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(Inclusivity and Engagement Partner) and the Mitzi & Mel 

Dobrin Family Foundation. This audience guide is meant to 

enhance and deepen our audience’s experience and under-

standing. All content is intended for educational purposes only.

To reserve group tickets at a reduced rate, or for questions, 

comments, citations or references, please contact Patrick  

Lloyd Brennan:

514 739 2301 ext. 8360 
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PRODUCTION CREDITS

A SEGAL CENTRE PRESENTATION

The Segal Centre, in association with Black Theatre Workshop,  

presents the Shaw Festival Production in association with Obsidian Theatre.

Written by ATHOL FUGARD

Directed by PHILIP AKIN

 CAST

 HALLY (HAROLD) James Daly

 WILLIE Allan Louis

 SAM André Sills

 

 

 CREATIVE TEAM

 SET & COSTUME DESIGNER Peter Hartwell

 LIGHTING DESIGNER Kevin Lamotte

 DANCE SEQUENCES Valérie Moore

 STAGE MANAGER Beatrice Campbell

 ASSISTANT STAGE MANAGER Sara Allison

“MASTER HAROLD”...AND THE BOYS is presented by special arrangement with SAMUEL FRENCH, INC.

AUDIENCE ETIQUETTE

Welcome to the Segal! We are so pleased to have you join us at 

our presentation of "Master Harold”… and the Boys. To make 

the most of your viewing experience and in consideration of 

actors and audience members around you, please be mindful 

of the following: 

1. Cell phone use in the theatre is not permitted. Please put 

your cell phone on silent and refrain from taking pictures, 

videos or texting during the performance. 

2. Please refrain from talking or opening candies during the 

performance.

3. Food and beverages are not permitted in the theatre.

4. Please do not kick or step over the seats when entering and 

exiting.

5. If you are taking notes for the purposes of writing a response 

or review, please be discreet to avoid distracting others. 

6. Enjoy the show! 
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South African dramatist, actor, and director ATHOL FUGARD 

(b.1932) is world renowned for his plays’ probing and 

pessimistic interrogations of South African life during the 

apartheid period. Fugard – born Harold Athol Fugard and known 

as ‘Hally’ for much of his childhood – studied philosophy and 

social anthropology at the University of Cape Town before 

dropping out to hitchhike across Africa. He took a job as a deck 

hand on a ship but began acting after marrying drama student 

Sheila Mering in 1956. He then founded the Circle Players with 

his wife and began writing passionately political plays. His first, 

Klaas and the Devil (1957), was soon followed by others written 

for the interracial theatre company including No-Good Friday 
(1958) and Nongogo (1959). It was his 1961 play Blood Knot, 
an intense critique of racism and segregation, which earned him 

international recognition. The play was produced for television 

by BBC starring Fugard opposite Jamaican actor Charles Hyatt 

and resulted in the South African government withdrawing 

Fugard’s passport for several years. Plays such as Hello and 
Goodbye (1965) and Boesman and Lena (1969) followed, and 

Fugard became more prominent worldwide than any South 

African playwright in history.

Fugard worked briefly as a Native Commissioner’s Court clerk, 

witnessing the enforcement and punishment of apartheid law 

and sparking the moral outrage reflected in his work. In 1962 

Fugard attracted the attention of the South African secret 

police by publicly supporting the Anti-Apartheid Movement’s 

boycott of segregated South African theatres. Throughout 

the ’70s and ’80s Fugard continued to oppose South African 

censorship policies, establishing oppositional theatre groups 

including the Serpent Players, an all-black group of actors.

Facing early critiques for his heavy symbolism, Fugard began 

to organically develop new work from groups of images and 

ideas. Orestes (1978), Sizwe Bansi is Dead (1974), The Island 
(1974) and Statements After an Arrest Under the Immorality 
Act (1974) are results of this experiment, set aside soon after 

for the more traditional structures found in Dimentos (1977), 

“Master Harold”...and the Boys (1982) and The Road to Mecca 
(1985). During this time Fugard also published his novel, 

Tsotsi (1980; film 2005), along with dozens of notebook and 

journal entries.

