(Please note: you also need to download the accompanying jpeg image file, which shows a page from the working script and the ‘actioning’ technique. Download this from our education page www.outofjoint.co.uk/education/education.html)

Education notes for Out of Joint ‘Macbeth’ 

‘I think our country sinks beneath the yoke;

It weeps, it bleeds, and each new day a gash

Is added to her wounds’









Act IV sc. iii

Theatre offers commentary on the human condition and this ‘Macbeth’ holds no punches in showing the audience its horrors.
The following notes will be of particular interest to students studying A/S or A level Drama and Theatre Studies where critical appreciation of live theatre is central to all examinations. Students are asked to consider the ways in which directors, playwrights, actors, and designers collaborate in communicating with audiences and to show understanding of the social, historical and cultural themes of productions. The notes are divided into sections, each giving insight into the development of Out of Joint’s production of ‘Macbeth’ from a different perspective; the director’s intentions and rehearsal methods, the development of the actors’ performances and the design process. 

· THE DIRECTOR

Out of Joint is renowned as the premier new writing company; hence I began my interview with director Max Stafford-Clark by asking why he had chosen ‘Macbeth’ for this anniversary production. He explained that after reading Daniel Bergner’s ‘Soldiers of Light’ he had been interested in commissioning a new play about Africa, a play concerning child warriors, genocide and the appalling brutality of ‘a collapsed state’. He showed me sickening images of mutilation; a child with his arms chopped off and a young woman whose eyes had been burnt out. Shakespeare, he reasoned, had captured this brutality. It seemed there was a play ready. ‘Macbeth’. 

In addition to ‘Soldiers of Light’ Stafford-Clark sought other texts about African violence. Giles Foden’s ‘The Last King of Scotland’ traces the brutality of Idi Amin, who was fascinated by Scotland and by witchcraft. Deborah Scroggins ‘Emma’s War’ tells the story of an idealistic aid worker who marries a Sudanese warlord and becomes enmeshed in an African civil war. These texts combine to authenticate the production, no single book is the foundation for it. Lady Macbeth is a white relief worker who has married an African soldier who, like Amin, is enthralled by witchcraft and by Scotland. Child actors play child soldiers -Fleance, Donalbain and the young Macduff. Lady Macbeth has had a child by a former husband; there are no children of this marriage. Her ‘I have given suck, and know /How tender ‘tis to love the babe that milks me’ refers to her mothering of this child.

The decision to stage the production in site-specific venues and to use a promenade style was a product of Stafford-Clark’s desire to affect the audience. He was disturbed by the incomprehensible savagery that has come out of Africa and he wanted this ‘Macbeth’ to remove the audience from its comfort zone. Violence on the stage, he argued, has been devalued; audiences are no longer affected by it. He recalled an occasion when he witnessed a traffic accident. The injuries of a young motorcyclist haunted him, leaving him shaken for the rest of the day. The proximity of the spectators to the action of this production will seek to recreate that feeling in the audience. ‘In a traditional auditorium there is a contract between the actor and the audience; accepted barriers define the ownership of the space.’ Stafford-Clark wanted to transcend that contract and make it more uncomfortable, ‘in the same way as those news pictures are uncomfortable for us’

Directing Shakespeare, he remarked, is a learning curve for both director and actor. ‘It is good, occasionally, to do a classic. You’re challenged by the excellence of the text.’ Yet the text is by no means sacrosanct. Sections have been cut, others rewritten. The witches originate in French speaking African Zaire or Cote d’Ivoire or perhaps Cameroon, their dialect adds to the unease of the audience by removing the well-known spells and charms that make the play familiar. Stafford-Clark contends that Shakespeare may not have written these speeches anyway! The actor, Christopher Ryman, has rewritten the Porter’s speech, whose puns rarely generate laughter in modern productions. The impetus for its content came from an encounter Stafford-Clark had with a Muslim doctor in Japan. She did not ask him for money directly but invited him to send her downloaded copies of expensive books on CD. The speech, reassigned to Seaton, has a similar theme: he asks for sponsorship, he has a web site, he is ambitious for the cause.

Rehearsal

Max Stafford-Clark is renowned for his distinctive approach to rehearsal. I was offered the privilege of sitting in on a rehearsal where Max Stafford-Clark employed several different approaches to the text. 

