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Introduction 
 

Here at The Watermill we spend a lot of time talking to teachers about ways we can use drama to enrich 
the experience of learning.  We have created this production with a simple aim: to pass on our own 
enthusiasm for the text and for performance.  We hope to reach as many people - particularly young 
people - as possible, with an affordable, accessible production of a story that we think everyone ought 
to experience. 
 
This education pack has been designed to support your experience of seeing Frankenstein at The 
Watermill, in your school, or on tour in 2016. The pack is aimed primarily at teachers or students of 
Drama or English at Secondary School.   
 

This is a digital pack; where you see this arrow there is a link that you can click on to view 

other material online. 

Your feedback is most welcome, please email (heidi@watermill.org.uk) or call us on 01635 570927. 
 
Don’t forget that we offer workshops on most aspects of drama, and visit many schools in the 
surrounding area to work with students and teachers. For a workshop menu, please visit the Outreach 
pages on our website, or get in touch. 
 
 
I hope you find the pack useful. 
 
 
Lixi Chivas 
Community Associate 
 
The Watermill Theatre 
Bagnor, Newbury, Berks RG20 8AE 
www.watermill.org.uk 
 
 

 www.watermill.org.uk/education_packs  
 

 

The Watermill’s core Education and Outreach programme is generously supported by The Dr. Mortimer 
and Theresa Sackler Foundation. 

mailto:heidi@watermill.org.uk
http://www.watermill.org.uk
http://www.watermill.org.uk/education_packs
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Mary Shelley 1797 - 1851 

The themes of birth linked to death and a missing or disappointing parent 
affected Mary Shelley all her life.  Her own mother, Mary Wollstonecraft, 
passed away just ten days after Mary was born, from complications during the 
delivery.  Her father, William Godwin, was devastated by his new bride’s 
sudden death and would never find again the zeal for life that he’d found in 
the company of his wife of five months.  He was also convinced that he would 
be an inadequate father without Wollstonecraft, saying that his 
 ‘scepticism which perhaps sometimes leads me right in matters of 
 speculation is torment to me when I would attempt  to direct the 
 infant mind.  I am the most unfit person for this office; she was the 
 best qualified in the world’. 

 
When Mary was four, Godwin decided to marry the next-door 
neighbour, Mrs Mary Jane Clairmont, to take on the role of mother.  
However, the new Mrs Godwin was ‘quick-tempered and quarrelsome’, 
and seemed to favour her own two children.  Additionally, by this point 
Mary was very attached to her father, who she dedicates Frankenstein 
to, and, having never known a mother, never warmed to her step-
mother.  At seventeen she wrote,  
 ‘I detest Mrs G.  She plagues my father out of his life.’ 
 
Although Mary was highly educated, her emotional development was 
neglected and it took a long time for her to develop any maturity.  
Frankenstein can be read as an exploration of the influence a parent has 

over a child; Mary’s experience of lacking an affectionately loving parent in her childhood; the loss of 
Mary’s first daughter at just a few days old. 
 
From before she was born, Mary’s life was characterised by scandal.  Her parents had married when her 
mother was already several months pregnant with her, and mother to an illegitimate 3-year-old 
daughter, Fanny, by an American adventurer and writer, Gilbert Imlay.  Distraught when Imlay had left 
her and the baby Fanny, Wollstonecraft had attempted suicide twice.  Just a year after her mother’s 
death, her father published an autobiography about her and although he 
portrayed her with love, compassion and sincerity, the public was shocked at 
his candid revelations of her illegitimate children, love affairs, and attempts on 
her own life.   
 
In 1812, returning from being educated in Scotland, Mary briefly met Percy 
Bysshe Shelley.  He was a hot-headed, eloquent Romantic poet making regular 
visits to his mentor, Godwin.  The previous year he had been expelled from 
the University of Oxford for publishing a pamphlet entitled ‘The Necessity of 
Atheism’ and had eloped with a school friend of his sisters’, Harriet 
Westbrook, whom his father had forbidden him to see.  He was unhappy in 
the marriage and when he met Mary again in 1814, he abandoned Harriet, 

Mary Wollstonecraft 

William Godwin 

Percy Bysshe Shelley 
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pregnant with their second child and ran away to Europe with Mary, now aged 
17.  Mary’s father disowned them.  The lovers left behind Mary’s half-sister, 
Fanny, also in love with Percy, but were followed by Mary’s step-sister, Claire 
Clairmont, who was allowed to join them because she could speak French.  
The trio meandered around the continent aimlessly, with no friends and little 
money.  Mary could barely tolerate Claire’s presence, writing in later life, 
 ‘Now, I would not go to Paradise with her for a companion—she 
 poisoned my life when young… she has still the faculty of making me 
 more uncomfortable than any human being.’ 
 
In February 1815, Mary gave birth to a two-months premature daughter who 
died, unnamed, just a few days later.  Writing in her journal at the time, Mary 
described having a  
 ‘dream that my little baby came to life again; that it  had only been cold, and that we rubbed it 
 before the fire, and it lived’.   
Later that year they moved to Windsor where their son William was born.  

 
The following spring, in 1816, Claire became the lover of the poet Lord Byron, 
and so suggested a group holiday that summer to stay near Lake Geneva at 
Campagne Chapuis, the cottage next door to Byron’s new home, Villa Diodati.  
Mary, Percy, baby William, a by-now-pregnant Claire and Byron were also 
joined by Byron’s personal physician John Polidori (who wrote the first 
Vampire story).  It was during this holiday that Mary, aged 19, starting writing 
Frankenstein.  She finished it the following May and it was published in 
January 1818. 
  
They returned from Europe in September and moved to Bath.  A month later, 
Mary’s half-sister Fanny was found dead in a Swansea inn room, with a 
suicide note and a bottle of laudanum.  Another two months later, there was 

another suicide to hush up: Percy’s estranged wife Harriet had drowned herself in the Serpentine, a lake 
in Hyde Park, London.  Harriet’s parents opposed Percy and Mary’s attempts to gain custody of Percy and 
Harriet’s two children, Ianthe and Charles.  At the suggestion of Percy’s lawyers to strengthen their case, a 
pregnant Mary and Percy married on 30 December 1816, with her father and step-mother in attendance, 
ending the two-and-a-half-year family rift.  Despite the legitimising marriage, Percy, as an atheist was 
deemed morally unfit to raise his children, who were placed into foster care. 
 
In 1817 the Shelley family were now living in Marlow, with Claire and her 
daughter, Allegra.  Mary gave birth to another daughter, Clara, and published 
an account of their first European tour, ’History of a Six Weeks’ Tour’ with 
Frankenstein being published anonymously the following year.   
 
Also in 1818, to avoid debtor’s prison, ill health, and losing custody of their 
children, the household of six emigrated to Italy, travelling first to Venice 
where Byron is living.  He had agreed to raise baby Allegra, on the condition 
that Claire had no contact.  Clara died from dysentery in September, just a year 
old, and her brother William, aged 3 and a half, succumbed to a fever, probably 

Claire Clairmont 

John Polidori 

Lord Byron 
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cholera or typhus, the following June, 1819.  Mary’s bereavement turn into a deep depression until the 
birth of her fourth, last and only surviving child, Percy Florence, in November. 
 
Percy and Mary’s belief that marriage didn’t need to mean monogamy created more turmoil for the 
family in 1820.  Their servants from when they had lived in Naples for three months at the beginning of 
1819, Paolo and Elise, revealed that Percy had registered a two-month-old baby girl, Elena, now living 
with foster parents, as his and ’Maria Padurin’s’ daughter in February 1819.  Elena certainly wasn’t Mary’s 
child.  Paolo and Elise claimed the mother was Claire, but Mary insisted she would have known.  It’s 
possible her parents were Percy and Elise, or Claire, or an unknown woman, or Byron and Elise, or 
perhaps Elena was a local foundling Percy adopted hoping to distract Mary from her grief.  Percy would 
later to refer to Elena as his ‘Neapolitan ward’.  Elena died in June 1820. 
 