When apartheid law was dismantled in 1990-1991, Fugard’s 

plays became increasingly autobiographical. Playland (1992), 

Valley Song (1996) and The Captain’s Tiger (1997) were joined 

by Fugard’s memoir, Cousins, in 1994. His post-apartheid 

plays – addressing the lingering consequences and collective 

guilt facing South Africans – include Sorrows and Rejoicings 
(2002), Victory (2009) and The Train Driver (2010).

Fugard now lives in California with his family and is an Adjunct 

Professor of Play-writing, Acting and Directing at the University 

of California, San Diego. He is the recipient of a Tony Award for 

Lifetime Achievement (2011) and the Japan Art Association’s 

Praemium Imperiale Prize for Theatre/Film (2014). In 2010 

the Fugard Theatre was opened in Cape Town, South Africa in 

recognition of Fugard’s efforts toward the exposure of injustices 

and support of universal humanity.

AB0UT THE AUTHOR
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(Selected Credits) FOR THE SHAW: directed 1837: The 
Farmers’ Revolt, “Master Harold”…and the Boys (2016), 

The Mountaintop, Topdog/Underdog. ELSEWHERE: Artistic 

Director, Obsidian Theatre Company; directed Stew’s Passing 
Strange, Obsidian/Acting Up Stage; Lisa Codrington’s Up the 
Garden Path, Meghan Swaby’s Venus’ Daughter, Obsidian; 

Sean Dixon’s Wilberforce Hotel, Blyth Festival; Beth Graham’s 

The Gravitational Pull of Bernice Trimble, Obsidian/Factory 

Theatre. AWARDS: William Kilbourn award (the Celebration 

of Toronto’s Cultural Life); C.A.E.A. Lifetime Membership 

award (outstanding contributions to the performing arts); PGC 

Women’s Caucus Bra d’Or award (supporting and promoting 

the work of Canadian women playwrights); Mallory Gilbert 

Leadership award; T.A.P.A. Silver Ticket award (outstanding 

contribution to the arts).

Looking back into memory is often a mixed blessing. Does the 

“who we are now” irrevocably colour the “who we were” then? 

Does looking back provide a path to atonement or a flail to 

punish?

“Master Harold”...and the Boys is a powerful look back that 

leads us to a pivotal point in the life of Athol Fugard. It takes 

that memory and locks it like an insect in amber. Preserved, 

opaque, warm and unflinching. Memory, like amber, lets us 

revisit the past and try to glean fresh understanding.

Philip Akin
Director

PROFILE OF THE DIRECTOR
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Port Elizabeth, South Africa — 1950. Seventeen-year-old 

Harold does his homework while two black men, who have 

long worked as servants for his family, clean the floors. As 

the day unfolds, the three reminisce fondly about times spent 

together, but when news comes that Harold’s alcoholic father is 

returning home, affections turn to anger, intimacies sour, and 

the personal becomes political.

The play was initially banned in South Africa and has since 

become an enduring, modern classic that continues to speak to 

inequality and injustice.

PLAY SYNOPSIS

The St-Georges Park Tea Room on a wet and windy Port 

Elizabeth afternoon — 1950.

SETTING

(i) Photo: André Sills, James Daly, and Allan Louis; Shaw 

Festival; photo by David Cooper
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1948: South African National Party establishes four racial 

groups: “black,” “white,” “coloured,” and “Indian”.

1960s-1980s: Forced resettlement plans; 3.5 million 

non-whites forcibly (and often suddenly) moved to segregated 

communities.

1962: Nelson Mandela joins the South African Communist 

Party (SACP) to sabotage the apartheid regime; he was then 

convicted of treason and imprisoned on Robbin Island until 

1989.

 1970: Non-Whites denied political representation and 

citizenship revoked; Bantustans established.

1993: Non-Whites allowed to vote again.

1994: Nelson Mandela becomes first President of South Africa 

and works to dismantle the apartheid regime

1996: Truth and Reconciliation Committee established, 

bearing witness to gross human rights abuses and granting 

amnesty (when requested) for perpetrators.

1932:  Fugard born as Harold (“Hallie”) Athol Lanigan Fugard; 

mother, Marrie, operates a general store and then a lodging 

house; father is a disabled musician.