· Actioning

The work on ‘Macbeth’ followed a similar pattern to the way he would tackle a new play. During the research period, prior to rehearsal and casting, images, newspaper articles and texts were gathered. The company spent the early stages of rehearsal ‘actioning’ the text. This process meticulously details each thought a character has, describing it with a transitive verb – an action that one can do to another: I guide you.

‘As we shall make our griefs and clamour roar, 
GUIDES
Upon his death.’

During the rehearsal the director referred to the action guides and reminded the actor, ‘The action is guides, you were playing excites’.  This subtle difference gives precision to the delivery of the text.

 Stafford-Clark finds actioning Shakespeare quite straightforward. Characters often announce what they are thinking saying quite simply ‘Methinks…’ One of the lessons you absorb from Shakespeare is to think on the line. Macbeth says [in Act 1 sc. vii]
 ‘I am settled, and bend up   

Each corporal agent to this terrible feat’

 He’s not settled until that line, he’s still considering it all through that scene.’

The action given here is BINDS; he goes on to ORGANISE and finally to CAUTION.

The section of Act 1 sc vii (download this from the website too) clearly how the actions reflect the intention. It also demonstrates that actions are altered during the rehearsal period. Note the different actions that describe Lady Macbeth’s method of persuading her husband to adhere to their plan to murder Duncan:  exposes, provokes, shakes, persuades, shocks, ridicules, impresses. In playing the actions the actor finds the delicate variations in pace, tone and inflection. The actions in her second speech reflect her need to strengthen Macbeth’s resolve: urges, organises, convinces, emboldens, inspires. 

The action on the line ‘What not put upon/His spongy officers; who shall bear the guilt/

Of our great quell’ has been revised many times – reassures, persuades, fires finally become inspires. Reading the actions gives unique insight into the emotion of the character. The line ‘Bring forth men children only’ has often been played as a critical comment on Lady Macbeth’s callousness. Yet the action praises suggests a completely different feeling, suggesting Macbeth’s admiration of his wife’s shrewd strategy.

· Back Story

The creation of a ‘back story’ is essential to absorption in the world of the play. Stafford-Clark told the actors that their background work on the play had ‘vitalised the[morning’s]  rehearsal. You were specific – you knew who you were talking to and what your history with them is’.  This history is discovered during the actioning process but reinforced by rehearsal exercises. The rehearsal began with the whole company hot seating ‘the Macbeth’s at home’. Monica Dolan (Lady Macbeth) and Danny Sapani (Macbeth) were seated in the sofa with the company and director assembled in front of them. Max Stafford-Clark began the session saying ‘Anything you say in the next 20 minutes is accurate’ and encouraged them to be imaginative rather than literal in their answers.

The following selection of the questions and answers demonstrate the depth of detail that had been established in the back-story of each character.

Q: 
What brought you to Africa?

Lady Macbeth: I didn’t really have a sense of belonging in my own country. I wanted to become involved in the work of the relief camps. I went back to London and did a course in African Studies then went to Sudan. The project involved teaching children. I noticed that some education establishments were used to train child soldiers.

Macbeth (interrupts)…which is a bad thing

Lady Macbeth (to him) Duncan does that

Macbeth You shouldn’t tell them that…..

Q:
What attracted you to Macbeth?

Lady Macbeth: I’ve always needed someone who appreciated a focussed woman.

Q:
What attracted you to her [Lady Macbeth]?

Macbeth: I admired her drive.

Q:
What keeps you in the military? Moral reasons? For your country? Or do you just enjoy having a gun?

Macbeth: It’s a necessity having a gun. It’s like God having a gun. A huge responsibility. I’ve always seen myself as someone who has high standards and morals. I have a Bible at home. I am servant of the King. 

Lady Macbeth (interrupts)

In this country there is no society without the war. It’s naïve to believe that anyone who is part of this country is not part of the war.

Macbeth: This is Africa – if you want to survive you have to get your hands dirty.

Q:
Who is particularly supportive of your friends?

A long pause  

Macbeth: Macduff was always very supportive of our relationship ……..and Banquo

Lady Macbeth (speaks for him) He’s a best mate isn’t he?

Q: Do you have any personal ambitions?

Macbeth: I never really thought of myself as a political animal until I met my wife.

Q: What is your house like in Africa?

Lady Macbeth: We have two very nice chandeliers but we didn’t quite get the ones we wanted’

[See Design for links to this answer]

Max Stafford-Clark then asked the cast to stand and invited Macbeth to articulate his attitude to them.