More deaths followed in 1822: Mary’s niece Allegra died from typhus aged 5, Mary suffered a near-fatal 
miscarriage, saved only by Percy’s quick-thinking, and just a month later Percy was lost at sea.  Her old 
friend Lord Byron died of a violent fever in 1824.  Mary returned home to England, devoting the rest of 
her life to writing and to raising Percy Florence, who became heir to his father’s estate when his half-
brother Charles died of tuberculosis aged 12 in 1826.  Also that year Mary became entangled in a love 
triangle with American actor John Payne, who unsuccessfully proposed to her, and his friend American 
writer of The Legend of Sleepy Hollow, Washington Irving, with whom Mary was smitten.  Mary was 
plagued in her final years by headaches and bouts of paralysis, probably caused by the brain tumour that 
killed her at the age of 53 in 1851. 
 
LIXI CHIVAS 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Sources 
Mary Shelley: Romance and Reality, by Emily W. Sunstein 
Frankenstein by Mary Shelley, ed. Maurice Hindle 
 
For more information about Shelley’s life: 
www.poetryfoundation.org/poems-and-poets/poets/detail/mary-wollstonecraft-shelley  

Mary Shelley 

https://www.poetryfoundation.org/poems-and-poets/poets/detail/mary-wollstonecraft-shelley
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One summer in Geneva 
Mary Shelley’s own introduction to her novel explains how she came to write it. 

In the summer of 1816, we visited Switzerland, and 
became the neighbours of Lord Byron. But it proved a 
wet, ungenial summer, and incessant rain often 
confined us for days to the house.  
 
Some volumes of ghost stories, translated from the 
German into French, fell into our hands. I have not seen 
these stories since then; but their incidents are as fresh 
in my mind as if I had read them yesterday. 
 
"We will each write a ghost story," said Lord Byron. 
There were four of us. The noble author began a tale, a 
fragment of which he printed at the end of his poem of 
Mazeppa. [Percy] Shelley, more apt to embody ideas 
and sentiments in the radiance of brilliant imagery, 
commenced one founded on the experiences of his early 
life. Poor Polidori had some terrible idea about a skull-
headed lady, who was so punished for peeping through 
a key-hole—what to see I forget—something very 
shocking and wrong of course. 
 
I busied myself to think of a story, —a story to rival 
those which had excited us to this task. One which 
would speak to the mysterious fears of our nature, and 

awaken thrilling horror—one to make the reader dread to look round, to curdle the blood, and quicken 
the beatings of the heart. If I did not accomplish these things, my ghost story would be unworthy of its 
name. I thought and pondered—vainly. I felt that blank incapability of invention which is the greatest 
misery of authorship, when dull Nothing replies to our anxious invocations. Have you thought of a 
story? I was asked each morning, and each morning I was forced to reply with a mortifying negative. 
 
Many and long were the conversations between Lord Byron and Shelley, to which I was a devout but 
nearly silent listener. During one of these, various philosophical doctrines were discussed, and among 
others the nature of the principle of life, and whether there was any probability of its ever being 
discovered and communicated. Perhaps a corpse would be re-animated; galvanism had given token of 
such things: perhaps the component parts of a creature might be manufactured, brought together, and 
endued with vital warmth. 
 
Night waned upon this talk, and even the witching hour had gone by, before we retired to rest. When I 
placed my head on my pillow, I did not sleep, nor could I be said to think. My imagination, unbidden, 
possessed and guided me, gifting the successive images that arose in my mind with a vividness far 
beyond the usual bounds of reverie. I saw—with shut eyes, but acute mental vision, —I saw the pale 
student of unhallowed arts kneeling beside the thing he had put together. I saw the hideous phantasm 
of a man stretched out, and then, on the working of some powerful engine, show signs of life, and stir 

https://www.rc.umd.edu/editions/frankenstein/V1notes/neighbor.html?width=400&height=300
https://www.rc.umd.edu/editions/frankenstein/V1notes/wetsummr.html?width=400&height=300
https://www.rc.umd.edu/editions/frankenstein/V1notes/wetsummr.html?width=400&height=300
https://www.rc.umd.edu/editions/frankenstein/V1notes/somevols.html?width=400&height=300
https://www.rc.umd.edu/editions/frankenstein/V1notes/polidori.html?width=400&height=300
https://www.rc.umd.edu/editions/frankenstein/V1notes/someterr.html?width=400&height=300
https://www.rc.umd.edu/editions/frankenstein/V1notes/blankinc.html?width=400&height=300
https://www.rc.umd.edu/editions/frankenstein/V1notes/galvanis.html?width=400&height=300
https://www.rc.umd.edu/editions/frankenstein/V1notes/galvanis.html?width=400&height=300
https://www.rc.umd.edu/editions/frankenstein/V1notes/imaginat.html?width=400&height=300
https://www.rc.umd.edu/editions/frankenstein/V1notes/imaginat.html?width=400&height=300
https://www.rc.umd.edu/editions/frankenstein/V1notes/engine.html?width=400&height=300
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with an uneasy, half vital motion. Frightful must it be; for supremely frightful would be the effect of any 
human endeavour to mock the stupendous mechanism of the Creator of the world. His success would 
terrify the artist; he would rush away from his odious handywork, horror-stricken. He would hope that, 
left to itself, the slight spark of life which he had communicated would fade; that this thing, which had 
received such imperfect animation, would subside into dead matter; and he might sleep in the belief 
that the silence of the grave would quench for ever the transient existence of the hideous corpse which 
he had looked upon as the cradle of life. He sleeps; but he is awakened; he opens his eyes; behold the 
horrid thing stands at his bedside, opening his curtains, and looking on him with yellow, watery, but 
speculative eyes. 
 
I opened mine in terror. The idea so possessed my mind, that a thrill of fear ran through me, and I 
wished to exchange the ghastly image of my fancy for the realities around. I see them still; the very 
room, the dark parquet, the closed shutters, with the moonlight struggling through, and the sense I had 
that the glassy lake and white high Alps were beyond. I could not so easily get rid of my hideous 
phantom; still it haunted me. I must try to think of something else. I recurred to my ghost story, my 
tiresome unlucky ghost story! O! if I could only contrive one which would frighten my reader as I myself 
had been frightened that night! 
 
Swift as light and as cheering was the idea 
that broke in upon me. “I have found it! 
What terrified me will terrify others; and I 
need only describe the spectre which had 
haunted my midnight pillow.” On the 
morrow I announced that I had thought of 
a story.  
 
At first I thought but of a few pages of a 
short tale; but Shelley urged me to develop 
the idea at greater length. I certainly did 
not owe the suggestion of one incident, 
nor scarcely of one train of feeling, to my 
husband, and yet but for his incitement, it would never have taken the form in which it was presented. 
From this declaration I must except the preface. As far as I can recollect, it was entirely written by him. 
 
And now, once again, I bid my hideous progeny go forth and prosper. I have an affection for it, for it was 
the offspring of happy days, when death and grief were but words, which found no true echo in my 
heart. Its several pages speak of many a walk, many a drive, and many a conversation, when I was not 
alone; and my companion was one who, in this world, I shall never see more. But this is for myself; my 
readers have nothing to do with these associations. 
 
I will add but one word as to the alterations I have made. They are principally those of style. I have 
changed no portion of the story, nor introduced any new ideas or circumstances. I have mended the 
language where it was so bald as to interfere with the interest of the narrative; and these changes occur 
almost exclusively in the beginning of the first volume. Throughout they are entirely confined to such 
parts as are mere adjuncts to the story, leaving the core and substance of it untouched. 