1935: Family moves to Port Elizabeth (location of “Master 
Harold”…and the Boys).

1950: Apartheid begins/Fugard is 17-18 years old.

1953: Fugard drops out of University of Cape Town several 

months before his final examinations

1958: Fugard moves to Johannesburg and becomes an 

anti-apartheid activist

Later 1960s: Foundation of the Serpent Players, a collective of 

black actors who devised work with Fugard as playwright and 

director.

1972: Fugard collaborates with black actors John Kani and 

Winston Ntshona; moves them into his house and lists them as 

his “servants” with South African authorities.

Mid-1970s: Kani and Ntshona develop the roots of “Master 
Harold” from a rehearsal exercise: two waiters play out the 

master-servant relationship in a restaurant with an empty chair 

standing in for the master (early version of the “Whites Only” 

bench); the servants must stand and work, only the master is 

allowed to sit and watch.

APARTHEID (AFRIKAANS: “APART-NESS”), 1948-1994

FUGARD’S YOUNG LIFE IN AND AROUND APARTHEID

(i) Source: Shaw Festival Theatre, Education Department, 

Continue the Conversation Programme, 2016

(ii) Photo: James Daly and André Sills; Shaw Festival; photo 

by David Cooper
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Arriving in South Africa in 1652, the Dutch settlers established 

the Cape of Good Hope and utilized the Dutch East India 

Company to import slaves from Malaysia,Madagascar, India, 

Indonesia, Mozambique and East Africa. In 1795 when gold 

was discovered on tribal lands, British forces seized control of 

the Cape colony. Soon, many citizens of the English Isles were 

immigrating to South Africa, leaving the Dutch settlers, now 

renamed Afrikaners, struggling to retain and regain power over 

their territories, resulting in the Anglo-Boer War (1899-1902). 

Through a peace treaty, the Boers lost their independence, 

Britain retained domination, and the British abolished slavery.

The British, who had negotiated with the Boer generals, 

created the South African Native Affairs Commission, 

proposing racial segregation in the areas of land, labor, 

education and politics. In 1910, South Africa gained dominion 

status within the British Empire and over the next 10 years the 

Union government passed proposals into law which instituted 

several Acts that would keep South Africa’s blacks away from 

its whites. One Act in particular, the Native Areas Act (passed 

in both 1913 and 1936), forced native Africans (non-white) 

to live on less than 14 percent of the land, even though they 

made-up roughly 85 percent of the country’s population.

By the 1930s the increasingly strong National Party (an 

all-white party) segregated African natives and used them as 

a means of cheap labor. Their efforts proved fruitful as the 

1940s brought World War II and a boom in urban industrial 

companies. With the Second World War in full effect, and 

South Africa joining the Allied forces, jobs, wages and 

trade unions were on the rise for both whites and blacks. 

Consequently, with all South Africans moving toward the cities 

for work, the rural areas became impoverished; farms and 

farmers suffered. To retain their income, Afrikaner farmers 

unified as the Afrikaner Nationalist Alliance, demanding more 

political control over black South Africans. In 1948, the 

Afrikaner farmers would get what they wanted.

When the National Party and Daniel F. Malan won the 

1948 election (ousting predecessor General Jan Smuts who 

“undermined” racial segregation), Apartheid’s “total segre-

gation” was enacted. This first period of apartheid, known as 

baaskap, Afrikaner for mastery and white supremacy, resulted 

in an all-white South Africa where blacks, coloreds and Asians 

were sent out of major cities to ethnic “homelands” and lost 

all citizenship rights in the “white” areas of South Africa. 

Once the non-whites were far removed, white miners, farmers 

and industries realized that their cheap labor came from those 

whom they had recently exiled. Greedy for their businesses to 

continue operations, the white businesses “allowed” the non-

white South Africans to return to the “white” areas to work. To 

keep tabs on the non-whites in white territory, four significant 

Acts were passed into law: the Prohibition of Mixed Marriages 

(an amendment to the Immorality Act (1949)); the Population 

Registration Act (1950); the Group Areas Act (1950), which 

would forcibly relocate 3.5 million by the late 1980s, and the 

Reservation of Separate Amenities Act (1953).