(of Duncan) I’ve always looked up to him. He is King so I respect him but he wants to be more European. He’s afraid of change and that’s not good for a leader.

(of Malcolm) I don’t see the qualities of kingship in him.

At this point Stafford-Clark moved instantly to the text. [from Act 1 sc.iv where Malcolm is appointed as Duncan’s successor]. The feelings that Sapani had just expressed as Macbeth were captured in his perfunctory greeting of Malcolm.

Sharpening the exactness of the actors’ thoughts even further the director asked the Macbeths to explain their seating plan for their guests at a dinner party. This exercise had obvious connection with the banquet in Act III but was also reminiscent of Emma’s extravagant dinner parties in Sudan.

· Playing Cards
Max Stafford-Clark’s use of playing cards to determine status and levels of emotion has been well documented (see Letters to George). Act 1 sc vi is a short scene that shows Duncan’s arrival at Macbeth’s castle. Safford-Clark, however, gave it a distinctive energy. 


‘It’s very important to be precise; this scene establishes a social order. It’s the scene that kicks off the world that we’ve been talking about’.

The back-story had already been decided – the fighters have been away for months and this is their homecoming. Fathers greet sons; mothers are reunited with their children and husbands and wives embrace. The director gave the focus for the scene ‘…a big soppy reconciliation’ then distributed playing cards randomly, ‘ the higher the card the soppier you are’. The scene was played; Stafford-Clark interjected, ‘Í want a major, major emotional reunion. Whatever your card is up it by three!’  Embraces, kisses and, crucially, vocal expressions of emotion gave the scene vitality.

These glimpses of the rehearsal process demonstrated the way precise detail is embedded into every aspect of rehearsal. The publicity for this production quotes The Observer ‘When Max Stafford-Clark directs you get more than just a play’. After watching this work one can see why.

· THE ACTOR
Research and Rehearsal

A discussion with the actors gave a further insight into the research and rehearsal structure. The company had seen the photomontage at audition and this provided the foundation for the creation of the world that their characters inhabit. ‘Africa is a tumultuous region’, commented Ben Onwukwe, who plays Duncan,’ the issues in Macbeth are very current in Africa’. Background work with the company included a meeting with David Lan who has made a study of mediums in Zimbabwe, documented in ‘Guns and Rain’. This gave an insight into how they operate in African culture. David Lan also supplied very specific details about the environment. During Macbeth’s ‘is this a dagger..’ soliloquy reference was made to the total darkness that Lan had described.

The actors discussed Max Stafford-Clark’s approach to rehearsal with passion. One commented that ‘  [MSC] had a very strong concept, at first I was daunted. The concept was so strong.  Some directors will ask you to find the pictures once rehearsals have begun….but this [the rehearsal process]  has been really refreshing’. Actors are enlisted to search for the answers and the director shares that responsibility. ‘Max dedicates part of the rehearsal time to work that you would do at home. When this is shared it gives the production a unity, everyone knows your character’s history. We have created the world together.’ Stafford-Clark’s methods are, they felt, the antithesis of ‘director’s theatre’. ‘When the director blocks each movement and is totally fixed on an interpretation that’s when it becomes ‘director’s theatre’. This is organic, within a framework.’

The actors commented that the hot seating enabled them to ‘learn about yourself and define the characters by their interaction within that world’. Chu Omambala (Banquo) expands,’ In today’s rehearsal Macbeth referred to Banquo as being noble and a very good military man. Previously I had been described as a chancer and a bit of  a womaniser. Things are changing throughout the rehearsals. It is a process of discovery.’

Another exercise that the actors completed involved searching the text for information about their character. What does he say about himself? What do others say about him? What are his actions? (Stanislavski recommended a similar technique.) ‘It’s like presenting a case in law.’, observed Ben.

Actioning the text occupied the first two weeks of rehearsal. The actors explained how this set strong foundations on which the production was built. Actions underpinned the formation of character as well as informing movement. Actions were not set in stone, they changed as the actor inhabited the role and the character evolved. The actioning breaks down thoughts and makes you very clear who you are speaking to, what you are trying to impress upon them’, explained Sidney Cole (Macduff). He picked up a musical pipe to demonstrate by example. ‘I may give this musical instrument to Nicole and ask her to play it. If I know she can’t play it my action may be RIDICULES but if she is an accomplished musician it could be ADMIRES.’

