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ON CLONING 
Dr Morné de la Rey

The correct terminology for cloning is, in 
fact, nuclear transfer, as it represents the 
transfer of the nucleus from one cell to 
others.  Cloning is the mere splitting of 
cells. There are two types of “cloning”: 
therapeutic and reproductive cloning.

Therapeutic cloning is the production, from 
stem cells, of cell lines, cell types and tissues 
for therapeutic purposes. Maybe one day 
complete organs will be developed this 
way.

Reproductive cloning is the production of 
a complete live organism from the DNA 
of a single cell. The DNA of a single cell 
is removed and transferred into an oocyte 
from which DNA has been removed. This 
oocyte is then stimulated to divide and is 
cultured artificially in a laboratory before 
it is transferred  into a live animal’s  uterus 
before it reaches a certain stage (day 7 in 
cattle).  It should be noted that life as such 
is not created, as life was already present in 
the initial cells that were multiplied.

Any organism’s physical appearance is 
influenced by its genetics as well as its 
environment. When the nucleus is collected 
from a donor cell, it has been involved in 
multiple divisions from an original cell 
to the final cell (for example, a skin cell). 
The gene expression is influenced by the 
environment during the full development 
of the organism, right through from 
developing in the womb, growing up, 
reaching maturity and, finally, ageing. This 
can be seen, for instance, when embryo 
calves born from the same set of parents 
are raised in South Africa and Canada. The 
cattle in South Africa’s warmer climate have 
a short hair coat, compared to their full 
brothers and sisters in Canada, who have 
longer hair due to the colder weather.

Environment, food, exercise and other 
influences, therefore, play a role in 
“switching on” certain genes. Identical 
twins are formed when an embryo splits in 

the early embryonic stage. The earlier the 
embryo splits, the more alike the twins and 
the later it splits, the less alike they are. 
This is because the cells in the embryo are 
each individually influenced by their own 
mitochondria (the energy source of the cell 
which gives the cell its function and type). 
Even though twins are born from the same 
mother, raised and fed the same food and 
exposed to the same environment, they 
develop differently in terms of physical 
traits (looks and fingerprints), brain 
development, physical abilities and ,even 
more so, in social skills and preferences.

Animal clones have been shown to differ 
more from each other than identical twins. 
They clearly have different colour markings 
and also nose prints (the equivalent of 
human fingerprints). The environmental 
influences on a clone are different from the 
time of its development in the womb (of a 
recipient animal), which, in turn, influences 
their gene expression. Up till now, no 
humans or primates have been successfully 
cloned as far as can be ascertained.

Dr Morné de la Rey is a qualified 
veterinarian that specialises in 
embryo transfers in cattle. Embryos 
are collected from genetically 
superior cattle (donors) after they 
have been super-ovulated (producing 
more than one embryo at a time). 
These embryos are then transferred 
into recipient cows (surrogates).  
Embryos can also be traded 
internationally without posing a 
disease risk for the importing country.  
Dr De la Rey was also responsible for 
a number of pioneering feats, such 
as: breeding the first embryo foal 
in Arabian horses, splitting sheep 
embryos, sexing bovine embryos and 
exporting the first bovine embryos 
from Africa. His work became well 
known when he was involved in the 
team who did the first cloning in 
Africa - that of Futhi, a Holstein calf 
from donor cow LMJC 865.



IN CONVERSATION
In conversation with Director Jonathan 
Munby, Timothy and Samuel West, as they 
prepare to revive their production of A 
Number.

JM: Sam, you first programmed this play 
in 2006, whilst you were artistic director of 
Sheffield Theatres. What attracted you to it?

SW: Sheffield had had a long connection 
with Caryl Churchill – they programmed a 
special season of her work only a couple of 
years earlier – and I had always admired her 
writing and wanted to make it part of, in this 
case, my second season. The ideas of the 
play were absolutely things that people were 
talking about in the press: identity, what 
made you ‘you’ and the physical aspects of 
cloning. However, in this case, it wasn’t just 
the form of the play that attracted me, but 
also being able to take cleverness one step 
further with a very sexy tie-in, which was a 
real-life father and son playing father and 
son. My father was available and we were 
very pleased and proud to put it on. 

