for the Dutch National ballet and Christopher 
Wheeldon’s The Sleeping Beauty for the Royal Ballet of 
Denmark. In 2011, he designed sets and costume for Ratmansky’s 
Lost Illusions for the Bolshoi Ballet, for which he won a Golden 
Mask for Best Costume Designer; in 2014, Lost Illusions was 
performed by the Bolshoi at Paris’ Opéra Garnier. His recent 
commissions include The Nutcracker for the Mikhailovsky Ballet, 
Giselle for Pacific Northwest Ballet and Alexei Ratmansky’s 
Paquita for the Bayeriches Staatsballet.

RACHEL BURKE
Lighting Design

Rachel has worked as a freelance lighting designer for 
Australia’s leading arts companies, including The Australian 
Ballet, Malthouse Theatre, Melbourne Theatre Company, Sydney 
Theatre Company, Company B Belvoir Street and Playbox, for 
over two decades.

She is the recipient of six Green Room Awards for Outstanding 
Lighting Design and was nominated for a Helpmann Award and 
a Sydney Theatre Award in 2005 for Malthouse Theatre’s Black 
Medea. 

Previous lighting designs for The Australian Ballet include 
Dark Lullaby, intersext, El Tango, Imaginary Masque, Unspoken 
Dialogues, Molto Vivace, Ballet Imperial, Scuola di ballo and 
Stephen Baynes’ Swan Lake.

Rachel was Senior Associate at Electrolight Pty Ltd from 
2007–2012 and her exterior architectural lighting design for the 
Arts Centre Hamer Hall Victoria won the IES National and State 
Award of Excellence 2005. Major projects with Electrolight 
include the façade lighting for AAMI Park; Lonsdale Street 
Dandenong Revitalisation RCD; the Legislative Council Chamber, 
Parliament House Victoria; and the commissioned permanent 
foyer art works for Hamer Hall, with Robert Owen. 

She presented a paper on Light and Health in Madrid for the 
PLDC Conference October 2011 and for the Melbourne IES in 
April 2012.

WENDALL K. HARRINGTON
Projection designer

Wendall K. Harrington is based in New York and has received 
numerous awards for her designs, which include The Who’s 
Tommy on Broadway, Driving Miss Daisy, Grey Gardens, The 
Capeman, Ragtime, The Will Rogers Follies, The Good Body, 
Putting It Together, Company, Freak, My One and Only, The 
Heidi Chronicles and They’re Playing Our Song. Off-Broadway, 
she has designed for Angels in America, Hapgood, As Thousands 
Cheer and The Investigation.

Ballets she has created designs for include The Firebird and 
Anna Karenina for Alexei Ratmansky; Ballet Mécanique for Doug 
Varone; Othello for Lar Lubavich, and Don Quixote for The 
Joffrey Ballet. She has also created designs for opera including 
Werther, Lucia di Lammermoor, Rusalka, La Fancuilla,  
The Grapes of Wrath, The Turn of the Screw, Nixon in China  
and A View From the Bridge. 

Her designs have featured in the concerts of Chris Rock, Simon 
and Garfunkel, John Fogerty and The Talking Heads, as well as 
in William Bolcom’s Songs of Innocence and Experience. The 
former design director of Esquire magazine, she created player 
introductions for the New York Knicks and Rangers as well as 
two fine daughters. She lectures widely on projection design 
and heads the Projection Design concentration at the Yale 
School of Drama.
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The Design

Ratmansky’s production for The Australian Ballet replaces the 
fairies of Spring, Summer, Autumn and Winter with celestial 
bodies (the Sun, Moon, Planets and Stars) to reflect “the time 
and order of the universe”. To support this change there is 
the use of both male and female dancers rather than just the 
usual quartet of female dancers. The production is a unique 
interpretation: there is no pumpkin coach, and the fairy 
godmother wears a bowler hat rather than the more traditional 
tiara. Surrealism and fashion of the period are two other 
elements that also greatly influenced the design.

The ballet is set in Russia at about the time the music was 
written by Prokofiev. Ratmansky describes the setting as 
being “between two wars’’ referring to the two great European 
conflicts of the 20th century.

 READ

Deborah Jones on Alexei Ratmansky’s creative process

How the costumes were made

A designer’s process begin with sketches and models – here are 
some examples of how Jérôme Kaplan began Cinderella.
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The Design
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Jane Albert interviews Music Director and Chief Conductor 
Nicolette Fraillon.

JA: Why isn’t the Cinderella score as well-known as other ballet 
scores? 

