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Shakespeare Schools Foundation (SSF) is a cultural education charity that gives young 
people across the UK the confidence to succeed in life. Our annual Festival is at the heart of 
SSF. Each autumn up to 30,000 young people from primary, secondary and special schools 
from across the UK unite in the world’s largest youth drama festival. 

How to join 
State schools pay £959(+VAT) to be part of this life-changing experience. The total 
cost of a school’s participation is £1,859, but as we are a registered charity we raise 
over £1 million every year to keep the price as low as possible. We ask independent 
schools to pay closer to the unit cost - £1,500(+VAT), and again we make up the rest. 

86% 
of teachers 
reported that their 
students’ academic 
attainment 
improved

99% 
of teachers said 
that their students 
increased in 
confidence

92% 
of teachers told 
us the Festival 
improved their 
teaching

Workshops 
Our Key Stage 3 and GCSE workshops (full day or 
half day) are carefully tailored to curriculum and 
GCSE 9 - 1 assessment objectives to help your 
students really get to grips with Shakespeare.

Curriculum Products 
We offer a range of Key Stage 3 and 4 
schemes of work covering:  

Schemes begin at £40+VAT and can be 
purchased from our online shop via the 
website. 

​Shakespeare Schools Foundation is a registered charity, number 1164676, and a limited company (England and Wales), number 9883201. Registered Office: 3rd Floor, 140 London Wall, London EC2Y 5DN.

•	 Any Shakespeare text covered 
•	 Active, rehearsal room techniques that will 

inspire your pupils 
•	 Helps students connect with Shakespeare’s 

language 
•	 Encourages personal interpretation of text 

get involved with SSF

join the world’s largest youth 
drama Festival
Teachers meet their Festival Coordinator, choose their Shakespeare play and are 
provided with a range of extensive resources (including scripts and schemes of work)

The Teacher-Director Workshop
We give teachers everything they need to take their play from page to stage: from 
storytelling to staging, lighting to language.

The Company Workshop
Working with SSF’s theatre professionals, the cast develop their performance skills, 
share work in progress and take their play to the next level

Students perform on a professional stage
In a celebratory finale to the Festival journey, the cast unite on stage with other local 
schools in an exhilarating performance in front of the local community.

•	 Shakespeare’s Language 
•	 GCSE (Macbeth, Romeo and Juliet, The 

Tempest) 
•	 Citizenship and Democracy (Julius Caesar) 

visit shakespeareschools.org/the_festival

email hello@shakespeareschools.org 
or call 020 7601 1800 to find out more

http://www.shakespeareschools.org/the_festival
mailto:hello%40shakespeareschools.org%20%0D?subject=Tell%20me%20more%20abotu%20SSF
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RESOURCE 1: THE ROLE OF THE PORTER  
 
In the movie, the role of the Porter is significantly different to the character in 
Shakespeare’s play. In this resource, we consider the role of the Porter in 
Shakespeare’s time and how the Porter is used in the Macbeth movie  
 
In Shakespeare’s time, the Porter offered both some light relief and gallows 
humour. He appears just once, after Macbeth’s murder of Duncan, but before the 
discovery of the body. As well as injecting some gallows humour, the Porter also 
serves a practical purpose by allowing the actors playing Macbeth and Lady 
Macbeth some time to put on their nightgowns and to wash their blood-soaked 
hands!  
 
Activity  
 

• Look at the Porter’s speech with your class.  
 

• The speech can be broken down into three sections.  
 

▪ The porter at Dunsinane (presumably drunk) imagines that he 
is porter of Hell, which he thinks would explain all the knocking 
(as the porter at the gates of Hell would undoubtedly be kept 
very busy by all the people entering there)  

▪ He then imagines some of the people he might meet if he was 
the porter of Hell. First, he imagines a farmer who has killed 
himself due to poor crop sales. Next, he imagines someone who 
has lied in court about his religion to avoid punishment. Finally, 
he imagines a dishonest tailor.   

