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			Reviews for Ready to Teach: Macbeth
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			Equipping teachers is the most important thing we can do, but this book not only equips, it also inspires, motivates, challenges, guides and supports. It asks questions and gives answers, it gives theory and shows you how, it takes what we may already know, and deepens it until you find yourself in territory you have not been in before. You leave this book not only knowing more, but also thinking more and feeling more. The result? You will be full of energy, enthusiasm and confidence and countless young people will hugely benefit.

			For those of you who have taught Macbeth so many times you have lost count, this book will help you find a whole new lease of life and if you are new to the play, it will leave you wide-eyed and raring to go. It is a wonderful mix of the why of teaching Shakespeare as well as the what and the how. It takes what we know and develops it in new ways and all the time focuses on how we can communicate these things to young people. It is a perfect blend of academic research, challenging questions around pedagogy and practical approaches in the classroom. It is, quite simply, the book I wish I had had when I was teaching Macbeth. What a gift to the English teaching community and to our young people who are the ones who will perhaps benefit the most.

			Rachel Johnson, CEO PiXL
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			Ready to Teach: Macbeth is a decadent delight for English teachers everywhere. With a play like Macbeth, the well of knowledge may sometimes feel unfamiliar and uncertain, but Pryke and Staniforth speak to the reader with such confidence and conviction that it becomes eminently clear that this book intends to change not only my experience of Macbeth itself, but the way in which I impart this to students, for the better. 

			Offering a calm, composed balance of both deep, powerful knowledge and the practical strategies we need within the classroom, the authors take the reader by the hand and guide them through the most meticulous representation of the text: lingering over academic interpretation and weaving it back through to a succinct depiction of the way in which we can present this academia to students. Subsequently, and rightly so, it demands that we seek to move their experience beyond the superficial to one that’s steeped in the magic of the language itself. 

			Ready to Teach: Macbeth is thoughtful, established and scholarly, and I’m not sure how I managed to teach this text without it. Knowing that teachers will be using this book to deliver Macbeth in a way that is true, faithful and with complete authenticity to Shakespeare’s heritage fills me with joy. I cannot wait to add this to my collection of go-to texts for teaching literature.

			Kat Howard, author of Stop Talking About Wellbeing and founder of Litdrive UK 
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			Over the past few years discussions around the importance of subject knowledge and how we develop this have increased. What Stuart and Amy offer in this absolutely invaluable guide is a synthesis of the reading and research they have conducted into Macbeth. The depth of understanding about this text is nothing short of inspirational and will be of benefit to all teachers. And yet they then give us more! Stuart and Amy also provide us with a range of practical strategies to support us in embedding that knowledge into any scheme or lesson with absolute ease.

			This is the edubook gold standard – it is enriching and practical and in my mind an essential purchase if you are teaching Macbeth. I can’t wait for this book to turn into a series!

			Freya Odell
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			Ready to Teach: Macbeth marks a paradigm shift in the books related to the teaching of English. Often, books aimed to help English teachers focus solely on ‘how to teach’ an aspect so they neglect the far more important ‘what to teach’. Don’t get me wrong. They are useful books that focus on lots of nice, little activities related to a text or they give you some ready prepared lessons, saving you time and the opportunity to think. Decide on the Macbeths’ first song at their wedding. Decide on what Banquo’s favourite animal is and why. Sadly, no amount of sugared paper, silly hats or wackiness will make a lesson great. Instead, a knowledgeable teacher makes a lesson great.

			Ready to Teach: Macbeth is the equivalent of the London taxi drivers’ ‘The Knowledge’ for English teachers. It’s abaht the different routes into the play, governor. The different ideas, thoughts, interpretations and readings. There are a hundred ways to get to a destination but Stuart Pryke and Amy Staniforth help you get to the best route. They’ve painstakingly worked on building an exhaustive compendium on William Shakespeare’s Macbeth that provides you with ‘The Macbeth Knowledge’. They’ve saved you time, effort and resource making with this book. I’d say that this is the book you need to read before you teach Macbeth. Amy and Stuart are helping you get there quicker and with less miles on the meter.

			Read this and you do not have to rely on your local Wyrd Sisters, your forthright partner or a floating dagger to guide you on what to teach, or what not to teach in Macbeth. Don’t leave things up to some supernatural force! We all know what happens when you do that. 

			Chris Curtis, author of How to Teach English and Head of English 
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			You always asked me to ‘work hard and make [you] proud.’ Thank you for helping me achieve my dream.
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			(We will be testing to see whether you have read this!)
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			Foreword by Jennifer Webb

			‘Confusion hath now made his masterpiece’

			– Macbeth, Act 2, Scene 3
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			Shakespeare is a wielder of storms. Mists, thunder claps, crashing waves and unnatural rains act variously as warnings, laments, punishments and foils. There isn’t a single Shakespeare play which is not disturbed in some way by a storm. Obvious are the great raging events: the storm which opens Julius Caesar; Lear’s tragedy on the heath; the apocalyptic upheaval after the murder of Duncan. These great, dramatic tempests echo the potency of kingship: overt grandeur. More subtle, though, are Shakespeare’s fogs. They literally muddle plot and characters, whilst introducing symbolic and textual confusion. Oberon aims for literal muddling when he asks Puck to ‘cover [the wood] with drooping fog as black as Acheron’ in order to confuse the mortal lovers. Fog, though, is more often a euphemism for mystery and a veil for magic. In Cymbeline, Imogen uses fog as a metaphor for something which clouds her vision of the future, ‘a fog... that I cannot look through.’ Lear curses his own daughter with ‘fen-sucked fogs’ which will ‘infect’ or cover her beauty. Most famous and fully realised of these Shakespearean fogs is undoubtedly in Macbeth. ‘Fog and filthy air’ provide a dissembling haze through which we view the action, and this lack of certainty pervades the entire piece, leaving us to question almost everything from the identity and intention of the Wyrd Sisters to the motive and ultimate responsibility for the murder of Duncan. This play is shrouded in secrecy, and we are left with questions for which we can never have definitive answers.

			Teaching this play, then, requires us to cut through this fog. We must somehow lift the veil. Effective teachers find ways to break down the abstract and ambiguous: selecting what’s necessary; categorising and creating schemas; highlighting what’s powerful; revealing what’s beautiful, and sequencing content so that learning can take place. Teaching a full Shakespeare play is like taking a group of (sometimes) reluctant teenagers on a hike across a moor and being enveloped in a heavy mist. You must have a map if you are to avoid disaster.

			But where to start? The enormity of Shakespeare is, for many, a daunting prospect. Many newly qualified teachers see teaching their first Shakespeare play as a rite of passage and, though most English teachers have a subject degree, there is a real difference between studying a play as an undergraduate and navigating one with other people in mind. Compound this with the time and curricular constraints we face: not only must the play be taught, but it must be done in a series of arbitrary chunks of time over the span of a term or half term. This might also need to be interspersed with work on other topics, preparation for assessments and a whole host of other ‘stuff’ which we must consider in our day-to-day life at the chalkface. The challenge for teachers, then, is two-fold: we must know the play incredibly well, but we must also know how to go about teaching it – we need to have a strategy.

			There are thousands of books which can help with subject knowledge for Shakespeare, but the beauty of the work carried out by Amy and Stuart is that it is tailored to the everyday needs of English teachers. Our double need is met by a book which uses ‘big questions’ to cut through the fog, subject knowledge essays for deepening our understanding, and a whole host of practical ideas which form the basis of sound pedagogy.

			Amy and Stuart have taken their considerable knowledge, skill and experience, and poured them generously into this triumph of a book. They demonstrate enormous ambition for students by covering highly challenging academic content in a way which is manageable and motivating for teachers at any stage of their career. I am delighted to see this book come to fruition and am confident that this will provide the perfect platform from which teachers and students might truly meet the Bard.

			Macbeth is timeless: broad in scope, rich in symbolism, and ambitious in its exploration of the human condition. It deserves the best kind of teaching. Ready to Teach: Macbeth is the best kind of book.

			Jennifer Webb (@FunkyPedagogy) is an English teacher and author of How to Teach English Literature: Overcoming Cultural Poverty (2019) and Teach Like a Writer (2020).

		

	
		
			Introduction
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			It is a dull, Thursday afternoon when the question, asked with regularity and time-honoured tradition, is uttered by a student. It could be any student, at any school anywhere in the country, or, indeed, across the globe.

			‘What’s the point in studying Shakespeare?’ 

			What could be misconstrued as an attempt to disengage with these texts before students have even begun to get to grips with them is, in fact, a valid question. Why should we study the works of a man who, at first glance, appears to have no real relevance in modern society? The answer to why Shakespeare’s work has endured is more straightforward than some might have you believe. 

			Shakespeare was born in April 1564. In his extant works he wrote about life: its simple joys and complex nuances, human wisdom, sense and judgement as well as our follies and the flaws that condemn us. Shakespeare’s work is both visceral and intellectually challenging, forcing us to reflect on ourselves as members of a broader society. One would be forgiven for thinking it is remarkable that we study his work after all this time, yet the fact is, Shakespeare’s stories have survived because they are still relevant over 450 years later. Time is relative in relation to the human condition. Put simply, what makes us human never changes, and it is for this reason that we recognise ourselves in characters first conceived centuries ago. Through Shakespeare, we learn our place in life.

			Macbeth

			Written in 1606, Macbeth is one of Shakespeare’s most instantly recognisable and abiding plays. ‘The Scottish Play’ has appeared countless times on stage and screen, with 82 professional productions in Stratford and London between 1960 and 2000. This is equal to the number of professional productions of Hamlet in the same period, and more than any other Shakespeare play.1 In 2018 alone, there were 19 professional productions of the play in the UK.

			But why are we still reading and performing it in schools across the world today? Whether it is because Macbeth can be read as a parable for our precarious global political position, because as a society we are continuing to explore the roles of gender, or because we are preoccupied with ideas around class and our place in society, it is undeniable that Shakespeare, and Macbeth in particular, is ubiquitous. 

