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Alex Moreland – Writing Portfolio
Yes, I am a little short to be a stormtrooper.
I’m Alex, and I’m a freelance writer based in London. Mainly I
write about TV, and over the past few years I've written news
breakdowns, analytical reviews, and interviewed a range of high
profile professionals from the Film & TV world, building up a
network of PR contacts along the way.
Included in this portfolio are a few different examples of my work
– the aforementioned news breakdowns, analytical reviews,
interviews with actors and directors, and a few others that are a
little less easily categorised. (I say that, they’re two listicles and
an explainer piece.)
Hopefully, that’ll show off the range of styles I can write in and give some indication of a voice.
Hopefully, you’ll like it and then offer me some work. After all, as we’ve established twice already, I
can write news breakdowns, analytical reviews, and interview interesting people. (What I can’t do
though is play the ukulele, as that’s deceptively difficult.)
Of course, this is all assuming that you’re a prospective employer, that is, and not someone I’m
showing this portfolio to try and prove I have a real job (hi Mum!) - either way, I look forward to
hearing from you soon!

The following pieces are included in my portfolio
The Crown star Claire Foy will receive £200
000 in back pay after gender pay gap debate
An example created solely for portfolio
Game of Thrones: Viral fan theory about Jon
Snow’s parents changes everything
An example created solely for portfolio
Next Doctor Who actor to be announced on
Sunday after the Wimbledon Men’s Final
An example created solely for portfolio
Jamestown and the dynamics of power
An analytical review originally published at
Yahoo Movies Box Sets
Black Mirror’s USS Callister is the perfect
metaphor for nerd culture in 2017
An analytical review originally published at
Yahoo Movies Box Sets
The Assassination of Gianna Versace is an
intimate portrait of a killer, granting him the
fame he always sought
An analytical review originally published at
Yahoo Movies Box Sets

Alex Lawther on The End of the F***ing
World, his creative influences, and more
An interview originally published at Flickering
Myth
John Madden on Miss Sloane, feminist
filmmaking, and more
An interview originally published at Flickering
Myth
Julianna Harkavy on Arrow, her character
Dinah Drake, and more
An interview originally published at Flickering
Myth
Star Trek: Discovery – All the easter eggs you
missed in the two-part premiere
An article originally published at Metro Online
Riverdale Season 2: 5 questions we have
after episode 21
An article originally published at Metro Online
Everything you need to know about the
Doctor Who Christmas Special
An article originally published at Metro Online
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The Crown star Claire Foy will receive £200 000 in back pay after gender pay
gap debate

Following controversy surrounding the gender pay gap on Netflix drama The Crown, actor Claire Foy
will receive £200 000 in back pay.
In March, producer Suzanne Mackie revealed that Matt Smith (Doctor Who), who plays Prince Philip
in the period piece, received £10 000 more than co-star Foy per episode.
Mackie, who was speaking at the INTV Conference in Jerusalem, said that “going forward no one will
be paid more than the Queen”, affirming the intention to resolve the pay disparity in future series of
the drama.
However, public pressure grew in light of this reveal, with many arguing that Foy – who played the
lead and has received vast critical acclaim for doing so – deserved equal pay for her role.
Both Foy and Smith commented on the matter, with Foy noting in Entertainment Weekly that the
controversy “feels very very out of ordinary”. Smith meanwhile gave his support to Foy, stating in the
Hollywood Reporter that “Claire is one of my best friends, and I believe that we should be paid equally
and fairly and there should be equality for all.”
Left Bank Pictures, the production team behind The Crown, have now issued Foy with £200 000 in back
pay – equal to the sum of the £10 000 extra Smith received for each of the drama’s twenty episodes ensuring pay equity. Left Bank Pictures have also apologised to both Foy and Smith for the ensuing
media storm.
This comes at a time when gendered pay disparity is in the public consciousness as part of discussions
borne from the growing #MeToo movement, and the reconsideration of how women are treated in
Hollywood.
In the third and fourth series of The Crown, Olivia Colman will take on the role of Queen Elizabeth,
while Tobias Menzies will play Prince Philip – and both of them will receive equal pay for their roles.
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Game of Thrones: Viral fan theory about Jon Snow’s parents changes
everything

Any fan of HBO’s fantasy epic Game of Thrones could tell you that Jon Snow is the illegitimate child of
Ned Stark – but this new theory might well prove them wrong.
There’s always been a little element of mystery to Jon Snow’s parentage – after all, in the very first
episode he asks who his mother is – but it seems like things might be even more complicated than
they seem.
One fan theory posits that Jon Snow isn’t Ned’s son at all – rather, that he’s the child of Ned’s sister
Lyanna Stark and Rhaegar Targaryen, the eldest son of the fallen Targaryen dynasty.
Evidence for the theory can be seen in various textual clues from George R R Martin’s books;
meanwhile, on the television adaptation you can spot references throughout, like the mysterious
promise Ned made to his sister Lyanna before her death. Was it a promise to raise her son and keep
him safe?
If true, the theory (referred to as R+L=J, as in Rhaegar + Lyanna = Jon) would change a lot about
Westeros. For one thing, the oft-referred to Robert’s Rebellion that ended Targaryen rule, a key part
of the Thrones backstory, was prompted because Robert Baratheon believed his fiancée Lyanna had
been kidnapped by Rhaegar. If Rhaegar and Lyanna had in fact eloped together, it’d undercut the
purpose of the whole rebellion.
More significantly, though, is that if Rhaegar and Lyanna had been married, Jon wouldn’t be a bastard
at all – in fact, he’d be the true heir to the throne of Westeros. In a world defined by the struggle to
rule,
Combining the lineage of the dragon-riding Targaryens and the Northern Starks, the books’ title A
Song of Ice and Fire seems to allude to the possibility of King Jon Snow – perhaps he will be, and has
always been intended to be, the true winner of the Game of Thrones?
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Next Doctor Who actor to be announced on Sunday after the Wimbledon
Men’s Final

The next actor to play the Doctor will be announced on BBC One on Sunday after the Wimbledon
Men’s Final, which is expected to end at approximately 6:30pm
It has been nearly six months since Peter Capaldi announced he would be stepping down as the Doctor
on the 30th January – nearly the longest duration between a Doctor announcing his departure and his
successor being revealed.
Ever since Capaldi announced his departure, speculation has been rife as to who the Thirteenth Doctor
would be. Favourites Kris Marshall and Phoebe Waller-Bridge have both denied rumours they would
be taking the TARDIS keys.
Peter Capaldi is set to regenerate in the 2017 Christmas special, which will be a multi-Doctor story
featuring the First Doctor, as played by David Bradley.
The Christmas special will also be the last episode with Steven Moffat as executive producer. He is set
to be replaced by Chris Chibnall, previously the head writer of Broadchurch.
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Black Mirror’s USS Callister is a perfect metaphor for nerd culture in 2017