▪ Finally, with a request that the audience ‘remember the porter’ 
he opens the door to Macduff and Lennox  

 
• Ask your pupils whether satirical references to people lying about their 

religion, and about farmers and tailors is relevant to a 21st century audience? 
Have pupils any ideas about which current stereotypes, consigned to hell, a 
modern porter might joke about?  

• Ask pupils to research modern productions and how the porter has been 
dealt with. They may find that he has been cut entirely, or that the role has 
been rewritten to include modern references  
 

 
 
 
 

http://www.shakespeareschools.org/
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The porter in the Macbeth movie  
 
Ask pupils to create their own table to collect information and ideas about 
the Porter in the movie, dividing up the information into Facts that we know 
and Questions we have. It might look something like this (although any 
observations and questions are valid)  
 
Facts that we know  Questions we have  
He watches old films  Why is he watching old films? How 

many of them has he watched?  
He has shelves of books including 
books about Shakespeare  

What are the old films he is watching? 
Are they all about Macbeth?   

He has ‘modern’ accessories like film 
canisters, a heater etc  

How does he know who Shakespeare 
is?  

He doesn’t ever speak  Is he from another world or time? If so - 
do the other characters realise that he 
is from another world or time?  

The other characters acknowledge his 
existence as the Porter  

What is his job?  

He wanders in and out of the action  Does he have an opinion on the 
characters in the story?  

He has copies of the actors’ headshots 
and biographies for this production 

Does he believe that Macbeth is a piece 
of fiction and that each actor is playing 
a part?  

At the start of the film, the witches (or 
a child of one of the witches) delivers a 
film canister to the Porter. This is 
presumably the film we see him watch 

Is he creating an archive of all past 
Macbeth performances? If so, will this 
film become part of his archive at some 
point?  

He seems to be a serious character Is the Porter confused by events or is he 
all-knowing? If he knows what 
happens in other productions of 
Macbeth, does he think that the fate of 
the Macbeths is inevitable here too?  

 Is the story of Macbeth doomed to 
happen repeatedly, with each new 
production that he watches, or does he 
have the power to intervene in events? 

 Does the Porter think that the events of 
Macbeth somehow relate to or reflect 
the events of the ‘real’ world? Does he 
think that Shakespeare was a 
chronicler of the human condition?  

 

http://www.shakespeareschools.org/
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Activity  
The presence of the Porter and his Shakespearean archive might be argued to 
infuse this film with the weight of other filmed performances throughout history.  
In fact, we briefly glimpse that the Porter has a book on his shelf called 
Shakespeare in Ten Acts. This is a catalogue from a past exhibition at the British 
Library, celebrating the reinvention of Shakespeare across the centuries. Ask pupils 
to research other filmed performances of Macbeth, including:  
 

• Silent Shakespeare. The porter is projecting a filmed Shakespeare 
production that has no sound whatsoever: a 1909 Italian adaptation, 
directed by Mario Caserini. Silent Shakespeare is a fascinating conceptual 
oxymoron. How can stories which are so dependent on language translate 
to the silent screen? And yet, many of the earliest silent movies took 
Shakespeare as their inspiration. The earliest filmed Macbeth was a 1908 
production directed by James Stuart Blackton. After the porter’s Caserini 
version, John Emerson (1916) directed a later silent production. Ask pupils 
to find out what they can about this and silent Shakespeare generally. Some 
silent Shakespeare productions are available to view for free on platforms 
such as YouTube or via websites like the BFI  

• Iconic performances. What iconic Macbeth productions can students 
discover? Give them a list of actors who have played Macbeth in famous 
productions (e.g. Orson Welles, Ian McKellen, Michael Fassbender) and ask 
them to find out about the directorial and artistic vision of these film 
interpretations. How do they differ from this Macbeth movie?  