JM: It was certainly what had attracted 
me to the play as a director. The chance of 
working with father and son allows us to go 
beyond the questions of genetics. Actually, 
what it does is open up the humanity of the 
play, in a rather brilliant way. For me, it’s as 
much a play about fathers and sons as it is 
about identity. It’s a play about love and the 
lack of love as much as it is about the crisis of 
self. So the possibility of doing the play with 
father and son made the project especially 
attractive. As you are related, does it make 
the process easier or harder?

TW: I think it makes it very much easier. It’s 
such a complex and difficult play for actors, I 
don’t think I would have countenanced doing 
it without knowing that  opposite me was 
someone who I admired, trusted and was 
very fond of. 

JM: As the play challenges our understanding 
of what makes us ‘us’, has the play changed 
your view of the nature/nurture debate? Has 
it forced you to reconsider your position?

SW: Not really. Psychiatrists and geneticists 
tell us that we’re pretty much a 50-50 mixture 
of genetics and upbringing; the play comes 
down more heavily on the side of nurture 
being the great changing thing. If that is a 
political point, I agree with it, and I think if it 
didn’t I wouldn’t have wanted to do the play. 
Ever since we first put it on, there’s been an 
enormous growth in the idea of genetic pre-
determinism, particularly in terms of gender 
roles or sex roles, that women are pre-
disposed to be a certain way and men are 
pre-disposed to be a certain way. In an age of 
increasing economic and political uncertainty, 
there’s a conservative move towards people 
being defined by how they are genetically. I 
think this play stands as a powerful refutation 
of that idea, and it’s extremely important that 
we support that because we may only be one 
generation away from people being difficult 
to insure because of their genetic make-up, 
for instance, or people being discriminated 
against for the same reason. We must 
recognise that nobody is born a serial killer 
and nobody is born a genius. 

JM: What’s it like returning to the play, four 
years later? Is it like a strange sense of déjà 
vu? 

TW: Yes, it is rather. It seems to me that 
we’re going into it rather more deeply than 
we did before, which is what Caryl’s writing 
invites you to do. I hope it’s been a question 
of redefining what we thought initially rather 
than changing anything. 

JM: For me, it’s been a real opportunity to 
take a fresh look at the play and to question 
choices we made last time. Also, because 
Caryl’s writing is so brilliantly rich and 
complex, returning to it affords us a chance 
to delve even deeper than we did originally. 

SW: Also, it’s worth remembering in the 
middle of rehearsals when things are difficult 
– as they should be in the middle of rehearsals 
– you sometimes forget that we have wanted 
to revive this show since we first did it, and so 
we return to it with great joy. 

JM: For me, it always felt like unfinished 
business. With a great, rich play, you discover 
things also from playing it. The original run 



of the production was very short; I always 
got the sense from you both that you were 
hungry for more.

TW: Yes, but we wanted to do it in a particular 
way, and I think if we had been thinking we 
must do this play rather than anything else in 
the last four years, the difficulty would have 
been finding exactly the right place to do it. 

JM: Absolutely, it’s essential for me that each 
time we return to this production, we find 
exactly the right space. It’s very important 
that we hold onto the integrity of the original 
show and make sure the audience are as 
close to the action as possible. 

Just returning to Caryl’s writing briefly, her 
style is very distinct. With each play, she 
seems to create a form that matches the 
subject matter of the piece. The fractured 
sentence structure of A Number, for example, 
seems to echo the fractured nature of these 
character’s lives. The buried truth, within 
the text, often reflects their hidden truth. 
The brutality of the language, matching the 
brutality of situation and experience, and so 
on… Paradoxically, her specificity has the 
effect of sounding very real. Do you have to 
work in a particular way in order to perform 
her text? What kind of demands does it make 
of you? 

TW: I think one has to re-educate oneself, 
if that be necessary, into how real people 
speak, how people can a leave a sentence, 
in the middle because it becomes perfectly 
clear what they’re saying and so the other 
person gets in and nothing is lost by it. I 
think it’s wonderfully exciting to do, but you 
do occasionally have to think, yes, come on, 
let’s stop thinking about the actual textual 
structure and does this sound right, does it 
sound real. 