This article contains significant spoilers for the first episode of Black Mirror Series 4, ‘USS Callister’.
USS Callister opens with a loving homage to Star Trek.
It’s a finely detailed, evocative recreation of the style of the old sci-fi serial; invoking the bright colours,
distinctive incidental music and boxlike aspect ratio of the original series, director Toby Haynes brings
the aesthetic to life perfectly. Indeed, it’s wouldn’t be difficult to convince someone that this really
was taken from the 60s, a relic of some Star Trek spinoff that never quite got off the ground.
But this in itself sets up the central tension of the episode, establishing the backdrop for USS Callister
to propose the perfect metaphor for nerd culture in 2017.
The Star Trek world is a virtual reality; a simulation created by Robert Daley (Jesse Plemons), an
escapist fantasy where he can be the beloved Captain rather than an unfairly dismissed nerd. In effect,
it’s a crutch – a way to ignore the real world, to focus on the USS Callister, a place where he can be in
control. At first this escapism is depicted as a more-or-less positive thing; indeed, the episode puts
forward a clever misdirect, starting the story with a sympathetic focus on Daley such that it appears
that he’s the protagonist of the story. At the outset, it looks as though USS Callister is going to be
about Daley as a nice guy who’s mistreated by his colleagues, who can never quite get the girl – or, at
least, not outside of the simulation anyway.
Quickly, though, the focus shifts, making it obvious that this initial impression isn’t wholly accurate.
Daley isn’t the hero of the piece; rather, he’s the villain. He really is just a creep – rude, antisocial,
uncaring. Maybe he does have a valid grievance, or once did, but given what he’s done since it doesn’t
matter. Each member of his crew is, in effect, his prisoner; there’s a certain viciousness to Daley’s
control of them, a viciousness that’s easily recognised in nerd culture in 2017, and one that makes USS
Callister feel deeply relevant today.

alexmorelandwriter@gmail.com | @morelandwriter

The escapist fantasy is based on a slavish adherence to the idiosyncrasies of the original, yes – but,
crucially, an unthinking and uncritical adherence, without acknowledgement of the flaws inherent to
the premise. It’s the same fundamental mentality that prompts outrage and fury at the inclusion of
women or POC in Star Trek, Star Wars, or Doctor Who; the impulse to curate rather than create, the
desire to maintain a static and staid world. Shaped around the ego of a single white man, this is of
course a world that equates foreign with alien, denies women their sexuality, dehumanises people of
colour, and never lives up the ethos and code of conduct it claims to assert.
USS Callister continues to advance its metaphor, though, and in turn posits a solution of its own. And,
in turn, of course said solution comes from a woman.
Daley’s latest prisoner, Nanette Cole (Cristin Milioti), punctures the rigorous strictures and limitations
he’s placed on the world – she’s able to escape, undercutting his power and establishing a new
narrative. It’s worth remarking on the fact that Nanette’s solutions come from her technical ability;
when told it’s impossible to hack the system, she replies that she hasn’t tried yet. At least in part, the
resolution depends on skills that are regularly accepted of male characters in a genre setting, but
would see a female character dismissed as a Mary Sue; similarly, it’s also key that this is again drawn
from Nanette’s skill and prowess in a typically male dominated field, with progress achieved because
of the new ideas she offers.
And so the visual signifiers are updated; this is no longer the Star Trek of the 1960s but that of the
2010s, lens flares and all. A woman is in the captain’s seat. Things aren’t perfect, but they’re better,
at least. And now they really can explore the final frontier, and all that it offers.
You could argue, perhaps, that the relatively happy ending is somewhat off-brand for Black Mirror,
But, by the same token, that’s almost missing the point of USS Callister. It’s not about the happy ending
for the crew, but what was needed to achieve it. It’s the final pan across Daley’s now lifeless body, far
divorced from the great adventure he claimed to love but never really understood, that emphasises
the final message of USS Callister:
People like Daley need to be left in the past; they’re stuck there already, and it’s time to take back
control of the narrative.
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Jamestown, and the dynamics of power

If Jamestown can be said to be about one thing, it’s power. The central drive of Sky’s drama, set in one
of the first American colonies, is an interrogation of power structures – how they’re wielded over
others, the guises they embody, and how it informs interactions between the settlers.
Focusing, as the series does, primarily on three female characters, it’s interesting to note how the
series examines gendered portrayals of power. When the series debuted last year, a common critique
of Jamestown was that its depiction of women was ahistorical – that, largely speaking, portraying the
female characters exercising their own agency was inaccurate. Fealty to history aside, it’s worth noting
that that’s not really the point; as with any historical drama, Jamestown is much more about the
present than it is the past, depicting as it does still relevant concerns about patriarchal power
structures. This examination of power and gender is most obvious through the character Jocelyn
(Naomi Battrick), a widow who refuses to remarry, and gets increasingly involved with the political
machinations of the colony. Marriage, in Jamestown, is an explicit microcosm of the wider confines of
the patriarchy; Jocelyn refuses to be “owned, possessed, confined, or determined by wedlock”, in turn
arguably exercising the most agency of any character on the programme. Notably, the opening of the
final episode draws an implicit parallel between Jocelyn and Governor Yeardley (Jason Flemyng), the
ultimate authority at the colony – both dressed in shades of blue, atop their horses, at this point the
pair are near equals.
It’s notable, though, that Jocelyn achieves this power by working within the confines of the system as
it exists – hence the parallels drawn between Jocelyn and Yeardley, as she becomes not just a goil to
him but a clear counterpart. While she is, comparatively, a kinder authority – signified by the lighter
shades of blue that she wears, and observable through her attitude to those working for her – it’s still
the same type of power wielded by men like Yeardley. Ultimately, to survive, Jocelyn has to exist within
the system; while she can subvert it in places, she’s unable to reject it entirely.
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It’s difficult to view this as a victory on Jocelyn’s part, exactly, given what it means to wield power
within Jamestown. Fundamentally, it’s almost always a case of exercising power over another – which
is directly tied to the moral failing at the heart of the colony.
The first series closed with the introduction of slavery; the second opens with these slaves at work in
the plantations. Jamestown focuses on two such slaves in particular, Pedro and Maria, and their
contrasting experiences within the colony are illustrative of another hierarchical delineation inherent
to the power structures of Jamestown. Where Pedro is afforded an apparent level of respect by some,
in particular Governor Yeardley, Maria is consistently mistreated – because he is a man and she is a
woman. Arguably it’s this that sees Pedro become disillusioned with Jamestown, realising it’s
impossible that “each man shall have his rightful share”; in short, there’s no way for Pedro or Maria
to succeed within the system as Jocelyn did.
Again, then, Jamestown emphasises the failings of the power structures expressed by the colony. Any
attempt to gain power, to wield it for personal gain, will result in the exploitation of another. It’s clear
at every level: Pedro’s brief attempts to gain favour with Yeardley see him betray Maria, the Sharrows
use slaves on their farm, and Jocelyn makes use of indentured labour. In some, there’s something
almost hedonistic about these expressions of power, with Marshall Redwick professing that he
exercises his authority “because it pleases [him]”. Invariably, those with most power are white men,
but Jamestown also examines how authority manifests along lines of class and sexuality. Secretary
Farlow is amongst the ruling triumvirate with Yeardley and Redwick, but in a private moment fears his
homosexuality will lead to his downfall; Doctor Priestley, a qualified physician and academic, holds
more authority in the town than the working-class blacksmith James Read. Authority and agency in
Jamestown can be exercised only by a few; power structures are inherently narrow and exclusionary.
A moral judgement is passed in the final episode, as Henry Sharrow pronounces it “impossible to live
here without being tainted”. This is particularly notable coming from Henry Sharrow, a character
always depicted as brutal and violent, and in the first episode raped a woman; that it is he who makes
this statement arguably offers a certain clarity to it, the worst of the town able to see it for what it is.
Henry Sharrow’s response is to “be as open as [he wishes] to be”, but that’s not the solution posited
by the programme itself. Indeed, Jamestown doesn’t really offer one at all; the series ends with the
town on the precipice of war, an illegitimate war started by Yeardley as a way to increase his power.
It’s another illustration of the eschatological damages of Jamestown’s power structures, but there’s
no panacea to this remedy these excesses.
Arguably, though, that’s another reminder of the fact that Jamestown isn’t about the past but the
present – how can it posit a solution to institutional inequalities and disparities in social power when
these issues still exist today?
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The Assassination of Gianni Versace is an intimate portrait of a killer, granting
him the fame he always sought