• Kurosawa’s Throne of Blood (1957) which relocates the story to the world 
of the Samurai and replaces Shakespeare’s language, whilst retaining the 
story almost wholesale  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

http://www.shakespeareschools.org/
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RESOURCE 2 – PERFORMANCE CHOICES: A LABAN INSPIRED EXERCISE 

Background In the Macbeth movie, the relationship between Macbeth and Lady 
Macbeth is perhaps more harmonious than we are used to seeing. They are 
arguably very much in love and several directorial and performance choices are 
made. e.g.  

• Lady Macbeth doesn’t belittle Macbeth in quite the same way as we often 
see in productions of the play  

• They have a very close, faithful and loving (sexual) relationship. It’s 
noticeable that – unlike Banquo – Macbeth doesn’t become involved with 
any other women on the way home from battle  

• There is a sadness and tenderness in their relationship breakdown (perhaps 
best exemplified in the moment after the banquet when they sit next to each 
other in silence)  

• The vulnerability of Lady Macbeth is apparent. Her obsessive-compulsive 
behaviour, repeating words that she later says as she sleepwalks – is 
witnessed by Macbeth in their bedchamber 

All of these seem to be clear directorial choices and performance choices. This 
resource explores how directors and actors might reach such decisions via a 
rehearsal room technique.  

Laban Rudolf Laban was a dance and theatre practitioner who developed a 
system of ‘effort actions’ to explain qualities of movement, such as:  
  
1) ‘fast or slow’  
2) ‘heavy or light’  
3) ‘direct or indirect’  
 
You can use a combination of these to explore different movement qualities, 
before looking at what characters these can unlock. These defining 
characteristics exist in combination as these eight ‘efforts’ and these efforts can 
be used by actors to create a quality of movement and/or a quality of line delivery 
 
Punch  Direct  Fast  Heavy  
Slash  Indirect  Fast  Heavy  
Dab  Direct  Fast  Light  
Flick  Indirect  Fast  Light  
Press  Direct  Slow  Heavy  
Wring  Indirect  Slow  Heavy  
Glide  Direct  Slow  Light  
Float  Indirect  Slow  Light  
Laban Efforts table  

http://www.shakespeareschools.org/
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Activity  

• Provide pupils with input on Laban as above and give them a copy of the 
Laban Effort actions table (above)  

• Now ask them to choose a simple line of text from the following (all taken 
from Macbeth and Lady Macbeth’s exchange over the killing of Duncan)  

When you dur’st do it, then you were a man 
We will proceed no further in this business  
My hands are of your colour, but I shame to wear a heart so white  

 

• Ask them to try some of the different ‘efforts’ 
• How does ‘punching’ a line differ in delivery from ‘gliding’ a line?  
• Now watch the clip of Macbeth and Lady Macbeth’s duologue by clicking on 

this LINK  
• Hand out the text extract that accompanies the duologue 
• Ask pupils to work in pairs to annotate the text. Through repeated viewings 

of the exchange, annotate each line of dialogue by choosing a Laban effort 
for each line spoken. Do you agree with the choices made by the actors in 
the film?  

• Now, ask pupils to annotate the text again in a second colour. This time, they 
are choosing which efforts THEY would like to use when creating their own 
version of the performance.  

• Allow pupils time to choose their Laban efforts, to rehearse and refine their 
work.  

• Watch some of the performances back and ask pupils to justify the actions 
they have chosen for their performance 

 

See accompanying script resource  

 

 

 

 

 

 

 

http://www.shakespeareschools.org/
https://vimeo.com/258608756
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RESOURCE 3 – ANALYSING THE FILM’S DESIGN  

 

Set design  

See accompanying photographic resource  

Why are some parts of the castle very medieval and traditional looking, whereas 
other parts (such as the staircases) are very clearly artificial constructs? We are 
constantly reminded that we are watching a film or interpretation. Why? What 
does the final ‘reveal’ that the film has taken place in a constructed Globe tell us as 
an audience? (Shakespeare’s Globe? The universality of the themes of the play?)  

 

The Porter’s Den  

See accompanying photographic resource  

List everything you can see. How is it made clear that the Porter lives in a different 
world than the other characters?  