When Hendrick Verwoerd, Apartheid’s chief architect, became 

South Africa’s Prime Minister in 1958, Verwoerd rephrased 

Apartheid from the crass baaskap to the more sophisticated 

“separate development.” Through “separate development” 

nonwhites could lead socially, economically and politically free 

lives within their assigned “homeland,” but this systemized 

segregation also made every part of a South African’s life 

determinable by race. Africans, Coloreds and Asians still could 

not vote, own land, move freely from one country to another, 

or choose their employment. Those who were able to live on 

“white” land as a result of work had to do so with a permit and 

without their family, thus breaking down the “races” strength 

in numbers. Passbooks or “Books of Life” were mandatory for 

all nonwhites to carry, and consisted of marriage and driver’s 

licenses, birth certificates, and work permits. To be caught 

without ones passbook was punishable by imprisonment and in 

extreme cases torture and beatings. 

The 1950s also saw anti-Apartheid growth. The African 

National Congress (ANC), an organization whose members 

included Nelson Mandela, Walter Sisulu, Oliver Tambo, and 

1961 Nobel Peace Prize recipient Albert Luthuli, focused 

on the political and social conditions of South Africa’s black 

community and staged the peaceful Defiance Campaign of 

Unjust Laws. During this campaign, the ANC adopted the 

Congress of the People’s Freedom Charter (notable for its 

opening phrase “The People Shall Govern!”) which demanded 

full civil rights and equality for all South Africans. In December 

1956, after several protests in addition to the Defiance 

Campaign, more than 100 activists were arrested and charged 

with high treason in the “Treason Trial” of 1961; all of the 

accused were acquitted.

The newly formed Pan Africanist Congress (PAC; known for its 

African nationalism, socialism, and continental unity) soon 

began its anti-Pass Laws campaign against Apartheid. Their 

first attack resulted in March 1960’s Sharpeville Massacre, 

where 69 people were shot after responding to a PAC call to 

turn in passes and submit to arrest. By 1963, the African 

National Congress had formed its military, Umkonto we Sizwe 

or “Spear of the Nation,” Nelson Mandela and other leading 

activists had been imprisoned or exiled and anti-Apartheid 

resistance was outlawed under the Unlawful Organizations Act.

South Africans in defiance of Apartheid’s laws were now kept 

in custody without trial or assassinated. As protests grew, so 

THE HISTORY OF APARTHEID
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did the world’s interest in Apartheid. In response to South 

Africa’s call for emergency help to the rest of the world, 

many countries began challenging South Africa’s regime. 

As a result, Prime Minister Balthazar Johannes Verwoerd 

withdrew South Africa from the United Nations in 1961, left 

the British Commonwealth, and South Africa was banned from 

the Olympic Games. In 1966, Verwoerd was assassinated and 

succeeded by John Vorster who relaxed some of Apartheid’s 

petty laws; this did not stop protest, violence or brutality during 

the 1970s.

With Pieter Willem Botha’s 1978 election to prime minister, 

Apartheid laws relaxed even more, granting Asians and 

Coloureds limited political rights and abolishing the long-stand-

ing pass system. While these restrictions were lessened, Botha 

continued to condemn any opposition to the government and 

wanted white power to remain dominant in South Africa. 

By 1983, six hundred South African organizations had come 

together to create the United Democratic Front, an alliance of 

trade unions and organizations endorsing the Freedom Charter 

and eliminate “homelands.” As anti-Apartheid activities 

increased, in 1986 Botha declared a state of emergency and 

deployed five thousand soldiers to ban, arrest, and detain tens 

of thousands of South Africans, many of which were tortured 

and murdered. Foreign countries began pulling their business 

transactions, trades, and investments with South Africa by the 

end of the 1980s, leaving the country in a state of economic 

depression.