JM: The amazing thing from my point of 
view is that when you two are on it, it does 
sound like everyday speech, it does sound 
real. You don’t hear the writing; you hear the 
characters and the situation. 

SW: Since we first did the play, I’ve done 
another of Caryl’s called Drunk Enough to 
Say I Love You? In which again, like with all her 

plays, she doesn’t rest on her laurels in any 
way. Whenever she has a successful format, 
her next play is always completely different, 
which is one of the reasons I think she’s 
the UK’s greatest dramatist. The exploded, 
screwed-up syntax in that play is even more 
extreme than in this one. It became essential 
to know what words you had just said or were 
thinking of saying at the beginning of your 
line and deciding not to say, and then what 
words you were going on to say if you hadn’t 
stopped yourself or hadn’t been interrupted, 
and that discipline has helped me when 
returning to this one. What’s really odd is 
how when you get it wrong, it’s not as good. 
When you get a syllable in the wrong place, 
the thoughts are not as easy to follow, and 
when you get them in the right place, there 
are still many different ways of playing the 
intention of the line, but you can remember 
what comes next because what you want to 
say next is what you have to say next. It’s as 
if the play is writing you, if you really obey 
the discipline of those syllables. I think that 
is the sign of an extraordinary well-written 
play, especially when you are playing three 
different characters. 

TW: Quite rightly, she gives you no directions 
within the dialogue about how the mood has 
changed or how your attitude has altered or 
how you pick up a point. That is up to you, 
but you will find there is, in the end, only one 
way to do it, which is the way she’s written it. 

SW: Which again is the sign not only of a 
great dramatist but also of a very experienced 
one…

TW: … who knows and rather likes actors…

SW: … rather likes actors and is able to cut 
the umbilical cord on her play and send it 
into the world, confident that people are 
paying attention and it won’t be too badly 
mistreated. 
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TIMOTHY WEST
Salter

Timothy West is the father of actor Samuel 
West. 

His appearances in the London Theatre 
have included Gentle Jack, Exiles, The 
Italian Girl, Abelard and Heloise, The 
Homecoming, Beecham, Master Class, 
When We Are Married, The Sneeze, It’s 
Ralph, Twelve Angry Men, The Birthday 
Party, The Old Country, The Collection 
and A Number.

At the National Theatre he has performed 
in Long Day’s Journey into Night, King 
Lear and Luther; at the Royal Court in 
Laughter; in several seasons with the 
RSC and at Chichester Festival Theatre; 
at the Birmingham Rep, Galileo; and with 
Prospect/Old Vic Company, for whom he 
played King Lear, Bolingbroke, Prospero, 
Shylock, Claudius and Enobarbus. For 
English Touring Theatre, on tour and in 
London, he has played Falstaff in both parts 
of Henry IV, Solness in Henrik Ibsen’s The 
Master Builder and King Lear.  

His television credits include Edward VII, 
Over Here, Churchill and the Generals, 
Brass, The Monocled Mutineer, The 
Good Doctor Bodkin Adams, What the 
Butler Saw, The Contractor, Blore, M.P., 
Beecham, Framed, Eleven Men Against 
Eleven, Murder in Mind, Bedtime, Bleak 
House, A Room with a View, Going Postal, 
Exile, Titanic and various series.

His recent film credits include:  Ever After, 
Joan of Arc, Villa des Roses, Iris, The 
Fourth Angel and Beyond Borders.

He has taken part in over 500 radio 
broadcasts and recorded many talking 
books.  His autobiography A Moment 
Towards the End of the Play, and So You 
Want to be an Actor (co-written with his 
wife Prunella Scales) are published by Nick 
Hern Books. 

Timothy West was made a CBE in 1984 and  
is currently President of the London 
Academy of Dramatic Art and the Society 
for Theatre Research.



SAMUEL WEST
Bernard 2, Bernard 1,  
Michael Black

Samuel West is the son of actor Timothy 
West.