It’s not about the assassination of Gianni Versace, as many have already noted. Or, at least, it’s not
just about the eponymous assassination, casting it as inciting event rather than the climax of the
series. Instead, The Assassination of Gianni Versace is about the assassin, Andrew Cunanan, and the
events that led him to murder the internationally renowned designer.
The series moves backwards through Cunanan’s life, tracing his story in reverse; it’s a confident piece,
expertly structured in approach. Rearranging the drama to watch the story unfold chronologically
wouldn’t have the same effect – it’s layered in such a way that each backwards step complements
what’s gone before, honing and accentuating The Assassination of Gianni Versace as a whole.
Moments described in hindsight in one episode play out in present tense in the next; expectations are
subverted and tension is heightened, a sense of not just dramatic irony but deep melancholy evoked
as we move through the tapestry of Cunanan’s life. Note especially a scene from the sixth episode,
Descent, a conversation between Cunanan and David Madson, a former lover and eventual victim.
Madson is trying to connect with him, asking about his childhood; you can see his face fall as Cunanan,
seemingly, starts to lie once again, and it’s this apparent lie that drives a wedge between them. Yet as
the series continues, it’s revealed that Cunanan wasn’t lying. It’s not, obviously, that this excuses or
justifies anything he did – but there’s a certain sadness to it all the same, and an insight into the
neuroses that drove him.
Vital, of course, is the strength of Darren Criss’ portrayal of Cunanan. In short, it’s revelatory; an
exquisitely mannered performance, defined throughout by a chilling stillness. Criss evokes the quixotic
obsessions of Cunanan perfectly; despite the veneer of control, the fixation on infamy and yearning
to be special are never far from the surface. In turn, it’s the moments where Cunanan breaks down the moments when isn’t chillingly still, when the mask falls away and he’s entirely unrestrained – that
you see Criss’ full range. It’s difficult not be captivated by Criss; describing him as “magnetic” or
“engaging” almost feels like it sells short quite how entrancing he is as a screen presence. Much of the
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character’s interiority is sold by Criss and the idiosyncracies of his performance – The Assassination of
Gianni Versace wouldn’t be anywhere near as effective without him.

Of all the episodes of The Assassination of Gianni Versace, the most impressive are the central triptych
of the fourth, fifth and sixth episodes. They tell the story of Cunanan’s lesser known victims, his friends
Jeff Trail and David Madson. In that sense, they mark a departure from previous retellings of
Cunanan’s story, which have always focused on the death of his most famous victim; despite being
named after Versace, this is a series that’s concerned with far more than just him. Indeed, The
Assassination of Gianni Versace is also about the inherent social violence of the time, contextualising
Cunanan’s killing spree against a backdrop of widespread homophobia – casting that prejudice as the
real ‘American crime story’. The fifth episode, Don’t Ask Don’t Tell, is a furious polemic that rails
against the institutional homophobia of the American military, with a brilliant performance from Finn
Wittrock; the seventh dwells on the murder of a gay man, the killer excused because “he was put into
an uncomfortable position”.
A particularly powerful moment, though, comes towards the close of the fourth instalment of the
series. Following the murder of Jeff Trails, Cunanan forced David to leave with him, fixated on the idea
they might still have a life together; when David has the chance to escape, though, he doesn’t take it.
Writer Tom Rob Smith drew attention to this scene, noting that “in every other thriller he [escaped]
and run screaming for help—there is no help. The people coming to arrest Andrew Cunanan would also
arrest him, because there’s no way they would believe he had nothing to do with Jeffrey Trail’s death.
‘They’ll hate me like they hate him, because they hated me before’.” It’s a brilliantly quiet, defeated
performance from Cody Fern; Cunanan’s murder of David Madson is one of the series’ most tragic
moments. But it’s tragic because, as the series notes, so little attention was paid to him; the casual,
endemic homophobia that meant no one really cared about David Madson, or Jeff Trails, or Lee Miglin.
Not until someone famous was murdered. One of the most important parts of The Assassination of
Gianni Versace is the way it pulls back the focus on Versace, looking at Cunanan’s forgotten victims
and finally acknowledging their place within their own story.
There’s a certain irony to it all, of course. So much of The Assassination of Gianni Versace is dedicated
to Andrew Cunanan – it’s a deeply intimate portrait of a killer obsessed with being special, and there’s
a sense that, if he was truly like this, this series is the apotheosis of everything he ever wanted. After
him, destruction – but also a fame, or infamy, that leaves him forever intertwined with Versace, the
greatest object of all his obsessions, an equal of sorts at last.
Least likely to be forgotten, indeed.
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Exclusive Interview – Alex Lawther on The End of the F***ing World, his
creative influences, and more