M.W.S. 
London, October 15, 1831. 

https://www.rc.umd.edu/editions/frankenstein/V1notes/fright.html?width=400&height=300
https://www.rc.umd.edu/editions/frankenstein/V1notes/iseethem.html?width=400&height=300
https://www.rc.umd.edu/editions/frankenstein/V1notes/shortale.html?width=400&height=300
https://www.rc.umd.edu/editions/frankenstein/V1notes/shortale.html?width=400&height=300
https://www.rc.umd.edu/editions/frankenstein/V1notes/husband.html?width=400&height=300
https://www.rc.umd.edu/editions/frankenstein/V1notes/husband.html?width=400&height=300
https://www.rc.umd.edu/editions/frankenstein/V1notes/hideous.html?width=400&height=300
https://www.rc.umd.edu/editions/frankenstein/V1notes/changed.html?width=400&height=300
https://www.rc.umd.edu/editions/frankenstein/V1notes/changed.html?width=400&height=300
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PHILOSOPHY 
Philosophy featured prominently in Mary’s young 
life.  Her mother, Mary Wollstonecraft was one of 
the first feminists, writing the pioneering treatise 
‘A Vindication of the Rights of Women’.  In it she 
argues women deserve an education that will 
prepare them for a life of greater expectations 
than being merely ornamental to the men they 
marry.  Godwin had hoped Mary would be a boy, 
and had wanted to name his son ‘William’.  He 
aimed to give his ‘very intelligent’ daughter a 
more ‘masculine education’ with much more 
emphasis on developing her intellect than was 
usual for most girls of the time.  It is only thanks 
to this upbringing that Mary was equipped with 
enough technical ability, creativity and confidence to write Frankenstein at 19 years old. 
 

To read the first argument for feminism, by Mary’s mother: 
 www.bartleby.com/144/ 

 
Although Mary was highly educated, her emotional development was neglected and it took a long time 
for her to develop any maturity.  Frankenstein can be read as an exploration of the influence a parent has 
over a child; Mary’s experience of lacking an affectionately loving parent in her childhood; the loss of 

Mary’s first daughter at just a few days old. 
 
Mary’s father, William Godwin, writing during the French 
Revolution, attacked political institutions in his ‘Enquiry 
Concerning Political Justice’, exploring the morals of 
government and offering a positive vision of how an anarchist 
society could succeed.  He believed that humanity could 
eventually be made perfect because there is no such thing as 
being innately good or evil, that   
 ‘our virtues and our vices may be traced to the incidents 
 which make the history of our lives, and if these 
 incidents could be divested of every improper tendency, 
 vice would be extirpated from the world.’ 
 
In Frankenstein it could be argued that Mary’s Creature is a 
pure and virtuous being, only corrupted to malice by the 
cruelty he suffers. 
 
Percy Bysshe Shelley, Mary’s lover and later husband, was as 
radical in his political and social views as in his poetry.  As a 
Romantic he held faith in men’s supposedly ’divine’ or creative 

Influences in Frankenstein  

Lucy Keirl and Tom Jackson-Greaves 

http://www.bartleby.com/144/
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powers when given freedom to play in imagination.  Victor Frankenstein, arguably modelled after Shelley 
who used the nickname ‘Victory’ throughout his life, is destroyed by his Romantic egotism and 
individualistic attempt to play God. 
 
Even though Mary’s parents and husband held revolutionary or ‘liberal’ views, Mary herself was 
disenchanted by their philosophy.  Commentators say that Frankenstein is critical about where self-belief 
and self-determination can lead when a person is driven by 
their ambition and given unlimited power by scientific 
discovery. 
 
LITERATURE 
Mary was surrounded by literature throughout her 
childhood.  As well as her revolutionary political writings, 
Mary Wollstonecraft wrote a children’s book, novels, and 
multiple commentaries on travel, history, conduct, human 
rights, and society.  Mary was brought up to cherish the 
memory of her mother through reading these books, and 
even her father’s controversial memoir about 
Wollstonecraft’s life.   
 
William Godwin was a prolific writer throughout his life, 
including writing the first mystery thriller.  After his second 
marriage, Godwin founded a publishing firm selling 
children’s books including Charles and Mary Lamb's ‘Tales 
from Shakespeare’, as well as those he wrote himself under 
a pseudonym.  Their home was regularly visited by 
influential writers like Samuel Taylor Coleridge who once 
recited his ‘Rime of the Ancient Mariner’ while Mary and her 
step-sister Claire hid behind the sofa to listen.  Echoes of his 
epic poem appear throughout Frankenstein.   
 
There are many other direct influences that appear in Frankenstein.  Percy gave Mary a copy of ‘Paradise 
Lost’ by John Milton the summer before she wrote Frankenstein, which features many parallels and direct 
references, including being one of the books that Creature learns from.  Mary’s literary device of framing 
Frankenstein as a series of letters was very probably inspired by her repeatedly reading the novels of 
Samuel Richardson who originated the form.  The sub-title of the novel, The Modern Prometheus, refers 

to the Greek and Roman myths of Prometheus, a god who created mankind. 
 

To read Percy Bysshe Shelley’s own take on the Prometheus legend: 
www.bartleby.com/139/shel1161.html 
 
SCIENCE 
The Age of Enlightenment, in the 17th century, marks the beginning of modernity, when a scientific 
revolution was disproving religious and superstitious worldviews.  As superpowers established colonies all 
over the world, money flowed into Western Europe and our economy shifted from being rural, based on 
farming, to urban productivity in cities, becoming the Industrial Revolution of the 18th and 19th 
centuries.  Cities also became a buzzing ground for exchanging philosophical ideas, especially that the 
universe functioned like a soulless machine, out of the hands of a Creator God.  Scientific theories now 
required observed proof. 

http://www.bartleby.com/139/shel1161.html
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One experiment that caught Mary’s imagination was by Luigi Galvani whose work in the 1780-90s on 
dissecting frogs revealed what he believed to be an internal source of electricity within the body, 
generated in the brain and flowing through the nerves to power the muscles.  It is from his name that we 
get the term ‘galvanise’, meaning to shock into action.  His nephew, Giovanni Aldini, gave a famous public 
demonstration in 1803, connecting a battery to the corpse of hanged criminal George Forster in such a 
way that the electric current convulsed his dead muscles. 
 
Humphrey Davy, a famous experimental chemist leading pioneering work in electrochemistry, used to 
visit the Godwin household in Mary’s childhood and Mary had been reading his books while writing 
Frankenstein.  He believed fervently that science has 
 ‘bestowed upon [man] powers which may be called almost creative; which have enabled him to 
 change and modify the beings surrounding him, and by his experiments to interrogate nature with 
 power, not simply as a scholar, passive and seeking only to understand her operations, but rather as 
 a master, active with his own instruments.’ 
Frankenstein is arguably the first science-fiction novel, addressing the question of scientific ethics: asking 
the reader not ‘can we?’, but ‘should we?’. 
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Synopsis of Shelley’s Frankenstein 
The elements of narrative that feature in The Watermill production are indicated here in bold. 

In the outer layer of this story within a story, Captain Robert Walton, an explorer on a failing expedition to 
the Artic writes letters to his sister Margaret.   
 
His crew spot a gigantic being out on the ice.  This transpires later to be Creature.  Next they spy and 
rescue a man near to death: Doctor Victor Frankenstein. 
 
In the next layer, Frankenstein tells Walton his story… 
 
Frankenstein’s mother, Caroline, and father, Alphonse are very happy and have three children: 
Frankenstein (Victor), Ernest and William.  They live in Geneva.   
 
