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Abstract 

My research identifies and supports purposeful teaching of Shakespeare plays in secondary 

school English Language Arts classrooms. In US secondary school classrooms the plays are 

often taught as stories that need to be told and explained. Gee’s “collectively intelligent teams” 

(2017) are exactly what Shakespeare classrooms need to become instead: much more focused on 

students making meaning through a range of dramatic and multimodal approaches. This research 

illustrates how students can, with good teaching, bring their different knowledge, experience, and 

skills to make sense of complex texts. I analyze in-classroom activities: theater-based practices, 

and the use of digital tools as well. To illustrate how Gee’s theory of social-activity networks can 

further support classroom meaning-making, I offer examples of distant connections being made 

in support of significant student learning. 
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The Shakespeare Classroom:  

Toward A Social Activity Network Supporting Student Engagement and Success 

 Pixar’s 2007 animated feature Ratatouille, (Lewis & Bird, 2007) set in Paris, depicts fine 

cuisine as an art that is possible for anyone willing to learn the skills, persist, and collaborate. In 

the New York Times, reviewer A.O. Scott (2007) described Ratatouille as “one of the most 

persuasive portraits of an artist ever committed to film.” In Ratatouille there is an unlikely trio of 

ambitious chefs: Remy, a rat; Linguini, the “garbage boy” for a famous but struggling restaurant, 

and Collette Tatou, the only woman in its kitchen, an individual with a fierce trust in craft and 

technique. Former Chef Gusteau (who appears to Remy but is unfortunately dead) has inspired 

them all with his famous slogan that anyone can cook! To cook in this film is to create good 

food, not reheat it (the chefs foil a plot to franchise the Gusteau brand); the chefs begin with the 

award-winning recipes but improvise and innovate to make the restaurant their own.  

Aspiring to be excellent, and concentrating together for success, is not usual in US high 

schools. Lucky students have extra-curricular opportunities to be part of sports teams and in 

performing arts groups, for instance, where what they produce or create, or how they perform, 

matters for more than a grade. But without such opportunities, students in typical classrooms, as 

Dale Dougherty (2012) writes in The Maker Movement,  

…. are disengaged and bored in school, and as a result, many see themselves as poor 

learners. We should be framing things in our schools not just in terms of “how do we test 

you on that?” but on “what can you do with what you know?” When you’re making 

something, the object you create is a demonstration of what you’ve learned to do, thus 

you are providing evidence of your learning. (13) 



Turchi  THE SHAKESPEARE CLASSROOM 

92 

 

What can you do with what you know is a useful framework to guide both kitchens and 

classrooms. Imagine an English Language Arts course where the structure invites everyone to 

participate, and the work is focused on meaning-making: creating interpretations, not just 

receiving ideas. My research identifies and supports such purposeful teaching of Shakespeare 

plays in secondary school classrooms. As a teacher educator, I develop strategies that connect 

secondary students to these texts, and instructional approaches where classrooms invite students 

to make meaning.  

 Making meaning is not easy. A Shakespeare play in a secondary school classroom is 

often taught as a story—albeit a complex one—a text to be told and explained. Students 

understandably resist the “ancient language” and too often the teaching reinforces the idea that a 

complex text is best left to an expert for translation. Shakespeare plays become a strange 

monument, as Guillory (2016) describes, representing what once meant something to somebody 

but which is now little relevant to students’ dynamic young lives.  

 There are alternatives to passive learning about Shakespeare plays. Teachers can combine 

arts approaches and the tools of 21st century learning in their classrooms, which can become 

places of great cooking indeed—with persistence and collaboration. The teacher has an essential 

and difficult role. The students need scaffolding to support their understanding, need to acquire 

habits for thinking and inquiry, and need to embrace the discipline of practice—all of which 

matter in the arts. But what is more, I want to argue here that the teacher has a responsibility to 

connect students to others outside her classroom walls. Just as the chefs in Ratatouille want to 

impress customers and critics, students need people who share their passions and will introduce 

them to practices and crafts important beyond the traditional school setting. 
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 James Paul Gee, in Teaching, Learning, Literacy in our High-Risk High-Tech World 

(2017), offers a compelling vision of an activity-based social system, where teachers partner with 

immediate and virtual communities in order to engage students in understanding their lives. Gee 

writes,  

Good teaching no longer resides in just one individual called a teacher. It now also 

resides in activity-based social systems and in smart technologies. Teaching today, at its 

best, involves using multiple good technologies and good forms of social interaction and 

participation to design good learning experiences so that learners can know, do, and 

become. (39) 

Gee argues that the teacher as a single force for learning is not appropriate for students 

now, when they are able to see so many avenues for learning what matters outside of a 

classroom’s walls or a school’s curriculum (157). Gee’s notion of “collectively intelligent teams 

(86-87) is exactly what Shakespeare classrooms need to be: teams of students and teachers and 

others—within the classroom walls and without.  