His appearances in the London Theatre 
have included The Family Reunion, 
Betrayal, The Way of the World, The 
Exonerated, Journey’s End, Mr Cinders, A 
Life in the Theatre, Les Parents Terribles 
and A Number.

At the National Theatre he has performed 
in Arcadia, Antony and Cleopatra and 
The Sea; at the Royal Court in Enron; in 
two seasons with the RSC (playing Hamlet 
and Richard II) and at Chichester Festival 
Theatre (Cain, Dr Faustus and The Master 
and Margarita); at the Birmingham Rep, 
The Browning Version. For English Touring 
Theatre, on tour and in London, he has 
played Hal in both parts of Henry IV.

His television credits include Edward VII, 
Over Here, Eternal Law, Any Human 
Heart, Murder on the Orient Express, 
Desperate Romantics, Margaret Thatcher: 
The Long Walk to Finchley, Random 
Quest, Cambridge Spies, Longitude, 
Prince Caspian and the Voyage of the 
Dawn Treader, Stanley and the Women, 
A Breed of Heroes, The Vacillations of 
Poppy Carew, Heavy Weather, Persuasion 
and various series.

His recent film credits include: Hyde Park 
on Hudson, Schweitzer, Van Helsing, Iris, 
Pandæmonium and Notting Hill.

He has taken part in over 50 radio 
broadcasts and recorded many talking 
books. As Artistic Director of Sheffield 
Theatres from 2005-7, he directed The 
Romans in Britain, Insignificance, the 
European premiere of The Clean House 
and As You Like It (also RSC). As a reciter 
he has performed with all the major UK 
orchestras.

Samuel West is a board member of the 
National Campaign for the Arts and is 
currently on the council of Equity, the 
British actors’ union.



JONATHAN MUNBY
Director

J o n a t h a n  M u n b y ’s  f o r t h c o m i n g 
productions include Stephen Sondheim’s 
Company, starring Daniel Evans, Samantha 
Spiro and Francesca Annis (Crucible 
Theatre), The Recommendation, premiere 
by Jonathan Caren (Old Globe, San Diego) 
and Romeo & Juliet (ACT, Tokyo)

His most recent credits include: ‘Tis Pity 
She’s a Whore (West Yorkshire Playhouse), 
The Winter’s Tale (Guthrie Theatre, 
Minneapolis), The Prince of Homburg and 
Life is a Dream (Donmar Warehouse), The 
Dog in the Manger (Shakespeare Theatre, 
Washington DC), 24 Hour Plays (The Old 
Vic), A Number, The White Devil (Menier 
Chocolate Factory), A Midsummer Night’s 
Dream (Shakespeare’s Globe), Henry V 
and Mirandolina (Royal Exchange Theatre), 
The Canterbury Tales (Royal Shakespeare 
Company: Stratford, West End and an 
international tour, including Kennedy 
Centre, Washington DC), A Number, The 
Comedy of Errors, Bird Calls (Sheffield 
Crucible); Madness In Valencia (Royal 
Shakespeare Company: The Other Place); 
Nakamitsu (Gate Theatre); Noises Off 
(Arena Stage, Washington DC); Journeys 
Among the Dead (Young Vic); Bed Show 
(Bristol Old Vic); The Anniversary (Garrick 
Theatre, London); John Bull’s Other Island 
(Lyric Theatre, Belfast); Tartuffe (Watermill 
Theatre and national tour); also for the 
Watermill: The Gentleman from Olmedo, 
The Venetian Twins, The Triumph of Love 
and Dancing at Lughnasa. Troilus and 
Cressida, Love for Love, Festen, The Way 
of the World (Guildhall) and Numb (C 
Venue, Edinburgh Fringe).

His recent opera credits include: Carmen 
(Opera Holland Park), Don Giovanni 
(English Touring Opera) and Sweetness 
and Badness (Welsh National Opera).

Jonathan Munby has been nominated for 
a 2010 Helen Hayes ‘Outstanding Director’ 
Award for his production of The Dog in the 
Manger.



HARTLEY TA KEMP
Lighting Designer

Hartley TA Kemp is an international lighting 
designer from London, based in Australia 
and the UK. 