In rehearsal both actor and director return to the actions to focus thought and to be specific – what am I trying to achieve?

Promenade production presents stimulating challenges for the actor. Nicole Charles who plays one of the witches referred to it as ‘experiential theatre – the audience are going to be involved whether they like it or not!’  The promenade style generates excitement, the actor can never be complacent. The actors mingle with the audience, they act as guides and frequently deliver ‘Asides’ to individuals. Each new venue will provide new possibilities. Max Stafford-Clark’s desire to arrest the spectators and to involve them in the unfolding horror is central to the way the actors will engage the audience.

Lady Macbeth (Monica Dolan)

I began by asking Monica Dolan how far her Lady Macbeth is Emma McCune. ‘She is much more proactive than Emma. Her ambition is much more direct.’ Emma did, however, desire to be the first lady of Sudan. Dolan noted that it was difficult to fully understand Emma’s emotional journey as Deborah Scroggins’ book is based on interviews with Riek, her Sudanese husband, after Emma’s death. She went on to explain Emma’s naïve idealism ‘Emma was not very experienced in life – how many people are experienced in war?’

Her Lady Macbeth thinks that it is right to kill the leader. Earlier, in the hot seating, she had described Duncan as ‘ a bit of a dinosaur’. Lady Macbeth is very well organised

She guides her husband; she has a plan and intends to carry it out. Dolan described how Lady Macbeth uses her femininity to get what she wants. She speaks ‘off the voice’ disarming in her insincerity with Duncan. She is also wily enough to realise that she will not get Macbeth to do what she wants by being strident and aggressive.

When asked about Lady Macbeth’s disappearance from the play following the banquet she quickly fills in the back-story. ‘She knows that she has lost her husband – psychologically. Their paths have diverged- she becomes isolated when he goes off into the field. She is not in touch with herself consciously and can only face up to what she has done in sleep. That is why she starts sleepwalking’

Macbeth has murdered sleep: his own and his wife’s.

The Witches (Sidney Cole and Nicole Charles)

Stafford-Clark’s bold decision to translate much of their dialogue into French/African makes the world of the witches exclusive. ‘A world of their own that people [the audience] don’t understand’, comments Nicole. ‘So foul and fair a day’ are practically the first words of English to be spoken. Max Stafford-Clark had wanted to find a way of making the witches disturbing; they had ceased to be ‘scary’ in modern productions. The work with David Lan underpinned the development of their roles. Lan described how the mediums are very much a part of the community, in the same way that astrologers are accepted in Western society. Sidney, as the 1st Witch, is the Mondoro – a Zimbabwean word for Chief Ancestor or leader. The mediums co-exist in society and there is good and bad in them all. ‘We are the conduits to the elements’ explained Nicole,‘ we come from within you’. ‘When they are not providing this function they are just regular people’ added Sidney.

In preparing the roles they also worked with Peter Bedejo on the physicality of African dance so that their movements were rooted in truth. Nicole described some of the work ‘He got us to imagine that we could feel things behind us, above us, around us ………we were moving on all levels.’ 
Both actors had found research and exploration exciting but they confessed to finding the French extraordinarily difficult at first!

· THE DESIGNER
Two weeks before rehearsals began I met designer Es Devlin at her airy studio in south London. Essential decisions had been made and the model box completed. The world of this ‘Macbeth’ alludes to a collage of powerful images of child soldiers in Sierra Leone, Rwanda and the Sudan, which glare across the sunlit room from Devlin’s chilling design boards. Pictures of children brandishing guns, of African voodoo dolls strapped to a foliage covered jeep ‘Birnam Wood comes to Dunsinane’, of self elected chiefs heavily decorated with medals both stimulated and validated the design decisions. The design seeks to recreate what Stafford-Clark described as ‘ a degenerated  world’.
Site Specific and Promenade Performance

One of the most exciting aspects of this production of the classic text is that it is a promenade performance set in a space, not a traditional theatre. ‘Macbeth’ is performed in such sites as a warehouse, a medieval house and a mill building. Promenade performance recasts the actor audience relationship. It redefines the stage space as an area shared by actors and spectators in a unique way that will affect the individual’s response to the performers as each new audience brings its own energy to the theatrical event. The audience are not merely observers of the action but participants in it. 