In this essay I draw on successful English language arts classrooms to illustrate how 

students can, with good teaching, bring their differing knowledge, experience, and skills to make 

sense of complex texts. I begin with analysis of in-classroom activities for meaning making: 

theater-based practices, and those that draw on digital tools as well. Later, to explain how the 

social-activity network can go even further in supporting meaning-making, I offer examples of 

connections that can support significant student learning. 

Theater-based classroom practices in an English Language Arts classroom allow students 

to collaborate to create interesting performance: the product of their work (even on the smallest 

of performance scales) has meaning and matters. Edmiston (2014) explaining his methods of 
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leading such dramatic inquiry, states: “Though the groups don’t stage and perform plays they do 

begin to trust one another, author understanding collaboratively, and hopefully inspire as well as 

challenge peers via active and dramatic tasks that present and explore the possible meaning of 

texts and topics” (p. 84). Similarly, in contrast to listless classroom “read-alouds,” Stredder 

(2009) describes “harnessing the energy” of the narrative that arises from the intellectual and 

emotional risks of performance. Stredder’s classroom activities result in students acting on, 

caring for, and paying attention to texts and themselves in new ways. Sanders and Albers (2010) 

see engaged classrooms as unlocking student expression and creativity:      

… as teachers, we have the responsibility to provide students with a range of 

opportunities that enables them to expand their repertoire of ways in which they can 

communicate what and how they know. We know that when people are actively engaged with 

inquiry, have a desire to learn new things, and try out different digital, visual, musical, spatial, 

dramatic (and so on) tools and techniques, they have the potential to say and do things that we 

have never before imagined (p. 3). 

There are many resources to support dynamic and multimodal teaching of Shakespeare 

plays. Through these, students find themselves engaging successfully with complex texts and 

developing their own ideas through artistic expression. Students typically welcome these kinds 

of opportunities for taking their learning more seriously. The collaborative processes allow them 

to escape “group work” (dividing and conquering unimportant tasks) and work together to create 

something interesting to them.  

 The Atlanta Shakespeare Company has developed “playshops” that are designed to 

increase student access to Shakespearean vocabulary and diction (Hall, 2014). These provide 

students lines and short speeches out of context. The exercises are techniques for students 



Turchi  THE SHAKESPEARE CLASSROOM 

95 

 

making meaning first through physical exploration of rhythms and expression of emotions. In 

this way students approach Shakespeare texts as actors and, after what ASC calls “freewheeling” 

exercises, they can identify lines they go on to study “not with bafflement but rather with a sense 

of ownership” (p. 4). The ASC materials support teachers as they continue to use these 

techniques in classrooms and build their students’ identities as knowledgeable sources of 

meaning-making.  

 

Figure 1. Atlanta Shakespeare Company Playshop in action. Reprinted by permission of the 

Shakespeare Tavern Playhouse (http://atlantashakespeare.org/1). 

Fiona Banks (2014) of Shakespeare’s Globe in London outlines “core activities” for 

students, techniques designed to give insights into the visceral effects of language. As one 

example, teachers adopt the “words as weapons” exercise (p. 109). In it, students first experiment 

http://atlantashakespeare.org/
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with actions that show how they are wielding imaginary weapons. Then they look to a 

Shakespeare text and choose words that are intended to be hurtful or damaging. As these words 

are spoken aloud, the students are encouraged to use their (imaginary) weapons – to mime how 

they would fire at or throw them against a partner. As a next step, students are challenged to find 

examples in the text where a word itself is the weapon. They consider how to create ways to say 

the word to be most hurtful. Most importantly, having the students working in pairs, students are 

encouraged to react: to think about physically responding or receiving hurtful words. Banks 

writes how this exercise encourages students to not only consider context but also to recognize 

that “sometimes the most powerful weapon words are not obviously violent” (p.110). The Globe 

Education programs offer students and teachers in training and events, and Banks and others 

partner with school systems to promote active and inclusive teaching of Shakespeare plays.  