			The themes of Macbeth are universal, rooted in our intrinsic sense of humanity and morality. This, in turn, shapes our scorn for the characters, whether it’s directed at Macbeth, Lady Macbeth, Hecate or even the three weïrd sisters.

			It is always a joy, then, to find Macbeth on the syllabus for GCSE study. In fact, the study of Shakespeare can be traced back to the very beginnings of compulsory secondary education, with even Victorian educationalists putting great emphasis on that ‘modern’ educational buzzword: cultural capital. ‘The Victorians believed that exposure to high culture like Shakespeare made you a better person’,2 and so it continues to do so. When the National Curriculum was first launched in 1997, Shakespeare was the only author named for compulsory study: testament, then, to his consideration as the most important writer in the Western canon.

			From Macbeth we learn about the fragility of the human condition, we learn about the consequences of lying and duplicity, and we are able to develop an understanding of relationships and motivation as well as an appreciation of language. This fundamental comprehension of our growth, our emotions, our aspirations and our mortality can help us understand ourselves and those around us better – and what more could we possibly want from a GCSE text?

			Purpose of Ready to Teach

			This book is intended to be a compendium of useful knowledge, resources and pedagogy to help you plan and teach well-sequenced lessons and impart the powerful subject knowledge needed for your students to be successful Shakespearean scholars. Not only that, but we hope the resources here will also help your students to love Macbeth and Shakespeare, and be outspoken advocates for the works of the Bard for years to come. In order to achieve this, our knowledge-rich approaches are specifically designed to reduce the cognitive load on our students so they can enjoy the rich language, fascinating plots and brilliant characters Shakespeare creates without being overwhelmed. Our activities are designed to help students learn, retain and retrieve the powerful knowledge they need to be successful. 

			How Ready to Teach works

			Each chapter presents one or two Big Questions which can be used as the foundation of a lesson. Therefore, it is possible to teach with these resources in the sequence in which they are presented here, or, otherwise, to ‘dip in’ and teach with those that are most pertinent to you, your setting and your class. You can find a complete list of Big Questions further on in this Introduction, and an index at the back of the book where you can look for specific topics, characters, themes or contextual points to meet your own emerging needs as a practitioner.

			Each chapter is divided into two key sections:

			
					
What? – What powerful subject knowledge do you need to know, and be able to teach, in order to answer the Big Question with your students? Through essays, annotated extracts and accompanying commentaries, we hope you will feel more empowered to teach key aspects of Macbeth confidently and successfully.

					
How? – What resources will you need to successfully convey your knowledge to your students, helping them to develop the key knowledge and skills they will need? Fully resourced lessons will help you save time when planning, alongside exemplar completed resources as a model for classroom practitioners. This section also considers how knowledge is sequenced to become embedded in long-term memory, ensuring students are able to develop the necessary schema for success.

			

			Finally, you will find the Why? section detailing why a selection of the teaching methods explored throughout the book are effective. How do they help students embed and retrieve the knowledge they need? This section will explore the pedagogy underpinning select activities, with clear explanations as to why these resources work.

			You can use these sections discretely to enhance either your subject knowledge, your resourcing or your pedagogical knowledge, or use each chapter holistically to deliver lessons with power and impact.

			The Big Questions

			Any Shakespeare text can be a challenge for students to access, and this is no different for Macbeth. Students are frightened by Shakespeare’s language and the challenges posed by having to decode it. In a desire to understand the material we present to students, translation to modern English seems to become a priority, when in actual fact this is not always the best approach in helping them to fathom what Shakespeare is saying. ‘Literature is hard,’ says Jennifer Webb in How to Teach English Literature. ‘It is a complex web of symbolism, analogy, plot, character, journey, language, experience, context and writers’ angst.’3 And that is just in the text itself. If we add assessment objectives, how to write an introduction, how to embed quotations and other technicalities related to GCSE study into the mix, then students experience significant cognitive overload. Webb, quite rightly, deduces that ‘readers must have a key to unlock all of this.’ Big Questions are part of that key, helping teachers to sequence what they teach in a clear and coherent format, prioritising what we need students to know rather than throwing everything at them at once. 

			The following is an example of how the beginning of Macbeth could be taught. This approach is potentially recognisable to many teachers, although, as you will see, it raises significant issues with the learning process and the development of powerful knowledge. The start of a scheme of learning may look like this:

			Lesson One: A brief overview of the social and historical context, including the role of women, the Great Chain of Being and Jacobean beliefs surrounding the supernatural.

			Lesson Two: Read through Act I, Scene i as a class. Discuss Shakespeare’s use of pathetic fallacy and clarify any tricky vocabulary before writing an analytical response to the following question: ‘How does Shakespeare use language to present the witches in Act I, Scene i?’

			Lessons Three–Five: Continue reading through Act I, completing activities for engagement and understanding. Analyse Lady Macbeth’s soliloquy in Act I, Scene v before writing a response to the following question: ‘How does Shakespeare use language to present Lady Macbeth as an ambitious character?’ 

			Whilst this seems a perfectly respectable way of approaching the text, the repetitive format of teaching a section, analysing it and then moving on to the next part is limiting. It sacrifices the core knowledge students need to understand the text holistically, for honing and crafting essay skills before they are ready to do so. Having students write a GCSE mock answer on Lady Macbeth’s speech after Act I, Scene v, for example, is not useful. If anything, it will only tell us they do not know the text well enough and prioritises exam skill over deep subject knowledge.

			So why do we do it? Perhaps we feel as if passages of analysis written neatly in exercise books are proof that learning has taken place. Maybe it is because of our desire for students to do well in their exams and so replicating the types of questions they will sit from day one seems like a good idea. However, we must be mindful of what we are teaching, how we are teaching it, and why we are teaching it.

			When sequencing our schemes of work, we should be building subject knowledge carefully and clearly without muddying the waters by trying to teach essay skills parallel to this. This is where Big Questions come in. They help us to prioritise and sequence what we need students to know. What we want them to be able to do comes later. As such, you will find subject knowledge has been sequenced as and when it is needed.

			Here is a suggested list of Big Questions for Macbeth and the ones which this book will be following:

			Chapter 1:

			
					Who are the three ‘weïrd sisters’?

			

			Chapter 2:

			
					How are we initially introduced to Macbeth’s character?

			

			Chapter 3:

			
					What do the witches tell Macbeth and Banquo?

					What do we learn about the characters of Macbeth and Banquo from their reactions to the witches?

			

			Chapter 4:

			
					What is ambition? 

					Who is Malcolm?

			

			Chapter 5:

			
					Who is Lady Macbeth?

					What is the relationship like between Macbeth and Lady Macbeth?

			

			Chapter 6:

			
					What reasons does Macbeth give for not going ahead with Duncan’s murder?

					How does Lady Macbeth persuade Macbeth to go through with the murder?

			

			Chapter 7:

			
					What is the relationship like between Banquo and Fleance?

					What does Macbeth say in his famous ‘Is this a dagger I see before me?’ soliloquy?

			

			Chapter 8:

			
					What do Macbeth and Lady Macbeth do after the murder?

			

			Chapter 9:

			
					Who is the Porter?

			

			Chapter 10:

			
					Who is Macduff?

					What is the reaction to Duncan’s murder, and how does his death affect the Great Chain of Being?

			

			Chapter 11:

			
					What is the relationship like between Macbeth and Banquo once Macbeth becomes king?

					How has Macbeth and Lady Macbeth’s relationship changed?

			

			Chapter 12:

			
					Why does Banquo’s ghost appear to Macbeth?

			

			Chapter 13:

			
					Who is Hecate?

					What are the perceptions of Macbeth amongst the Scottish nobility?

			

			Chapter 14:

			
					What do the apparitions tell Macbeth?

			

			Chapter 15:

			
					Who is Lady Macduff and what happens to her and her son?

			

			Chapter 16:

			
					What is the relationship like between Malcolm and Macduff?

					What qualities make a good king?

			

			Chapter 17:

			
					What becomes of Lady Macbeth?

			

			Chapter 18:

			
					What becomes of Macbeth? 

			

			Chapter 19:

			
					How does the play end? 

			

			These questions look simple and they are designed to be just that. There are lots of examples of convoluted Big Questions to be found, but it is the simplicity reflected in the set above, and the process of stripping everything back, which allows us to combat the complexities of what students need to know and remember. If we preface each lesson with one or two Big Questions, we have expressed our aims to students with clarity and precision. These questions allow us to teach the core concepts whilst diagnosing whether students have learnt those concepts. Students can either answer the question or they cannot, and how well they can articulate their answers indicates whether they have grasped the key knowledge they need for success. This is not to say that students cannot be challenged. Behind every simple question lies a wealth of knowledge waiting to be discovered, and sub-questions can easily be used to stretch classes further. 

			Finally, Big Questions are designed to aid with retrieval practice. At various intervals throughout the scheme, students could be presented with every Big Question they have come across so far to see what they have retained. This also aids with future planning. For example, if a student struggles to answer the question ‘What is ambition?’, we must ask ourselves whether there is any point moving forward with the scheme before they have grasped this key theme. They must understand ambition if they are to understand the play’s bloody and tragic climax. 

			Lessons and resources

			Obviously, each lesson needs to be adapted for the context in which you teach. It may be pertinent to pick and choose which ideas, resources or knowledge you feel are necessary to teach and use. We do hope, however, that if you cannot use the resources here, they at least spark an idea for something you could do. The beauty of teaching, we think, is in the almost infinite possibilities available to us as teachers to inspire, motivate and help students succeed in all they do: we hope that if this book does not provide the answer, it at least provides a seed for transformational teaching in your own classroom.

			Whilst many of the activities detailed in these chapters encourage students to approach the text analytically, we are also very aware that we are not teachers of an exam; we are teachers of English. It is all too easy to delve into deep analysis of the book, poem or play we are discussing and destroy any enjoyment one could elicit from the text. Sometimes, we can be too wrapped up in finding the effect of an adjective or simile to ask the simple questions:

			
					What do you like about the scene?

					What do you not like?

					Has anything we have read today surprised you?

					Did what you think would happen, happen?