His work with Jonathan Munby includes 
Nakamitsu (Gate, London), The White Devil 
(Menier Chocolate Factory, London), and 
the Sheffield and Chichester productions of 
A Number.

His Australian theatre credits include In 
the Next Room (or the Vibrator Play) for 
Sydney Theatre Company and The Gift for 
Melbourne Theatre Company. European 
credits include Great Expectations and 
American Buffalo (Gate, Dublin) and 
Hysteria (English Theatre, Frankfurt). In 
the USA, his work includes transfers for 
the Royal Shakespeare Company and the 
Bush. His UK credits include The Voysey 
Inheritance, Elmina’s Kitchen, and Scenes 
from the Big Picture for the National 
Theatre; Romeo and Juliet and The 
Merry Wives of Windsor, Coriolanus, The 
Merchant of Venice (all also USA) for the 
Royal Shakespeare Company; Lower Ninth, 

Kiss of the Spider Woman, Days of Wine 
and Roses, Passion Play and Good for the 
Donmar; Gaslight and As You Like It at the 
Old Vic; Metamorphosis for Vesturport, 
Iceland and the Lyric Hammersmith (also 
world tour); The York Realist for English 
Touring Theatre and the Royal Court; 
and Love, Love, Love for Paines Plough 
(UK tour). Other London theatre includes 
Apologia, Wrecks, Artefacts (also New 
York), How to Curse at the Bush; Mrs 
Warren’s Profession (Strand); Faith (Royal 
Court); Certain Young Men, The Doctor’s 
Dilemma, Tongue of a Bird (Almeida); The 
Rubenstein Kiss (Hampstead); The Field 
(Tricycle); and The Common Pursuit and 
Total Eclipse (Menier Chocolate Factory). 
UK regional work includes The Birthday 
Party (Birmingham Rep); Arcadia, The 
Rivals, Loot, Paradise Lost, The Comedy 
of Errors, The Caretaker (Bristol Old Vic); A 
Number, Gladiator Games (also London), 
A Midsummer Night’s Dream, Original 
Sin, The Tempest, Don Juan, The Country 
Wife, A View From the Bridge, As You Like 
It (also London), Twelfth Night (Sheffield 
Theatres); Rutherford and Son (Royal 
Exchange, Manchester); Where There’s 
a Will (Theatre Royal Bath Productions); 
Treehouses (Northcott, Exeter); Dealer’s 
Choice (Clwyd Teatr Cymru) and Dealer’s 
Choice (West Yorkshire Playhouse).

Kemp’s musicals include the Menier 
Chocolate Factory production of A Little 
Night Music on Broadway (Walter Kerr) 
and in London’s West End (Garrick); Miss 
Saigon (Gothenburg Opera); Showboat 
and West Side Story (Tiroler Landesteater, 
Innsbruck); Promises, Promises (Sheffield); 
The Wizard of Oz (Birmingham); and 
Assassins (Oxford).

His opera design includes: Mary Seacole, 
Oreste and Oresteia (Royal Opera House 
Linbury Studio); Les Pêcheurs des Perles 
and Iris (Opera Holland Park, London); and 
M Butterfly, Martha, The Barber of Seville, 
La Sonnambul and Carmen (Castleward 
Opera, Northern Ireland).

Hartley is also artistic director of C venues 
at the Edinburgh Festival Fringe. 



PAUL WILLS
Designer

Paul Wills also designed productions of A 
Number at Sheffield Crucible Theatre and 
the Menier Chocolate factory.