English Education professor Timothy J. Duggan has created an atypical study guide for 

teaching Julius Caesar (2012), one that draws on his work supporting the Chicago Shakespeare 

Theater’s Bard Core professional development series. As one example, he offers guidance for the 

technique of shared choral reading as applied to a Brutus soliloquy in Julius Caesar. Students 

assign themselves sentences or line breaks, and they create mime or gestures as physical 

representation of the action suggested by the words. Students explore the sounds of words, and 

the rhythms of the internal dialogue. They increase their comprehension through experiencing 

how these highlight rhetorical moves within the speech: I must do this. Should I do this? What 

will happen when I do this? I have to do this. What will people say? What would X say? As 

readers and enactors, students explore and choose how to express ideas through the words of the 

characters. They can reflect on their choices and continuously improve their performances. 
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The Folger Shakespeare Library extends the impact of its extensive collections with its 

theater productions and its Education Department, which has a history of providing great 

teaching materials. Written through the collaboration of teachers from Folger’s highly selective 

Teaching Shakespeare Institute, the Shakespeare Set Free series has been in use in ELA 

classrooms since the 1990s (O’Brien, 1993). One approach has seen many incarnations in ELA 

classrooms: “character committees,” where students examine a play from the perspective of a 

particular character. Through enacting relevant scenes and collecting examples and quotes that 

reveal a character’s objectives, students do much more than identify plot points.  

In my own work with teacher teams, I observed adaptations of the “character 

committees” assignments as students used iMovie to create trailers for imagined films centered 

on their assigned characters in Midsummer Night’s Dream. This multimodal assignment 

unleashed creative ideas of all kinds: a stop-action chase through a Lego-built forest, Egeus 

illustrated by clips from Presidential campaign news stories, favorite teachers cast as Hermia and 

Lysander, Oberon portrayed in a prismatic selection of Google images, and mash-ups including 

screen shots from a Shakespeare e-book production. As always, some students were more adept 

than others at responding creatively to the play, but their teachers believed this pedagogical 

approach gave students a stronger knowledge and appreciation of who the characters were. 

Students need such teachers who make time and offer appropriate scaffolding so that young 

meaning-makers can most fully realize their ideas and articulate their understandings.  

Another Folger exercise is the adaptation of the brief and brutal scene of a mob’s pursuit 

and execution of Cinna the Poet Julius Caesar (Act 3 scene 3)1. Using it, I can lead more than 

twenty students to participate, each taking a line, and the group can experiment with the feelings 

                                                      
1 For a discussion of using this exercise, see G. Voskov’s Folger Education Blog, October 2015 
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and actions of as a mob as it seizes power, baiting and surrounding their victim. This is not only 

a dramatic technique: it also enhances more typical pedagogy for the play, where the teacher 

analyzes the rhetorical dimensions of the funeral orations for students. Students gain a visceral 

understanding of what it means to work a crowd. There are additional theater games that allow 

students to embody status, to experiment with how one’s posture and physical position can 

communicate power or deference. In Julius Caesar they can experience how all the men (and 

women) are jockeying for position and influence, and students recognize the patterns of human 

dynamics whether in high positions or among “common” laborers.  

Performance-based approaches with such scenes enable students to experience class and 

status and articulate how the differences feel. This important work supports Ratatouille’s dictum 

anyone can cook! and presents a school stereotype that needs to be disrupted: the notion that 

theater-based approaches to Shakespeare plays should be reserved for the most deserving (or 

compliant) students. This egalitarian ethos echoes Boal (2006): “we must all do theatre—to find 

out who we are, and to discover who we could become” (62).  

Limiting the arts to those who may have an easier time making meaning is 

counterproductive. As Hart et al. (2017) describe, “The rehearsal process of a scene becomes a 

dynamic experience for students, which helps them to see learning as constantly developing, 

changing, or refining process in more specific and vivid ways…These insights depend on the 

value of multiple viewpoints in discussion, viewpoints that challenge one another and viewpoints 

that assert themselves” (p. 13). When only the most cooperative or competent students are 

allowed to participate, these differing viewpoints are less likely to emerge. It is disheartening to 

hear teachers rationalize that less-achieving students who “couldn’t even finish their study 

guides” are not going to be allowed to take part in arts practices. Their misguided attitude is no 
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secret: I have visited classrooms where students were keenly aware that others—their peers and 

their friends—had more creative opportunities with Shakespeare plays, and they were not happy. 