The design must create the setting but also must fit into a variety of site- specific locations on the tour. Devlin did not find this a constraint but pointed out that it would, ‘allow the environment to respond to the location. The design does not control the visual elements as the costumes might do, it controls certain pointers that create the world’. 

Devlin has designed an atmospheric entrance area, which she describes variously as a ‘shit heap’ and ‘very edgy’. The audience enter through the detritus of a war zone, littered with discarded ladders, broken chairs and wire netting, reminiscent of a refugee camp. Here they are bribed and harassed by ‘child soldiers’ and are immediately immersed in the world of the play. From the ’blasted heath’ of Devlin’s chaos the witches emerge to prophesy Macbeth’s fate. These witches are East African mediums, accustomed to prophesying the future. Devlin produced images of the Mondoro from David Lan’s book ‘Guns and Rain’. 

The traditional boundaries between auditorium and stage are abandoned in promenade productions and the company mingle with the crowd who gather to listen to the witches and guide the audience through the early scenes. Textual references are also found to suggest movement of the audience, Act 1 sc iii concludes with ‘Come friends’, a cue to lead the audience outside to Duncan’s hastily arranged press conference. Other members of the company mingle with the audience and help to direct movement.  The traditional barrier between spectator and performer is abandoned; they occupy the same space and in the opening sequence the same function.  Macbeth’s asides are delivered to individual members of the audience, Max Stafford-Clark comments that in the delivery of Asides ‘the audience are your best friends, your confidants, you never lie to them.’  The proxemics of actor to audience in a promenade performance is conducive to this level of intimacy.  

The basis of the design brief was that there must be two performance areas, divided by a wall and containing doors leading to an inner space. This is reminiscent of the ‘inner-stage’ at Shakespeare’s Globe where scenes, or horrors, could be revealed.  A dividing wall is toured with the production and used to create the two spaces in most venues. Devlin has a photograph of a wall, painted in lurid green with figures in silhouette. She describes this colour as ‘giving energy’ to the central space, symbolising ‘the hopes and aims of the fighters’.  Attached to the wall is a picture of King Duncan, the war- lord, as Macbeth rises to power Duncan’s picture is changed for one of the new ‘king’. The design of the principal location uses ammunition cases as seats with luridly coloured chairs and what Devlin calls ‘requisitioned rubbish dump furniture’. Paradoxically the seating is arranged in a formal layout, the audience observing the action from within. This room is an ante- room of the Macbeths’ ‘castle’ furnished with a jumble of objects evoking faded glory and African culture, a splendid settee with flaking gold leaf and an African stool. The reference for the settee came from ‘Ovations’, the Nigerian equivalent of ‘O.K.’ or ‘Hello’. The demonstration of wealth is important and people do not shy away from it. In Africa glamour co-exists with abject poverty and Devlin was very much influenced by images that have emerged from Sadam’s palace. 

The ‘inner space’ is used for intimate or chilling events. Through meticulous referencing of the text the promenade style becomes integral to the performance.  The audience are led into the banquet with the line ‘So, prithee, go with me’ where they are greeted by the Macbeths. At key points in the play the director wanted audience members to be part of the performance and some are invited to sit at the table. This production is an assault on the senses. The promenade audience are invited to taste and to drink Devlin designed a trap in the table to facilitate the sudden appearance of Banquo’s ghost. On the second occasion the audience share the shock with the central character. 

As the play reaches a horrible climax the audience are led out of the formal area to the inner space from where they have heard the horrifying cries of Lady Macduff and her child. Devlin described the intended visual impact. Max Stafford-Clark likened it to a piece by Tracey Emin; the silent audience are led into the inner space to witness the aftermath of the rape and murder. There is a gruesome detail in creating blood, which will be seen from close proximity and therefore must be of the correct consistency The table, now covered in wipe clean fabric decorated with children’s designs, a stark symbol of the destruction of innocent lives. The promenade style casts the audience as complicit bystanders, helpless participants in the horrors that surround them: perhaps in the same way as the journalists who produced the images that the design references? 

Max Stafford-Clark had originally written in his notes ‘ a war-lord in exile, lots of Armani’ as the setting for Malcolm’s exile in England. This had evolved to become a kind of colonial country club. The intention is to create a stark juxtaposition of the terrors of the war zone with the wealth and comfort of neighbouring states. The audience move from the horror of the murder of the Macduff’s to a smart and opulent world, still reeling from their experience.