In 1989, National Party leader Frederik Willem de Klerk 

became prime minister and released many of Apartheid’s black 

political prisoners. He declared to Parliament that Apartheid 

had failed and all bans on political parties would be immedi-

ately lifted. But race relations continued to retain tension until 

1993, and more than 10,000 South Africans were killed due 

to political violence. Criminal activity like murders, beatings, 

and explosions were on the rise. In February 1990, anti-Apart-

heid organizations were un-banned, political prisoners were 

freed (including Nelson Mandela), and resolution was in the 

air. Apartheid officially ended in 1994 with the democratic 

election, abolition of “homelands,” and new interim (1994) 

and final constitutions (1996). All apartheid laws were 

repealed and South Africa laid its foundations for a multiracial 

and multiparty transitional government. Nelson Mandela 

became the first freely elected, majority president, setting into 

action equality for all South Africans and the reclamation of 

native lands by its once native inhabitants.

THE HISTORY OF APARTHEID (Cont)

(i) Source: https://timelinetheatre.com/app/uploads/

MasterHarold_StudyGuide-1.pdf
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In "Master Harold". . . and the Boys the servants play Count 

Basie and Sarah Vaughn’s jazz music on the jukebox as they 

practice their Foxtrot and Quickstep in preparation for the 

big ballroom dance contest. These American jazz artists and 

European dances made their way into the St. George’s Park Tea 

Room thanks to Hally’s jazz musician father (or young Athol’s 

father), and the widespread cinema and gramophone record-

ings crossing the Atlantic from America and Europe. South 

Africa’s exposure to American jazz and ballroom dancing, and 

their own Cape Jazz or marabi, finds both personal and worldly 

roots.

Dating to the country’s colonization, South Africa’s ball-

room-dancing culture was initially influenced by the Dutch 

settlers, who brought the dances with them from Europe. Once 

enslaved, the natives/slaves would mimic and imitate their 

masters’ dances and music. As time progressed and more 

Europeans arrived, they brought social dances like the minuet, 

quadrille, cotillion and contredans to South Africa’s native 

culture.

In the first half of the 20th Century, thanks to gramophone 

and cinema recordings, American jazz and African-American 

performers were seen and heard by whites and non-whites in 

large industrial cities like Cape Town and Port Elizabeth. It 

was in these recordings that Africans heard and saw African-

Americans playing jazz, singing, dancing, and performing 

theatrical sketches and minstrelsy and were inspired to make 

these new music and dance styles their own, reflecting their 

identities and stories. Ragtime, the modern waltz, and the 

foxtrot were incorporated into South Africa’s post-World War 

I culture and ballroom dancing and jazz-band music became 

special social events; South Africa’s British governor generals 

and their wives threw garden parties and galas which featured 

ballroom dancing as the evenings’ main event. These dances 

became more for the white elite than native blacks or the more 

conservative Afrikaners who deemed ballroom dancing immoral 

and promiscuous.

While ballroom galas were definitely part of white society, 

black and coloured townships (towns created by Apartheid to 

keep whites and non-whites separate, often set several miles 

from white, industrial centres) embraced the dances as an 

expression of pride, form of protest and stress relief. Jazz 

musicians and middleclass workers would pack the many 

late-night township dance halls, like The Bantu Men’s Social 

Centre and Undermoon Hill in Sophiatown, or The Ritz in 

Johannesburg. Jazz band and dance competitions, where white 

judges evaluated the performers’ abilities and variety, excited 

Africans in domestic and restaurant service, who seemed to 

be the best ballroom dancers. “Rainbow balls,” the non-white 

answer to galas and ballroom-dancing events, consisted of 

coloured jazz musicians playing all styles of jazz and blues 

music, black and coloured dancers and, later, white judges. 

The music was a blend of Afrikaans folk music, Afro-American 

beats, American jazz and swing, and that of the British elite 

(two-steps and waltzes).

In the early 1920s, Madge Mans, a South African dance teach-

er, created the South African Dance Teacher’s Association, a 

spinoff of Britain’s Ballroom Branch of the Imperial Society of 

Teachers Dancing. The SADTA focused on “operative dancing 

and ballet as competitive art forms” and later added ballroom 

as one of its components. Taking its cue from Britain, the 

SADTA developed a syllabus and guidelines for dance steps 

and rhythms on which students and competitors would be 

instructed and judged. The SADTA created the South African 

Ballroom Championship by the end of the 1920s and gave way 

to dancing institutions in Johannesburg, Pretoria, Cape Town, 

and Durban. The widespread popularity of ballroom dancing led 

to the creation of the Amateurs Dancers Association in South 

Africa in 1933, where social dancers, including non-whites, 

could test their skills as a step toward professional competi-

tion. In the mid-1930s, the ADA and SADTA joined together 

and competitions became more popular than social dancing.