The dynamic theater-based approaches I describe are designed to be successful in wide-ranging 

ELA classrooms. All students deserve to be meaning-makers. 

Shakespeare plays are not the only literature that students can make meaningful by active 

and multi-modal approaches. The pedagogy can also enable students to find bridges to other 

literature, to connect to issues students care about and want to understand, and to evoke students’ 

own powers of expression and creation. Murray and Salas (2017) describe choral reading and 

interpretation techniques and their use as the basis for student presentations of Emily Dickinson 

poems. They describe emerging individual and social meaning-making in classroom activities 

where students speak and enact complex ideas from the texts. They claim that such approaches 

are particularly helpful for English Language Learners because abstract academic discussions 

can be a barrier to their participation and learning. Murray and Salas also recognize the potential 

for positive disruption, writing, “However teachers adapt this lesson to suit their own texts and 

goals, we encourage them to trust that the unexpected is to be expected in art and discussion” (p. 

103). Learning to make meaning of Shakespeare plays gives students sometimes unexpected 

avenues into other works, and the arts become that much more relevant to their literate lives.  

This is not to romanticize a Shakespeare classroom, imagining students who discover the 

plays easily, driven solely by their interests. Instead, the teacher has many challenging tasks. 

Bringing theater-based pedagogies to literature classrooms takes preparation time, requires 

teacher confidence in leading, may take additional classroom space, and can be noisy: teachers 

need colleagues who will not complain, who will understand what good learning sounds like.  
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Affinity Spaces 

In addition to all the work of good teaching outlined so far, I am compelled to argue that 

21st century teachers must also deal with their students’ belief that truly important learning is 

elsewhere, outside of school. But the internet is not only a place for distraction: it can also be a 

place where students find the meanings they are making reinforced. Gee (2018) calls these 

“affinity spaces,” places where students can find communities of others and opportunities to 

enrich, explore, and expand their interests. These connections can strengthen practices and habits 

students acquire through meaning making in the classroom.  

It is hard to think of a significant matter of human concern that hasn’t attracted a thriving 

online community of problem solvers. Today, one can find affinity groups devoted to 

everything from citizen science to improving women’s health, passing legislation, curing 

rare diseases, writing fan fiction, and countless other topics, including many interests that 

are school-like (such as affinity spaces focused on tech skills, history, and mythology). 

And within these affinity spaces, people are fully engaged in helping each other to learn, 

act, and produce, regardless of their age, place of origin, formal credentials, or level of 

expertise (Gee, 2018, p. 9). 

 Affinity spaces offer new ways to think about the boundaries of classrooms and teaching. 

In Ratatouille the restaurant is not an isolated oasis of good cooking but in Paris, a mecca for 

chefs, with customers and critics to be impressed, and other Michelin-starred restaurants for 

competition. Because of the interconnectedness of our times, students know success is not only 

defined in classroom grades or school awards. They may be motivated by these markers, but as 

steps toward more meaningful goals in their futures. And if students do not see school as at all 

relevant to the lives they intend to lead, Shakespeare can become a monument to all they reject. 
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As teachers, we know the loss that this means. Because affinity spaces around many different 

passions can hold meaningful connections for students, these may bring them “back” to literature 

on their own terms. Consider the case of spoken word poetry.  

Spoken word is a way for students to understand the world as they reveal themselves 

through insights and creative development of their ideas (Issit & Issit, 2010). As Shakespeare 

plays can be a foundation for expressive and creative student work, there are pedagogical 

connections to be made to contemporary spoken word poetry and its performance. Poetry Power 

(poetrypower.org), Poetry Alive (poetryalive.com), and other spoken word events and 

competitions are national successes for empowering student voice. But even pre-service ELA 

teachers who know this power to be true in their own lives, or veteran teachers who have not 

have experienced it, may need affinity spaces and social-activity connections to help students 

bridge between such immediately accessible performances and studies of canonical literature.  
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Figure 2. Publicity poster for Romeo is Bleeding. Reprinted by permission. J. Zeldes, Director; 

M. Klein, Producer (www.romeoisbleedingfilm.com2). 

http://www.romeoisbleedingfilm.com/
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The recent documentary Romeo is Bleeding (Klein & Zeldes, 2017) (available at 

http://www.romeoisbleedingfilm.com/) offers a view into an affinity space, and it suggests social 

activity networks that can expand other classrooms dedicated to powerful meaning making 

around a Shakespeare play. The film allows teachers and students to witness how responding to 