A local orphan, Elizabeth Lavenza, one year younger than Frankenstein, is adopted into the family.  They 
treat their maid, Justine, like a daughter.  Frankenstein becomes best friends with Henry Clerval.   
 
Caroline dies from scarlet fever, her final wish that when they grow up, Elizabeth and Frankenstein will 
marry one day. 

 
Frankenstein and Clerval go to university in 
Ingolstadt to study science and languages 
respectively.  Frankenstein becomes obsessed, 
not returning home for two years.  Frankenstein 
creates a human being but when the Creature 
wakes up, Frankenstein panics and runs away.   
 
When Frankenstein comes home, very 
reluctantly with Clerval who he has bumped 
into and is oblivious of Frankenstein’s 
experiments, he is relieved that Creature is 
gone.   
 

Frankenstein suffers a mental breakdown and gives up science, studying languages with Clerval instead 
for a year. 
 
Alphonse writes to Frankenstein: William has been murdered.  He was strangled.  Elizabeth had loaned 
William a necklace portrait of Caroline and it is missing.  Frankenstein goes straight home, to the crime 
scene, and sees Creature there.  Creature disappears but his presence is enough to convince 
Frankenstein of his guilt in William’s death.   
 
Frankenstein says nothing, however, because no one would believe him about who Creature is.  Ernest 
says Justine killed William because the necklace was found in her pocket.  Elizabeth is adamant that 
Justine would never do that.  Alphonse says to wait for the courts to decide.   
 
At her trial, Justine confesses under duress and is hanged for William’s murder.  The family move house 
for a new start, to Belrive, by a lake.  Frankenstein goes to the mountains for a break.   
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In the final layer, Creature appears, having followed 
his creator, and tells Frankenstein his story… 
 
When he awoke, Creature ran away to a forest and 
learned about using his senses, food, fire and 
reflections.  Encountering a person for the first time, 
the shepherd ran away and came back with a mob of 
villagers who attacked Creature.  Creature hid in a 
hovel on a farm.   
 
Creature watches the family who lived there: De 
Lacey and his grown-up children, Felix and Agatha.  
De Lacey is old and blind but plays guitar.  The 
children are sad.  A black-haired Arabian woman from 
Turkey called Safie arrives, looking for Felix.  They are in love and she has come to find him.  Felix teaches 
Safie to speak and read English and Creature learns language, too.  Creature wants a family.  The family 
are rich, from Paris, but were exiled from Paris because they tried to help Safie’s father escape from 
prison. 
 
Creature finds Frankenstein’s journal, kept in the pocket of the coat Creature took from the house 
when he left.  Creature reads the journal and wonders who he is.  He wants love. 

 
Creature visits De Lacey when the others are out.  Creature 
knows that how he looks upsets people but De Lacey is blind so 
maybe he will like Creature.  Creature and De Lacey are making 
friends when the others come back and attack Creature.  
Creature runs away and hides in the woods all night.   
 
Creature comes back to the cottage in the morning and the family 
are gone.  Felix is there, telling the landlord they can never come 
back because their lives are in danger.  Spurned and abandoned 
by the family he wanted to be part of, Creature feels hatred and 
revenge for the first time, and he burns down the cottage.  
Creature sets out looking for Frankenstein. 
 
On his journey, Creature saves a girl who had fallen into a river.  
Her father shoots Creature in the shoulder.  Two months later 
Creature meets William who screams and shouts.  Creature tries 
to make William quiet but kills him.  Creature is happy that 
William’s death will make Frankenstein sad.   
 
Creature finds Justine asleep in a barn.  He thinks that she would 

never love someone like him.  He is angry and hides the necklace in her pocket to get her in trouble.   
 
Back to the second layer, now Creature has found Frankenstein.  Creature orders Frankenstein to make a 
Mate for him.  They argue but Frankenstein agrees.   
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Frankenstein comes home from his holiday.  
Alphonse says Elizabeth and Frankenstein should 
get married now, to cast off the shadow of grief 
Frankenstein is still trapped under.  Frankenstein 
agrees to the marriage but wants to go travelling to 
England first.  His secret plan is to make the Mate 
there.   
 
Alphonse arranges for Clerval to go travelling, too.  
Frankenstein and Clerval travel to and through 
England.   
 

Frankenstein finds a remote hut on the Orkney Islands to make the Mate.  Just as he’s nearly finished, 
Frankenstein sees Creature watching at the window.  Frankenstein changes his mind and destroys the 
Mate.  Creature vows to visit Frankenstein on his wedding night. 
 
Frankenstein rows out to sea to sink the remains of the Mate.  He falls asleep and wakes up in Ireland 
where is accused of a murder.  The dead man is Clerval.  Frankenstein has another breakdown.   
 
After several months, when he is recovered, proved innocent and released, Alphonse takes Frankenstein 
home. 
 
Frankenstein and Elizabeth marry and go on honeymoon.  While Frankenstein checks the house, 
Elizabeth is strangled and killed.  Frankenstein shoots at Creature at the window but Creature escapes.  
A man-hunt is fruitless.   
 
Frankenstein rushes home, worried Creature will kill Alphonse and Ernest.  Alphonse dies of grief and 
Frankenstein has another breakdown, kept in solitary 
confinement for many months. 
 
Frankenstein vows to find and punish Creature.  Creature 
appears in the cemetery where William, Elizabeth and Alphonse 
are buried.  Creature laughs at Frankenstein’s vow, then vanishes.  
Frankenstein follows him.  Creature leaves food and insulting 
notes for Frankenstein to spur him on.  Frankenstein has chased 
Creature to the Arctic and had been slowly gaining on him. 
 
In the original layer, Frankenstein begs Walton to kill Creature if 
he sees him.  Frankenstein dies.  Creature appears and tells 
Walton he has always been alone, always treated unfairly.  
Creature wants to die himself now that Frankenstein is gone.  
Creature jumps from the boat and disappears into the darkness. 
 
LIXI CHIVAS 
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Adapting Frankenstein: Making a Monster 
Writer Tristan Bernays shares his thoughts on what it’s like to adapt a classic like Frankenstein. 

Frankenstein is one of those stories, isn’t it? Everyone sort of knows it and what it’s about. (“Mad 
scientist brings a dead body back to life or something, and he’s got bolts through his neck – right?”). But 
how many of us have actually read it? Well, when you do read it, it’s surprise. I mean, just look at the 
story.  
 
Now to be fair to Mary Shelley, she was only eighteen when she wrote it (how many life changing works 
of fiction have you written by now?) but still – there are problems. There are plot holes and co-
incidences. The science makes no sense. Frankenstein himself is a wet fish of a character, constantly 

weeping and moaning and getting ill. There are whole 
passages of wiffly waffle that you could easily cut to get 
on with the story. The Creature himself doesn’t turn up 
for ages.  
 
But I still believe it’s an incredible book because in 
Frankenstein, what Shelley created is a modern day 
myth. It’s an incredible idea about the dangers of 
science, parental responsibility, Good and Evil, the 
question of what it actually is to be human. These are 
massive universal themes in a story that will always be 
relevant and always speak to people, no matter where 
and when they read it. 
 
The first decision I made was not to be slavish to the 
text. Adapting means changing, keeping the heart of the 
story but finding a way to make it new, exciting and 
relevant not only for a modern audience but also 
changing it for a whole new medium: in this case from 
page to stage. The shape might be different from the 
original, even the words might be different – but that 
doesn’t matter if the heart remains the same. 
 
And in the case of Frankenstein, the heart of the book is 

The Creature. I love the Creature. When he turns up, the book really gets going. He is eloquent and 
poetic, tragic and funny, a scared and innocent child in the body of a hulking great monster. He is 
capable of such love but driven to horrific violence because no-one taught him better. He is the heart of 
the book, and I started with him. 
 