First of all, how did you get involved with The End of the F***ing World? What drew you to it?
What drew me to it at first… Charlie’s writing. Charlie Covell, who adapted the comic books, Charles
Forsman’s comic books, had made something which I didn’t recognise as having seen on television
before – it was dark and used comedy to express that darkness, and seemed to take an imaginative
idea and really go as far as possible with it, which I really like. I like when ideas are gone for and tested
to their limit. Yeah, I think it was that, really.
I sort of get the impression that you’re quite careful and deliberate with the roles that you take on.
Do you think that’s fair to say?
I suppose so. I suppose I love what I do and I’m so lucky to do it and therefore, yes, it’s important to
me that I’m involved in things that I really care about, and stories that I would, myself, like to see told.
And so, I suppose, there’s an element of carefulness. There’s also a sense that, as an actor, you don’t
often have a lot of choice – in terms of it’s a casting director’s decision, it’s the director’s, producer’s
decision whether you do the job or not. So, it’s a mixture of being conscious of the work that I’m
getting involved with, but also there’s a lot of other factors outside of my control too. But yeah, I’ve
been very lucky to be involved in The End of the F***ing World too because I… I felt that it was unusual
and that immediately for me piqued my interest.
So, coming back to The End of the F***ing World, how important do you think it is to have a likeable
protagonist?
That’s a really interesting question. I suppose, I read somewhere, someone much more eloquent than
me, saying “it doesn’t matter if they’re likeable but they have to be interesting“. You don’t have to like
them, but you have to want to know what happens next. Even if you hate them or you’re scared of
them or if you… as long as they’re not boring you, because boring is passive. It’s not so much not
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being liked… they cause you to be interested in them actively and to see where their objectives are
going to take them. Which I think is the analytical way of putting it, yeah.
I read something that you said recently about how you approached the role; not as though you’re
playing a psychopath, but someone with sort of a second-hand understanding of what that meant.
I thought that was a neat way of putting it, isn’t it, because the series is about pulling away their
façades in a way.
Exactly. And the two of them both have a façade and layers of façade, which they, particularly from
James’ perspective – Jess [Jessica Barden, Alex’s co-star] will be able to explain much better from
Alyssa’s – but my idea of James was that… the idea of being a psychopath was a way of hiding
something else and therefore, to be a psychopath for him, was a way of working out… it was a way of
making sense of how he found himself to be. Rather than accept a perhaps more painful truth, it
seemed sort of easier to self-diagnose himself as a psychopath because that has a certain edge to it
where just being a vulnerable, damaged human being, for a teenager, is perhaps less interesting.
In James’ imaginative world, being a psychopath was a way of getting away from himself, I think. And
therefore, his understanding of psychopaths comes from what he’s read and from some sort of clues
he’s picked up that that seems to be the most logical conclusion. And for him it’s much more
preferable than actually having to deal with a sort of more grown up reality. In a really sort of quite
fucked up way, being psychopath is easier to accept.
Yeah, almost desirable even.
Yeah, exactly.
So, on the flipside: as an actor, how much of your performance would you say comes down to
choices you make in the moment?
Hopefully when you’re shooting or when you’re doing theatre, you’re responding to something that’s
happening opposite you from someone else. So, I mean you can do as much homework as you want
but at the end of the day you have to just forget it and hope that most of it’s sunk down somewhere
in there and doesn’t need… if you’re thinking about your homework then you’re not really present as
a person.
And at the end of the day, no matter how interesting one’s research has been, that’s not what the
story is about. The story is about two people trying to understand themselves and each other and
therefore it’s the relationship that’s important and those are things that have to be played, the person
in front of you has to be played, not your very interesting bit of research that you read in a book a few
months ago.
Just to pick up on what you were saying about being responding to those around you – you’re
returning to the stage soon with The Jungle, and I was wondering do you have a preference between
different mediums: film, television and theatre?
I don’t really. I find it’s a slightly different muscle being used, maybe, depending on which medium. I
enjoy the slowness of theatre and the time spent rehearsing and getting to know and building trust
with other actors. Because I started in theatre, I used feel much more comfortable on stage than on
screen. But actually, the more I work in film, the more I enjoy it for its strangeness; sometimes it’s
hyperactivity, and sometimes it’s long periods of waiting around and having to entertain one’s self.
And so they both… it’s an adage, a cliched thing, that when you’re doing one, you miss the other and
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I think it’s sort of that. Essentially my job is the same, I’m a mechanic to a story. But, yeah there’s sort
of different quirks to both that I miss when I’m doing one or the other.
The Jungle is about refugees, taking its name from the Calais jungle – do you think it’s important for
art and fiction to reflect current events?
I think we’re living in a world right now where politics are so precedent that there’s a part of me that
is a little bit suspicious of our avoidance of confronting it and I feel that… I feel that we can’t get away
from the world that we live in and we have to try and seek some understanding of what is going on or
at least seek some good questions about what’s going on. But there’s also a place for art that allows
you to escape from all of that too. So, all sorts of different types of art and ways of seeing the world
should be able to be explored and expressed. But yes, I’ve never lived in another time so of course I
think now is the time – but I don’t know what it was like in the 1980s, or prior to, but I do feel, just in
my own life, that it is a precedent thing that has to be confronted.
What you’ve said there, it reminds me of this thing I read once – I’m not sure who said it originally
– but it was that “art should disturb the comfortable and comfort the disturbed”. Would you
subscribe to that idea, do you think?
Yeah. Yes. I think that sounds… But then art should also, and can and will, do many other things too.
I suppose it’s almost too prescriptivist in a way.
Well maybe, but it’s a nice description if we’re going to stick with one. But it’s hard to [stick with one],
isn’t it, because I feel there’s… as soon as I start describing anything it’s also, it’s also it’s contradiction
as well. I don’t know what to say to that really, sorry! [laughs]
That’s alright! So, on another note. You’ve had quite a lot of success in, I suppose, a fairly short
space of time – how do you think that’s impacted your outlook and your approach to your work?
I suppose… I don’t know, you just sort of go from job to job really, and you keep trying to… each job
you take you start from zero again, and try to approach each job with an open mind – as though it was
your first job, really – and with no expectations or presumptions. I suppose it makes me… I don’t know.
I feel that… what do I feel? I feel that there’s always a need to keep looking forward, I suppose. Because
otherwise… otherwise you just get stuck, I think. Or come unstuck.
Who would you say your chief creative influence is?
Ah! That’s a good question. I… sort of varied really. I’m a massive fan of Sally Hawkins and I’ll go and
see anything that she’s in. I suppose, I would like to, I don’t know. It’s a strangely hard question,
naming… putting thoughts down on paper. I suppose those who are conscious about the work that
they’re doing, and that they’re doing it for the joy of doing it – which is a hard thing sometimes, to
keep one’s eye on.
So, when I come across people who do – I recently worked with Hayley Atwell in Howards End, and
she’s just incredibly honest and remains to be a laugh to be around, and has a way of leading by
example. Which I find, yeah, I find very inspirational, I suppose that’s the word. It tends to be, someone
who takes their work seriously but doesn’t take themselves too seriously. Although, in this interview
I probably sound like I take myself very seriously I’m afraid! [laughs!]
Definitely, but it’s great! So, you’ve covered quite a lot of different genres across your career. Are
there any you’ve not yet done that you’d like to, or maybe particular roles that you’d like to play?
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I’m excited because in January I’m going to film in French, and I’ve never worked in a foreign language
before, and so that brings its own hurdle to jump, I suppose: trying to work what that means to play
in another language, and how to not be thinking about the language rather than playing it although
it’s not my mother tongue, and preparing for that’s been really interesting, and I’ve been big fan of
French cinema since I was very little so it’s also exciting just to be playing around in that language
rather than my own.
We’ll have to do another interview in French when that comes out!
Yes! Do you speak French?
No… but I can learn it by then?
Okay! [laughs] Cool. I’ll hold you to that.
Good, I look forward to it! So finally, then – what’s the main thing you’d like audiences to take away
from The End of the F***ing World, as well as your work in general?
Ah, that’s a big question! I always find it hard to prescribe what one should take away from anything
because what excites me most about getting to do what I do is meeting people who have come up
with an entirely different interpretation of my work than I ever expected. And that’s what it’s all about,
I suppose, about those discussions. But I suppose, I feel, watching The End of the F***ing World, that
there is something unique about what could otherwise be a straightforward boy-meets-girl story,
something that’s more complicated, maybe and takes it’s time to develop into something quite
surprising. Hopefully, the gags land! That’s all I hope.
Yeah, I loved it!
Okay, cool! Oh, that’s great.
Alex Lawther, thank you very much!
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Exclusive Interview – Director John Madden on Miss Sloane, feminist
filmmaking and more