 

Costume  

See accompanying photographic resource  

What is the colour scheme used for the costumes? Are different characters 
costumed differently to indicate either status or their affinity with the human or 
spirit world? How does our interpretation of the character of the Macbeths change 
when we see a change in their costumes? Etc  

 

 

 

 

 

 

 

 

 

http://www.shakespeareschools.org/
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RESOURCE 4 - DISCUSSION POINTS  

Why does this film take place in an artificial globe or heavenly sphere? What 
is the significance of this choice?  

• Ask pupils to read the Making Of Macbeth and the brochure and think about 
why the filmmakers chose to make the film’s playing space so unusual. 
Pupils might suggest ideas such as:  
 
▪ Fate – thematically, the use of a heavenly sphere suggests that the play’s 

characters are being operated on by outside forces and that their 
destinies may be outside of their control. The idea of the stars governing 
our actions is something that Shakespeare frequently referred to in his 
work  
 

• My stars shine darkly over 
me: the malignancy of my fate might perhaps 
distemper yours. 
Twelfth Night, Act 2. Scene 1, Sebastian 

• It is the stars, 
The stars above us, govern our conditions. 
King Lear, Act 4, Scene 3, Kent  

 
• Artificiality of the performance. The filmmakers argue that they were keen 

to create a film which created the type of relationship between audience and 
production as one might usually expect in a theatrical performance. By 
creating a deliberate layer of artificiality (to which the unreal ‘sphere’ setting 
contributes) the filmmakers are placing us firmly in the position of an 
audience at a play. The sphere becomes a kind of fourth wall that 
accentuates the artifice (as does, for example, the presence of the 
Porter/Curator and the transparent staircases). Remind pupils that 
Shakespeare himself would frequently inform his audience of the 
‘inadequacies’ of the stage and remind them that they were watching a play 
(Think when we speak of horses that you see them Henry V, prologue, 
Chorus)  
 
 
 
 
 

http://www.shakespeareschools.org/
http://www.macbeththefilm.co.uk/the-making-of-macbeth/
http://www.macbeththefilm.co.uk/brochure/
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Make a list of everything that you remember from the movie that was a 
specific directorial choice and not actually in the play (e.g. The funeral of 
Duncan) Ask pupils to consider why these choices have been made.  

 

Why do you think the director moved the ‘Tomorrow and Tomorrow and 
Tomorrow’ monologue? In Shakespeare’s text it appears as a reaction to 
Lady Macbeth’s death. Here, it becomes Macbeth’s swansong. He gives up 
his fight with Macduff and speaks the lines as he seemingly decides that it is 
time to die. Analyse the speech with your class and discuss whether there 
are any clues here that suggest Macbeth is tired and weary and ready to 
simply give up his life.  

 

Why don’t we see Banquo’s ghost? (note that pupils may remember that a 
number of soliloquys and monologues are performed direct to camera in 
keeping with the filmmakers’ desire to create something that communicates 
directly with the audience and gives the audience a theatrical fixed 
perspective rather than a multi-angle perspective). What is the effect of 
having the audience positioned where Banquo would be seated, and having 
Macbeth speak directly to each audience member (and even spit at them!) as 
if THEY were Banquo? 

 

How is Duncan portrayed in the film? Is he a magnanimous king? Is there 
any suggestion that he is a less benevolent character that he is sometimes 
portrayed as?  

 

 

 

 

 

 

 

 

 

http://www.shakespeareschools.org/
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RESOURCE 5 – PROVOCATIVE STATEMENTS  

A series of provocative statements to discuss with your pupils about the play:   

• Lady Macbeth is a more evil influence on her husband than the witches  
• Macbeth is a coward. Lady Macbeth is brave  
• Macbeth is mentally ill. He cannot be held responsible for his actions  
• The Macbeths are the perfect married couple. They support each other at all 

times  
• By the end of the play, Macbeth is simply a cruel butcher  
• Macbeth gives up when his wife dies. He actively seeks and welcomes his 

own death  
 

 

 

 

 

 

 

 

 

 

 

http://www.shakespeareschools.org/
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                                               All photos copyright GSP Macbeth Ltd.   