In development workshops, we collaborated to explore how he goes from a burbling toddler to a Milton
-spouting superman. We wanted to see how much of the story could be told without words before he 
learns to speak, so that when does learn to speak his poetic language seems all the more extraordinary. 
In fact, the opening fifteen minutes of the play were created in collaboration with the director Ellie, the 
movement director Tom and two actors. The Creature and Frankenstein are reflections of each other, 
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just as a child is a reflection of their parent – so why not have one actor play them both? After we came 
up with that, I went away and finished the story myself – but that initial collaboration was both an 
exciting and vital way to begin the process. 
 
Finally, I’ve been asked to give a little writerly advice for any budding writers. I’m always a little nervous 
about doing this. My grandfather said the two things you should never give people as gifts were socks 
and advice. However, here are a couple of pointers that might steer the way: 
 
1. Practice. Write as often as you can. You wouldn’t expect to run a marathon without training, would 

you? The same goes for writing a book, play, film, poem – anything. 
 

2. Your imagination is a muscle – it needs regular exercise. Read books, watch films, listen to music, 
go to museums, sketch and doodle. The more you feed your brain, the richer your ideas will be. 
 

3. If you want to write a play, just go ahead and do it. For the first play I ever wrote, I hired a space for 
£100, invited 50 friends to watch and got six actors to perform it – and that was before I’d even 
finished the thing! On the night, we even got kicked out halfway through before we even finished – 
but it didn’t matter because an audience had seen my work and could give me feedback to help 
make it better. The important thing wasn’t making the most perfect play ever – the important thing 
was trying it out in front of people, learning what was good and what was bad, then making the 
next play better, and the next play after that better still, and the next one after that one even better 
still. 

 
TRISTAN BERNAYS 
 
 
 
 
 
BIOGRAPHY 
Tristan is a writer and performer from 
London. He has had work commissioned by 
the Old Vic and Ideas Tap, and his work has 
been developed and performed at Soho 
Theatre, Bush Theatre, National Theatre 
Studio, Roundhouse and Southwark 
Playhouse.  
  
His one man show The Bread & The Beer received rave reviews at Edinburgh Festival 2013 (“WOW… one 
of the most action-packed dynamic shows of the Fringe.” The Scotsman) and transferred to Soho Theatre 
before a UK tour.   
  
His most recent show, Teddy at Southwark Playhouse won Best New Musical from the Off West End 
Award 2016 ("Energy and invention abound. Remarkable." Evening Standard).  
 
He is currently writing two new shows for VAULT Festival in London, and a new play Old Fools will be 
produced by Epsilon Productions, To the Moon and Theatre Bench in 2017. He is also a member Bush 
Theatre’s Emerging Writers Group 2016/17. 
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Interview with the Director 
Lixi Chivas, The Watermill’s Community Associate and also assistant director on Frankenstein, chatted 

with Director Eleanor Rhode during a break in rehearsals. 

What for you is the most exciting aspects in 
Frankenstein? 
I wanted to begin with how the Creature engages 
with the world around him; waking up in the 
middle of this confusing, modern place and having 
to immediately learn how his body works.   
 
Then learning to read through Milton, Plutarch 
and [The Sorrows of] Werther.  It’s an amazing 
intellectual evolution that he goes through; that 
was what fascinated me the most.   
 
It’s a passage of the story that really forces you to 
stop and think, of all of the things that you’ve 
learnt over a course of a lifetime and how you 
take those things for granted. 
 

As a director, how much of what the production will look and feel like is already in your mind’s eye 
before you start rehearsals?   
In this instance quite a lot of it was there from a tonal perspective.  Tristan and I talked about the feel of 
the book and we knew very quickly we didn’t want it to be set in 18th century Switzerland.   
 
We were interested in mechanical textures; things that you can see and discover how they work. When 
I watch theatre I like to be able to see how things work.  We wanted to strip back elements and make 
them very bare bones.  It’s then up to the audiences’ imaginations to be able to give those objects new 
meaning as the story evolves. 
  
You mentioned just then working with a writer, that’s Tristan Bernays, on adapting the text.  What 
was that like, how does that work for you? 
It works very differently depending who you’re working with and it can take time to find writers that 
you have a good connection with.  I’ve worked with Tristan once before on a project and I’ll be working 
with him again.   
 
We start by asking ‘what are the things that get us really excited in the book?’.  Fortunately a lot of the 
time we come back with all the same sections of the book underlined and agree, ‘we’ll start with those 
things and see how that develops’. 
 
What have been the challenges and the benefits of working with such a small cast? 
It’s lovely and really beneficial.  You get to really learn about the cast, understanding how their brains 
work and what they need from you.  It’s a very close-knit team.  It can be intense, though, because 



 

19 

we’re working 8 hours a day and there isn’t really a break from each other.  It’s an endurance test but it’s 
very rewarding. 
 
How much does the context of Mary Shelley’s personal life and the scientific breakthroughs of the time 
influence the novel, and therefore this production? 
I’m really interested in the background to the story.  She’s a young woman, a teenager, when she writes 
this story, and so there are lots of moments when the writing feels a little naïve almost.  Not in terms of 
her perceptions of the world, but certainly in her writing style.   
 
She was a young woman in love, running off around Europe with Percy Shelley and she told this story in a 
bid to impress him and Byron one night.  It was never supposed to be this great novel, but now it is, which 
I find really interesting.   
 
I find her parents fascinating: her father was William Godwin the philosopher. The way he raised her to 
keep an open mind about her perceptions of the world as a young woman, in a world where women 
didn’t have rights or freedom is really fascinating.  I don’t think another young woman of the time would 
have been bold enough to write that story.   
 
She was intensely interested in the world as it was evolving so quickly around her.  She wrote the book 
right in the heart of the Industrial Revolution.  The experiments that were happening with electricity, in 
terms of using it as a galvanising force of creating bodies and turning them back into live beings was 
actually a real experiment that happened a few years before she wrote the book.   
 
One of the most fascinating things for me is her relationship with her mother, Mary Wollstonecraft, who 
died as a result of complications to childbirth.  She was the founder of feminism.  I think of this story, in a 
way, as Mary Shelley trying to have a conversation with this woman that she never knew. 
 
Do you have a favourite moment in the production? 
I love it when suddenly these little moments that feel so difficult, technically, suddenly come together: 
that’s really satisfying!   
 
In terms of the story, my favourite moment is when Frankenstein and the Creature meet.  As we’ve only 
got two actors in the show, it’s likely audience members will be thinking, ‘how are they going to do that 
bit actually, because we need to see Frankenstein at some point, don’t we?’  And we do, but it’s one actor 
playing both characters, so that’s really fun for me. 

 
And finally, what advice would you give to anyone 
hoping to become a director? 
When I was at school, it’s never something I 
imagined doing but I liked to play, let my 
imagination run wild, and find my own way into 
telling stories.   
 
I think that’s the thing to aim for, first and 
foremost: think of yourself as a storyteller not as a 
director.  I think the longer you can think of yourself 
as somebody who tells stories and gathers the right 
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people around you so that you can tell those stories, the 
better. ‘Just tell the story’ is my key bit of advice. 
 
 
 
BIOGRAPHY 
Eleanor trained at Mountview and the National Theatre 
Studio and is a former Staff Director at the National 
Theatre. In 2009 she co-founded Snapdragon Productions 
to bring neglected and unknown works to new audiences. 
 
Recent productions include Toast  by Richard Bean, which 
toured the UK and transferred to New York, scooping 
Critics’ Choice in the New York Times; and Teddy by 
Tristan Bernays, which won Best New Musical at the 2016 
Off West End Awards. 
 