So, let’s talk about Miss Sloane. It’s a very dialogue heavy movie, which is in turn realised by the
performances – where do you see your directorial voice shine through?
Well, it’s an interesting challenge to film, because it’s a thriller, I suppose if you’re going to try and
look for a genre to place it in, with a very unusual profile that you just referenced, which is that it’s
profile is very verbal – which I thought was a challenge in and of itself. It’s about competing political
narratives, which sounds dry as a bone, but it’s anything but dry as a bone when you experience it. I
think arguments well deployed and articulacy is not necessarily an enemy of cinema. The particular
challenge for me was creating something that exercises a really powerful grip, a really
powerful narrative grip, without them realising what was happening – which is, anecdotally, what
happened.
With regard to the character herself, do you consider Miss Sloane – if not a traditional protagonist
– more of an antihero?
She is, I think. I think if you make a sort of putative gender switch in your head, that character becomes
a fairly classic movie prototype: the outsider, the person with little interference from her personal life
– if she has a personal life – and so forth. I think the kind of iconoclast, the person who goes against
the system, is a fairly classic figure – but not a classic figure if it’s a woman. So, yeah, of course she’s
an antihero, because of the methods by which she goes about her particular business are not ones
that necessarily, at least initially, are likely to endear her to an audience. Or the people she’s working
with either!
Which makes it even more interesting I think, because again you don’t normally see that in a woman.
I think it’s one of the interesting challenges of the film – how do you pull an audience into a
relationship with this character? How do you bring an audience in and engage them – which, again, I
do think happens by the end of the movie.
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On that note, how important is it to have a likeable protagonist?
I don’t think… I think there’s a whole lot of stuff about “likeability” and “being sympathetic”; these
terms are something where studios are terrified of having a character that isn’t that. I think what a
character needs to be is human, which is a different thing. I actually think the character is sympathetic
by the end, even if she doesn’t appear to be at the beginning, because there is a hidden narrative in
the story about what is happening to her.
But I think to be human is to be fallible, and she’s a complex creature. I think she’s fascinating and
riveting, and finally she arrives fully formed as a different human being at the end. I think that’s an
interesting journey. But I think it’s essential for an audience to be engaged with a character, that is
without question, and I think if you haven’t got an audience which is engaged with the central
character then the movie’s obviously going to have a hard time making an impact or pulling an
audience towards it. But this character is completely fascinating, and ultimately human, even if as I
said she doesn’t initially – and that, as I said, is what gives it a journey.
I’m reminded of something Kubrick said, that the best way to get an audience to connect with a
character is to show them doing their job, and doing it well – do you think that plays into things
here?
Yeah, yes, completely. I mean, she leaves everybody standing. She’s so on top of her game; her
arguments are powerful, her tactics are extraordinary and surprising, she wins every situation she’s in
and leaves everybody gasping in her wake. All of which would be interesting, but it’s twice as
interesting because you’re not used to seeing it on screen – this is not a job category we see very much
on screen, despite it being so ubiquitous in Washington. Yeah, that’s absolutely the case.
I would add to Kubrick’s maxim as well to say that I think the other thing that makes an audience is
engage is when a character like that begins to make mistakes; that’s when an audience locks on to a
character. I think that describes exactly what happens in this story; you’re exhilarated and impressed,
and no doubt sometimes appalled as well, recoiling and some of the tactics and collateral damage
she’s able to create without much concern, but gradually that starts to crack open. Then, I think, that
becomes a deeper level of engagement.
Would you say the movie is critical of her, ultimately?
I think it’s very even-handed with her; I don’t this movie, and this is very much a choice with the writer
and myself, provides easy handles to explain why she is the way she is. It felt to me very important
without the film to just evaluate who she is and why she does what she does in these circumstances;
unusually for a female heroine or anti-heroine, you have very little extraneous information. You can
intuit quite a lot, but actual hard information? There would normally be the obligatory scene where
we see some episode from her childhood that has made her the way she is or what have you.
It’s not a movie’s responsibility to judge a character I think, simply to show a character and describe a
narrative. I think the only obligation is for that character to be interesting, and that character to
undergo change in the course of the story; it’s not terribly interesting if they end the story in the same
place they began. That’s all I would say; I was lucky enough to have an actor who was completely
unperturbed by the idea of how much an audience might be on her side, she was just very interested
in getting to play her. Though I think by the end everyone is on her side, actually.
How do you develop a strong character like this? Do you find that it’s different when developing a
female character, in comparison to a male one?
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Well, look. There aren’t that many roles around – there are more now, thankfully – that give a woman
a chance to define herself by something other than her relationship with a man, as we know famously.
Or even to define herself necessarily in a professional sphere. Again, this film is unusual in that way,
because she is a woman who is completely in control of her situation. I think when you set about
making a woman powerful, the script is already doing that – because her skills are on display, her
strategies are on display. In a sense, you simply just need a really intelligent, smart, empowered
actress to step into that and own it – and bring a massive skillset to the table, which Jessica certainly
does.
As I said before, this might be a less interesting story if it were a man, but it’s not a man. I mean, I still
think it would be an interesting story actually, but certainly what makes it fascinating is that the
character is a woman in a predominantly male environment, carving her way through – but it’s not a
feminist film in the narrow sense, because she doesn’t choose to define herself as a woman, she just
defines herself as a professional, and that’s interesting too.
It’s interesting you say that, because it leads nicely onto my next question. There’s a lot of strong
female characters in this movie, and it had passed the Bechdel test within the first five minutes or
so – would you personally consider yourself a feminist filmmaker?
Well, I’d certainly consider myself a filmmaker who specialises in stories about women, I’ve done a lot
of them. I’ve told a lot of stories about women who are in positions of power, and I think that’s
fascinating. To me, that gives you the whole package really, because women are just simply more
interesting than men anyway, simply because of the qualities they possess, that the gender possess,
in my view anyway. You’re always going to have something – if you have a powerful male character,
you’re going to be struggling to find some element of vulnerability. If it is there, it’s usually connected
to his love for a good woman; with women, you get all of that rolled up into one. You get humanity,
you get sexuality, you get power, you get judgement, you get intelligence – you get everything,
without the more preposterous aspects of male supremacy.
So, I’m not trying to bang the drum – it would be presumptuous anyway to say that I’m a feminist
director, that’s not my domain. I don’t have a political axe to grind; I find that gender fascinating. I’m
very drawn to stories about women, and about powerful women too.
Do you think what you’re saying about movies about women being more interesting – do you think
that’s the case because there are comparatively fewer movies about women?
Well, yes, it is historically so, at least with women who are given the focus of the film, as opposed to
being a necessary component of the essentially male perspective of the film. I think that is changing,
and I think that’s partly because we’re waking up to the fact that the female demographic, long
ignored by blockbusters, is a very significant one.
I think one of the things that’s very interesting is that when you look at the most significant purveyors
of mass entertainment in movies, which is the Disney company, you’ll notice that many of their heroes
are now women, particularly in the animated field. That’s incredibly significant, because that’s
presenting a totally different matrix to young women growing up, because they’re presented with
powerful role models. Moana is no shrinking violet, is she? That’s very significant, that change in that
situation, and I think it’s beginning to happen across the board now.
Moving on to the other big aspect of the movie – the issue of gun control – I found it interesting that
there is a certain ambiguity to the discussion. There’s that pivotal scene where one of the characters
is saved by a legal gun owner. Why was that an important scene to include?
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Well, I think that the film would be empty, an empty polemic, if one didn’t present the issue in its fully
rounded form, because it’s a simple fact that there are vast numbers of gun owners in America who
don’t see any issue, and believe in a non-aggressive way that it’s their constitutional right to own a
weapon. To simply demonize every gun owner as someone with potentially lethal intent is obviously
nonsense. I think it’s really important – it’s a very interesting thing, that character existed in the script
initially, and I was very firmly of the view with Johnny, the writer [Jonathan Perera], that that character
had to be flawless.
It was essential to the argument – and I’m not going to go into spoilers here – that we might not want
to see that circumstance develop in such a way, and it’s averted by someone who would in any normal
circumstances emerge as a hero, and indeed is a hero, but happens to be a hero who’s wielding a gun,
then I think that’s very good for the argument of the film. It’s much more interesting; these were ideas
that came up organically as we were developing, but I think it’s really good, and it invites a proper
consideration of it. If we were pushing hard on an issue, then everything fell over because we neatly
arranged it to be so, it wouldn’t be interesting.
The thing is, the gun issue is not the key issue in the film; the film is really about political process, I
think, and the character study – a fascinating character study. But it would be foolish not to admit that
it’s a very divisive issue, so you’re under an obligation deal with it even-handedly.
I’d also like to ask you about your work with Filmaka, a platform for undiscovered filmmakers to
show their work to industry professionals. Could you tell us a little bit about what you do with them,
and why you think it’s important?
Well, that’s slightly dormant at the moment; it’s interesting you should raise it, because we haven’t
been in touch recently, or they haven’t been in touch with me recently. So, I’m not quite sure if I can
give you an up to date estimation of what’s going on there. This is a totally different landscape to the
one which existed when I entered the business; you’ve now got an absolute flood of products that is
available to everybody, and it helps if you have systems of selection that bring the outstanding, the
unusual, the innovative, the original pieces to people’s attention. That’s what the Filmaka project was
originally; I can’t speak to where it is now, like I said.
As a final question, then – what is the most important thing you’d like an audience member to take
away from your work?
I think you want… film is a fantastically immersive medium, and by immersive I don’t just mean that
that idea can be expressed in any number of ways, or achieved in any numbers of ways I suppose is
what I mean. I think it’s unique in its power to involve someone in a story, just because of the number
of weapons that you have at your disposal. I think an engagement with human behaviour would be
the thing that – it sounds a little dry – but in my book, as Ian Bergman famously said “the close up is
still the best special effect”. I think getting inside another person’s experience and watching them
change as a result of the story that you’re pulled through is still one of the most thrilling experience.
That’s the most important thing in a film for me, and I’m always looking for those stories and those
characters that are not obvious, I suppose, in that department.
John Madden, thank you very much!
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Exclusive Interview – Juliana Harkavy on Arrow, her character Dinah Drake,
and more