					What do you think will happen next and why?

			

			The primary purpose of Shakespeare’s plays was to entertain. Yes, we want our students to learn, but we want them to be entertained by the texts we teach too. Therefore, have a collection of these questions at your disposal. They are not mentioned again through the book, as they are something we would ask periodically throughout the reading of the entire play. They are simple, yes, but powerful. Never underestimate the power of asking students what they like.

			A note on vocabulary

			At the end of each chapter, we have included ‘Key vocabulary’ one could teach to aid student understanding of core concepts in lessons. Whilst you will find some activities where vocabulary is explicitly taught in this book, these key words have been added to teach at your leisure at any point in your lesson where you feel it would be appropriate. There is no one way to teach vocabulary, but we both admire and regularly refer to the work of Alex Quigley if you would like some further guidance on this. 

			A final note

			We must be experts if we are to teach successfully. To learn successfully, knowledge must be foregrounded, and so our book is written to be deliberately knowledge rich. We must also understand how teaching and learning work, and our book aims to develop these three things in a concise and useful way. 

			We hope that our book will give you the confidence, knowledge and skills to help your students excel with their study of Shakespeare, whilst, very importantly, cutting down on your workload in the classroom. 
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			As an aside:

			We have written this book together. However, from this point forward you will see that we switch our pronoun choice to ‘I’ purely for your ease as the reader.

			Stuart Pryke and Amy Staniforth

			July 2020

			Resources included in Ready to Teach: Macbeth can be found here:
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			https://tinyurl.com/y2bykoc2

			We have made every effort to credit original ideas, resources and strategies. Thank you to everyone who has kindly given us permission to share their work.

			The plot of Macbeth

			Act I

			Macbeth takes place in Scotland and opens with the appearance of three witches. They express their intentions to meet with Macbeth, a soldier who, as part of King Duncan’s army, is fighting two invading forces from Norway and Ireland. Following their success in battle, Macbeth and his fellow general, Banquo, encounter the witches on a heath. The witches prophesy that Macbeth will be given the title of Thane of Cawdor and that eventually he will be crowned king. Banquo, in asking what the future holds in store for him, is informed that while he will never be king himself, he will beget a line of kings. Confused by what he has been told, Macbeth demands to hear more, but the witches vanish. Macbeth and Banquo are sceptical of what they have heard, but news soon reaches Macbeth that he has been made Thane of Cawdor. The previous holder of the title is found to have been a traitor, aligning himself with the invading Norwegians. As a result, he is sentenced to death and Macbeth awarded with his position. This, of course, seemingly proves the first part of the witches’ prophecies as true.

			With this in mind, Macbeth begins to entertain the idea that what the witches have said will come true. When Malcolm, King Duncan’s son, is proclaimed the Prince of Cumberland, meaning he is now heir to the throne, Macbeth recognises that he does indeed desire to see himself take the crown. However, he is uncertain as to whether he should act or let fate run its course without his intervention. Duncan and Macbeth make plans to dine at Macbeth’s castle at Inverness. Macbeth writes ahead to his wife to inform her of the impending visit and his communion with the witches.

			Upon hearing his news, Lady Macbeth is adamant as to what should happen next. She desires to see her husband become King of Scotland and believes the pair should murder Duncan in order to obtain the crown, refusing to listen or consider Macbeth’s protestations when he comes to the conclusion that they should not proceed with their plans. Whilst she plays the humble host and servant to Duncan, she convinces Macbeth to go through with the deed. Act I ends with Macbeth and Lady Macbeth set in their plans. They will murder Duncan and take the throne for themselves.

			Act II

			Macbeth sees an image of a floating dagger beckoning him towards Duncan’s chambers. While Duncan is sleeping, Macbeth commits regicide by stabbing Duncan. Aghast at what he has done, he returns to Lady Macbeth, who could not carry out the murder herself because of the physical similarities between Duncan and her father. Macbeth’s guilt threatens to derail their scheme; he brings the murder weapons back with him, something which was not part of the plan. Lady Macbeth returns the daggers, bloodying her hands in the process. The two wash their hands of blood as a knocking is heard at the gates. Macbeth and Lady Macbeth return to their chambers, ready to feign ignorance as to the events that have taken place.

			A drunken porter answers the knocking at the gates. Macduff, the Thane of Fife, has arrived at the castle to call on Duncan. Upon discovery of Duncan’s body, Macduff screams for everyone to awake. Macbeth and Lady Macbeth, adopting a façade of innocence, emerge with the other inhabitants of the castle, appearing appalled at the news that Duncan is dead. Macbeth, in an attempt to divert suspicion from himself, kills Duncan’s guards, placing the suspicion on them as perpetrators of the act. He claims to have done this in a fit of rage in response to their supposed crime. Malcolm and Donalbain, fearing for their lives, decide to flee Scotland. Donalbain travels to Ireland and Malcolm to England, leaving Macbeth free to take the throne.

			Act III

			With Macbeth now king, Banquo voices his suspicions to himself that Macbeth has gained the crown through foul means. Macbeth, meanwhile, is not secure in his kingship. He is haunted by the prophecy given to Banquo that said he would beget kings. He sees Banquo as a threat and hires a group of murderers to kill not only Banquo but Banquo’s son Fleance as well. Banquo is brutally murdered, although Fleance escapes, leaving Macbeth incredibly fearful. Whilst Fleance lives, Macbeth’s kingship is vulnerable.

			At the feast, surrounded by his guests, Macbeth is haunted by the appearance of Banquo’s ghost. Somewhat inconsolable, Macbeth rants and raves at the ghost, begging it to stop tormenting him. Lady Macbeth tries to gain control of the situation, but the damage is already done and suspicions against Macbeth begin to mount.

			Act IV

			Having become increasingly more unstable, Macbeth seeks out the witches so they can tell him more of his future. They summon a series of apparitions, the first being an armed head which tells Macbeth to beware Macduff, the Thane of Fife. The second apparition, a bloody child, tells Macbeth that ‘none of woman born’ will be able to harm him. The third, a child with a tree in its hand, tells Macbeth he will never be defeated until Birnam Wood moves to Dunsinane Hill.

			Macbeth, in hearing this, feels secure, knowing that the things the apparitions have spoken of are an impossibility. All men are born of women and forests cannot move. Upon hearing Macduff has gone to England to meet with Malcolm, Macbeth calls for Macduff’s castle to be seized and orders for anyone found there to be killed. Lady Macduff and Young Macduff are savagely slaughtered as Macbeth’s violent acts intensify.

			Macduff, meanwhile, learns that Malcolm has secured an army in England. Malcolm is initially wary of Macduff’s motives, but the two soon align themselves against Macbeth, whose tyranny has brought Scotland to her knees. News of Macduff’s family’s murder reaches England; Macduff is devastated and vows to get revenge.

			Act V

			Lady Macbeth, overcome with guilt, has taken to sleepwalking, in which she unwittingly reveals her complicity in the events that have taken place throughout the play. She becomes increasingly agitated when trying to remove what she believes to be a spot of blood on her hand. She is slowly driven to the point of absolute despair and ends her life. Macbeth is told the news of his wife’s death and muses on the futility of life and the choices he has made. With the threat of invasion building, Macbeth prepares for battle, although he is still convinced that he cannot be harmed because of what the apparitions have told him.

			Meanwhile, whilst marching towards Macbeth’s castle, Malcolm, Macduff and the invading forces reach Birnam Wood. Malcolm instructs his soldiers to cut down the boughs of trees to hold in front of them and disguise their numbers. The soldiers continue their march, and from a distance it looks as if the forest itself is moving. Macbeth begins to understand that the impossible is coming true. Birnam Wood, as he was warned, has indeed moved to Dunsinane.

			Macbeth’s forces clash with Malcolm’s. Macbeth is greeted by Macduff on the battlefield. Macduff declares he was, ‘from his mother’s womb/ Untimely ripped’ (born by caesarean section). Another impossible prophecy has come true and Macbeth realises he is not the invincible figure he has been led to believe he is. He continues to fight, but Macduff beheads him, ending his reign of terror and deceit.

			As the play draws to a close, Malcolm is proclaimed king, restoring order to society and promising to bring home those who have left Scotland under Macbeth’s tyranny. The play ends with Malcolm inviting all to see him crowned at Scone.
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			ACT ONE
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			Chapter 1: Act I, Scene i

			Who are the three ‘weïrd sisters’?

			[image: ]

			What?

			There are few plays with a more arresting opening than William Shakespeare’s Macbeth. The supernatural and nightmarish appearance of the witches would have been a terrifying sight for a contemporary audience, and their appearance sets the tone for the rest of the play. They are the first characters we hear from, and their words speed the audience through to Macbeth’s inevitable conclusion: their actions and influence thread through almost every decision the eponymous tragic hero makes, and the audience can be under no illusion but that their power is terrifying and vast. 

			It is often tempting, when teaching a text with such rich historical, social and cultural context as Macbeth, to frontload teaching with a lesson – or more – focusing on the important facts that will aid students’ later understanding of the play. Planning a lesson that covers the role of women, the role of kingship, the Divine Right of Kings and more can feel like good sense. In actual fact, however, this is not what students need to know in the first moments of studying this play. Often, these things are better saved for the moment at which they become most relevant. For example, whilst work on the role of women in Jacobean society is fundamental in understanding the role of Lady Macbeth, it will be more applicable and relevant to students to study this when they first meet her.

			If students already think that Shakespeare might not be relevant to their own lives, starting by teaching them about what life was like and how different it was to modern society (without the context of, and interest in, the plot and characters of the play) can be more isolating than comforting.