 

Set design photograph 1 – the battle         



                                               All photos copyright GSP Macbeth Ltd.   

 

Set design photograph 2 – a tavern  



                                               All photos copyright GSP Macbeth Ltd.   

 

 

 

 

 

 

 

 

 

Set design photograph 3 – showing ‘transparent’ elements of the set inside 
Dunsinane 



                                               All photos copyright GSP Macbeth Ltd.   

 

 

 

 

 

 

 

Set design photograph 3 – the ‘Globe’ in which the action is finally revealed to 
take place   

 

 



                                               All photos copyright GSP Macbeth Ltd.   

 

 

 

 

 

 

The Porter’s Den photographs 1 and 2  

 

 



                                               All photos copyright GSP Macbeth Ltd.   

 

 

 

The Porter’s Den photograph 3 – a detailed view  



                                               All photos copyright GSP Macbeth Ltd.   

 

 

Costume design photograph 1 – Witch group  



                                               All photos copyright GSP Macbeth Ltd.   

  

 

 

Costume design photograph 2 – The Macbeths (and Banquo) before the 
coronation  

 



                                               All photos copyright GSP Macbeth Ltd.   

 

Costume design photograph 2 – Lady Macbeth (after coronation)   

  

 



                                               All photos copyright GSP Macbeth Ltd.   

   

 

Costume design photograph 3 – Macbeth (after coronation)   

  



 

 

Appendix 2 – script resource  

 

 

 

 

  



LADY MACBETH
That which hath made them drunk, hath made 
me bold;
What hath quenched them, hath given me fire.

A distant cry reverberates through the chamber. She stops and 
anxiously looks around.

LADY MACBETH (CONT‘D)
Hark, peace!

A beat as she recomposes herself, then continues up the 
stairs.

LADY MACBETH (CONT‘D)
It was the owl that shrieked, the fatal 
bellman
Which gives the stern‘st good-night.

MACBETH (O.S.)
Who‘s there? What ho?

Again LADY MACBETH stops, anxiously looks around and then 
hurries further up the stairs.

LADY MACBETH
Alack, I am afraid they have awaked,
And ‘tis not done: th‘attempt and not the 
deed
Confounds us. Hark! 

INT. INVERNESS CHAMBER (C0) - NIGHT58 58

Lightning flashes through the stormy clouds momentarily light 
the rows of pillars. LADY MACBETH emerges from the spiral 
stairs.

LADY MACBETH
I laid their daggers ready,
He could not miss ‘em. 

She looks around but sees nothing in the darkness. After a  
short pause MACBETH enters, walking towards LADY MACBETH from 
the shadows of the pillars. LADY MACBETH turns anxiously 
towards him, convinced he has failed. In the darkness she 
cannot see the blood all over him.

MACBETH
I have done the deed. Didst thou not hear a 
noise?

LADY MACBETH
I heard the owl scream and the crickets cry.
Did not you speak?
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MACBETH
When?

LADY MACBETH
Now.

MACBETH
As I descended?

LADY MACBETH
Ay.

MACBETH
Hark!
This is a sorry sight.

MACBETH looks at his very bloody hands, transfixed. LADY 
MACBETH reaches out to him, tender but practical, confident 
that this is a problem that can be solved by throwing enough 
will-power at it.

LADY MACBETH
A foolish thought, to say a sorry sight.

MACBETH involuntarily withdraws from his wife‘s touch. He 
backs away.

MACBETH
There‘s one did laugh in‘s sleep, and one 
cried, ‘Murder!‘,
That they did wake each other; I stood, and 
heard them,
But they did say their prayers and addressed 
them
Again to sleep.

LADY MACBETH again reaches out to try and refocus her 
distracted husband. She kisses him gently on the forehead. 
MACBETH is drifting alarmingly off-task.

LADY MACBETH
There are two lodged together.