So, how did you first get involved with Arrow?
So, I got the audition around October last year and I went through the audition process and the next
week I was in Vancouver. They were shooting the first episode in the middle of the audition and they
timed it perfectly. It was extraordinary. It was quick and a fun experience.
When you took on the role, did you feel a weight of expectation on you, given this show has quite
a passionate fanbase?
I didn’t feel so much as an expectation but once I started doing appearances at cons and seeing all the
little kids, I started feeling a responsibility, and that came from me. I think I was excited when I got the
part but I really feel it’s a responsibility that’s to the people who watch the show, who do meet the
guys from the the show, who get excited about my character. So, I definitely feel a responsibility, yeah.
Have you had any particularly memorable fan interactions?
Oh, there was one in Portland, at a comic book convention, a really big fan who was in a wheelchair,
and she had this wheelchair that was completely covered in stuff from the show … She told us that
she keeps our pictures on her so she feels brave and strong. It was such an incredible moment and it
answers the question of how important this is.
Do you have any hopes at where you’d like to see the role go across the next season?
Definitely more scenes of seeing her train and training her physical strength. I think we should explore
her as an athlete, as she’s a very skilled athlete. So just training her physically is what I’m very excited
about. And also see how her relationships with the other characters grow and maintain.
I suppose that kind of leads on to my next question – because this is a programme with a big
ensemble cast, what do you think makes Dinah stand out amongst them?
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She came in as an individual and now she’s part of a team, and seeing her being part of the team, you
know, she just approaches things differently and I think she’s a natural leader. I feel she doesn’t
consciously try to be the leader, and it’s not that she doesn’t respect that they have a clear captain, but
she does have a sense of “I am the leader”, and I think she tries to take the reins somewhat.
Have you worked with Katie Cassidy yet? Because I understand she’s coming back this year as well.
Yeah, we have worked together. She’s really just taught me a lot. She’s the one who taught me
everything to know about the show, she’s very on top of it; I try to watch what she’s telling me to do.
Now, because there are certain aspects of the program that are a little bit more kind of “out there”,
how do you try and find the emotional core of the character to connect to and base your
performance around?
Wow, that’s a really good question. You just have to imagine that it’s all real and it’s all possible. Within
the confines of this world, it’s all possible. You just treat it like it’s possible, like it’s a world where it
could all really happen. So, a little bit of imagination.
Have you found that challenging so far, or do you think you took to it quite well?
I think it’s kind of coming naturally. I feel very connected to Dinah, even from the start at the audition,
because I didn’t even know who she was, I just read the words and learnt what she was going through.
Do you think the character is like yourself in any way?
I think so. I think we’re both kinda struggling… Yeah, I think so. She’s so kind of… she lands on her own
feet and I think I see a little of her as well.
Have you had any particular favourite moments out of what you’ve done so far?
Yeah, actually I’ve had so many. I think any time I get to use my powers is pretty great; I love using
them, I practice them off set. I just love when it’s happening, it never gets old. And every time it just
reminds me like how cool this job is and how lucky I am to be this character. I love all moments of this
job.
What would you say is, on the flip side of that, what is the most difficult part of the role?
Well, I think the stuff that we do on camera, that you see what I’ve done, is probably the easiest part
of all of it, and the most difficult part has been… not in a bad way, but adapting to the change in my
personal life! Yeah, I’ve completely changed, and it’s not difficult in a bad way, it’s just the biggest
change, the biggest kind of…yeah. It’s been a change for the better, but it’s definitely an ongoing
process.
And finally, what is the most important thing you’d like someone to take away from your
performance?
Just that, personally it’s important to me that she is not just a suave figure. I love that message of
female empowerment to be loud and clear and I want people to feel that power when they watch her.
I want people to believe that, you know, Dinah shouldn’t be just a friend or regular character, she is
very good at her life’s job. She became a hero and I want people to believe that they can do that, in a
way, in their own lives.
Juliana Harkavy, thank you very much!
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Star Trek: Discovery - All the easter eggs you missed in the two-part premiere