Other theatre credits include: Anna 
Christie, The Man Who Had All the Luck, 
The Cut (Donmar Warehouse); Novecento 
(Trafalgar Studios Donmar Season); The 
Acid Test, Breathing Corpses (Royal 
Court); Dr Faustus, The Frontline, We The 
People (Shakespeare’s Globe Theatre); 
Total Eclipse (Menier Chocolate Factory); 
Saved, Punk Rock (also Manchester Royal 
Exchange) and Blasted (Lyric Theatre 
Hammersmith); Di, Viv and Rose, Stock 
Da’Wa (Hampstead Studio); Yerma (West 
Yorkshire Playhouse); 1984, Macbeth, 
See How They Run (Royal Exchange, 
Manchester); Two Gentlemen of Verona 
(Northampton Royal & Derngate); Dandy 
in the Underworld, Overspill (Soho); 
Serious Money (Birmingham Repertory 
Theatre); Sisters (Chichester Festival 
Theatre), Gladiator Games (Stratford 
East); Blue/Orange (Sheffield Crucible); 
Inparenthesis (Churchill Theatre, Bromley); 
This Much is True, Crestfall (Theatre 503); 
House of Ghosts, Porridge (UK tour); 
Home (Theatre Royal Bath); I Ought 
to Be in Pictures (Manchester Library); 
Testing The Echo (Tricycle/Out of Joint); 
Pornography (Tricycle/Birmingham 
Repertory Theatre/Traverse); Treasure 
Island (Kingston Rose); Mammals (Bush/
Tour); Prometheus Bound (New York/The 
Sound Venue); The Field (Tricycle); The 
Changeling, Mother Courage and Her 
Children (set, English Touring Theatre).  
  
Opera credits include: Rusalka (English 
Touring Opera); Sweetness and Badness 
(Welsh National Opera) and The Magic 
Flute (National Theatre of Palestine).

OLLY FOX 
Composer

Olly Fox’s recent theatre credits include 
The Globe Mysteries, As You Like It, Bed-
lam (Shakespeare’s Globe); The Pride, 
That Face (Sheffield Theatres); Novecento 
(Donmar Warehouse at Trafalgar Studios); 
A Number (Menier Chocolate Factory); The 
Talented Mister Ripley (Royal & Derngate, 
Northampton); Women Beware Women 
(National Theatre).

Other theatre includes: The Five Wives of 
Maurice Pinder, Therese Raquin, Pillars 
Of The Community, The Good Woman 
Of Setzuan (National Theatre); Much Ado 
About Nothing (RSC/Novello), Thyestes 
(RSC/The Other Place); Mr Kolpert, Where 
Do We Live (Royal Court); The Member 
Of The Wedding (Young Vic); Troilus and 
Cressida, The Front Line, A Midsummer 
Night’s Dream (Shakespeare’s Globe); 
Love & Money (Young Vic/Royal Ex-
change); King Lear (Old Vic/English Tour-
ing Theatre); Hamlet (New Ambassadors/ 
English Touring Theatre); The Tempest 
(Regent’s Park); Gone To Earth (Shared Ex-
perience); Bones (Hampstead/Live Theatre, 
Newcastle); Hand In Hand (Hampstead); 
Ghosts, Things Of Dry Hours, The Three 
Birds (Gate); Miss Julie (Rose Theatre, 
Kingston); Someone Else’s Shoes (ETT/
Soho Theatre), Mary Barton, Secret Heart, 
The Way Of The World, Two Clouds Over 
Eden, Eliza’s House (Royal Exchange); 
Monkey! (West Yorkshire Playhouse); She 
Stoops To Conquer (Birmingham Rep); The 
Changeling (ETT/Nottingham Playhouse); 
Rosencrantz And Guildenstern Are Dead, 
Twelfth Night, Romeo And Juliet, The 
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The Fugard Theatre relies on our audience 
as an integral part of our sustained success. 
If you would like to know about sponsorship 
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Daniel Galloway on Daniel@thefugard.com 
or on 021 461 4572.

ERIC ABRAHAM
Producer

Eric Abraham is a South African-born film, 
television and theatre producer. He is best 
known for producing the Academy Award-
winning film Kolya (Best Foreign Language 
Film 1996) and the highly acclaimed family 
film adaptation of Roald Dahl’s Danny, The 
Champion Of The World, starring Jeremy 
Irons and a host of British stars. His West 
End and London stage credits include: 
Hugh Whitemore’s adaptation of Luigi 
Pirandello’s As You Desire Me with Kristin 
Scott Thomas and Bob Hoskins; Christopher 
Hampton’s Embers with Jeremy Irons; 2008 
Olivier Award-winning The Magic Flute /
Impempe Yomlingo (Crystal Globe for Best 
Opera, Paris); Athol Fugard’s The Train 
Driver (Fugard and Hampstead Theatres), 
Athol Fugard’s The Bird Watchers (Fugard 
Theatre) and the West End transfer of 
Clybourne Park (Olivier Award: Best Play 
2010) by Bruce Norris at the Wyndham 
Theatre earlier this year. Eric Abraham 
produced Arthur Miller’s Broken Glass 
(Fugard Theatre) starring Sir Antony Sher.