			Good and timely knowledge of context can truly help to enrich students’ understanding of a text. It can open up new perspectives. Additionally, approaching the teaching of context in a more bespoke way can also help students weave it into their answers without creating a ‘historical knowledge dump’ at the start of an essay. It is undeniable that the increase in importance of AO3 in GCSE English Literature means that students must be able to demonstrate a better grasp of the social, historical and cultural context of the texts they are writing about. However, the very best answers, as illustrated in many examiners’ reports, are those where context is used judiciously to support the students’ thesis or analysis. Ruth Johnson, Qualifications Developer for AQA GCSE English, says, ‘Above all, teaching of context should be rooted in the text. It shouldn’t need or lead to history lessons but should use the text itself as a window into the context of the text.’4 

			Scene analysis: Act I, Scene i

			Act I, Scene i is the joint shortest scene in Macbeth, yet there is a great deal of joy in its analysis. It is linguistically rich and is a move of brilliance on Shakespeare’s part with regard to ‘setting the scene’ for the remainder of the play. It also sets up the characters of the witches, with Shakespeare including many supernatural stereotypes. With minimal costume, and with a need for the audience to recognise characters immediately, the use of stereotypes here quickly confirms to the audience that they are seeing supernatural creatures on the stage – a terrifying prospect for a Jacobean spectator.

			Macbeth opens with a stage direction that portends the tumultuous journey the characters – and audience – will embark on in the following hours. ‘Thunder and lightning. Enter three witches’ is the stage direction we read in the First Folio, and the pathetic fallacy used here creates a clear sense of the unsettled atmosphere to come.

			Shakespeare uses a large number of interrogatives in this scene, with the dialogue opening with a question: ‘When shall we three meet again? / In thunder, lightning, or in rain?’ The witches, though, have the answers to these questions and begin to make their earliest prophecies in the play. However, each of the three witches differs in the knowledge they hold: 

			Shakespeare reveals the Weïrd Sisters’ degrees of foreknowledge… The First Witch asks questions… which indicates the least amount of prescience. The Second Witch has more definitive knowledge… but the Third Witch reveals the most detailed information.5 

			Despite appearing always as one group, they have their own strengths and skills: their relationship is not an entirely equal one and they must work together to influence Macbeth’s life. It is true to say that there is strength in numbers, and especially in the number three. 

			Not only is three a magic number for witches… but the number is part of the scenic patterning: the Witches speak singly in turn three times each before chanting the final couplet in unison.6

			The witches know that the ‘hurly-burly’ will be finished ‘ere the set of sun’ – a fact which sets the audience’s expectations for their later actions and would have solidified, for a contemporary viewer, the power and terror these three characters hold. This ability to control destiny and fortune foreshadows the remainder of the play and gives the audience expectations that the witches are able to accurately predict the future. 

			An audience might also infer that the fact the witches and Macbeth will meet ‘ere the set of sun’ is, in itself, foreshadowing. Their meeting is due to take place before the sun sets, and so with the coming of darkness also comes the metaphorical darkness of the first set of prophecies and the destruction they spark. The sunset could also represent the end of the old regime – King Duncan’s reign – and the beginning of Macbeth’s journey. Later in the play, Shakespeare repeatedly refers to King Duncan as being associated with light – the sun is regularly metaphorically associated with him – and thus the sunset here is the first indication that his reign is drawing to a close.

			A contemporary audience may also have expected the witches to speak in riddles, and the oxymorons Shakespeare uses in Act I, Scene i reflect this. The witches describe that they will meet Macbeth when ‘the battle’s lost, and won.’ This sets up for the audience, at this early stage, the paradoxical thread that runs throughout the play and becomes a central pillar in Macbeth’s later downfall. This phrase in particular hints at the problems that will befall the characters of the play: ‘The witches may refer to the battle which Duncan’s forces have won against his enemies, although Macbeth’s triumph here will eventually have disastrous consequences for Duncan.’7 Many of the decisions Macbeth has to make throughout the play are not between two clear-cut options, and his ability to separate truth and fiction becomes less effective as the play goes on. Appearance is not always the same as reality, and here Shakespeare reminds us of this.

			The witches’ speech is deliberately equivocal, not only in this scene but elsewhere in the play, and this motif of subterfuge is a fascinating early addition. The audience hears no more than a handful of lines before they are asked to question and puzzle over what the characters are saying, placing them in a not dissimilar position to Macbeth himself.

			Similarly, the witches comment that ‘fair is foul, and foul is fair’ and this in itself is paradoxical. It also demonstrates to the audience the lengths the witches will go to: everything that happens that is awful to others is exactly what the witches delight in. The audience sees them as a genuine threat. Similarly, Shakespeare here is suggesting that the things that might at first appear nice may not necessarily be so. Whilst Macbeth and Lady Macbeth are tempted by the allure of kingship, the reality of the situation is far darker and more ‘foul’ than their initial expectations. Shakespeare is reminding us, even at this early stage, to be watchful for the things that seem too good to be true. Even the opening of the play ‘render[s] all of reality unstable.’8 Nothing is as it seems.

			This stereotypically supernatural behaviour continues as the witches refer to their familiars, Gray-Malkin and Paddock. At the time, it was believed that the Devil would bestow evil spirits in the form of animals, known as ‘familiars’, on witches. These familiars were believed to assist witches in carrying out their evil deeds, and often took the form of a range of animals. It is often interpreted that Gray-Malkin and Paddock are a cat and a toad respectively, and it is thought that Shakespeare took this from a text which provided some inspiration for Macbeth. In Discoverie of Witchcraft, Reginald Scot writes that: ‘Some say [witches] can keepe divels and spirits in the likenesse of todes and cats’,9 which gives some credence to the interpretation of these animals in this way. The name Gray-Malkin refers to the colour of the cat (grey). The ‘Malkin’ portion of the name was used as a diminutive of Matilda or Maud, which came to be used in dialect to name a cat.10 The name ‘Paddock’ comes from the Middle English word for a frog or a toad: ‘Paddok’.11 By specifically mentioning their familiars, Shakespeare here is really driving home to the audience the powerful role these characters hold.

			Finally, the witches state they will ‘hover through the fog and filthy air’, and this murky atmosphere is metaphorical: the witches bring ambiguity and darkness, and this is reflected clearly in the words that Shakespeare chooses. The witches excel at subterfuge, and even here, at this early moment, not everything is clear.

			Not only this, but the implication of ‘filthy air’ is also suggestive of infestation and pollution. There is, already, a lack of purity in the play: the witches bring with them darkness and dark deeds. They are filled with evil and are not pure. Their words here, and the sense of infestation and pollution, are reflected in Lady Macbeth’s later words: ‘pall thee in the dunnest smoke of hell’. Macbeth and Lady Macbeth repeatedly call for darkness throughout the play: the witches already have it.

			A history of witchcraft

			Shakespeare lived and wrote in a society that was, in all respects, deeply suspicious of, and paranoid about, witchcraft. Witches posed a real and perceptible threat. During Shakespeare’s life, the fear of witchcraft was almost deafening in public discourse, with King James I himself preoccupied with the perceived power witchcraft had over his reign.

			Accusations of witchcraft were rife throughout the early modern period, with estimates suggesting that, in the 16th and 17th centuries alone, some 40,000 people were executed for their apparent links to witchcraft.12 The time period is characterised as having been driven by mass hysteria: panic bred panic, and this in turn drove up the number of women tried and killed.

			Witches pervade modern consciousness, and many modern interpretations of witches can be linked back to Shakespeare’s presentation of them. Even today, the phrase ‘witch hunt’ is often used metaphorically to denote a campaign, usually a very public one, deliberately intended to discredit or cast aspersions on a person. It is sometimes used as a tactic to intimidate political opponents,13 and this concept of a ‘witch hunt’ – metaphorical or otherwise – is an interesting one. If women acted beyond the given gender conventions for their time, they would often be considered witches. Could it be argued, therefore, that the accusation of witchcraft was used to suppress independent thought and confidence? 

			There are, of course, some commonly held beliefs about witchcraft which appear prominently in Macbeth. It was believed that witches could cause shipwrecks and storms, force crops to fail and kill babies. Almost anything that went wrong in a community or in society writ large could, and often was, blamed on witches, with innocent women scapegoated and punished for their supposed crimes.

			However, the reality of contemporary thought on witches was far more complex than this. Witches were thought to have been women who had made pacts with the Devil. Some evidence suggests that women were thought to be more susceptible to making such pacts because they were not thought to be as intelligent as men. In Kramer & Sprenger’s Malleus Maleficarum, the authors write:

			Just as through the first defect in [women’s] intelligence that are more prone to abjure the faith; so… they inflict various vengeances by witchcraft. Wherefore it is no wonder that so great a number of witches exist in this sex.14

			Despite this Middle Ages stance, which would be described today as misogyny, Shakespeare’s witches are presented as being innately intelligent. They are able to manipulate Macbeth to act in the way he does through just four short appearances in the play (and only two where they communicate directly with the doomed Thane). Whilst his many crimes might be partially attributable to the fact that Macbeth demonstrates a deep-rooted sense of ambition and desire for power, it is the manipulation by the witches (as well as by his wife, Lady Macbeth, who is also demonstrably shrewd and calculating) that drives Macbeth to ensure the prophecies he is given come to fruition. Without the catalyst caused by the intelligent manipulation by the witches, arguably the plot of Macbeth would be very different. He himself says he has ‘no spur / To prick the sides of [his] intent’: it is their prophecies and promises that spur him on.

			But where did this Jacobean obsession with witchcraft come from?

			The roots of witchcraft stem from long before Shakespeare’s time, though the fear appeared to have reached a fever pitch by the time he was writing, with witch trials prevalent in the centuries either side of Shakespeare’s writing.

			Whilst it is difficult to pin down a worldwide history of witches and witchcraft, it is important that, in almost all cultures, ‘magic, sorcery, religion, folklore, theology, technology, and diabolism’15 mark the fundamentals which underpin the actions of witches. These features appear across world folklore and mythology as well as many world religions, bringing together, across time and space, a common assumption for huge swathes of humankind: witchcraft exists.

			Etymologically speaking, the word we use today – ‘witch’ – comes from the Old English word ‘wicca’,16 but the concept of, and belief in, witchcraft extends throughout recorded history.