Shakespeare through spoken word poetry can even better express what really matters. In the film 

Donté Clark and former ELA teacher Molly Raynor lead an after-school spoken word poetry and 

arts program in Richmond CA, an impoverished Bay Area community. Clark becomes inspired 

by Romeo and Juliet as a story that he and his group need to tell, but not because of lovesick 

teenagers. These student artists create a spoken-word version that portrays and responds to a 

deadly turf war that is chronically killing their friends and families. They perform their play—

Te’s Harmony—as a depiction of their community and a vision for what they hope can change.  

The documentary offers limited access to the work as it is ultimately performed, making 

the broader point that their performance is for their community, and the idea of creating such a 

performance (or other products) is meant to inspire students to find and share their own voices. 

In the excellent educational materials that accompany the film (Blueshift, 2016), the script for a 

number of the spoken word Shakespeare adaptations are available. Teachers could incorporate 

not only the film but also the script, pairing it with the play in their classrooms. 

 The documentary allows the viewer to witness the creation of the play, including the 

intensive crafting of words and the dramatic techniques used in rehearsal. During this time, 

students are also losing friends to shootings. Their work together is a plea to the community to 

recognize the cost of the old grudges that shape their violent daily reality. For instance, this is the 

passage written for “T – Y” (Tybalt) when he discovers “Te’” (Romeo) in disguise at the 

family’s party: 
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We drown in puddles of tears 

While their hands are painted red with our blood, my brother’s blood 

Trying to play God can only get you death 

And in my ears their final words would be music 

His blood painted across walls and concrete floors 

Crimson rivers of justice 

Blackened flesh framing his lifeless corpse 

My hatred runs deep 

What if I could stop not only his heart but his very soul? 

The performers use spoken word techniques to respond to Shakespeare and remake his 

language in their own expressions. They also make explicit how the wider world—the immediate 

community but also its cultural history—connects his plot and their community history. Clark 

pays particular attention to the Prologue’s “ancient grudge” at the heart of the conflict between 

Capulets and Montagues: Te’s Harmony includes a description of systemic racism as an 

explanation for the way that violence torments their community. 

1619, the first slave shipped from Africa 

They preferred a strong breed 

African men not young enough to miss their mothers 

And not old enough to carry too much wisdom 

The broadest shoulders for the highest bidder 

Proved themselves worthy to the master 

Loved him with more heart than their lives 

Master say and they do 
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That’s when they flip 

Master play favorites and everybody get jealous 

So they start to stick together with their own kind 

Light skinned mulattoes vs. 100% n[word]…” 

In the film, the student performers integrate their knowledge of their specific 

community’s history into their play. They know about segregation in the 1940s and how the lack 

of housing defined their community. Through their poetry they describe how, with the shipping 

industry booming and then shuttered, the cycles of gentrification and neglect have defined their 

neighborhoods and reinforced competition with and distrust of others. Gun violence is not 

“senseless” to these student-artists: they have used their voices—the craft and technique of 

spoken word poetry—to make meaning of it. 

 

Figure 3. Donte’ Clark in Romeo is Bleeding. Reprinted by permission. J. Zeldes, Director; M. 

Klein, Producer (www.romeoisbleedingfilm.com2). 

 

http://www.romeoisbleedingfilm.com/
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In the pursuit of ever-expanding social activity networks around Shakespeare plays, our 

University of Houston project—Teaching Shakespeare in Houston—screened Romeo is Bleeding 

(Christensen & Turchi, 2017) for our community and especially local teachers. The University of 

Houston College of Education is committed to increased local community involvement, to “serve 

the community as a hub for collective action.” Our Teaching Shakespeare Project contributes to 

these efforts through collaborating across our institution, networking teachers, sharing resources, 

and positively disrupting Shakespeare pedagogy in local ELA classrooms. Our campus hosted a 

performance of an original theatre piece by local H.S. students: Gun Violence: The New Normal. 

After the performance, their theatre and English Language Arts teacher explained in a “talk 

back” section that students had approached her about a productive way to express their grief, 

anger, and hope. They shaped the script from this desire for creative expression.  