Other productions include Terrorism (Bush Theatre), 
When We Were Women (Orange Tree Theatre), Toast and 
Thark  (both Park Theatre), Generous, The Drawer Boy, 
and A Life (all Finborough Theatre) and For All 
That (Centerstage Theater, Seattle).  
 
Forthcoming productions include Boudica by Tristan 
Bernays at The Globe Theatre in 2017.  
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Meet the Cast 

George Fletcher 

Frankenstein / The Creature 

George has just graduated from the Royal Welsh College 
of Music and Drama. He began acting as a child with 
Playbox Theatre Company in Warwickshire. Credits since 
graduating include Call the Midwife, Simon Slack with 
Soho Theatre and Tracy at Underbelly, Edinburgh Fringe 
and The Old Red Lion Theatre. 

Lucy Keirl  

The Chorus 

Lucy is originally from Nottingham. She studied at Rose 
Bruford College, graduating with a BA (Hons.) in Actor-
Musicianship.  

Whilst at Rose Bruford, Lucy’s roles included Lily in Punk 
Rock, Annie in All My Sons, Woman 1 in Songs For A New 
World and Catherine in Britain Ltd. with Theatre Ad 
Infinitum. 

Lucy made her professional debut playing Juliet in Romeo 
+ Juliet at The Watermill and is delighted to be returning 
for Frankenstein.  Over the Christmas season she will be 
appearing in Peter Pan at the Victoria Theatre in Halifax. 
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Interview with the Actors 
Lixi Chivas, Community Associate at The Watermill and assistant director on Frankenstein, spent a 
lunchbreak talking to actors George Fletcher (Frankenstein/Creature) and Lucy Keirl (The Chorus).  

 

What has it been like working with Eleanor, Tom and David?  

L: It’s a really lovely atmosphere to work in.  Everyone’s very 
relaxed  

G: It’s a formula that’s worked before because they’ve 
collborated on previous shows, to such a high standard.  It’s 
lovely to come into an environment where there’s a level of 
trust and understanding, and also friendship as well.  It’s 
been a real joy. 

 

How much did you know about the novel Frankenstein 
before you started working on it?  What surprises have 
there been for you? 

L: I had never read it.  Had you, George? 

G: No.  I picked it up as a book when I was 13 and read something about sailors and thought, ‘this isn’t 
Frankenstein’ and put it down, because that’s what I did with many books when I was younger!   

L: I’d seen the Danny Boyle National Theatre production and assumed the novel is about this big green 
man with bolts coming out of his neck who kills people and goes ’urgh’.  And it’s not that, he’s a much 
more sympathetic character, possibly more than Frankenstein. 

G: In our version we take it from Chapter 10 and gear it around the Creature’s birth and his origins.  He 
becomes the protagonist and he’s a lovely character with such a level of enthusiasm, love and openness 
and he’s incredibly engaging.   

 

George, you play two very different but inevitably connected characters in the play.  What’s it been 
like trying to find depth and richness in each personality?  

G:  It was hard because when we started rehearsals on the 
first week with Tom, our movement director, we dissected - 
that’s an unfortunate word for it! - exactly where the Creature 
came from, the origins of the body parts Frankenstein would 
have chosen for him. 

 

We did all of this beautiful in-depth work and by the end of 
the first week of rehearsals I felt very endeared to him and 
had a real understanding of him.  At the start of our second 
week we were working on Frankenstein and I mourned the 
loss of the Creature!  It’s actually taken me a little while to get 
into Frankenstein because obviously Frankenstein is closer to 
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who I am as a person: he’s a young guy, he hasn’t been ‘made’ in a lab so there’s less of a leap.   

There’s a great opportunity midway through the play in the cave scene where I oscillate between the two 
characters.  We’ve got such an amazing team here to work out the nuance: they’re not just polar 
opposite, warped and horrendous versus rigid and stiff, it’s finding how they’re similar, and how their 
paces and their temperatures are similarly pitched. 

 

Lucy, as Chorus you’ve got a very different job to George.  How does your journey through the play 
hang together for you?  

L: A Chorus by nature only exists to highlight the protagonist, so I’m there to lift what George is doing, and 
I sometimes reflect it.  There are a couple of really fun bits where one of George’s characters gets really 
passionate about something and I get swept along and excited by it, too.  It’s been really fun to work out 
where we relate in the space and what I can do to help or hinder George. 

 

And what do you both make of who is to blame for everything that goes wrong in the narrative? 

L:  I know who I think! 

G:  There’s culpability that lies with Frankenstein really because he creates life and then he abandons it.   

L:  It’s heart-breaking, isn’t it. 

G: There’s a chance in the ice cave for him to redeem himself by making a bride and letting the Creature 
be happy, but he shirks that.  So I think it’s probably quite easy to blame Frankenstein, but is it our whole 
society?  The Creature isn’t just shunned by Frankenstein, he’s shunned by all the people that he 
encounters, so is it society’s fault?  

L: I feel fundamentally Frankenstein never acknowledges the Creature as a human being and that’s where 
it starts to go wrong.  The Creature is so open and innocent and pure.  It’s a real study of what happens to 
a person when they’re treated in that way. 

G:  No one’s born evil, no one’s born bad.  There’s no such things a ‘bad’ genes.  There’s people who 
might have a pre-disposition towards aggression but actually most of that’s learnt. 

L:  Nature and nurture. 

G:  Monsters aren’t born, they’re made, and it’s from society turning their back on someone, or shunning 
them or poor treatment or harm during childhood. 

 

How are you feeling about the first performance, 
and touring to schools? 

G: I’m really excited about the schools tour! 

L:  I’m excited.  Our first performance is tomorrow, 
which is scary! 

G: What’s interesting for me as a young actor is to 
play to various spaces and spaces that aren’t 
intended to be theatres.  We did our tech rehearsal 
in a sports hall and that’s not an ‘intended’ space,  
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that’s not even a ‘found’ space, that is a sports hall!  I 
think there’s a challenge, on a technical basis, 
especially just having left drama school.   

L:  There’s something exciting about constantly 
changing location and having a completely fresh 
audience in front of you. 

 

How did you get into acting and what advice would 
you give to a young person who wants to become 
professional actor? 

L:  Did you audition for drama school straight away, 
George? 

G:  Yes, but I didn’t get in.  

L:  That’s something that people don’t often know 
about.  Judi Dench auditioned about six times before 
she got into drama school. 

G:  Did she!  In terms of looking at drama schools I’d 
say research them well and have a good sense of what 
you want. It’s not just if they let you in, it’s that you 
want to be there. 

L:  There’s definitely a temptation to think, ‘anyone, 
take me!’ and then end up in the situation that isn’t 

necessarily the right one for you because all drama schools are different. 

G:  It’s also not a linear pathway.  I know amazing actors who have trained and I know amazing actors who 
haven’t trained, there’s lots of different ways to enter it.  What was your path, Lucy? 

L:  I did things in school and local groups, including some backstage roles as well which gives you more of 
an appreciation of what goes into making a show.  At drama school I studied Actor-Musicianship which 
means that I sometimes say lines and I sometimes play the flute! 

G:  It’s been amazing working with you on this because I’ve never worked with someone who’s trained in 
both areas before with that sense of purpose towards it.  I think the way The Watermill tells stories is 
amazing, engaging different art forms.  I don’t know why more people don’t do it.  I say that as an actor 
who can’t play any instrument so let’s not get to that too quickly! 
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Rehearsal Diary 
Assistant Director, Lixi Chivas, captures the progress of rehearsals in her weekly blog 

Week 1 
 
This week we welcomed the Frankenstein company to The 
Watermill and what an incredibly busy week we’ve 
had!  Working with director Eleanor Rhode, writer Tristan 
Bernays, movement director Tom Jackson Greaves and 
sound designer David Gregory, the cast of two have already 
nursed our new-born Creature from life’s first cry to scaling 
the Alps. 
 