			Greek mythology was rich with witchcraft, though the characters whom we would today consider supernatural were not always named as such. The most infamous of these were the Fates – or Moirai. The role of the Fates in mythology was to assign individual destinies to mortals at the moment of their birth. Their power was believed to be so great that their decisions could not even be overruled by Zeus, the king of all gods and men.17 The witches in Macbeth, of course, have a similar impact on Shakespeare’s tragic hero, using their power to heavily influence him into causing his own destruction. 

			The witches are the only true group of characters in Macbeth, and thus often gain comparison to the Greek chorus. There is an important difference, though. Merriam-Webster holds two definitions for the role of the Greek chorus:

			‘1: a chorus in a classical Greek play typically serving to formulate, express, and comment on the moral issue that is raised by the dramatic action or to express an emotion appropriate to each stage of the dramatic conflict

			2: a group of people who with persistence express especially similar views or feelings about a particular action or series of actions.’18

			The first definition is not entirely applicable to Shakespeare’s witches. The Greek role of the chorus was to be the speakers who are removed from the action and comment on it from a separate, almost disinterested perspective. This cannot be true for the witches, who are embroiled in the heart of the action, manipulating Macbeth and the decisions he makes. However, the second definition is more relevant. At no point do the witches divert from their sole purpose: their vision is fixed on Macbeth and on, as Hecate describes in Act IV, Scene i, ‘draw[ing] him on to his confusion.’ 

			Greek mythology also features, similar to the Fates, the Graeae (‘grey witches’): three sisters. They were believed to be the daughters of two sea-deities, Phorcys and Ceto,19 and thus there is a link, even spanning 2000 years, between these figures and their Jacobean counterparts who were so intrinsically believed to be linked with shipwrecks and storms. 

			Despite a clear influence from ancient texts, in the West beliefs around witchcraft largely stemmed from the Bible and, in particular, the teachings of the Old Testament. In Exodus 22:18 it is written: ‘Thou shalt not suffer a witch to live’, and it is believed that this verse gave rise to the fear, and persecution, of women accused of witchcraft. In the early modern period this view was given further credence when witchcraft was officially recognised by the church and belief in witchcraft became doctrine.20 It became officially recognised by the church that people had every right to be fearful of any person (mostly a woman, but sometimes a man) who was in some way ‘other’. The confirmation of witchcraft being officially recognised by the church led to the beginning of systematic witch hunting.

			Most women suspected of witchcraft were killed because they were old, poor or in other ways economically vulnerable (for example, widows or unmarried women) and were often living with mental illnesses. It was a persecution of the poorest in a bid to find an explanation for many issues in society – a case of scapegoating those who needed support the most.

			Following official sanctioning of the belief in witches by the church, it did not take long for laws concerning the supernatural to come into place in England. The 1542 Witchcraft Act, in particular, brought about a sea change in attitudes. Until this point, witchcraft was not considered a crime. After the legislation was enforced, many more women were persecuted as a result. It is believed that witchcraft was made a crime as a result of the ‘general tendency to remove offenses from ecclesiastical jurisdictions’,21 and was the first of numerous laws passed against witchcraft. This Act was renewed in 1562, demonstrating a long-term commitment to dismantling apparent supernatural acts and a clear, ongoing fear of witches. Not only this, but by removing the responsibility of punishing witchcraft from the church, harsher punishments could be meted out to those ‘proven’ to be witches.

			There were lulls in England’s panic about witchcraft, however. When Edward VI came to power, he repealed a number of Acts, including the 1542 Witchcraft Act, and many were not reinstated until early in the reign of Elizabeth I. The new law during her reign ‘imposed the death penalty for killing humans by witchcraft, but allowed those who were convinced of harming humans or killing animals the lesser punishment of a year’s imprisonment and four sessions on the pillory for the first offence, a second offence of this type being punishable by death.’22 

			By 1602, Lord Chief Justice Anderson wrote that ‘the land is full of witches… they abound in all places… the Devil sucks their blood; for they have forsaken God, renounced their baptism, and vowed their service to the Devil.’23 This is far removed from the previous scepticism, and is demonstrative of an even wider belief in, and fear of, witches, and really demonstrates the feeling in the country at the moment of James I’s coronation, and his own beliefs about the supernatural. 

			King James I: Daemonologie

			One can only imagine, in a society on the brink of supernatural hysteria, the thrill and terror of seeing the witches on stage. This frenzy in society was encouraged by James I’s own obsession with witchcraft. The roots for this lay in the mysterious and dark events of his own personal circumstances.

			James I’s future wife, Anne of Denmark, was very nearly shipwrecked on her way to meet her future husband. The weather was so terribly destructive that the ship had to turn around and return to port. James I decided to sail to Denmark to collect her himself and yet, on their return journey, his fleet was caught in such a violent storm that one of the ships sank. James I blamed witches for this, claiming that they must have put a curse on him and his ships.24

			This event sparked something of an infatuation with witchcraft for James I. Throughout his reign, he became a renowned witch hunter, and between 1590 and 1591 conducted Scotland’s first large-scale witch hunt.25 Indeed, such was his obsession with witches that in 1597 he wrote a book on them: Daemonologie. His works are often attributed as having been a key influence on Shakespeare when writing Macbeth. Many of the rituals and practices James I described in Daemonlogie are recognisable in Shakespeare’s play. 

			In particular, throughout Daemonologie James I is preoccupied with the ability of witches to conjure storms: ‘They can rayse storms and tempestes in the air, either upon Sea or land’.26 These references are mirrored throughout the play: the opening stage direction even alludes to the power of the witches as they appear following ‘Thunder and lightning,’ and in Act I, Scene iii the witches describe a pilot of a ship ‘Wrecked as homeward he did come.’

			Playwrights often included elements which would either flatter the reigning monarch or appeal to their interests. By presenting witches who reflect so closely James I’s own ‘studies’ of them, Shakespeare may well have courted favour with the King: important when we consider that James I himself was sponsoring Shakespeare’s company who, by 1604, had renamed themselves for him, becoming ‘the King’s Men’. 

			Witches or Fairies?

			Regardless of our knowledge of witches, the incidence of calling these three creatures ‘witches’ appears to be something of a modern misnomer. Shakespeare’s only reference to these characters as ‘witches’ comes in a piece of reported speech, when the woman who refused to give the witch her chestnuts in Act I, Scene iii declares ‘Aroynt thee, witch’. It is odd that Shakespeare only uses this word once and, even then, not as a direct piece of on-stage dialogue. In the First Folio published in 1623 (following Shakespeare’s death in 1616) the opening scene does not attribute the name ‘witch’ to the lines, merely providing their character names as ‘1’, ‘2’ and ‘3’. There is a stage direction that does mention witches (‘Thunder and lightning. Enter three witches’), but there is evidence to suggest that many stage directions in his plays may not have been from Shakespeare himself but filled in, later, by editors and actors after the fact.27 One could argue that this means Shakespeare perhaps never intended us to know these characters specifically as ‘witches’.

			Instead of referring to them as ‘witches’, we hear characters refer to them directly, if at all, as ‘weïrd sisters’. In the unpublished diaries of Simon Forman, a contemporary of Shakespeare’s who wrote often about his trips to the theatre, he similarly does not mention the word ‘witch’, but instead describes the characters as ‘three women fairies or nymphs’,28 which supports this view.

			The fact that Forman’s diary describes them as ‘fairies’ is also supported by the way Shakespeare writes for the witches. They speak in trochaic tetrameter. The only other Shakespearean characters who speak in this way (as opposed to blank verse or prose) are the fairies in A Midsummer Night’s Dream.29 It could be interpreted, then, that Shakespeare’s witches were intended to be more closely aligned with the concept of fairies.

			Generally speaking, Shakespearean fairies are drawn from two different traditions. The fairies of A Midsummer Night’s Dream are drawn from courtly narratives of sixteenth century writing and are characterised by their benevolence and lightness of spirit. However, medieval sensibilities presented fairies as ‘dangerously mischievous, demonic or evil’.30 This presentation of fairies can be traced back to Chaucer, perhaps indicating the literary canon to which Shakespeare wished to belong, but it also aligns the characters of the witches with a rich tradition of otherworldly, supernatural creatures with which the audience would have been familiar as symbolic of the ‘other’: mysterious and potentially very dangerous.

			That Shakespeare has his characters refer to the witches as the ‘weïrd sisters’ is interesting, as the etymology of ‘weïrd’ gives us another interpretation as to their purpose. Originating in the Old English word ‘wyrd’, the original meaning was that someone who was ‘wyrd’ had the ability to control destiny and fortune; Shakespeare’s witches are able to control Macbeth’s destiny through their prophecies and manipulation.31

			By looking at the broader history of their naming conventions – from ‘fairies’ through ‘weïrd sisters’ to ‘witches’ – we are able to establish a range of interpretations and lenses through which we can examine their presentation and actions. Just as their impact in Macbeth is complex, so is our contextual understanding of their roles.

			The Witches: Holinshed’s Chronicles

			The roots of Macbeth lay in Holinshed’s Chronicles of England, Scotland and Ireland, published between 1577 and 1587. In the two volumes, there are storylines familiar to any Shakespeare fan, with evidence of links to his extant plays – in particular, King Lear, Macbeth and Cymbeline. The writers describe, in some detail, the characters we have come to know as the three witches. However, their presentation in Holinshed is remarkably different from that which we encounter in Macbeth, and in some respects reflects more closely the concept of ‘fairies’ mentioned in Forman’s diaries. Whereas Shakespeare’s witches are ‘so wither’d and so wild in their attire, / that [they] look not like th’ inhabitants o’ th’ earth’, Holinshed’s equivalent are ‘the goddesses of destinie, or else some nymphs or feiries, indued with knowledge of prophesie by their necromanticall science’.32 ‘Goddesses’, of course, conjure a different tone entirely to that of these ‘wither’d’ creatures, but it is a difference borne out in the dictionary when we examine the etymology of the word ‘witch’. 