He commissioned and underwrote the 
Fugard Theatre, becoming its Founding 
Producer. 

Caretaker, The Taming Of The Shrew 
(ETT); A Number (Sheffield Crucible); The 
Cherry Orchard (Southwark Playhouse); 
Shadowlands, To Kill A Mockingbird, 
Macbeth, Equus, A Winter’s Tale (Salisbury 
Playhouse). Television includes: The Life & 
Times Of Vivienne Vyle (BBC/Saunders & 
French). Radio includes many plays for BBC 
Radio.



COMING SOON

WORLD OPERA AND 
BALLET SEASON
The Fugard Theatre Bioscope is proud to be 
in partnership with The Royal Opera House, 
The Royal Ballet Company in London and 
The Bolshoi Ballet Company in Moscow to 
bring exclusively to Cape Town audiences 
some of the world’s finest opera and ballet. 
These state of the art presentations will be 
screened in full high definition and surround 
sound on a specially installed cinema screen. 
Audiences can look forward to enjoying the 
comfort of the Fugard Theatre Bioscope in 
the heart of historic District Six. 

15 & 16  
Oct 2011

26 & 27
Nov 2011

10 & 11 
Dec 2011

Adriana 
Lecouvreur

Tosca Giselle

Opera: 
Cilea

Opera: 
Puccini

Ballet: Petipa 
after Coralli & Perrot

The full schedule is available on thefugard.com

KLAASVAKIE (The Sandman)
Deur Laurens de Vos  

Die gevierde aktrises, Wilna Snyman en 
Antoinette Kellermann, is saam te sien as 
bejaarde vroue in ’n ouetehuis wat hulle 
tyd verwyl in bittere en bitsige kompetisie. 
Maar bowenal probeer hulle die spoke 
van hul verlede te verdryf: Julienne wat 
as kind verkrag is, en wat as kind ’n kind 
moes baar en die welgestelde Albertine se 
verbysterende opgang te danke aan haar 
vader se betrokkenheid by ’n politieke 
skandaal.

This production is performed in Afrikaans 
and will carry English surtitles.

LONDON ROAD
by Nicholas Spagnoletti

The Fugard Theatre is thrilled to be 
welcoming back the tender, funny 
story about a friendship between two 
women from diverse backgrounds. The 
performances by Robyn Scott as the elderly 
Jewish widow, Rosa, and Ntombi Makhutshi 
as the young Nigerian, Stella, have won 
three Fleur Du Cap awards, including Best 
Actress and best Supporting Actress. The 
production will run in the Fugard Theatre 
Studio from 21 November to 17 December.

London Road is directed by Lara Bye. 





17 & 18 September 2011 Don Giovanni Opera: Mozart
15 & 16 October 2011 Adriana Lecouvreur Opera: Cilea
26 & 27 November 2011 Tosca Opera: Puccini
10 & 11 December 2011 Giselle                             Ballet: Petipa after Coralli & Perrot
January 2012 Cendrillon Opera: Massenet
February 2012 Il Trittico Opera: Puccini
March 2012  Manon Ballet: Macmillan
April 2012 Macbeth Opera: Verdi
May 2012 Cosi fan tutte Opera: Mozart

ROYAL OPERA & BALLET 
& BOLSHOI BALLET 

All screenings are in full high definition with 5.1 digital 
dolby surround sound and can be enjoyed in the 
comfort of the Fugard Theatre.

Full World Opera and Ballet Season schedule available 
at www.thefugard.com.This season is proudly 
supported by Fine Music Radio.
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