Beginning in the 1940s, British teachers and dancers would 

visit South Africa to conduct master classes with styles from 

England, and South African dancers temporarily exchanged 

places with British dancers to explore both countries’ styles. 

The white elite, who dominated the competition circuit and 

native Africans adhered to the strictures of ballroom-dance 

rules and regulations, Blacks, though, were excluded from the 

prominent competitions. 

BALLROOM DANCE IN SOUTH AFRICA

(i) Source: https://timelinetheatre.com/app/uploads/

MasterHarold_StudyGuide-1.pdf
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During the time when Africans were being forcefully transport-

ed from Africa to America as slaves, they brought with them 

the tribal rhythms, music, speech patterns, call and response, 

and traditions of their people. The music and songs they would 

play as they worked on plantations and in the fields as a form 

of protest and identification, trying to keep their roots, gave 

way to early American jazz. Soon, the African slaves learned 

the music and instruments of their European descended 

masters and fused their rhythms and the harmonies and hymns 

of their masters, creating America’s jazz and blues as we now 

know it.

South Africa’s diverse and unique music dates to its 

colonization where musical rhythms and instruments from 

the Xhosa and Khoisan natives were combined with those of 

the Dutch/European settlers. Using various hymns, polkas, 

xylophones, western instruments, and bands, South Africa’s 

music of the black, unskilled workers became known as 

marabi by the twentieth century. In the early twentieth century, 

American jazz made its way across the Atlantic by gramophone 

records and cinema into large cities like Cape Town and Port 

Elizabeth where it was embraced by whites and non-whites. It 

was in these recordings that Africans heard and saw African-

Americans playing jazz, singing, dancing, and performing 

theatrical sketches and minstrelsy. With the ever present 

segregation between races, Africans wanted their music and 

expression to reflect their identities and stories. By fusing 

sophisticated jazz music with their tribal heart and rhythms, 

“African Jazz” was created.

As World War II enveloped the globe, South Africa was still 

functioning as a segregated country. The war provided Africans, 

Coloreds, and Asians the ability to move to urban areas and 

work in industrial factories. For the South Africans who had 

been called to serve at WWII’s front, upon their return they 

brought back new music styles and sounds. But it was also 

during the war, before the soldiers returned, which South 

African’s created their own jazz, because of the lack of 

influence from the outside world. Africans began experimenting 

with this music more than before, and an emergent cultural 

trend was on the horizon as Africans played this new music and 

were embraced by even the white music and club promoters. 

The 1950s jazz musicians and middle-class workers would 

pack the many township dance halls on the outskirts of major 

towns, like The Bantu Men’s Social Centre in Sophiatown or 

The Ritz in Johannesburg. Dance band competitions were 

being held where judges evaluated the performers’ “ability and 

variety of dance music they were able to play.” Thanks in part 

to World War II, American jazz found its way to

South Africa and had been “Africanized,” giving new life and 

personal meaning to the upbeat and soulful music.

JAZZ MUSIC IN SOUTH AFRICA THROUGH THE 1950S

(i) Source: https://timelinetheatre.com/app/uploads/

MasterHarold_StudyGuide-1.pdf
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GLOSSARY OF TERMS

QUICKSTEP Quickstep is an International Style ballroom dance that follows a 2/4 or 4/4 time beat, the fast version 

of the Foxtrot.

AG Expression of "oh

HAII Hello in Afrikaans.

SIXPENCE British value for six pennies.

SARAH VAUGHAN An American jazz and blues singer. Known for songs like Tenderly, Misty, Whatever Lola Wants, and Make 
Yourself Comfortable.

FOXTROT Foxtrot is a smooth progressive dance characterized by long, continuous flowing movements across the 

dance floor. Foxtrot is extremely versatile and can be danced to a variety of musical styles and tempi. 

COUNT BASIE An American jazz pianist, composer, and bandleader. Known for his Count Basie Orchestra, which played 

for 50 years, and songs like One O'Clock Jump and April in Paris.