			The Merriam-Webster dictionary currently holds five definitions for the noun ‘witch’, of which the first three are:

			
					One that is credited with usually malignant supernatural powers; especially: a woman [practising] usually black witchcraft often with the aid of a devil or familiar: sorceress – compare ‘warlock’

					An ugly old woman: hag

					A charming or alluring girl or woman.33


			

			Certainly, in Macbeth the first two definitions are immediately applicable to Shakespeare’s witches. In Act I, Scene i they discuss their familiars, appear in the midst of ‘thunder and lightning’ and are described by Banquo in Act I, Scene iii as ‘wither’d’. 

			However, as unlikely as it may seem at first glance, it could also be argued that the third definition is applicable. Macbeth in particular is entranced by the witches and the prophecies they give him: arguably they are the core catalyst for the events of the rest of the play. Whilst Banquo in Act I, Scene iii is less certain of their gender, their allure for someone who craves power as much as Macbeth does is entirely nonpareil. 

			Act I, Scene i at a glance

			RESOURCE 1.1
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			How?

			As previously mentioned, frontloading the teaching of Macbeth with context might feel logical, but can in fact prove fruitless. It can be cold and alienating to students who may already feel that Shakespeare’s writing is inaccessible to them. This lesson therefore begins with an immediate immersion into the world of Macbeth. You may find it useful to drip-feed some context around witches where it is relevant to the students’ knowledge and understanding of the scene, especially where their cultural capital regarding modern interpretations of witches and witchcraft may need further development. 

			Pre-reading activities

			Connotations

			As the scene opens with ‘thunder and lightning’, you may like to start the lesson by having students consider the connotations of these words. In doing so, you may find that they are able at this point to draw out some key themes of the play, including darkness and evil. They may also be able to draw on their knowledge of pathetic fallacy to suggest something about the atmosphere of the play. This activity need not be long, as diving into the text is crucial to foster engagement.

			It could be done simply as two mind maps, or you could use images to help students consider the prompts.

			Big Question

			The next stage of the lesson would be to introduce students to the Big Question:

			Who are the three ‘weïrd sisters’?

			This, again, opens itself up to some good paired and class discussion considering the word ‘weïrd’. Particularly where students have existing contextual knowledge of Macbeth, you may find they are able to link this to the witches, but otherwise discussions around the word ‘weïrd’ are bound to be fruitful. They may consider the meaning of the word to be ‘odd’ or in some way unsettling. Students may also notice that ‘weïrd sisters’ is presented in speech marks in the Big Question and therefore may make some consideration of this in its context as a quotation: who says this? Who is being described?

			There are many ways to help students engage with challenging linguistic concepts and ideas, and this is just one such resource. Students’ understanding of the word ‘weïrd’ deepens when one considers the etymology of the word itself. This also helps students understand more about the witches before meeting them: an important moment where they can start to understand the wider history of the characters they will soon meet.

			Resource 1.2 itself is very simple, guiding students from their own knowledge of the word ‘weïrd’, the etymology, a chance to couch this in their own terms and, finally, an opportunity to create an image that will remind students of the root and meaning of the word. Their understanding of the word ‘weïrd’ in this broader sense can be revisited later, and the image they draw can help them later recall the nuances of this.

			RESOURCE 1.2
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			Reading the scene

			Introducing your students to the scene at this point is effective, as the discussions in the lesson so far mean they will hopefully feel ready to tackle some of the Bard and will have had their interest sufficiently piqued to explore the witches. I believe the best way to do this is to present them with the scene without talking about how some students find Shakespearean language difficult. Making comments like this, in an often well-intentioned attempt to allay fears so that students know other people might feel like them, can often be counterproductive. Rather than soothe them, it can instead create additional worry about the language they are about to encounter, creating barriers which will later need to be dismantled.

			In each chapter, I will suggest some key questions you might ask to help students discover the main points in the scene. These are not comprehensive, but are intended to be the starting point for discussions. They could be asked during or after reading, depending on your students. 

			
					What does ‘hurly-burly’ mean?

					What is confusing about lines like ‘lost, and won’? Why might Shakespeare have used this obfuscatory language?

					What predictions do the witches make in this scene?

					Who are Gray-Malkin and Paddock? Why is this relevant?

					What might the line ‘fair is foul, and foul is fair’ mean? Why is it confusing? What might Shakespeare be trying to do here?

			

			Having read the scene, perhaps with volunteer readers, it is important to get every student reading Shakespeare themselves. This scene is remarkably short and the language unthreatening; students often enjoy creating mini-performances of it to present to their peers. This activity also enables you to emphasise the fact that this is a living text intended to be performed and is not just something we now see written down on the page.

			Have students, in groups of three, create short presentations of the scene, acting these out for the rest of the class. It could be interesting to then show students different cinematic and theatrical interpretations, many of which are available online. This helps emphasise, again, Macbeth’s status as a play to be performed.

			Crunching: Judicious appraisal of a scene 

			The language in Act I, Scene i is rich, and almost every word could be unpicked and explored in more detail. However, one really important skill when studying literature, as we know, is the ability to be judicious regarding the selections we make when analysing. If we were to ask students to analyse every word that they found interesting or that they felt to be significant in this scene, it would be very overwhelming. I suggest that the next activity you try with them is to ‘crunch’ the scene.

			‘Crunching’ scenes is an easy and effective way of helping students to retain the most important things to remember, whilst also encouraging them to make independent decisions as to what they deem to be important. Neil Bowen, in The Art of Poetry: Power and Conflict,34 introduces the crunch method to aid understanding of the main messages in the poem being reduced. Act I, Scene i of Macbeth lends itself well to ‘crunching’ because of its short length and sparse dialogue.

			‘Crunching’ the scene involves students picking out what they think is the most important word in each line. Prewarn them that they will have to justify their choices to ensure they think carefully about the words they choose. You can see what this could look like in Resource 1.3.

			RESOURCE 1.3
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			It is highly likely students will pick out the majority of the words listed in Resource 1.3. They are the most distinguishable in the short lines of dialogue Shakespeare has the witches speak. At this point, you can ask students to justify their choice of words, checking their knowledge of each through their explanations, as in Resource 1.3.

			It is likely that some of the choices students will make will be words linked to sound. By examining these words in more detail, we get a sense of what is to come in Act I, Scene ii, where the Captain describes Macbeth’s actions in battle. By examining words such as ‘battle’ and ‘hurly-burly’, which are loaded with the suggestion of sound, we allow students to get a head start on understanding the witches’ influence over Macbeth: students already get a sense of the witches’ abilities of prophecy.

			Quotation explosions

			There are many ways to help students access and consider Shakespeare’s authorial choices, and one such way is through quotation explosions. You could provide students with a sheet like Resource 1.4. The prompt questions allow students to feel supported in exploring quotations and provide a starting point which can be reassuring to students who panic when presented with a blank page. 

			This is, at first glance, a very simplified approach to unpicking quotations. However, by teaching students these three steps – and having students feel confident in this approach – we are teaching them the skills they need to analyse any text they are faced with: whether this is Macbeth, unseen poetry or texts they encounter in adult life.

			There are three steps to this method – a method I was first introduced to by Lia Martin – which allows students to focus on the key knowledge needed to unlock a quotation. The core three questions are as follows:

			
					Who says the line/whom or what is it about?

					Explain what the line means.

					Explain what the line suggests.

			

			When modelled, it might look something like Resource 1.4.

			RESOURCE 1.4
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			In following this method, students are guided from the surface detail, through understanding and comprehension and down into the matter of inference: a vital skill for being a successful reader.

			It could be that you select several quotations for the students to explore using this ‘quotation explosion’ method, but it is also a good challenge to have students pick out, either whilst reading or soon afterwards, the moments they believe are worthy of further exploration. This also opens up opportunities for students to consider justification of their choices: if they are to sift through their extensive knowledge of a book or play in an exam, we want to ensure the textual references they make are suitably judicious ones. 

			In completing an activity such as this, students move from deduction to inference in three steps and are supported throughout. Students could then move on to further inference work using guided questions.

			Guided questions

			Guided questioning is also about encouraging detailed exploration of the language a writer uses and aims to teach students the ability to unpick a quotation. There are many ways to set out guided questions, but this one uses small prompts to support students in unpicking the phrase. This could be edited and differentiated to add additional support or challenge as needed.

			RESOURCE 1.5
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			Answering the Big Question

			Understanding and being able to recall key knowledge is vital to success in English alongside all subjects. We should teach our students what they need to know if we are then going to teach them the skills to analyse and explore their knowledge in the context of an exam. Whilst students will not, as of yet, have committed any knowledge to their long-term memory from their study of Macbeth, the more times a student is asked to consolidate and recall key knowledge, the more likely they are to remember it long term.

			To finish the lesson, it is important to give students the chance to capture in writing their understanding of the Big Question. This is useful if it is done in students’ books, as they can then refer back to this knowledge when needed and, importantly, see how much their knowledge has moved on as they progress in their study of Macbeth. Where time is available at the very end of a lesson, sharing some of their answers to the Big Question can help students consolidate their knowledge further and add anything to their own answers that they may have missed. 

			Suggested ‘Extra Challenge’ activities

			
					Witches or fairies? Discuss.

					‘The Witches. An unholy trinity?’ Write an extended response expressing your thoughts on this question. (N.B. This activity requires further understanding of the play.)

					‘Why is it that ev’ry noise appalls me?’ What is the significance of sound in Act I, Scene i? (N.B. This activity requires further understanding of the play.)

			

			Key vocabulary: 

			Weïrd, supernatural
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			Chapter 2: Act I, Scene ii

			How are we initially introduced to Macbeth’s character?
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			What?

			Scene analysis: Act I, Scene ii

			It does not take Shakespeare long to introduce his audiences to the frenzied, furious and fierce world of eleventh century Scotland, a country standing on the precipice of catastrophe. As Robert Wilson observes:

			A rebellion has broken out; a foreign predator has invaded in order to exploit this internal conflict and drawn the opportunistic support of a noble who had formerly been the close and loyal support of the King.35

			Audiences will see as they progress through Macbeth that Shakespeare is sympathetic to Duncan and his rule compared to the tyrannical anarchy of Macbeth’s kingship, yet there is no denying an indication of Duncan’s apparent negligence. This insurgency underscores a weakening grip on his rule and the fragility of the forces he has sent to quell the uprising. Indeed, the first word of the Captain’s speech, ‘doubtful’, implies that Scottish forces do not have the upper hand; the two warring factions are both described in the report as being ‘two spent swimmers’. 