NF: Prokofiev’s Romeo and Juliet is the score of his that 
everyone knows, and one of the best ballet scores. Cinderella 
is probably less approachable, but I actually think it’s a much 
better score, and there’s a lot more of Prokofiev in Cinderella 
than there is in Romeo and Juliet. At the time he was writing 
Romeo and Juliet, in Russia in the 1930s, every work of art had 
to go through a panel of experts to be approved. They ruled 
that Prokofiev hadn’t illustrated Romeo and Juliet richly and 
lushly enough, so it was re-orchestrated by a variety of other 
composers. He had to accept it, and it was a much bigger, lusher 
orchestration than what he’d actually written. So it’s not all 
Prokofiev, and not all how he originally wrote it.

JA: How did the political situation of the 1940s influence the 
Cinderella score? 

NF: While Prokofiev was writing the score WWII broke out, then 
in 1941 Hitler turned on Russia and invaded. Prokofiev had made 

a start on the score but then he, along with all artists,  
was evacuated from St Petersburg to the southern states.  
This was to keep them safe from the war. And he turned to 
writing the opera of War and Peace instead, which was deemed 
to have greater national importance. When he returned to 
Cinderella Russia had been through the siege of Leningrad, 
very dark times. It wasn’t a happy environment in which to be 
writing a happy fairytale. So what was happening in the country 
influenced his take. 

Politically as well, it was still Soviet Russia, still the same 
controls, only stronger during war time, about what was 
permissible and what art could and couldn’t say. If you think 
about the traditional story where Cinderella goes to the ball 
and is rescued from her poor life by the royal court – they 
would never have been able to portray that in Soviet Russia. 
The Soviets got rid of the royals and the royal court. So what 
they created is a version in which Cinderella is a misfit in her 
environment, with a horrible stepmother and stepsisters – 
that’s all the same – but she’s not a depressed Cinderella, she’s 
feisty. And the Prince is also a misfit in his environment. It’s 
even written in the score that when he first appears he bursts 
on stage, and it’s quite clear from the music and from the way 

The Music
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The Music

choreographer Alexei Ratmansky has created it that he’s totally 
different from everyone else in the court. 

JA: Cinderella has three themes, which change as her story 
develops? 

NF: Yes: the opening theme we come across in Cinderella is in a 
minor-key theme, not the beautiful theme that audiences might 
expect. So immediately you get a sense of the sadness and 
starkness. And that’s the first of Cinderella’s own themes. The 
structure of the melody itself creates a kind of character, giving 
you an idea of environment: the overture starts with a huge leap, 
an octave leap that gives you a sense of emptiness, a sense of 
bleakness. 

The second Cinderella theme is in the key of C. There’s an 
understanding that every key will make you feel something 
different – so C major is quite different to E major. C major is 
often used for the grand royal theme, there’s a sense of solidity 
and coming home. But because there are no black notes, or 
sharps, it gives a sense of simplicity. It’s the most important key 
in the ending of Romeo and Juliet, when after all the tragedy 
the music resolves with C major. And so it is in Cinderella. The 
love duet at the end of Act II is in C major. It’s a key of childlike 
simplicity with an accompaniment that is traditional and 
melodic, and gives a real sense of beauty and happiness. This 
second Cinderella theme comes back a lot, in different keys, 
with different orchestrations, to indicate that different things are 
happening. It’s quite different to the first theme with its stark 
bleakness. 

And then there’s a third one, also in the key of C major, again 
reflecting an almost childlike theme. It uses a limited range and 
comes in on a flute, quite a girly instrument, like Juliet’s theme 
in Romeo and Juliet. The flute, like the pan pipe, gives you that 
back-to-nature theme. Yet there’s a harmonic change of colour 
that suggests there’s more to her than just being a pretty girl. 
And the way that theme develops isn’t straightforward, the 
accompaniment isn’t straight unison, it becomes more complex, 
giving you an idea this is a living, breathing girl.

JA: Which other characters have their own themes in Cinderella? 

NF: The Fairy Godmother has a few themes that characterise 
her, fragments of which appear in different keys and with 
different instruments whenever she appears or whenever there’s 
magic afoot. Her theme appears in oboe, or piccolo/oboe. 
Piccolo is not usually used as a solo instrument; and the oboe 
has an otherworldly character, a nasal character, so it’s an odd 
choice of instruments and makes it clear there’s something else 
afoot. Underneath that is a cymbal, with flutes, and harp –  
which Tchaikovsky used to suggest magic. Prokofiev uses 
tremolo (where you bow the strings up and down very fast)  
for a shimmering effect; and there is tuba underneath. So again,  
there is nothing in the middle registers, which gives that 
otherworldly feel. 