Star Trek is back after over ten years off our screens – and it’s like it was never gone.
As we all look towards the future and the continuing adventures of Michael Burnham, there’s still time
to take a look towards the past – because the premiere of Star Trek: Discovery is absolutely steeped
in references to the franchise’s 50-year history.
Here’s all the easter eggs from Star Trek: Discovery – how many of these did you spot?
Kahless and the Klingons
T’Kuvma and the rest of the Klingons spoke a lot about Kahless – if you couldn’t tell, he’s a bit like a
Klingon version of a cross between Jesus and King Arthur. A warrior who founded their society and is
set to return once more in the Empire’s greatest time of need.
Kahless has in fact appeared in Star Trek before, in an episode of The Next Generation called Rightful
Heir. His full title was Kahless the Unforgettable – the same moniker given to T’Kuvma by his fellow
Klingons. There’s also reference to a lot of other parts of Klingon culture, like Sto-vo-kor (the afterlife)
and the 24 great houses.
The death of Lieutenant Connors
The first casualty of the series was Lieutenant Connors – sucked unceremoniously into the vacuum of
space by a hull breach, Connors is the latest in a long tradition of Star Trek deaths. You might not have
been able to tell from the muted uniform colours, but Connors was in the operations division – a
redshirt!
It’s become such a ubiquitous trope that it’s well known in popular culture; the expendable redshirt,
always first to die. You can see that in all the other Star Trek pilot episodes – this is the latest instalment
in a lengthy tradition!
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“Shields at 47% Captain”
A little bit of an obscure one, even for the most dedicated of Trekkies. You know how 42 is a special
number in the Hitchhiker’s Guide to the Galaxy? Well, 47 is much the same in Star Trek, with this
number cropping up time and time again across The Next Generation, Deep Space Nine, Voyager and
Enterprise, as well as JJ Abrams’ movies.
There’s no particular reason for it, though writer Rick Berman did once joke that “47 is 42 corrected
for inflation” – it’s just something of an in-joke amongst Star Trek writers that developed out of
nowhere. The more you know!
The Vulcan Learning Pods
It’s not just the TV shows that Discovery pays homage too – there’s also a neat visual reference to JJ
Abrams’ 2009 Star Trek movie. Both Discovery and Star Trek 2009 showed children growing up and
learning on Vulcan, and doing so the same way – in little pods.
There’s also another stylistic reference – a lot of lens flares! But with Discovery making light a key part
of the plot, this is maybe a little more forgivable than the oft-criticised directorial flourish in Abrams’
movie.
All the planets in the sky
There were a lot of fun little references in the dialogue too, mostly to planets and places from the
other Star Trek shows. There’s mention of skirmishes with the Klingons at both Donatu V and H’atoria,
previously referenced in The Trouble with Tribbles and All Good Things respectively.
In a similar vein, a lot of the people referenced are from previous series as well; the Klingon houses of
D’Ghor and Mo’kai are from Deep Space Nine and Voyager, and the Federation ships T’Plana Hath
(named after a Vulcan philosopher) and the Edison (possibly named after Idris Elba’s character from
Star Trek Beyond).
Number One
Captain Georgiou often calls Commander Burnham “Number One” – a vocative with a long history in
Star Trek. Viewers of The Next Generation will remember that Captain Picard often referred to Riker
this way, but the term goes back even further than that.
In the original pilot of Star Trek, The Cage – before Kirk had been conceived of – the first officer of the
Enterprise wasn’t Spock, but a mysterious woman called simply “Number One”. This character didn’t
make it to the series proper (it’s debatable whether this was because Paramount didn’t like a woman
on the bridge, or that they didn’t like the fact executive producer Gene Roddenberry cast his then
mistress and later wife Majel Barrett in the role) but the term has often been used in the years since
to refer back to this character.
So – how many of these did you spot? Were there any missing from this list?
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Riverdale Season 2: Who is the second Black Hood, what is the darkness, and
more questions we have after Riverdale’s penultimate episode