Working on an Outreach schools tour adaptation of a famous 
text inevitably starts with deciding where to focus our 
attention.  While the story of Frankenstein is well-known, 
not everyone has read the book, which uses a literary device 
very popular at the time of stories within stories.  An artic 
explorer, Captain Walton, tells the story of Frankenstein, 
who tells Creature’s story, who tells the story of a farmer 
called De Lacey!   
 
In our production we’ve chosen to begin with the unnamed 
Creature rather than his creator, Frankenstein (the name 
that is commonly, mistakenly, given to Creature).  And rather 
than a terrifying monster, innately evil, we discover he is abandoned and abused, seeking love and 
comfort but repeatedly, cruelly denied any kindness.  It is only this that pushes him into thrashing out 
against the world that fears and hates him. 
 
There are so many nuances and details within the novel, including expansive back-stories for minor 
characters, and intricate studies of the thinking of both Frankenstein and Creature.  Refining the story 
into a punchy production that will be absorbing for audiences both in schools and at The Watermill 
requires clarity in the storytelling and amazingly for this stage in the rehearsal process we’ve already 
sculpted several key sequences. 
 
Our director, Eleanor, is particularly interested in the ideas of galvanism that inspired Mary Shelley.  At 
the time, experiments appeared to re-animate the dead limbs of frogs by applying an electric current to 
the muscles.  In the book, Frankenstein has found a way to take this phenomenon to its furthest, 
unnatural, conclusion of resurrecting an entire, human form.  For us in our adaptation, music rather than 
electricity becomes the galvanising force and our talented actor-musician Lucy Keirl and sound designer 
David, are finding lots of exciting ways to lead the audience through the narrative, variously provoking 
and responding to our actor, George Fletcher. 
 
We’ve been travelling through the story so fast it’s hard to believe we only started on Monday! 
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Week 2 
 
To balance out the considerable pathos and soul-searching intrinsic to the unpacking of Frankenstein, our 
second week has been characterised by silly voices, cake, and, to quote the hashtag our director, Eleanor 
Rhode, tweeted, #BloodOnMySocks 
 
Getting stuck into the heart of the play now, Eleanor has been leading us through some weighty 
discussions with great insight into the text, the context of the novel and the condition of 
humanity.  Creature is broken by being abandoned by the person who created him, who should have 
taken responsibility for him.  He is repeatedly rejected by strangers who judge him, only on his 
appearance, as monstrous, rightly so ultimately but not at first.  It's heart-breaking that Creature is 
constantly making himself vulnerable to others in his quest for love and friendship, but when he snaps, 
there's no going back for him.  And we’ve decided that we’re not great fans of Frankenstein.  He is young, 
too young to question his actions.  He’s no evil genius, however, just someone who has the intelligence 
to understand the repercussions of his actions, but not the wherewithal.  He hasn’t yet learnt to be 
unselfish and his world has been entirely corrupted by the succession of terrible decisions he has made. 
 
To give both of these tortured characters life, Tom Jackson Greaves, the movement director, has been 
working especially closely with George Fletcher, playing both Creature and Frankenstein, to pinpoint each 
milestone in Creature's formative moments and to design a clear and watchable way of 
performing dialogue when both characters present are played by the same actor.  Tom has brilliantly 
sharp instincts for physicality and is always mindful of authenticity.  In mapping out how Creature would 
incrementally gain control of his pain, muscles and cognition, we've been drawing inspiration from how a 
child develops awareness, movement, dexterity and then language. 
 
The world the characters inhabit has been richly furnished by sound designer David Gregory and actor-
musician Lucy Keirl who have been creating an auditory ‘language’ for the production, finding a balance 
between live and pre-recorded effects.  Lucy is providing ‘spot effects’, similar to ‘Foley’ in film-making, 
creating ambient noises live on stage.  Even Lucy's musical instruments get drafted into the soundscape, 
being recommissioned to generate sounds in a whole new way.  I’m fascinated watching David and Lucy 
build the atmosphere, experimenting with the blend of natural and electronic sound.  Initially the 
galvanising storyteller, ‘Chorus’ is very active throughout the play: as well as taking on defined role Lucy 
acts both as an extension of George, 
reflecting what his character is 
thinking, saying or doing, and as an 
observer of Creature and 
Frankenstein’s decisions, alongside 
the audience. 
 
It’s an absolute delight working with 
such a knowledgeable and inventive 
team who somehow bring writer 
Tristan Bernays’ stage directions to 
life, even those that instruct ‘Creature 
begins to trek across the snowy 
Alps’.  And afterwards you think, ‘yes, 
of course that’s how you do that…’ Left to right:  Tom Jackson Greaves, Lixi Chivas, Katie Newton, 

David Gregory, Eleanor Rhode 
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Exercise 1: Character Mapping 

The whole room becomes the ‘heart’ of the play. Put Creature, played by a student, in the centre of the 
room. Add the other characters one by one into the space. They should stand near or far away from the 
central character and the other characters, depending on how they feel about them. 
 
Start off with the positions for the beginning of the story. Then move to key moments in the story and 
ask them if they want to move. There may be some conflicts, for example if one character likes the 
other but the feeling is not reciprocated. 
 

Points: 

1. You may like to allocate multiple students for each character to keep everyone engaged and 
develop debate where students take different perspectives. 

2. This exercise makes for a gentle way into hot-seating. You can ask them individually why they’re 
standing where they are, and how they are feeling about other characters. 

3. If they don’t know the plot of the play very well, this can be an interactive way into them finding out 
the story. Tell them the main points of the story and ask them how they’re feeling now that this 
new development has happened. They can move in response to what you tell them. 

 
Alternatively, this can be a more advanced character exercise. ‘Cast’ the students in advance, and get 
them to write down quotes demonstrating how their character feels about other characters at key plot 
moments. Then, when they are moving around the character map, they can back up their new position 
with their quotations. 
 

FOLLOW UP EXERCISES 

1. DIARY: Imagine you’re the character you played in the mapping exercise, and write a diary, with 
entries for each key moment. 

2. FREEZE FRAMES: This is a natural way into ‘sculpting’ frozen pictures of key moments in the play, 
e.g. the moment the family find Creature and De Lacey talking. 
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Exercise 2: Emotional Corridor 
 

 
The students line up in two rows, facing each other. Give each student about half a line to say from the 
text, perhaps an oath or a curse that is said to Creature.  It’s fine to use each curse two or three times if 
you don’t have enough.  
 
Get them to repeat it a few times to the person opposite them, all at the same time, using lots of anger 
and venom. 
 
Then, one by one, each student walks down the line, with everyone repeatedly saying their curse at the 
person walking. Afterwards, discuss how it feels to be the object of such dislike. 
 
This exercise is particularly useful for invoking empathy in students.  
 
Although you might want to start with something straightforward like curses, you can also move into 
more complex emotions for any play (this exercise is very useful for encouraging students to empathise 
with Creature, for example, after he has started seeking revenge).   Give time after the experience for 
students to reflect on and share how they felt, either repeating such things or hearing them. 
 
It can also be used to examine intellectual arguments: for example, you could fill the ‘corridor’ with 
some of the many conflicting arguments Frankenstein and Creature each put forward about 
Frankenstein creating a Mate, half for and half against.  Afterwards, the people who have walked down 
the corridor can each say what they would have done in Frankenstein’s place, based on one thing they 
heard in the corridor. 
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Exercise 3: Playing with Status 
 
The concept of status is important in Frankenstein. Creature starts life with no status because he has no 
power but by the time he confronts Frankenstein he can reason with and also threaten his creator. 
 