Orchestration is also used to great effect when characterising 
the Stepsisters and the Stepmother. From the very first 
time they appear on stage there’s a vicious attack roll on a 
tambourine, it’s as if they’re hissing at Cinderella; and a very 

nasty angular melody that’s quite dissonant and aggressive 
rhythmically, with no resolution. Prokofiev writes in an 
uncomfortable register on the celli, an angular melody on the 
oboe, and the poor old first trumpet is given this terribly hard 
piece to play, so he almost spits it out because it’s so hard, 
giving that aggressive, nasty, clumsy sound. These are not 
graceful folk. Even if you had no visuals you would know the 
ugly crew had come on stage and someone is being nasty! 

The Prince’s melody is way more down to earth, heralded by 
trumpets and more traditional, noble brass writing. And every 
time it’s played it’s a beautiful sound, there’s nothing nasty or 
discordant about it. 

JA: When Cinderella first dances with the Prince, how does 
Prokofiev use melody to set the scene? 

NF: It’s their first pas de deux, so you would expect it to be 
sweet and romantic. But Prokofiev has actually written such a 
big melodic span that it’s really unsettling. You’re not even sure 
what key you’re in – it’s a broad-ranging, scared yet exciting 
melody. It’s such a brilliant depiction of all the emotions that 
must be flooding both their brains. It’s definitely not the Disney, 
saccharine, “isn’t love beautiful?” music – it constantly sweeps 
you in different directions, just as their emotions are doing to 
them. Then he introduces the oboe, which is not the traditional 
romantic instrument, and it becomes almost aggressive; then 
romantic again; then off the rails. And you’re left wondering, 
“is he sweeping her into that nasty court world?” The end in E 
major is slightly more reassuring as they walk off arm in arm, so 
you have a sense it might be all right in the end.
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RESPONDING: CINDERELLA: TALKING POINTS 

Fairytales have been handed down through many generations 
and cultures. They are used as an important way of engaging 
children in discussion around good and evil and moral choices.

Like all fairytales, Cinderella has a number of key themes that 
can prompt discussion.

Cinderella begins the ballet as the poor sister that serves her 
stepsisters and stepmother. She lives a life of drudgery and 
misery. During the ballet she is transformed to attend the ball, 
where she catches the Prince’s attention. When she loses her 
shoe he seeks to find her by searching far and wide.

How does Cinderella’s choreography differ from when she is 
living in poverty to when she is transformed?

What are the messages within the story, and how are these 
portrayed in movement?

Can you identify motifs in the choreography that show:

• Sadness/Despair

• Bullying (Stepsister)

• Intimidation (Stepmother)

• Strength 

• Kindness (Fairy Godmother)

• Transformation 

 WATCH 

David McAllister talk about the choreography of Cinderella 

Curricular Activities

MAKING

• How might you devise your own modern Cinderella, set in the   
  present day?

• Where is the tale set (place, year, and country)? 

• How might the storyline differ to suit where you have set the  
  tale? (cultural and place references)

• What are the characters wearing?

• How is the set giving you clues as to where the story is set?

CHARACTER DEVELOPMENT 

Ballet is a story told without words, and meaning is conveyed 
through choreography, gestures, mime and facial expression.

Decide on which character you’d like to be 

Make up 16 counts of choreography including 

• Gestural motifs

• Facial expressions

• Mime

Your phrase should clearly indicate which character you are 
trying to portray – see if anyone in your group can guess!
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The original production
CURRICULAR ACTIVITIES

CRITIQUING

The same ballet can be set in different historical periods. The 
Australian Ballet’s Cinderella is set between the European wars, 
and the period is referenced in some of the set and costume 
design. It is a traditional version of Cinderella, where she meets 
the Prince and he rescues her from her situation. Yet Cinderella 
is represented in many ways in many cultures.

There are many versions of Cinderella in other cultures but all  
of  the versions reference the themes of transformation and 
good over evil. Each story emphasises that culture’s traditions 
and values but has a common theme of hope. There are some 
gruesome versions. Discuss the difference in how the Cinderella 
story is told in other cultures.

 READ

Anne Hedigan on Cinderella’s many incarnations

The Cinderella story has messages throughout the story that 
could apply to life in general. 

Fairytales have been used for centuries to reinforce messages 
parents want to relay to children. Discuss how the following 
themes appear in the Cinderella.

• The future will be better than the present (having hope)

• An individual can change their own pathway (being focused,  
  working with other people)

•  There are many paths to change (being flexible, alert,  
pro-active).

• None of them is free of obstacles (work hard/persevere)

 READ

Valerie Lawson on the many balletic versions of this classic 
fairytale.
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