			It is important to note here that Shakespeare’s play is a work of fiction, yet the conflict between Scotland and Norway anchors itself in history with elements that are inevitably fabricated. Through study of the Anglo-Saxon Chronicles, it is evident that Shakespeare could be referencing real invasions. They state that ‘Cnut [King of Norway from 1028 to 1035] led an army into Scotland on his return from pilgrimage to Rome’36 in 1031. Historical records show us that Scotland was the victim of many skirmishes from Scandinavian forces across the eleventh century, so even if the invasion of 1031 is not the exact battle Shakespeare is referencing, it is not unrealistic to believe that the fictional Duncan would be fighting a ‘Norweyan lord’. Indeed, it is never stated explicitly in the play why the Norwegians are invading Scotland or why Macdonald is rebelling against his king with Irish forces in tow, yet there is plenty of eleventh century evidence to suggest the real Duncan was weak and ineffective, something which carries over to the play.37 

			Graham Bradshaw observes that:

			Apart from Henry VI, Duncan is the only Shakespearean monarch who does not lead his army into battle. He is hors de combat: we first see him as an elderly non-combatant, waiting anxiously on the edge of the battlefield for news of what Banquo and above all Macbeth – the real saviour of Scotland – have accomplished.38

			Duncan is far removed from the battle occurring on his territory. The fact he has to arbitrarily stop and interrogate a Captain who has been a part of the battle shows us he has no real clue as to what is happening to the men who are defending his kingship and country: he is not a witness to the fight. This in turn causes us to question how tactical Duncan has been, or whether he has resorted to relying completely on the strength of his soldiers to win the war. Either way, Shakespeare’s presentation of Duncan is far from favourable at this point.

			One could argue that through this criticism of Duncan and his inability to maintain control, Shakespeare is in fact praising King James I, alluding to his ability to unify England and Scotland. Many have commented on Macbeth and its role as a piece of royalist propaganda. (Shakespeare is said to have used the play to cement his family’s position as supporters of the king after his father was found to have ties to those involved in the Gunpowder Plot.) Shakespeare is highlighting the unforgivable qualities of a weak king, to a king who has brought two countries together, celebrating the coalescence of Scotland and England in the process. 

			The Captain’s brutal descriptions of the battle he has survived are enough to convey to us the savagery that humans are capable of, and the lengths Duncan must go to in trying to maintain peace. Whilst many leap on the Captain’s speech as evidence of Macbeth’s nobility and reverence to his king, the report itself contains an insinuation of something much more sinister. We are told Macbeth’s blade ‘smoked with bloody execution’, implying he slaughtered enemy soldiers with relentless speed and defied his fate. The Captain acknowledges that ‘Fortune’ favoured Macdonald and yet Macbeth was still capable of emerging victorious, presenting Macbeth as someone who, even at this early point in the play, will let nothing and no one stand in his way.

			What is particularly evident here is the apparent ease with which Macbeth ‘carved out his passage’ to reach Macdonald and the simplicity with which he carries out the subsequent evisceration of his enemy. Shakespeare makes it known that Macbeth is already desensitised to violence before he even makes an appearance on stage. This is mirrored later when Macbeth is faced with the moral quandary of killing his king: his private battle to go through with Duncan’s murder is not one which is concerned with violence or gore. It is instead an internal conflict, one where he wrestles with the morality of his actions rather than the physicality of them. 

			Death is a central theme of Act I, Scene ii. When asked for Macbeth and Banquo’s response to this fresh attack from their Norwegian enemies, the Captain reports that ‘they doubly redoubled’, surmising the pair were taking delight in the ‘reeking wounds’ of their enemy. This in itself is ominous. Shakespeare is hinting that Macbeth takes sadistic pleasure in the agony he inflicts upon these invaders, causing us to question what other terrifying and appalling deeds Macbeth is capable of. 

			In fact, the Captain goes further, describing how Macbeth kills: ‘he unseamed him from the nave to th’chops / And fixed his head upon our battlements.’ Here, it is almost as if Macbeth is flaunting his innate savagery and brutality, warning others not to cross him unless they wish to meet a similar fate. This is foreshadowing. Ironically, Shakespeare shows us Macbeth’s own final moment as Macduff reappears on stage ‘with Macbeth’s head’: he has met the same fate as those he has slain. This final image of Macbeth’s decapitated head delivers Shakespeare’s key message in a visceral manner: it is foolish to try to usurp a king, as Macbeth did to Duncan. Fate will always mete out a just punishment for those who do.

			This ominous subtext is even greater as Act I, Scene ii links to the witches’ paradoxical statement that ‘fair is foul, and foul is fair’ in ways which are not always obvious; the witches have already warned audiences that appearance is very different from reality and their message pervades the Captain’s speech. Whilst Duncan may be credulous in response to the eye-witness accounts which tell of Macbeth’s bravery and loyalty, Shakespeare ensures that audiences are more sceptical in their trust. This link between the Captain and the witches could be explored further still. 

			One could argue that Shakespeare, through the Captain, references the abilities of witches. Following the defeat of the rebel Macdonald and the ‘kerns’ (Irish forces), the Scottish army would be forgiven for thinking their problems were over. However, the Norwegian invaders begin a fresh assault which brings yet more bloodshed, an issue presented by the Captain as being like ‘shipwrecking storms and direful thunders’ arriving just as spring appears, a clear metaphor for the anarchy and tumult of battle that ensues even though they were on the brink of victory. Yet attributing the similarities of ‘shipwrecking storms’ to the fight must be anything but coincidental. Shakespeare continues to connect the witches with shipwrecks throughout the play, and so it would be wrong to dismiss the Captain’s words as some sort of fanciful description. This line is wonderfully ambiguous, and the Captain’s metaphor for the battle alludes to the havoc wreaked by witches, their ability to control the weather and the promise of impending death to anyone who dares cross them.

			This reference to death is further explored when the Captain makes reference to Golgotha, an allusion to Christ’s crucifixion. The gospels of Matthew and Mark translate the term to mean ‘the place of [the] skull’, a vivid image of rotting and decay. Perhaps Lew Wallace offers one of the most striking descriptions of the place of Christ’s death. In his novel Ben Hur: A Tale of the Christ, Wallace describes Golgotha as ‘a space upon the top of a low knoll rounded like a skull, and dry, dusty, without vegetation except some scrubby hyssop.’39 The Captain ponders on whether Macbeth and Banquo’s renewed efforts to fight and kill were to ‘memorise another Golgotha’, meaning their aim was to make that battlefield as infamous a location. 

			But what does Golgotha really represent? In one sense, it is the place of suffering and sacrifice; the end of life. Conversely, it is the beginning of hope and belief. Christ’s physical self may no longer exist, but his message endures. This idea of endings and beginnings can also be applied to this moment in Shakespeare’s play, with the promise of a new dawn for Scotland and Macbeth himself. It is this battlefield and the atrocities committed on it which force Duncan to strip the Thane of Cawdor of his title and bestow it upon Macbeth. We see an end to the Norwegian rebellion and get a glimpse of hope and a brighter future for Scotland. However, this future will not come to fruition, for Scotland will ultimately be led to ruin by Macbeth.

			Shakespeare’s reference to Golgotha cannot be coincidental. This religious place which saw the sacrifice of God’s only son may foreshadow Macbeth’s actions at the beginning of Act II. As king, Duncan would have been seen as God’s spokesperson on Earth. By committing regicide, Macbeth will, essentially, commit the same acts as those who saw Christ murdered. 

			To conclude, students will, quite rightly, grasp on to the fact that Macbeth is presented as a victor and a man who would lay down his life for king and country. His downfall later in the play is made all the more shocking because of the verbal accolades bestowed on him by the Captain. Yet, when this scene is read in hindsight, there is more we can discuss and evaluate. It is necessary to ask ourselves whether Shakespeare wants his audiences to view Macbeth as a hero at all. By allowing audiences to be sceptical, we always remain at a distance from him: we become critical observers of his rapid ascent to eminence and subsequent fall into madness. 

			Duncan in Holinshed’s Chronicles

			Comparing Shakespeare’s Duncan to the Duncan found in Holinshed’s Chronicles is incredibly revealing. Duncan, in Act I, Scene ii, is an ineffective king. As discussed, he relies heavily on the Captain to relay news of the invasion Scotland suffers, seemingly keeping his distance from the battle and, as such, calling into question his ability as a strong leader. He is kingly in that he carries himself regally, but the battles others are fighting for him are evidence of his weakening grip on law, order and loyalty. This is mirrored, one could argue, in Macbeth’s own kingship at the end of the play.

			This weakening grip is alluded to in Holinshed, where Duncan is described as ‘softe and gentle of nature’. Holinshed even goes on:

			To hold Duncan accountable for the continual insurgences he suffers (because of his kind, merciful demeanour): ‘it was perceyued how negligent he was in punishing offenders, many misruled persons tooke occasion thereof to trouble the peace and quiet state of the common wealth.’40

			At first glance, then, the difference between the Duncan in Macbeth and the Duncan in Holinshed does not appear to be too striking. Shakespeare, however, departs from overtly criticising Duncan; his comments on Duncan’s weaknesses are far more subtle, whereas Holinshed’s language to describe the King is far more inflammatory. 

			Indeed, Shakespeare goes so far as to emphasise Duncan’s qualities as a man. Even Macbeth, Duncan’s murderer, recognises Duncan as someone who:

			Hath borne his faculties so meek, hath been

		    So clear in his great office, that his virtues

		    Will plead like angels, trumpet-tongued, against

		    The deep damnation of his taking off.

			It is clear ‘the evident purpose of [Shakespeare’s] departure from Holinshed’s account is to deepen the pity of Duncan’s end and heinousness of a crime which lacks the poor palliation of its victim’s incompetence. “Vaulting ambition” is shown to be the usurper’s sole motive, as [he] himself recognises.’41

			The Captain’s speech at a glance

			RESOURCE 2.1

			[image: ]

			How?