Consider other avenues that students could discover when a Shakespeare classroom is 

designed for connecting – and where the challenge to connect is given to the students, not 

required as more preparation by the teacher. For instance, students can discover a stunning 

example of meaning-making available in Cry Havoc, a one-man one-act written and performed 

nationally by Stephan Wolfert of the Bedlam Theater of NYC. The work interweaves speeches 

on soldiering and warfare from Julius Caesar, Coriolanus, Hamlet, and Henry V. Wolfert 

describes and enacts overcoming emotional and physical disabilities to become able enough to 

enlist. He is successful in the US army as a medic and an officer, including surviving Iraqi 

deployment. Yet he describes how a stateside friendly fire incident and a friend who dies in his 

arms leads him to go AWOL. He literally wanders into a production of Richard III, and he 

recognizes himself: a man of ambition and injury who understands battle. Wolfert moves in and 
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out of passages from the plays and autobiographical narrative, using dance and poses as 

punctuation. Instead of props or costumes he offers repetitive actions: cradling the wounded 

buddy’s head, drawing a sword, standing at attention, bowing to a king, sitting on the top of a 

moving train, rolling in agony. Wolfert is compelling: Shakespeare’s works allow him 

identification with characters, and that this identification has helped to heal him. Shakespeare has 

given him the ability to say what he is feeling2. 

 

Figure 4. Stephan Wolfert in Cry Havoc! Reprinted by permission K.P. Baustan, Managing 

Director, Bedlam Theater (http://bedlam.org/shows/cry-havoc/3). 

                                                      
2 Beyond these performances, Wolfert and Bedlam Theater offer an ongoing project, DE-CRUIT, 

that supports the re-integration of veterans into US society through weekly acting classes. A New 

York Times feature describes Wolfert as teaching “controlled methods of accessing charged 

memories.” Wolfert believes Shakespeare plays are “a means to understand trauma, and to start 

coming back from it” (http://bedlam.org/outreach/4). 

 

http://bedlam.org/shows/cry-havoc/
http://bedlam.org/outreach/
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There are virtual classrooms in development that offer possibilities for Shakespeare 

practices that might astonish us all. For instance, in December 2016 the Reimagine Education 

Conference included Project Showcases. Faculty from the University of Tampere (Finland) and 

Coventry University (UK), won the Humanities award for “There is a World Elsewhere: 

Coriolanus Online.” This was the first stage of their work developing classrooms of 

telepresence. They demonstrated the potential for performing arts collaborations, in this case 

between theater students focused on acting in a foreign language. The rehearsal space was at the 

intersection of two virtually connected physically remote rooms. This, the development team 

argues, means both promoting global cooperation and “diminishing the need to move large 

groups of student actors across the globe for rehearsals, workshops and even performances” 

(https://telepresenceintheatre.coventry.domains/uncategorized/hello-world/5). Their 

demonstration video included theater games played seamlessly among virtual and real 

participants.  

In the conclusion to Teaching, Learning, Literacy in our High-Risk High-Tech World 

(2017), James Paul Gee describes teachers as tour guides, curators, and aggregators of “interests 

and passion in and out of school that matter.” He exhorts schools to teach collective intelligence 

so that through “diversity, smart tools and technologies, and people with different skills set but 

shared goals, can solve hard problems and be smarter than any one person could be alone. (p. 

159). Gee is focused on a democratic vision that is broadly corrective to high-risk authoritarian 

dangers in high-tech. Imagining a classroom “cooking” with Shakespeare texts and creating such 

an activity-based node in a social system for learning clearly aligns with that vision.  

There are certainly barriers that thwart sustained arts-based multimodal and connected 

approaches to complex texts. Coleman (2015) writes, “We all can nurture creativity in each 

https://telepresenceintheatre.coventry.domains/uncategorized/hello-world/
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other, and, in the course of assessing our collective condition and finding solutions, our 

institutions should be able to adapt along with us” (p. 4). There is no question such adaptation 

will be challenging and slow, and that it will take cooperation among teachers, artists, and their 

supporters, in person or online, with the belief that anyone can cook! Shakespeare pedagogy 

practices can spread to different instructors, each in turn making innovative adaptations. 

Secondary school literature teachers can develop strategies that work best for their own students, 

making the Shakespeare texts more accessible, and the benefits available, for more students, not 

just the “bright” ones. And within networks, instead of an individual teacher having to manage 

innovation alone, grade-level, departmental, or other associations of teachers can support one 

another in arts-based innovative pedagogy. Ultimately activity-based social systems can 

productively counter the conditions that isolate teachers and limit students. 
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