OS-KILLATE To oscillate; to vascillate between conflicting opinions.

NOUGHT Nothing, something which does not exist, worth no value. Zero.

SCALARS In mathematics, a quantity that has magnitude but not direction.

INTREPID Bold or Brave.

WILLIAM WILBERFORCE An English abolitionist. He headed the parliamentary campaign against the British slave trade for twenty-

six years until the passage of the Slave Trade Act 1807. That campaign led to the Slavery Abolition Act 

1833, which abolished slavery in most of the British Empire.

STANDARD 9 Schooling runs from grade 0 through to grade 12. Grades 1 to 9 are compulsory and classified as General 

Education and Training. Grade 9 is Adult Basic Education. Grades 10 to 12 are considered to be Further 

Education and Training, and also includes career-oriented education and training - technical colleges, 

community colleges and private colleges.

MANURA Manure.

TRANSVAAL An area of Northern South Africa and one of the founding provinces of the Union of South Africa. It no 

longer exists as a recognized area, but is still commonly used geographically and retains its historical 

significance.

MIELIES A South African food made from stamped maize and used to make breads.

FREE STATE A province of South Africa, known as the judicial capital.
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GLOSSARY OF TERMS (Cont)

DONKEY'S YEARS English cliché for many years.

JOE LOUIS “BROWN BOMBER” In 1938, American boxer Joe Louis, the "Brown Bomber", reclaimed the heavyweight title from German 

Max Schmeling by a decisive knockout. Schmeling had won the title from Louis in 1936 (viewed by Nazi's 

as a demonstration of the superiority of the white race). Due to the rise of Nazism and Hitler’s well known 

disdain for so-called impure races, Louis's 1938 victory was highly symbolic (for American blacks fighting 

against racism and for South African blacks).

BRAINED To strike someone on the head.

1820 SETTLERS In 1820 the British government paid four thousand Britons to travel to the Cape and allotted each family 

one hundred acres.

DONNER To beat up, from the Afrikaans donder, meaning thunder.

DEPORTMENT Demeanor, conduct, behavior.

"A KIP AND A TOSS IN YOUR 
OLD UNCLE NED"

A snack and a drink in your bed.

KAFFER A derogatory term for a black person, commonly a South African slur.

BASUTO Any of a Bantu people living in Basutoland or Lesotho, in South East Africa.

(i) Source: https://timelinetheatre.com/app/uploads/

MasterHarold_StudyGuide-1.pdf
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1. What is the significance of the historical context and its 

effect on the characters in "Master Harold". . . and the Boys?

2. Although Fugard does not directly address apartheid in the 

play, what role does apartheid play in the text?

3. The play takes place in real time, just a few hours on a rainy 

afternoon. Why do you think Fugard chose to do this?

4. How would you describe Hally's relationship to Sam and 

Willie when he was still young in "Master Harold". . . and the 
Boys? What is the difference in their relationship now that he 

is older?

5. What is the importance of the conversation that Sam and 

Hally have about “social reformers” and “men of magnitude”?

6. Describe how the kite and ballroom dance are used as 

metaphors in the play. 

7. How has each of the three main characters change by the 

end of the play? What has Hally learned? What has he not 

learned?

8. Why is this play relevant today? How does it make you feel 

about your own life and environment and what would you tell 

someone you learned after seeing it?

DISCUSSION QUESTIONS

(i) Photo: James Daly, Allan Louis and André Sills; Shaw 

Festival; photo by David Cooper
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ABOUT THE SEGAL CENTRE FOR PERFORMING ARTS

The Segal Centre for Performing Arts is a not-for-profit theatre 

company dedicated to nurturing, producing and presenting 

world-class English-language theatre and to showcasing the 

best professional artists from Montréal and beyond. A part 

of the community since 1967, the organization was reborn in 

2007 as the Segal and has expanded to become a nationally 

recognized venue for the performing arts with a focus on 

creation, innovation, diversity and cross-cultural collaborations. 

Driven by a belief in the power of the arts to strengthen and 

connect communities, the Segal’s programming emphasizes 

original interpretations of popular classic and contemporary 

works, new Canadian musicals and engaging productions with 

universal appeal.