Riverdale was on top form once again this week, with a thrilling episode that delivered all the twists
and turns we’ve come to expect of the quirky teen drama.
At last it was revealed, once and for all, there was another Black Hood, the Ghoulies returned and
took their revenge on Jughead, and a schism formed among the Lodges – it’s clear that next week’s
finale is going to be utterly relentless.
Here are the five questions we have after Riverdale Season 2 Episode 21, Judgement Night…
Who is the other Black Hood?
There’s two Black Hoods! This episode of Riverdale finally confirmed an ongoing fan theory,
revealing that there are in fact two masked killers stalking the town – one now confirmed to be Hal
Cooper, but another still shrouded in mystery.
It’s possible the other Black Hood is working in tandem with Hal; the episode implies as such when
Betty asks about the shooting at the Mayoral debate, and Hal says there’s some things she’s not
ready to know – and then it cuts right to the other Black Hood attacking Archie. Alternatively, maybe
the other Black Hood is being paid by Hiram – the obvious candidate there would be Tall Boy, since
we know Hiram has paid him off before.
What is the darkness?
Every so often, Riverdale brings up the idea of ‘the darkness’ – the darkness in Betty, or in Chic, and
in the Black Hood, now (more or less) revealed to be Hal Cooper. It’s what prompts Hal to kill people,
Chic to be creepy, and Betty to occasionally wear a black wig – but what is the darkness?
The truth is, though, it’s deliberately vague – a hinted at but not explicitly defined mental illness that
can be used as a broad motivator, without any of the responsibility to present a real mental illness
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with care. It’s a bit of a weak offering from Riverdale – the sooner ‘the darkness’ is forgotten about,
the better.
When’s Cheryl going to show up on Arrow?
We know about the CW’s love of crossovers, we’ve seen Riverdale get increasingly focused on
vigilante justice across this season, and now we’ve seen the Cheryl is a dab hand with a bow and
arrow – it just makes sense, really.
Socialite turned archer, in pursuit of criminals? Oliver Queen, eat your heart out.
Just how involved has Hermione been with the Lodge family business?
This episode saw Hermione finally realise that Hiram has been manipulating her for some time,
getting her to take all the risks he was unwilling to – like running for Mayor – and putting her in
danger. Finally, though, it seems like she’s realised what he’s been doing.
At least, that was how it was presented. But previous episodes have suggested the opposite –
indeed, at one point it was implied that Hermione was the one in control, not Hiram, and that was
the end-of-episode reveal. It’s one of the frustrating inconsistencies of Riverdale that they can’t
quite work out how they want to characterise Hermione.
Is Jughead going to be okay?
In one of the most shocking moments yet, Riverdale drew to a close with Jughead being beaten and
burnt by rival gang the Ghoulies. We saw him lying prone in FP’s arms, one ominous question
hanging over the episode – will Jughead be okay?
Even if he does recover, Jughead should be worried about Hiram Lodge – Hiram orchestrated this to
get Jughead out of the way of his schemes, and if he’s willing to try and have Jughead killed once, he’s
probably willing to try again…
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Everything you need to know about the Doctor Who Christmas Special, Twice
Upon a Time

It’s a well-established tradition by this point – the Doctor Who Christmas Special. This marks the
twelfth year running that we’ve had such an episode, making it just as much a Christmas tradition as
carols and tinsel.
It’s also a regeneration story, as Peter Capaldi offers his last performance as the Doctor. It’ll have
been nearly four years since we first saw him 50th Anniversary special The Day of the Doctor, and
he’ll be bowing out in another multi-Doctor special.
Here’s everything you need to know about the Doctor Who Christmas Special, Twice Upon a Time…
What is it?
An hour-long special that unites two incarnations of the Doctor ahead of his regeneration, this isn’t
just Peter Capaldi’s last episode, but Steven Moffat’s too.
Who’s in it?
Peter Capaldi stars as the Twelfth Doctor in his final TV adventure; he’s joined by David Bradley
(Harry Potter, Game of Thrones) who’s playing the original incarnation of Doctor. The first Doctor
was originally portrayed by William Hartnell from 1963 to 1966; Bradley previously depicted William
Hartnell in 2013’s celebratory docu-drama An Adventure in Space and Time to celebrate Doctor
Who’s fiftieth anniversary.
They’re joined by Mark Gatiss, who recently starred in BBC One’s Gunpowder as Spymaster Robert
Cecil, as well as Pearl Mackie, reprising her role as recent Doctor Who companion Bill Potts. It’s also
rumoured that Jenna Coleman will make a brief appearance as Clara Oswald, but this is still
unconfirmed.
And, of course, at the close of this episode we’ll see Jodie Whittaker’s first scenes as the new
Doctor…
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Who is Mark Gatiss playing?
We got our first look at Mark Gatiss’ character in a special clip released for Children in Need, and it’s
obvious that he’s going to be an important character, but it’s still not quite clear who exactly he’s
playing. So, what do we know at the moment?
Thus far, all we know is that he’s called “The Captain” – presumably not his actual name, just what
he’s being called to avoid spoilers. It’s possible, then, that he might be the father (or grandfather) of
popular classic series companion the Brigadier – certainly calling him “the Captain” hints at this.
Alternatively, though, some have theorised that Gatiss could be playing real-life historical figure
Gilbert Mackenzie Trench – the man who invented the police box. It’d be one last time-y wime-y
twist from Steven Moffat, with the TARDIS itself inspiring the design of the police box!
When’s it on? How can I watch it in the US?
At the moment, the specific time the special will air is unknown, but it will be on Christmas Day.
Previous years have seen the special play between five and seven o clock, with a BBC America airing
promptly afterwards – you can reliably expect the same this year too.
Why should I watch it?
It’s the final story of Peter Capaldi, one of the best Doctors we’ve ever had, as well as the epic
conclusion to writer Steven Moffat’s seven-year tenure on Doctor Who. With the wonderful Rachel
Talalay directing, Mark Gatiss guest starring, and acclaimed actor David Bradley bringing Doctor
Who’s origins to life, this is set to be an hour of television you just can’t miss.