Designing for site- specific, touring and promenade makes particular demands on the designer. In Wales the set will be built and dismantled twice in one week. Each venue has particular features that will affect the design; this is the attraction of the project – working with the surroundings to create a disturbing, traumatised environment.

 Joanna Town, lighting designer, commented that ‘site specific work is always challenging’.  She aims to light Devlin’s set with ‘found sources’ that do not work against the surroundings. ‘I do not want to distract from the natural architecture of the building. I want to allow it [the play] to breathe in those spaces.’  In a warehouse venue, therefore, she will use the fluorescent strip lights. The wall is lit with theatrical equipment – the only lighting that can be pre rigged whilst the show is on tour. No attempt is made to disguise the piece of scenery, so when the audience enter the ‘inner space’ they will see the wires and structure of the wall. Devlin reasoned that the Macbeths have simply erected a piece of wall they found and painted it green. The makeshift world of war-torn Africa. Ultimately, Town stated, the lighting must illuminate the actors not merely create a lighting state. Yet it must indicate location - Africa, in conditions without electricity. Where theatrical lighting is employed it will be disguised in the set and made to look real, for example on the ‘blasted heath’ camp- fires glow from within the rubbish. The lighting source will be in keeping with the location, augmented by lamps, torches, candles, flashlights and headlamps.. In some venues the company will install red rads (temporary heaters), which can also be lit to create effects. 

Examples of lighting using not theatrical sources include a dilapidated chandelier in the banqueting room, signifying an attempt to create splendour in this scruffy world. On Macbeth’s desk a lamp is utilized to create an effect and in the Lady Macduff’s room a single bulb hangs and a nursery light glows, its tune a melancholic lament on the stomach-churning assault. The blazing headlights of a camouflaged UN jeep blind the audience as it heralds the arrival of Birnam Wood at Dunsinane Hill. 

An additional consideration, Town explains, is the proximity of the audience in promenade performance. It is crucial to consider safety when placing lighting sources. She gives an example: when Lady Macbeth reads the letter in Act 1 sc.v she might ideally be lit by a single paraffin lamp. In a theatre this would be achievable and safe. The lamp would be real but supplemented with theatrical lighting. In promenade, site-specific theatre safety factors determine the possibilities. 

The costume design also took inspiration from the images on the design boards. The costumes evoke a sense of place and reflect the changes in status and location. Every detail of each decision was cross-referenced to the text and to the source material. Macbeth is a young warrior, he and Banquo are covered in blood on their first appearance from the battlefield. Macbeth gradually adopts Scottish dress, a result of his fascination with the country. When dressing for the banquet Macbeth is encouraged to ‘sleek oe’r your rugged looks’, he is being dressed in more formal attire and adopts the kilt, Giles Foden’s  ‘The Last King of Scotland’  being one of the points of reference for the production. The Macbeth’s child wears tartan pyjamas, reinforcing the Scottish theme Lady Macbeth is a white aid worker who marries this warlord. A picture of Emma, from Deborah Scroggins ‘Emma’s War’, shows her in a cool, western outfit.. Startling images of children dressed in faded T-shirts from Oxfam parcels, one wearing a teddy bear knapsack and carrying a gun, became the stimulus for costuming the child actors who will play the child soldiers. They wear a mish-mash of adult oversized garments; a picture of a small child in an adult army helmet stared from the design boards The recurring image of the gun is the essence of the play’s message. Guns are like the teddy bear, guarded and cherished. The guns are far more than a theatrical prop, they are iconic, representing both the violence inherent in the play and the tragic loss of childhood innocence. Such props have significance beyond their functional use.

Research into rituals revealed that chicken blood and the clay soil were mixed to create a white paste. The child soldiers believed that this would enable bullets to pass through them. Make up for the witches and Banquo’s ghost recreates this appearance. This make up is not used to disguise but to add precise detail to the creation of the world of the play. 

This production will stimulate debate. This is not an ‘interpretation’ of ‘Macbeth’ but Macbeth in a world which flashes across our TV screens so frequently that we become desensitised. A recent A level exam question asked students to consider the statement:

‘Theatre should be about the way we live now, not the way we used to live’.

How pertinent is this assertion when considering this Macbeth, written 400 years ago and speaking with tremendous resonance to an audience today.

Melissa Jones

Melissa Jones is an Advanced Skills Teacher of Drama and an A level examiner.
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