1. In pairs, devise a short everyday scene in which status is really important. Here are some 

examples: 
  A new pupil at school is being bullied by a much older pupil.   
  A customer at a restaurant is complaining about the food to the waiter. 
  The school headmaster is meeting a new student for the first time. 
  A policeman is questioning a suspect. 
 
In your scenes discuss who has the most and the least status. How can you show this physically? Try the 
scenes with both actors standing, then again but with one person sitting, and the other standing, and 
swap over. What difference does it make? 
 
2. Now look at the segment below from Frankenstein.  
 
 FRANKENSTEIN You… You can talk? 
 CREATURE  Is it so strange?  Did not you think I’d yearn to speak?  Even if it was to voice 
    nothing but woe?  Art thou amazed at thy creation?  It is thy own handiwork, 
    Frankenstein, thou ought to be proud. 
 FRANKENSTEIN How do you know my name?  (Creature holds up Frankenstein’s journal)  What is 
    that?  Where did you get that book? 
 CREATURE  (reading)  “The flesh, free from the chains of rigor mortis and soft with the  
    beginnings of decay, at times feels as malleable as clay, as if I mould Life itself 
    between my fingertips” 
 FRANKENSTEIN You can read. 
 CREATURE  Is not thy creature marvellous, Frankenstein? 
 FRANKENSTEIN Stop saying my name!  
 
3. Give each character a mark out of ten for status (1 being very low, 10 being high) for each line – 

not forgetting to rate even when the characters aren’t speaking. 
 
4. Now act out the scene, experimenting with different heights and positions. Try to make the height 

of the character (e.g. standing, sitting on a chair, kneeling, even lying down) correspond to the 
status number you have given the character. 

 
Questions to consider: 
 
 How can you use your body to show a character’s status?  
 What happens if you give a character with low status a physical advantage, e.g. by standing and 

leaning over somebody? 
 Look at people in your everyday life, such as your teachers, parents and friends. How do we 

understand peoples’ status in society? 
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Exercise 4: Rhythm and Punctuation 
 

This is an exercise first created by Cicely Berry, Voice Director at the Royal Shakespeare Company. It 
looks at how responding physically to the punctuation in a piece of text can open up its meaning. 
 
1. Read the speech below out loud. Make sure you understand what Creature is saying. 
2. Working on your own, walk in a straight line whilst reading the text aloud. Each time you reach a—

(marking an interruption or unfinished thought), stop and jump. Each time you reach a comma, turn 
90 degrees. Each time you reach a full stop or another punctuation mark, turn 180 degrees. 

 
The Creature is pointing out to the audience the things that he can see.  

CREATURE: House. Door. Chimney. Smoke. Window. Man. Old Man. Music. Play music. Fire. 
Warm. Wood. Room. Warm. Man. Young man. Girl. Listen. Music. Young man, girl, listen music. 
Old man play music. Old man play music soft. Soft and warm music and it make me feel – It – Like 
my ear sing to me and my belly it feel soft and warm it – It – I sit listen here, here in my little place 
and I sit and listen and it sing to me the music and it sing to my belly and my head and it so sweet 
and everything – And the book!  

The Creature lifts up the diary. 

Small thing, so small it – It look like nothing, paper and nothing, they flutter like bird when you 
turn them, so small and simple but in them – Inside them – Worlds, whole worlds and people 
places things my eyes cannot see but I see I see with my head my mind my – The words they 
popped and glistened as they flowed deep into me, into the – the - the soil of my self, until at last 
– at last my ears and eyes and tongue and heart did bloom, hidden though I was in the darkness of 
that hovel, by this the light my neighbours shone on me. I loved these happy creatures so. They 
were but poor and these their environs harsh, but it mattered not a jot for their love burned so 
bright it banished solitude and sadness from all the blackest corners of their lowly cottage until it 
seemed a palace of happiness.  

I spent these many months watching this, my – Yes, yes this my family – to witness how they loved 
and cared for one another. But basking as I was before their happiness, a wrinkled rancor crept 
across my heart – for yes, yes they loved and cared for one another, and looked on each their 
family with golden love – but me? Me? Could I – Could they – 

 
3. Now try the same exercise with the following speech:  
 

Frankenstein is in his laboratory. The distorted body of a woman lies before him on the slab. 

FRANKENSTEIN: And so it was a month from then that I stood in the gloom of my old laboratory – 
just as I had three years before – staring at the form before me: the Creature’s bride, if such a 
thing as this may be called a bride. The sallow skin and milky eyes, the lank and crow black hair, 
the thick and ropey tendons – all of it, each horrid inch and sinew, was as perverse and loathsome 
as he. They would be the perfect lovers. 

Or would they? 

What guarantee was there that she would love him – horrid as he was – were she to witness the 
superior beauty of natural man? Would he not every day remind her of her own wretched state – 
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and would she not hate him for it? 

Or worse – what if she did love him? What if their love spawned a race of abominations just like 
them – what then? What would this mean for mankind? Oh yes, he promised that he would take his 
bride and leave the world of men, he said as much – but did he mean it? He taught himself to speak 
– could he not teach himself to lie? 

No. No, I shall not allow this, this – this horror to spawn a breed of bastards that will consume the 
earth. I’ll tear it all to pieces before I see that! 

Frankenstein destroys the body with a vengeance, ripping the stitches and tearing at the flesh until it 
is no more.   

Eventually, he stumbles back from his work, exhausted and panting, and looks at it.   

Suddenly he realizes he is not alone. 

FRANKENSTEIN: How long have you been there? 

 
Questions to consider: 

1. What sort of path do you follow when reading the speeches? 
2. How do you feel when you are doing the exercise? 
3. What are the differences between the two speeches? What are the reasons for the differences? 
 
 

Cicely Berry’s workshop using this technique on Shakespearean speeches with several famous actors 
including Jeremy Irons and Clare Danes can be found here on YouTube (lasts 80 minutes).  
 
  www.youtube.com/watch?v=5ztestIB9QQ  

https://www.youtube.com/watch?v=5ztestIB9QQ
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Exercise 5: Physicality 
 

Follow the steps that Movement Director on Frankenstein, Tom Jackson Greaves, used to build the 
Creature from the moment he wakes up. 
 
Begin with all students lying in a space, on their backs, eyes closed, ideally with bare feet.  Explain that 
you’re about to born, but as an adult.  You have the muscular strength but you don’t know how to 
operate it, to keep your balance, and so one.  You’re like a super strong toddler! 
 
1. Try to start with the breath.  Notice the tempo of the air coming in and out of your mouth and nose.  

Feel how the chest and ribs move.  How does a big breath in affect the torso, and the legs?  What 
does fast, shallow breathing do?  (Careful not to get dizzy!) 

2. Start to find the sequence of the skeleton, stacking your bones like building blocks.  How high can 
you get off the floor?  Try to engage as little muscle as possible, just focus on transferring your 
weight and keeping your balance. 

3. Find ways to travel, to stand, to prop yourself up, that aren’t how you do those things normally.  An 
arm could move a leg, a leg could move an arm. 

4. Now that you’re moving, your blood is pumping.  Feel the rush of your heartbeat.  Try to locate your 
pulse, in the places you can feel it, not the places you know you should look! 

5. Discover articulation and strength in your fingers.  Notice that each finger moves separately from 
the others.   This is different to the power and dexterity you have in your toes.  Explore different 
surfaces in your surroundings with the back of your hand, the palm, and the fingertips, seeing how 
much detail you can pick up 

6. Last of all, activate each of your senses.  Open your eyes and imagine everything you see is 
overwhelming, painfully so.  The next time you open your eyes, everything is dim and blurry.  Do the 
same process for your hearing, smell, touch, and (if you’re brave!) taste, imagining amplifying and 
lessening each sensation. 

7. Now equipped with all these tools, try to explore your space, ignoring other people but fascinated 
by objects. 
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