MACBETH
One cried ‘God bless us!‘ and ‘Amen‘ the 
other,
As they had seen me with these hangman‘s 
hands.
Listening their fear, I could not say ‘Amen‘
When they did say ‘God bless us.‘

LADY MACBETH
Consider it not so deeply.

34 



MACBETH
But wherefore could not I pronounce ‘Amen‘?
I had most need of blessing and ‘Amen‘
Stuck in my throat.

LADY MACBETH is not reaching him. She adopts a firmer, though 
still maternal, tone.

LADY MACBETH
These deeds must not be thought
After these ways; so, it will make us mad.

MACBETH
Methought I heard a voice cry, ‘Sleep no 
more:
Macbeth does murder sleep‘, the innocent 
sleep,
Sleep that knits up the ravelled sleeve of 
care,
The death of each day‘s life.

LADY MACBETH
What do you mean?

MACBETH
Still it cried ‘Sleep no more‘ to all the 
house;
‘Glamis hath murdered sleep, and therefore 
Cawdor
Shall sleep no more: Macbeth shall sleep no 
more.‘

LADY MACBETH
You do unbend your noble strength to think
So brain-sickly of things. Go get some water
And wash this filthy witness from your hand.

As LADY MACBETH raises MACBETH‘s hands she spots the daggers.

LADY MACBETH (CONT‘D)
Why did you bring these daggers from the 
place?
They must lie there. Go carry them and smear
The sleepy grooms with blood.

MACBETH
I‘ll go no more:
I am afraid to think what I have done;
Look on‘t, again I dare not.

For the first time in the scene LADY MACBETH snaps.

LADY MACBETH
Infirm of purpose!

A beat. She composes herself and softens again.
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LADY MACBETH (CONT‘D)
Give me the daggers. The sleeping and the 
dead
Are but as pictures; ‘tis the eye of 
childhood
That fears a painted devil. If he do bleed,
I‘ll gild the faces of the grooms withal,
For it must seem their guilt.

LADY MACBETH heads off up the spiral stairs. MACBETH is left 
alone and anxious amongst the pillars in the hall. He moves 
towards the far side of the room, away from the stairs.

We hear the distant sound of knocking. MACBETH is startled by 
it, afraid. 

MACBETH
Whence is that knocking?

The once-fearless MACBETH has fallen victim to the haunting 
images in his mind. He withdraws towards a pillar and cowers 
behind it.

MACBETH (CONT‘D)
How is‘t with me, when every noise appals 
me?
What hands are here? Ha: they pluck out mine 
eyes.
Will all great Neptune‘s ocean wash this 
blood
Clean from my hand?

Re-enter LADY MACBETH. There‘s a distinct change in her 
carriage. She walks slowly towards MACBETH, her bloodied 
hands outstretched. She says nothing until she stands before 
him, taking his bloody hand in hers. (A just-audible squelch 
of shared guilt is heard)

LADY MACBETH
My hands are of your colour, 

It is potentially an intimate moment. Their bloody fingers 
entwine - a pact made? She searches for his eyes to seal the 
moment but he will not meet her gaze. He is scarcely there, 
in fact. This is not turning out to be the intimately shared 
project she had imagined. She reaches for the by now well-
practised strategy to re-engage him.

LADY MACBETH (CONT‘D)
but I shame
To wear a heart so white.

We again hear the knocking. MACBETH is paralysed. LADY 
MACBETH must take charge, emotionally and practically.
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LADY MACBETH (CONT‘D)
I hear a knocking
At the south entry. Retire we to our 
chamber;
A little water clears us of this deed.
How easy is it then!

The knocking is becoming more urgent.

LADY MACBETH (CONT‘D)
Get on your night-gown, lest occasion call 
us,
And show us to be watchers. Be not lost
So poorly in your thoughts.

MACBETH does not appear to hear her: he is beyond reach.

MACBETH
To know my deed, ‘twere best not know 
myself.

The knocking is now also in MACBETH‘s head.

MACBETH (CONT‘D)
Wake Duncan with thy knocking: I would thou 
couldst.