			Retrieval

			One of the analogies presented to me at a continuing professional development (CPD) session to help understand the processes of retrieval practice was that of driving a car. When we first learn to drive, there are multiple factors we have to be aware of: accelerating and braking, using the clutch to change gear, and potential hazards. There is a lot to consider. We start off slowly and pick up more as our confidence increases. And why does our confidence increase? Practice. Each new driving lesson allows us to revisit the processes of driving and the knowledge we need to operate the vehicle safely. Eventually we become capable of more and the act of driving becomes natural to us; we no longer really think about the need to change gears, to brake, to check our blind spots. We just do it. This, in essence, is what retrieval practice is doing for our students. It allows them to revisit past learning until it becomes a part of their procedural memory, memory which ‘does not require conscious recall’.42

			Starters should be designed to help students recall information from memory, consolidating knowledge and plugging any gaps that need filling. This does not necessarily have to be complicated; there are plenty of recall strategies one can use and you will come across several as you read this book. Information retrieval is extremely important, and whilst English teaching should not just be distilled to recall and instruction, it certainly helps in assisting students with understanding the basics, which in turn can lead to greater understanding of higher-level concepts.

			As students begin to build their knowledge of a text, it can be difficult to decide which ideas should be selected for recall. With this in mind, I look at what prior information students have learnt that will help them in their current lesson. As we are only on Act I, Scene ii here, this is not much of an issue, but you will see from Resource 2.2 that I have carefully considered which aspects of Act I, Scene i I want students to remember. 

			RESOURCE 2.2

			These recall questions are simple to plan and an effective way of helping teachers see who has retained knowledge from previous lessons. Whilst they may not necessarily be the most challenging questions one could ask of students, they cover areas of extreme importance. 
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			Pre-reading activities

			Big Question

			Once students have completed the questions and discussed the answers as a class, introduce the Big Question for the lesson:

			How are we initially introduced to Macbeth’s character?

			This is the question students must be able to answer by the end of the lesson. Whilst the primary function of Big Questions is to test whether students have successfully learnt the required knowledge to be successful, they can be used in other ways too. Instead of just reading the question to students and moving on, Big Questions can be the basis for their own activity. 

			Draw students’ attention to the wording of the question. The word ‘initially’, for example, would suggest that our perception of Macbeth will eventually change. With this in mind, students can study the Captain’s speech from a critical perspective. Whilst the Captain is commending the bravery of Macbeth and lavishing praise on his skill and prowess as a warrior, students will understand this is only a snapshot of his character and not one which will last.

			Reading the scene

			Strategies for reading Shakespeare

			Students can become so preoccupied with trying to decode what they are reading that quite often they do not focus on how they should be reading it. Sometimes it is not necessary to understand every single word printed on the page when so much of the understanding is rooted in the delivery of the words. Reiterate to students that they should read from punctuation mark to punctuation mark instead of pausing at the end of a line as many are prone to do (even if there is nothing there which dictates they should do so). It may be useful to model this for them. The Captain’s speech is the first extended piece of dialogue students will come across. I usually read a small section of the speech out loud to make explicitly clear that I am using the punctuation to control the fluidity of my delivery rather than line breaks. Students will later get the chance to read the same section of the speech to each other, allowing them to experiment, examine and scrutinise their own delivery. Above all, I want students to savour the words and realise that Shakespeare is not something to fear.

			Once students have established how to read Shakespeare’s speech on a technical level, you should think about reading the entire scene for meaning and to contextualise what has just been read. Key questions you could ask include:

			
					What is currently happening in Scotland?

					How have Macbeth and Banquo fought in the battle?

					What news does Ross bring with him?

					What does King Duncan decide to do as a result of this news?

					Do you think Duncan is a strong or weak king?

			

			Once the scene has been read and understood, revisit the Captain’s speech. If students are struggling to understand it, draw their attention to more manageable areas of his report. Starting your discussion of the speech with the line, ‘brave Macbeth (well he deserves that name)’, for example, is one that students will be able to grasp easily, a spark for further discussion. Couple this with ‘merciless Macdonald’ and students will begin to make the connections needed to decode Shakespeare’s language; they will begin to understand the Captain speaks in favour of Macbeth and against Macdonald. As teachers, I believe we have a tendency to jump straight into the complexities of Shakespeare without always establishing core knowledge first. Ensuring students have a firm understanding of what is being said on a basic level first will help them with the analysis that will come later.
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fone and begins fo
explore themes of
darkness and evil
Recognisable o a
contemporary audience
as a signifier of witches
and witcheraft.

Ths is almost in media -
res: this is a question
often used at he end

of a conversation.

Paradoxical statement -
could foreshadow how ¢
Macbeth belisves he's
won when he becomes
king but his ulimate
downfall i @ loss.

Paradoxical statement
emphasising the witches’
delightin bad things and
heir hatred of things -
going right or well.
Foreshadows Macbeth's
first line in Act I, Scene iii
whichlinks him 1o them ot
his early stage and hints
atthe harmul effects they
will have on him.

‘They are never referred to as witches in dialogue, but Shakespeare creates a
group of undeniable witches through their speech and actions which play in fo

contemporary stereotypes. -.

- Thunder and lightning. Enter three Wiches.

First Witch
: When shall we three meet again?
In thunder,lightning, or in rain?. -
Second Witch

When the hurly-burly’s done,

: When the battle’s lost, and won.

Third Witch

/| That will be ere the set of sun. -

5t Witch
Where the place?
Second Witch

Upon the heath. ..+
Third Witch

There fo meet with Macbeth.
st Witch

1 come, Gray-Malkinl -
Second Witch

Paddock calks. -

Third Witch

Anon.

Al

- Fair s foul, and foul s fair,

Hover through the fog and fithy air
Exeunt.

Emphasises the darkness and moral ambiguiy the
witches bring to the play and to Macbeth's ife.

Further patheic fallacy

 emphasises the negafive

connotations of the
wiches, even at this
carly stage.

In answering the

" question, the wiches

show their sklls in
paradoxical prophecy.

Heaths are part of

""" Scotland's wilderness,

signifying that the witches
will meet Macbeth
beyond civised sociey.

Witches' familiars - a cat
and a foad. This reaffirms
fo.a contemporary

2" audience they are

wimessing the actions
of witches. The name
“Gray-Malkin' refers
tothe colour grey and
the diminutive of the
name Matida o Maud
(frequently used for a
cat]. ‘Paddock comes
from the Middle English
word for a frog or foad;
“Paddok.’
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Thunder
Meet
Lightning
Hurly-burly
Battle
Sun
Place
Heath
Macbeth
Gray-malkin
Paddock
Anen
Foul

Hover

The weird sitere cay the verb bhover. perhape fo reveal their
cupernatural abiltes. The do not move lke normal pesple.
Their supernatoral qualfes evoke fear in the aufience
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Chunked Revi

Actl, Sceneii

Complete the following questions in full sentences. Each answer should be no more than three sentences,

1. What happens i tis scenc? 4 Why do the witches speak in paradoxical
couplets? (Fair is foul, and foul is fair}

2. How Is patheric fallacy used o establish o 5. What s the purpose of the witchesé How s
dark, sinister aimosphere? Shakespecre irying to make his audience feel?
3. Whetis the significance of Gray-Malkin & Finish the quotation: ‘Hover through the .

and Paddock?
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Highlight any words that suggest noise

What kind of noises do those words suggest?
What impression of the situation do these
words give you?

‘When the
‘When the

hurly-burly’s done,

battle’s lost,

‘and won.

Where has Shakespeare used a paradox?
How does this make you feel? Why?

Is there anything else you find inferesting
about this quottion? What? Why?
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Here, the Capain says
hat fortune favoured
Macdonald before he
was defeated. The same
will happen to Macbeth.
Fortune favours him
when he carries ou his
plans to kil he King, yet
it will soon furn against
him and he willsuffer
e consequences.

Macheth is described
as ‘valour's minion. The
Captain i saying he

s the follower of great -
courage inthe face of

danger. Nothing will sop ™.

him in his goal to
il Macdonald.

Macdonald's head is
paraded to the world

as a warning o all who
would seek fo overthrow
he King. Shakespeare’s -
message is clear - ifone
ries o disrupt the Great
Chain of Being, the
consequences will

be severe.

‘The batile has clearly been raging for a long time. The
‘spent swimmers, represening the fwo opposing sides,
are exhausted by their fight, meaning who would be
victorious remained unclear for a long fime.

Capt
Doubtul it stood,

As two spent swimmers, that do cling together,
And choke thei art. The merciless Macdonald -
(Worthy to be a rebel,forto that

The muliplying vilaiies of nature

Do swarm upon him) from the Wesiern Isles -

| Of kers and galloglasses s supplied,

And Fortune, on his damned quarry smiling,
Showed like a rebel's whore. But al’s too weak:
For brave Macbeth (well he deserves that name),
Disdaining Fortune, with his brandished steel,
Which smoked with bloody execuion, *

ke Valour's mivoncarved out is psscge,

Tillhe faced the slave,

Which ne‘er shook hands, nor bade farewellfo him,
Tillhe unseamed him from the nave fo th chops,

|+And fixed his head upon our battlemens.

Macdonald is
described as mercilss’
He is rthless and
unforgiving. Interestingly,
he is an image of what
Macbeth yill become
later in the play. Although
Macbeth s fighting
against Macdonald at
this point n the play,

he will soon adopt the
barbaric and callous
ways of this faitor

Macdonald is supported

" by forces from the

“wester isles” and, as
a resull fortune begins
o favour him. This could
reflect he invasion from
neighbouring countries
that Macbeth will
experience as king.

Macdonald's fate potentially  Macbeth’s blade ‘smoked; an
foreshadows that of indication of the speed with which he
Macbeth's, whose own head Kills his enemies. He is presened as a
is brought ono siage by brave, noble warrior, someone who is
Macduffin the final scene. desensitised to violence.
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