INT. INVERNESS PORTER‘S LODGE (G+1) - MORNING59 59

The PORTER pulls himself away from the film, disturbed by the 
incessant knocking, and heads off to answer the door. En 
route, he stops and looks suddenly directly at the camera as 
if potentially about to launch into ‘Here‘s a knocking 
indeed‘. It is an arresting moment and one that is pregnant 
with potential comedy. He raises a hand and takes a breath as 
if about to hold forth about equivocators and nose painting. 
The PORTER holds the moment for a beat of amused anticipation 
- playing to cognoscenti - and then apparently thinks better 
of it, shrugs and turns away from the camera, letting the 
moment pass. The PORTER shakes his head just perceptibly in a 
gesture of disciplined self-denial as he now instead goes 
about his business relatively non-disruptively.

INT. INVERNESS MACBETH‘S BEDROOM (D1) - MORNING60 60

LADY MACBETH frantically washes not only her hands but also 
those of her husband, MACBETH; their bloody clothes have been 
discarded.

EXT. INVERNESS COURTYARD AND GATE (G0) - DAY61 61

MACDUFF and LADY MACDUFF have just entered through the gate 
with their children, YOUNG MACDUFF #1 and YOUNG MACDUFF #2, 
in tow. 
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Shakespeare Schools Foundation (SSF) is a cultural education charity that gives young 
people across the UK the confidence to succeed in life. Our annual Festival is at the heart of 
SSF. Each autumn up to 30,000 young people from primary, secondary and special schools 
from across the UK unite in the world’s largest youth drama festival. 

How to join 
State schools pay £959(+VAT) to be part of this life-changing experience. The total 
cost of a school’s participation is £1,859, but as we are a registered charity we raise 
over £1 million every year to keep the price as low as possible. We ask independent 
schools to pay closer to the unit cost - £1,500(+VAT), and again we make up the rest. 

86% 
of teachers 
reported that their 
students’ academic 
attainment 
improved

99% 
of teachers said 
that their students 
increased in 
confidence

92% 
of teachers told 
us the Festival 
improved their 
teaching

Workshops 
Our Key Stage 3 and GCSE workshops (full day or 
half day) are carefully tailored to curriculum and 
GCSE 9 - 1 assessment objectives to help your 
students really get to grips with Shakespeare.

Curriculum Products 
We offer a range of Key Stage 3 and 4 
schemes of work covering:  

Schemes begin at £40+VAT and can be 
purchased from our online shop via the 
website. 

​Shakespeare Schools Foundation is a registered charity, number 1164676, and a limited company (England and Wales), number 9883201. Registered Office: 3rd Floor, 140 London Wall, London EC2Y 5DN.

•	 Any Shakespeare text covered 
•	 Active, rehearsal room techniques that will 

inspire your pupils 
•	 Helps students connect with Shakespeare’s 

language 
•	 Encourages personal interpretation of text 

get involved with SSF

join the world’s largest youth 
drama Festival
Teachers meet their Festival Coordinator, choose their Shakespeare play and are 
provided with a range of extensive resources (including scripts and schemes of work)

The Teacher-Director Workshop
We give teachers everything they need to take their play from page to stage: from 
storytelling to staging, lighting to language.

The Company Workshop
Working with SSF’s theatre professionals, the cast develop their performance skills, 
share work in progress and take their play to the next level

Students perform on a professional stage
In a celebratory finale to the Festival journey, the cast unite on stage with other local 
schools in an exhilarating performance in front of the local community.

•	 Shakespeare’s Language 
•	 GCSE (Macbeth, Romeo and Juliet, The 

Tempest) 
•	 Citizenship and Democracy (Julius Caesar) 

visit shakespeareschools.org/the_festival

email hello@shakespeareschools.org 
or call 020 7601 1800 to find out more

http://www.shakespeareschools.org/the_festival
mailto:hello%40shakespeareschools.org%20%0D?subject=Tell%20me%20more%20abotu%20SSF

